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Dear colleagues,  
 
We hope this new European Art Education Bulletin finds you well. Our aim is to inform you 
about the latest news, activities, and proposals of InSEA in Europe. The European Art Education 
bulletin has been improved and developed to now include the categories of a ‘Spotlight on a 
specific country’ (this time from Switzerland) and two articles on the topic ‘War’.  

 
 
Maria Letsiou,  
On behalf of the Board of the European Regional Council of InSEA (Andy Ash, Maria Letsiou and 
Ernst Wagner) 
 
 

News 
 
Insea Elections to the Executive Board of the World Council 2022-23 
and to Regional Councils 2022-24 
The election process for the 2022-2023 InSEA Executive; World Council and Regional Boards is 
now underway.  All current InSEA members are now called to vote.  Voting is electronic 
and  started 1st April and will close 1st May 2022.  
You can see the candidates here: https://www.insea.org/world-council/.  
Please exercise your democratic rights and vote!  
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https://inseaeurope.home.blog/home/ 



 2 

 
“Acting on the Margin: Arts as Social Sculpture (AMASS)” 
InSEA Europe Webinar Series # 7, Saturday 30 April 2022,  10:00 to 
11:30 am Central European Time (CET) 
 

Acting on the Margin: Arts as 
Social Sculpture (AMASS) is an 
arts-based action research project 
that aims to create concrete 
opportunities for people to come 
together and accompany artists as 
agents in creative projects and 
interpretations. This 
multidisciplinary project considers a 
wide field of disciplines and through 
participatory approaches, it will use 
practical methods from the field of 
service design to explore the role of 

the arts in mitigating societal challenges, aiming at capturing, assessing and harnessing the 
societal impact of the arts and further generate social impact through policy recommendations. 
It also identifies, explores, collates, evaluates and analyzes existing and new innovative 
productions, experiments and case studies from the perspective and the physical positioning of 
European countries ‘on the margins’ in the underserved northern, southern, western and 
eastern regions. It sets up 35 experiments in these peripheries to investigate the educational 
effects of the STEAM model in integrating the arts with science through participatory and 
multidisciplinary approaches. The challenges addressed by AMASS the future of work in 
creative, cultural and other sectors, radical ideologies and  extremism, societal polarisation and 
stratification, lack of civil society participation, populism and migration. 
The project has been implemented between 2020 and 2023  by  6  universities from Malta, 
Czech Republic,  Hungary, England, Sweden and Finland and 2 civil society organizations from 
Portugal and Italy. This project has received funding from the European Union's Horizon 2020 
research and innovation programme under grant agreement No 870621.  
In this webinar we present some practical cases with the use of artistic practices in different 
countries. 
To register follow the link: https://www.eventbrite.co.uk/e/insea-europe-webinar-acting-on-
the-margin-arts-as-social-sculpture-tickets-324700125817.  
Contact: Dr. Ângela Saldanha, correio@angelasaldanha.com.  
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International Event In Cyprus – Frederick University 

  

   

 
Frederick University, Cyprus invites you to the International Conference Art 
education in modern society: Connecting art with real life issues 
Saturday, May 14th 2022, 09:00-13:30 Eastern European Summer Time  
Art and sustainability are at the heart of this International Conference, in the framework of 
which practical ideas of integration of the 17 United Nations Sustainable Development Goals in 
the visual arts education will be presented. The program includes presentations, round table 
discussions and workshops. The Conference is held in the framework of the CARE project 
"Visual arts education in new times: Connecting Art with real life issues", funded by the 
European Erasmus+ program. Frederick University coordinates the project in partnership with 
the European Regional Council of InSEA, the University of Malta (Malta), the University of 
Exeter (UK) and the Aristotle University of Thessaloniki (Greece). 

• First part of the conference (presentations): Participants will need to register here  
https://frederick.zoom.us/webinar/register/WN_MdYZpxJHS5q61QZOkQD3eA to attend 
this part (9:00 – 11:15 Cyprus time). The link is also included in the invitation. 

