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CHAPTER

Introduction

My art and education background

Education is a tool of colonisation, which serves to teach students allegiance to the
status quo and it has been so much accepted as a norm that no blame can be
attributed to the huge body of educators who simply teach as they were taught.
(hooks, 2010, p. 29)

For quite a long time, I have been interested in learning more about the varied and volatile
art making processes of young children, not only at their homes, but also in their (primary) schools.
This pedagogical concern came from my previous home and school experiences as a child who
loved art in Uganda. The exposure to artistic knowledge I received at home was never fully added
to how I was taught at school.

In 2007, when I arrived in Finland to do my Master’s degree in graphic design, I read Kefa
M. Otiso’s Culture and Customs of Uganda. From it, I learnt that the only way teaching and learning
can adequately take place in a country such as Uganda, with its different cultural norms, a wide
range of ethnic groups, speaking different languages and worshipping different gods, was by
promulgating our own indigenous art education knowledge in all forms of artistic expression and
learning, because this provides the means necessary to authenticate the local conditions, needs and
aspirations of people in Uganda.

Later, I enrolled in the immigrant integration training programme arranged by TE-palvelut
(Tyovoimatoimisto) of the employment and economic development office in Finland. In the short
time I was able to stay, between 1 February and 28 June 2012, I learnt that, even though the focus
of their curriculum is on integration vindicated through becoming proficient in speaking the
Finnish language, a lot of its content was built on the Suomi cultural identity and history. Actually,
part of their curriculum included Finnish foods, art, weather, months, days, time, naming, dressing,
greeting, festivals, sauna, etc. From both Otiso and Finland’s Tydvoimatoimisto, 1 discovered the
importance of expressing devotion to my nationality and self-preservation. Subsequently, I started
to consider how my art-education skills can move forward in regard to developing a secure system
of knowledge, which can link interests of my home background, where it is still common practice
for tribal people to do art and/or wood-carving for sale to tourists and for use as household items
like furniture. They also do knitting and crocheting to create functional objects; they do pottery to
produce cooking utensils; wearing clothing in their own native styles; not to mention producing
bark-cloth prior to adopting weaving, etc. Such art and crafts knowledge is overlooked and ignored

for the sake of our rush towards globalisation modernities and due to challenges impelled by the
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egocentric role of colonial school curriculums structured to transmit Eurocentric cultural interests.
Indeed, hooks (2010) is correct when she laments that it is “dangerous for one to attempt to
construct subcultures of self-determination within frameworks of dominator culture” (p. 26). Lack
of learning through indigenous art engendered continuing controversy about the value of my
national identity, particularly in the matter of suspending the existence of my mother tongue. Being
distressed with different desires and the absence of sufficient reasons to justify why kept me
questioning the truth about school knowledge, which prevents art education that nurtures what we
already know within our immediate environment; granted through indigenous art and education
which promotes, enhances and also appreciates our rich cultural heritage.

The curriculum scholars Nsamenang and Tchombé (2011) argue, “teachers should consult
with holders of indigenous knowledge in the host community and creatively bring this information
into the curriculum and in particular classroom processes” (p. 17). As a matter of fact, it is the role
of art teachers to reappraise our cultural heritage. It should be kept alive at all points in the school
curriculum. Under those circumstances, the findings of this dissertation will try to elaborate the
ensuing crisis regarding reasons as to why art from home has been ignored in the school. From the
same paradigm, some key implications can be drawn for a feasible critical curriculum that can be
used to reinstate art education at primary school level in Uganda. Taking all the above into account,
urgent critical rationalisations about the education system are needed, against the too much
Western culture centrally established through a deep-rooted education furthering stereotypes
(extending to inherited languages) and coupled with tremendous inequalities and violence due to
colonisation and globalisation.