• Second part of the conference (parallel round table discussions): If participants want to 
attend the second part (11:35 – 12: 25 Cyprus time), they need to use the following links 
(choose the one they want):  

The Art of Compassion  
(in English) 
Isabelle Gatt, Senior Lecturer, 
Malta University, Malta 

https://frederick.zoom.us/j/95343901793 

Meeting ID:  
953 4390 1793 

Contemporary art and Real Life! 
(in Greek & English) 
Costas Mantzalos, Professor, 
Frederick University, Cyprus 

https://frederick.zoom.us/j/99070916295  Meeting ID:  
990 7091 6295 

The power of using images in 
Education for Sustainable 
Development  (in Greek) 
Chrysanthi Kadji, Associate 
Professor, Frederick University, 
Cyprus 

https://frederick.zoom.us/j/91664739553?pwd
=UGlMcFNTcFd0Uk9IM09FOXhPR2NNdz09 

Meeting ID:  
916 6473 9553 

 
Third part of the conference (workshops): unfortunately no virtual participation is feasible for this part.  
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ERC’s Webinar Series # 6: Re-viewing Visual Journals as a method  

 

 

 

 

 

 
 

Visual journaling is a practice shared by many artists and creative people that allows them to experience 
and document discoveries. Journaling is a unique pathway to a lifelong habit of self-reflection, a practice 
that can help us all make meaning of our lives at our own pace. The webinar (March 12, 2022), 
organized in the context of the European CARE project  http://care.frederick.ac.cy/,  invited art 
educators, artists, and illustrators to share their experience with visual journaling as a core method to 
develop their visual thinking.  
Having worked as an educator at Centro Social Paroquial Vera Cruz in Portugal during the European 
Research Project CARE implementation, Sofia Kotsopoulou shared her experience and the procedure she 
followed in getting both teachers and students involved in keeping visual journals. Dorotheos Orfanidis 
commented on the media change from visual diaries to online diaries as an example of art practice in 
the post-covid era. Following, the artist Lena Athanasopoulou offers an inside look into her visual journal 
for the first time, sharing crucial thoughts on how to detect inventiveness via keeping a daily 
sketchbook. The free-lance illustrator Katerina Veroutsou invited us on a two-fold journey – the 
exploration of the unique island of Lemnos and a journey of self-discovery through visual journaling. 
Finally, the Scottish artist Morag Thomson Merriman was presented with her statement and a few 
photos offering a closer look at her lockdown diary 2020, including 55 landscape memories.  
Presentations were followed by a fruitful discussion on maintaining flexibility, spontaneity and privacy 
when presenting and evaluating visual journals in the classroom. At the same time, the multiple roles 
those hold in our personal lives and education were highlighted, concluding that they are a unique way 
of connecting with our daily lives, which by keeping them becomes even more essential and accepted or 
appreciated.  
 

Martha Ioannidou, , Dr of Art History-Museologist, Senior Assistant Professor -  Aristotle University of 
Thessaloniki/ Greece. 
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Voices from Europe 
 

War 
By Ernst Wagner 

 
My father was a soldier in the German Wehrmacht in the Second World War. He survived. And to this 
day, I remember as a young boy hearing his passionate appeal: Never again! That's why it was clear to 
me to refuse military service in 1969. That was not easy in Germany at the time. On the other hand, it 
was easy growing up in Germany: in peace, in a society that was becoming increasingly democratic and 
open, in a Europe in which the dictatorships fell - first in Greece, then in Spain and Portugal, later in 
Eastern Europe. The culmination was the peaceful reunification of Germany. It seemed as if Europe had 
learned its lesson from the two world wars and from totalitarianism. We lived in Europe for 76 years 
without war. No country invaded another. The European Union even received a Nobel Peace Prize for 
this. 
 
Suddenly, however, in 1991, war broke out for the first time again within the boundaries of Europe, in 
Yugoslavia. The war in Yugoslavia was an internal war that, in the end, led to its breaking up into 
independent states. There was (still) an explanation for it and an awareness of its local limitation. Then 
later came the successful attempts by Trump and Putin to weaken the EU, for example through the 
BREXIT. It cannot be overlooked that anti-democratic tendencies have increased and are spreading 
throughout Europe. There are corresponding governments, not only in Poland or Hungary. And now, on 
24 February 2022, a state in Europe has broken international law and militarily invaded another state on 
the same continent. It is war in Europe. On the day I write this, 31 March, it has been going on for five 
weeks. Thousands have died on the battlefields and in bombed-out cities. Putin has repeatedly 
threatened with a nuclear strike.  Fear of a third world war is omnipresent. 
 
During another war, the Second World War, Herbert Read wrote and published his book  
Education through Art, the book that gave InSEA its name. Since then, the idea of contributing to a 
peaceful development between states through a humanistically oriented, artistic education has taken 
more and more shape. InSEA was founded in 1954 and Herbert Read its first president. Not least in this 
tradition, InSEA's Executive Board has issued a statement on this war, confirming InSEA's founding idea: 
 

"InSEA will continue to promote empathy, compassion and peace using education 
through art for ALL our sisters and brothers around this fragile little planet." 
(www.insea.org) 
 

But will that help? I think not. Rather, in view of the current paradigm shifts, it seems to be time to put 
some of the beliefs of art education (and of InSEA) to the test. Can we really uphold the claim 
formulated by InSEA without, at the same time, having to say that it is an illusion?  
We woke up on 24 February 2022 in a different world - and perhaps in retrospect we will be able to 
discover a logic to the developments. After all, this war not only accelerates and radicalises everything 
that Herbert Read did not want, the following are increasingly taking hold in Europe:  

• Fundamentalisms and identitarian attributions: My home city of Munich dismissed the Russian 
star conductor Gergiyev for not publicly distancing himself from Putin. Sotheby's and Christie's 
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have cancelled the auction of Russian art in June. I could add several similar instances. A new 
variant of Cancel Culture has emerged. 

• Totalitarianism: Enemies of a liberal democracy like Orban will survive all the more through this 
war. 

• Military rearmament: Germany increases the military budget by 100 billion euros. 
• New black-and-white thinking and increasing polarisation: We suddenly know who is good and 

who is bad again. 
• Disillusionment: Cultural exchange, scientific cooperation, digital networking, even the most 

intense trade relations prevent neither nationalism nor war. Quite the opposite. It is precisely 
the digital networks, religion (priests bless weapons and soldiers on both sides), culture and the 
arts that are part of propaganda, even of the machinery of war. 
 

What to do in the face of these trends? A few disparate thoughts: 

o Let's finally forget the naïve belief in the positive power of art. That is a lie that only benefits the 
despots. They, the despots, know very well how to use art as propaganda. And: this also applies - 
unfortunately - to more or less liberal and peaceful democracies.  

o Nevertheless, no system invests more resources in art and culture than totalitarian systems. So let's 
stop complaining when liberal democracies do not invest as much as we think they should in art 
education. It is a good sign that they don’t!   

o In the current polarisation, let us not forget our own wars, the ones instigated by the West. In the 
classroom, for example, let's discuss the West's monumental overthrow of countries, leaders, 
governments, i.e. our triumphant gestures over vanquished enemies - from Iraq to Afghanistan to 
Great Britain (Get BREXIT done!).   

o Let's develop methods to deal with our own entanglements, especially our guilt.  We are trapped, 
all of us. That is why we have to develop such methods with our students, otherwise we will drive 
them into illusion or - perhaps even worse - into ideology. That is our responsibility as educators.  

o Let's also develop ways of dealing with our powerlessness in the face of the brutal exercise of 
power. But what can artistically supported resilience look like without becoming ridiculous on the 
one hand or cynical on the other? For this we need concepts. 

o War narratives are aesthetic, just look at the imageries of Putin and Selenskyj. As art teachers, let's 
participate in the war of images through enlightenment. Let's develop enlightening (not kitschy, 
maudlin) strategies for the digital networks. 

o Let's forget the idea of universal art education. This idea is hegemonic. It is toxic because it destroys 
differences and thus strengthens reactionary counter-forces. This is especially true for InSEA as an 
organisation. 

o Let us rediscover the question of national identity, which we, as ‘enlightened citizens’ of the world, 
have considered obsolete for so long. It is obviously still a focus of contemporary longings, so it 
must play a role for us.  

o Let's point out how much infinitely bad art teaching there is. Let's criticise mercilessly. InSEA must 
contribute to this. InSEA must not be a faith community, but a critical discourse community. 