One may wonder, of all formal levels of learning, why primary school? Without going into
detail, let me briefly point out a few reasons: First, in 2006 in my Bachelor’s degree, I investigated
male and female students’ performances in art, crafts and design. The research was carried out in
selected secondary schools of Kampala District, (Uganda). In 2011, at the Master’s degree level, I
made a formal assessment of an art and design curriculum and authored a textbook as a project.
The title of the book is Ar# and Design; A Comprebensive Guide for Creative Artists. The goal of this
book project was to guide art students and student-teachers in developing, fulfilling, executing and
critically evaluating their works at the secondary, tertiary and university levels. The book also
offered a far-reaching hands-on approach to local methods of producing art in the school.
Empbhasis was placed on providing a module of teaching and studying art and design using recycled
as well as locally available matetials and/or through a repurposing approach; the exercises in it are
sensitive to local needs of the students and teachers of the course. Then, the second and final
reason is obvious: my professional experience lacks a depth of specialist knowledge on how to
conduct effective art education in primary schools; after all, art is considered to be a minor subject
at primary school level in Uganda. The dissertation research question that supports this work is:
How might we re-envision a critical curriculum framework of art education for primary school level in Uganda,

through contexts of globalisation and postcolonial disconrses?



Concepts and contexts: Keeping our history alive

This section presents my in-depth consideration of the following concerns.
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Figure 1. A conceptual idea concerning the investigation for Art from Home to School: Towards a Critical Art
Education Curriculum in a Postcolonial and Globalisation Context for Primary School Level in Uganda

Conceptualising traditional African art, culture and values in education

In the eatly twentieth century, “artists including Picasso, Matisse, Paul Gauguin, Maurice de
Vlaminck (fauve painters) and Lippy Lipshitz” [(cubist painter) eagerly collected African (archaic
and) tribal art-like masks, which influenced their works. They deliberately] “solicited alternative
means of expression from alien traditions; above all in primitive art, partly because it was at furthest
removed from academic conventions.” An example of such art is [one named as| “Demoiselles d’
Awvigon by Pablo Picasso” (Piper, 2004, p. 375). Other painters that contributed to primitive art or

the style of naive and/or folk art include Paul Klee and Henri Rousseau.



Furthermore, in many sub-Saharan African! home settings, practices associated with making
indigenous art and crafts still exist in different forms. Case in point, the production of fabrics from
tree barks; body art like scarring; moulding utensils like clay pots and plates; wood carving, wall
paintings; weaving baskets and mats along with architecture (such as rondavels and pyramids), to
mention but a few. In 1993, Somjee noted in his Material Culture of Kenya that such artful creations
are also classified in categories like “body covers, tools, ornaments, furniture and containers” (p.
1). Most importantly, materials needed to produce those traditional African artefacts are easy to
find within the immediate surrounding physical environment of people’s homes. With great
dismay, Kakande (2008) notes, “the Protectorate government recognised the presence of
traditional artefacts whose integration in the colonial modern economy it favoured. .. This was not
just a major indictment of missionary art education, it was a decisive shift in colonial cultural policy
in Uganda” (p. 57).

Colonisers enforced the deliberate denial of our existence by marginalising our traditional
artefacts in favour of alien modern artefacts and practices. They believed that our indigenous art
knowledge did not have what it takes to build their colonial modern economy. This granted an
interim cover-up with literal denial that, in their efforts to introduce civilisation, in exchange for
exploitation of our natural resources and the advance of Islam and Christianity throughout tropical
Africa, both, undermined the indigenous belief system practiced by native Africans. However,
some few Christian missionaries, particularly Margaret Trowell, started getting very concerned and
initiated art education schools. Put another way, art lectures “at the museum on aspects of Ugandan
traditional arts like bark cloth making and pottery among others” were initiated (KKakande, 2008,
p. 72). One might also argue that in Uganda practices of local indigenous art knowledge instigated
the discovery, awareness, appreciation and adeptness of bark-cloth utilisation in the replacement
of body coverings made out of animal skin. As a reminder, in views linked to a chronicled
perspective, bark-cloth is a fabric made from (Ficus natalensis) tree skin.2 Nakazibwe (2005),
elaborates the important role of bark cloth:

The function of bark-cloth, until the early twentieth century was for purposes of
dress. Because of its wider dimensions and softness, bark-cloth replaced animal
hides and skins, which constituted the earlier means of clothing in Buganda. (p. 86)

1 As a way of accounting for the main points of learning about Africa and art this is not a broad study. Analysis

in all these subsections has been built with several generalisations, which do not cover everything. For this
dissertation, it is difficult to indicate how it can inform on the cultural heritage of most African societies;
however, some of the generalisations are kind of typical features of African art in many of its traditional
societies. That is to say, this is like a venturesome exploration: it does not resemble many specific African
societies in reality and not as much as may be required is availed in every expression of its subject matter
about African art. As a researcher, select what is influential for the needs of your impending investigations
and do further analysis from the books which have been listed in the reference section.

Bark-cloth is made from the inner bark of the Mutuba tree (Ficus natalensis). It is harvested during the wet
season and then, in a long and strenuous process, beaten with different types of wooden mallet to give it a
soft and fine texture and an even terracotta colour. Craftsmen work in an open shed to protect the bark from
drying out too quickly. Bark-cloth is worn like a toga by both sexes, but women place a sash around the waist.
While common bark-cloth is terracotta in colour, the bark-cloth of kings and chiefs is dyed white or black and
worn in a different style to underline their status. The cloth is mainly worn at coronation and healing
ceremonies, funerals and cultural gatherings but is also used for curtains, mosquito screens, bedding and
storage. For further reading see: Bark-cloth making in Uganda<https://ich.unesco.org/en/rl/bark-cloth-
making-in-uganda-00139>read on 20.03.2018.
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In short, even before colonial contaminations, “in Affrica indigenous technology was well
expressed [through traditional art, culture and value systems, namely;| traditional iron, wood and
ivory working as well as in cloth weaving, pottery and indigenous drugs development” (Orhioghene
2011, p. 178). Assumptions of traditional African art, culture and values in education are intended
to be promoted in this dissertation. This shall provide a hypothesis on a re-envisioned critical
curriculum framework of art education for primary school level in Uganda, enquiring about how
to structure authentic content based on our own our culture, customs, history and primeval life,
giving possibilities to thrive and to be well appreciated explicitly. With regard to globalisation, the
existence of various traditional African art forms is evidence for people’s diverse cultures, which
everyday teaching and learning need to adequately comprehend and foster by using mother
tongues. According to Altinyelken (2010), in Uganda’s thematic curriculum; “the presentation of
learning experiences” is supposed to be planned by using “languages which learners are already
proficient” (p. 154). In a more general sense, however, formal education in Uganda has not been
one of the common means through which cultural heritage experiences such as mother tongues,
traditional arts, cultural values, beliefs and indigenous ideas have been effectively transmitted. In
fact, Kasule (2003) is right when he laments that in many African societies “the home of an expert
was the school in which art and crafts skills were learned” (p. 52). ). Battiste (2002) sees traditional
indigenous knowledge and values of African people to be made up of:

Songs, ceremonies, symbols and artworks that have commercial value, separate from
empirical models of the world they represent. Values are so deeply embedded with
indigenous knowledge that it is difficult to distinguish the empirical content from
the moral message. (p. 19)

The growth and strengthening of an indigenous education sector have led to significant policy
and curriculum reforms across the education systems and to ongoing engagement in critique,
advocacy, research, and practice (Haig-Brown 2019, p. 1). While the inferences and implications
of traditional indigenous art knowledge may obviously originate from home experiences, its mere
existence or absence reflects the very essence of what should be distinctly anticipated in a critical
curriculum for primary school level in Uganda. Ideally, the essence of this dissertation is to try to
proclaim that traditional indigenous art focused on the typical self of the individual student
provides a basis on which art teachers should channel interests and concerns for liberatory learning
and/or pursue educational reforms. Not only that: such a conceptual approach can enable students
to become critically aware of their cultural roots and history. This tendency further points to
theorising a course of action that liberates students from bonds of cultural oppression influenced
by Western ideas. Ultimately, to promote change in art education, teachers should be encouraged
to “identify some of the more prominent threats in the historical development of art education”
(Hurwitz & Day, 20006, p. 13). This can be used as a tool for school reforms, substantial in providing
multiple sources of knowledge contained in African indigenous knowledge traditions, such as local
proverbs, folktales, fables, mythologies and story-telling for teaching and learning to insist on
enabling a holistic learning focusing on contexts of critical thinking, postcolonial and globalisation

discourses.