 
Reference 
 
Read H. (1943). Education through art. London: Faber and Faber. 
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Essay 
 

Editorial Preliminary Remark 
 
The war in Ukraine has motivated us to invite art educator Mousumi De to contribute to this Bulletin. 
Mousumi is not only an expert who has been working on the issue of peace education for a long time, 
she is also able to bring in an extra-European perspective, a perspective that is more important than 
ever. We are very grateful to Mousumi for this contribution. 
 

InSEA ERC Broard 

Peace and Art Education 
By Mousumi De 

 
There is a widespread understanding that global politics is at a turning point in history, marked by 
emergent and ongoing wars, conflicts, mass migration, refugee, and humanitarian crisis. These 
developments compel a deeper understanding of the dynamics of peace and an introspection of art 
education praxis aimed at promoting peace. The term peace is often viewed as a universally desirable 
concept, and its interpretations vary across cultures. Eastern notions connote peace as harmony 
achieved internally as a state of mind, while Western ideas centre on victory achieved externally 
through war (Ishada, 1969). Peace is multifaceted, with varied meanings for different individuals, 
cultures, and contexts. In A call for many Peaces, Wolfgang Dietrich (1997) dissolves the notion of peace 
as a homologous entity and sees peace as an expression of the plurality of worldviews and perceptions 
of societies speaking different language.  
 
In cognizance with a pluralistic view, I refer to Galtung’s (1996) initial definition of peace as the absence 
of direct, cultural, and structural violence. This definition helps to understand the distinct forms of 
violence. Direct violence involves observable acts by one party intended to inflict injury and harm upon 
another, as witnessed, for e.g., in the Myanmar civil war since the 2021 coup d'état and the emergent 
Russia-Ukraine conflict. Examples of direct violence include all forms of physical assault like shooting, 
bombing, genocide etc. Cultural violence refers to damage inflicted during upbringing, that results in 
people becoming incapable of fulfilling their potential and their autonomy is restricted. It includes 
cultural systems that overtly or tacitly condone violence - for example gender violence, like honorary 
killings is some South Asian communities, racially motivated police-brutality in United States etc. 
Cultural violence and its impact are not always overtly visible, for e.g., gender inequality in various forms 
across different cultures. Other examples include, xenophobia, civilizational arrogance (e.g., White 
supremacy), myths and legends of war heroes, religious justifications of war and discrimination against 
minorities communities. When discrimination is inflicted by social and institutional systems, it becomes 
a form of structural violence. Structural violence refers to ways in which people are damaged and 
prevented from fulfilling their human capital, by the dominant institutions and structural patterns of 
political power, wealth distribution, food distribution, etc, where the agent of violence is the system 
(e.g., capitalism, patriarchy, industrialism). Examples include, among others, slavery, poverty, apartheid, 
institutionalized racism etc. (see McGoldrick & Lynch 2000).  
 
Galtung (1996) redefined this static conception of peace, which can be better appreciated by 
understanding conflict. Conflict refers to a process through which two or more actors (parties) try to 
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pursue incompatible aims or goals, while trying to stop the other(s) from pursuing their goals. It can be 
constructive or destructive. Destructive conflicts can result in direct violence like wars, genocide etc. 
(McGoldrick & Lynch 2000). Peace, is then, understood as “what we have when creative conflict 
transformation can take place non-violently’. It embodies the characteristics of a system, whether a 
family, small group, or a society, which enables destructive violent conflicts to be transformed along 
constructive and creative channels by non-violent means (Galtung 1996, 24-36). Peace is further 
understood as negative and positive; the former being the absence of structural and direct violence, and 
the latter as the active presence of social justice, integration, cooperation, equality etc. (Galtung, 1969). 
Scholars have envisaged different approaches to conflict transformation that primarily involves 
reconstructing relationships, interests and discourses that support reconciliation (Miall 2004). Conflict 
transformation goes beyond finding solutions to end the problem (for e.g., ceasefire, peace-treaty) and 
focuses on ‘change’ (Lederach et al. 2007). It addresses direct and attitudinal aspects of the conflict and 
its deeper structural sources (Lederach 1995; 1997) by bringing change at personal, relational, cultural, 
and structural levels of the conflict. These conceptions see peace as a dynamic and action-oriented 
concept focused on change and transformation. Educating for peace, thus, largely involves promoting 
the knowledge, skills and attitudes needed to bring about behaviour changes, that can enable 
individuals to prevent conflict and violence, resolve conflict peacefully and create conditions conducive 
for peace at an intrapersonal, interpersonal, intergroup, national, and international level (Fountain, 
1996).  
 
Several educational initiatives portray peace and conflict as a ‘reachable and erasable thing’ (Beckerman 
& Zembylas, 2012, p.3). When peace is viewed as a universal utopia, it rejects multiple representations 
of truth, various understandings of justice, and disregards the close connection between conflict and 
justice (Beckerman & Zembylas, 2012). Thus, a conceptual clarity of peace and plurality of its definitions 
are important as it determines what is taught in educational praxis aimed at promoting peace. From a 
methodological standpoint, art educators use a variety of approaches that range from exchanging 
children’s art, learning about art from other cultures to studying about social issues underlying conflicts, 
and art therapy. Some use joint art activities to provide opportunities to meet with Others, others use 
critical and feminist approaches to deconstruct racial and political imagery related to conflicts, that can 
help to re-examine power representations, relationships, and political identity construction. Social 
reconstructionist approaches tend to promote critical thinking skills that can help challenge binary 
perceptions of us/them and unlearn prejudice (Cohen-Evron 2007). Most of these methodological 
approaches are grounded in critical theory and social justice, and approaches grounded in peace and 
reconciliation theories have comparatively received less attention (De, 2014).  
 
When developing art pedagogy with the goal of bringing transformational change, for example, reducing 
prejudice or fostering tolerance, it might help to consider the domains of change that the pedagogy 
aims to impact; whether these are at cognitive level (cross-cultural knowledge, empathy), affective level 
(prejudice, tolerance), volitional level (openness to accept Other’s perspective) or behavioral level 
(conflict resolution and pro-social skills) (Salomon & Kupermintz, 2002). Although a sharp distinction 
between these domains is difficult to draw since changes occur at multiple levels, it provides a direction 
to determine the appropriate rationale for developing curricula. Equally important is developing 
appropriate assessment methods to assess the impact, for example, assessing the domains and 
magnitude of change, whether these changes are significant or modest (Salomon & Kupermintz, 2002). 
Most importantly, an important component for promoting peace is teaching skills for learners to resolve 
and prevent conflicts peacefully, which involves understanding the conflict, especially from other’s 
perspective, the needs, and goals, and reframing the conflict as a mutual problem that can be resolved 
collaboratively and cooperatively to create and enhance peaceful solutions (Bar-Tal & Rosen, 2009). 
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The significance of promoting peace and reconciliation reflects in UNESCO’s (2010) Seoul Agenda: 
Development of Arts Education, that advocates for promoting social cohesion, democracy and peace in 
communities, and reconstruction in post-conflict societies. Our ideals to promote peace through 
education would have real impact only when there is an attitude of solidarity and strategic educational 
praxis that can help us ‘transition from a culture of war to a culture of peace’ (UN A/RES/53/243 General 
Assembly, 6 October, 1999, agenda item 31).  
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Spotlight on Switzerland 

 

The situation of the subject "Bildnerisches Gestalten" (art education, literally 
“artistic creation”) in Switzerland 

By Verena Widmaier 

 

Preliminary remark 

In Switzerland, the subject of art instruction at schools is called "Bildnerisches Gestalten". Compulsory 
schooling usually lasts eleven years. It is divided into three cycles: 

1. 4 - 8 year old children   
2. 8- to 12-year-old children  
3. 13- to 16-year-old youths   

This article is about describing typical teaching for 13 and 14 year old students. 