Indigenous art knowledge and education in the African context

It is all too easy to assume that traditional indigenous art and knowledge of African people is
not yet fully commensurate with formal education, even though, quite a good number of scholars
recognise its importance in the matter of teaching and making art by means of local knowledge.
Battiste’s (2005) purposes of indigenous knowledge in education defy conventional wisdom:

Indigenous knowledge has been disclosed as an extensive and valuable knowledge
system ... it is trans cultural (or intercultural) and it is an interdisciplinary source of
knowledge that embraces the contexts of about 20 percent of the world’s
population. Indigenous knowledge is systemic; it covers both what can be observed
and what can be thought. It compromises the rural and the urban, the settled and
the nomadic, original inhabitants and migrants. Other names for Indigenous
knowledge (or closely related concepts) are folk knowledge, local knowledge or
wisdom, non-formal knowledge, culture, indigenous technical knowledge,
traditional ecological knowledge, and traditional knowledge. (p. 4)

Regarding Battiste’s claims, one could argue that recognition of traditional indigenous art
knowledge in education can strongly put forward motivations for creative local inventions along
with providing resourceful empowerment to marginalised groups of people historically colonised
against their will. The policy and practice of control by Western occupiers intercepted the
continuation of local indigenous knowledge for many native African cultures. Through Battiste’s
vindications we can learn that indigenous knowledge of African people is still one of the main
means of support for part of our local wisdom and cultural practices. Therefore, art teachers
involved in the task of formulating a critical curriculum of art education need to include African
indigenous education or traditional indigenous art knowledge with the purpose of resisting
dominant knowledge nurtured by our acceptance of the coloniser’s indoctrinations. This also
means that art education needs to lay stress on notions of worthwhile knowledge, parallel to our
unique local needs and challenges. In 2011, Nsamenang and Tchombe noted in their Inernational
Eduncation Strategist from Ibadan, Nigeria that:

Africa happens to be the only region of the world where all the role models to which
its children in their formative years are exposed (to angels and saints, great achievers,
film stars, etc.) of a race that is different from theirs. African children are the only
ones in the world whose socialisation begins with acculturation (learning about other
worlds in a foreign language), instead of beginning with enculturation (being deeply
entrenched into your own world first and foremost). African children are the only
ones whose region is most lowly represented in International organisations,
including the UN agencies, and about whom decisions for their situation and well-
being are often taken without even a token of voices from their people’s
representatives. (p. Xxv)

Here we see that their line of argument settles the claim that African educationists ought to
gain a deeper understanding of the shortage of space existing in teaching and learning about the
role of art in matters concerning our own cultures, beliefs and expectations. Moreover, Obanya
Pai thinks, in order for teachers to make effective transfer of traditional indigenous art knowledge,
teaching and learning needs to be accomplished in the student’s mother tongue. In Uganda, few
primary schools — or even none at all — have indications of concern for teaching and promoting

“indigenous art education aiming at such consciousness to young people” (Kyeyune George,
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personal communication, 20 April 2016). To put it another way, local education systems have not
yet found a better way to reject the so-called existing Eurocentric truths put forward in all school
curriculums. Perhaps this may be what hooks (2010) means by mentioning that “the culture of the
colonised was a reflection of their barbaric way of seeing the world. Culture belonged only to the
colonisers” (p. 25). In general, the school curriculum used in Uganda is a desert of formal literacy.
It does not prepare or nurture students for the various demands of future life. Instead, it produces
graduates looking forward to the world of work in public services.