Example second cycle 

Visual arts lessons take place regularly, two hours per week, i.e. 78 hours per year. For comparison: 
Physical Education comes to 117 hours and Mother Tongue 156 hours per year. Students usually work 
on a design task for six to eight weeks. About 20-30% of this is digital work, including "researching" and 
"documenting" as well as working with image editing programmes. 

Teacher training  

There are both specialists and generalists, the latter being the rule. The specialised teachers are trained 
at an art college. They work mainly at the grammar schools.  

The other way is through the teacher training colleges. There, teachers are trained with a focus on four 
subjects. To be able to teach BG, you have to have studied it as one of these four subjects. 

Curriculum 

There are three areas of competence in Curriculum 21: Perception and Communication, Processes and 
Products, and Contexts and Orientation. Much emphasis is placed on working in processes. 
Methodologically, everything from direct instruction to project work and dialogical learning can occur. 
Possible formats are also excursions and project weeks. These are held once a year. They involve, for 
example, visiting and working in and with an art museum.  

The curriculum is competence-oriented. It is about knowledge and the application of subject-specific as 
well as generic competences. In the subject-specific competences, 14-year-old pupils can, for example, 
produce small and large, overlapping and staggered pictures in spatial representation. They learn to 
observe carefully and to sketch their picture ideas. It is important for the teacher to activate the pupils' 
problem-solving activity and to expand their creative repertoire.  

The subject works with an extended concept of image, it includes two-dimensional, still and moving 
images (e.g. painting, drawing, graphics, photography, video, animation) and three-dimensional works 
(architecture, sculpture, installation and performance) and inner images (ideas, fantasies, sensations 
and associations).  

Personal assessment 
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The following experiences as a pupil, teacher and researcher determine my ideas about the subject: 
1) As a child, I mostly experienced an appreciative and supportive environment in the artistic field, 

my motivation for drawing and handicrafts was strengthened.  
2) At school I met people who had an important influence on my choice of career and were 

orienting for my understanding of art and my own search.  
3) My professional training then consisted of 4 years studying for a Master of Art Education.  

The reputation of the subject at the school  

Our school has a high reputation among students, parents and teachers of other subjects. Why? 

The two subject colleagues with high and passionate commitment work intensively together, exhibit 
student work and thus show what is happening in the subject at school. The pupils are delighted with 
the work on display. The students' parents are regularly involved. For example, the students have to 
present their work at home and the parents then have to give a written report to the teacher.  

Current discourses in the subject 

It is essential to activate the senses and perception in the pupils. A benevolent and creative climate is 
seen as a prerequisite for good design teaching. The question in the foreground is how all pupils can be 
enthused for the contents of the subject. To this end, lessons should be enriched every 90 minutes with 
new impulses related to life and art: "Get out of school" is an important guiding principle for cultural 
participation.  

Current problems 

In Switzerland, there are great differences in the individual cantons and municipalities with regard to the 
resources (space, time, money) available for the subject. Unfortunately, there is no standard that 
teachers can refer to throughout Switzerland. The STEM subjects currently have the highest priority. 

Only in nine instead of eleven years are BG lessons compulsory, in the last two years it is an optional 
subject. Thus, after the 11 years, there is a slump for the connections with a creative focus: practice is 
missing, imagination is only partially developed, fine motor skills and dexterity are lacking.  

Less motivated teachers refer to the creative processes of pupils when they write in their lesson 
preparations: "Then I let the children's creativity run free". In other words, they have not prepared and 
do not even understand what task they would have to do.  

In school reality, there is not enough time to get to know and practise new professional processes. There 
are no resources for inter- or transdisciplinary projects.   

The main challenges for the next ten years 

• Showing presence - doing public relations work 
• Not allowing digitisation to be seen as the counter-model to design 
• No isolation of art from other areas: Growing stronger together 
• Take pupils' sensitivities seriously 
• All should participate in culture and education: finding solutions for this  
• Address counterproductive leisure behaviour of children and young people, strengthen 

psychological resilience 