Doubitless, then, the true significance of traditional indigenous art knowledge and education
can be eloquently expressed with the argument that even if there is worldwide apprehension about
copying the West, unreflectively, school curriculums need to lay stress on familiar art education
knowledge that can turn students into economically independent and productive members of
society. Therefore, this dissertation supposes that use of traditional indigenous art knowledge in
education anchors Africans in the security of their cultural background, from whete they gradually
take on the responsibility for creating, in the light of global needs and a self-generated sense of
direction for building communities different from the ones they inherited. Even more significantly,
Margaret Trowell a colonial and missionary educationist known to have pioneered the introduction
of art education in Uganda, had the idea that “if East Africans were exposed to Western products
(goods and technology); its people are going to avert from innovation and self-improvement. [As
a teacher of art she regarded authenticating art education by using traditional indigenous art
knowledge as a way of promoting ideas of self-determination and freedom. Her concerns mainly
mattered toward seeking a conceptual space for a liberating curriculum that dismisses| laziness and
complacency [regarded sceptically among students. Margaret Trowell furthermore reasoned that if
African people were taught| good craftsmanship [in art, then, they would be able] to meet their
physiological needs” [by using their own artistry] (Wolukau, 2014, pp. 105-0).

After 1900, the British transformed the African modes of life into resembling those
of Western world. They introduced European clothes, religion ... new artistic
expressions, formal education, administration along with health service, fashion and

style. (Kizito, 2013, p. 10)

Kizito’s view reminds us about the original history concerning the position and prospects of
art education; how it was altered in Uganda as many other countries which were colonised in Affrica.
However, from the same point of view we can also appreciate the firm connection of the control
phenomenon of the Western world where, long after their formal direct and political rule of
colonies ended; their values and attitudes continued to flourish against traditional indigenous art
knowledge and education.

Transformations of values and attitudes due to colonisation still affect African cultural beliefs
and modes of life. More fundamentally, one can argue that in Uganda, “as many other African
countries, Buropeans colonialism led ... younger generations to be schooled in colonial social,
political, and economic systems, which have slowly lost touch” with what its culture and customs
care about as their “unique cultural heritage” (Otiso, 2006, p. 26). This is unlike, Kenya, for
example, where traditional indigenous art is used in implementing evidence-based educational
practices so as to achieve greater relevance towards school knowledge. In 1993, Somjee used his

Material and Culture to praise a photograph of “school children studying traditional tools” by
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asserting that

In the Kerio Valley ... The tools are made locally and many children are related to
black smiths who make them. After a collection was made, the tools were arranged
systematically, according to their categories and displayed in the school compound.
The students came to the exhibition and discussed the shapes, functions, methods
of manufacturing and materials used to make each tool. (pp. 27-28).

Somjee’s sentiments echo a deeper understanding of how teaching and learning about art
needs to pay tribute to locally made art tools and equipment. They are also important for a critical
curriculum of art education, because they can enable students to understand the purpose of
producing, protecting and preserving local materials and tools as pieces of history.

Furthermore, this confirms the extent to which blacksmiths and/or elders from African
communities serve as traditional indigenous art knowledge proprietors. Moreover, as art educators,
it is also important for us to learn about the importance of outsourcing cultural knowledge from
such adept artists and/or craftsmen, who may also, sometimes, own and lend (for exhibitions)
similar local tools and materials whenever they are needed during learning. Regarding the
sociocultural existence of traditional indigenous art knowledge and education in African, Kizito
(2003) notes, “among the Sukuma people of Tanzania, the members of the secret society did
drawings on the floor of their huts using fingers to envisage and sometimes to entertain novices
and visitors” (p. 20). [Not only that, art was so much part and parcel of the daily life in their
community that if one talked about know-how, it implied]:

Fine art, dance, music and drama. This also denotes to a fact that you are talking
about the people themselves, their daily activities, their day-to-day aspirations as a
community, their joys, their feared enemies, their faith and tears they shed together.
Thus, fine art, music, dance and drama were a common language that expressed the
body and the soul of an African community and they were a language that expressed
their faith in God that created them, the God that gave them fertility and food, the
God that protected them from cruel forces of nature that were mysterious and
frightening. (Kizito, 2003, pg. 20)

In one way, Kizito’s arguments and those of many other scholars indicates the broadness of
how traditional indigenous art supports the common knowledge of African people. It is often
interwoven within our cultural beliefs and practices. From such perceptions, art educators re-
envisioning a critical curriculum of art education should be encouraged to revitalise the social
cultural existence of traditional indigenous art knowledge in learning, because it enables students
to make sense of their history, with regard to performing arts that are deeply woven into every
social fabric of African people and generally involving aspects of music and theatre. In this way,
students can also apprise their gods, express their own faith and use their creative voices via fine
art, dance, music and drama to create increasing awareness about protecting the loss of their

culture, identity, knowledge, roots and tradition.

Language; culture and indigenous knowledge

Everyone in the world has a language, either the language of his own parents or one
adopted at birth or at a later stage in life. (Thiong’o, 1993, p. 30)
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Ngugi wa Thiong’o is a world-renowned Kenyan writer who tries to inform us that language
determines our cultural identity and can also link us to our nationhood in the strict sense of our
antiquities, since ancient times.

Language is a discourse of power ... it provides the terms and the structures by which
individuals have a world, a method by which the ‘real’ is determined ... The language
itself implies certain assumptions about the world, a certain history, a certain way of
seeing. If one’s own language ... does not concur then he/she must be suppressed
in favour of that which the language itself reveals to be ‘obvious. (Ashcroft et al.,
1995, p. 55)

In all respects, Ngugi wa Thiong’o and Ashcroft et al., however, articulate views that suggest
to us —art educators — to be mindful about the role of African languages in multilingual classrooms.
Also, in line with all their delineations, we can understand that the language of every nation is the
most important tool for reclaiming the real: it can be used to transfer and receive knowledge. In
such ways, social and cultural practices of people independently continue to be maintained through
their individual mother tongues. Put differently, language provides a verbal platform for practising
indigenous knowledge: it is the means through which cultural traditions can be easily transmitted
from one generation to the next. Therefore, through a critical curriculum of art education, art
teachers should be encouraged to consider the role of language, especially that of immigrant and
minority students, so as to achieve learning rooted to a historical overview of the ways many
subordinate, minority rights, or simply indigenous mother tongues have been attacked and
unnerved by white coloniser culture.

In Africa the legacy of language and culture varies due to diversities in tribes and associated
customs. By way of illustration, in Uganda none of the many autochthonous languages spoken by
even the dominant tribe such as the Ganda is given special status apart from (English and) Swahili.
However, Uganda has a very small number of foreigners who are mainly descendants of both alien
languages. Otiso (2000) reminds us that “Uganda's other most important languages are Luganda,
Kiswahili (Swahili), Luo, and Arabic” (p. 5). Colonisets subdued our mother tongues and/or did
not find the linguistic cultural realities of native people vital, thus our heritage languages have
continued to suffer dehumanisation in literature and advocacy discernments. Ngugi wa Thiong'o
(1993) argues, “culture, freed from all the structures of subjugation, national and international, is
the best measure of this humanity” (p. 56). This means that as art educators we need to endorse a
critical curriculum of art education, which struggles to promote mother tongues in the school. The
benefit of keeping mother tongues in the school includes demanding recognition of our culture
and humanity. It is what can provide a cultural indication of humaneness, freedom and diversity in
the matter of human cultures. Indeed, this can happen when language and “culture carries the
values, ethical, moral and aesthetic [representations] by which people can conceptualise or see
themselves and their place in history and the universe” (Thiong’o 1993, p. 77). Through language,
cultural beliefs, core values and social identities of indigenous and local communities can be
reconstructed, described and put into context within which their own art and crafts skills can be
rejuvenated. Nsamenang and Tchombé (2011) bring variety to the meaning of culture with respect
to language. They suggest it is

a way of life of a group of people, underpinned by adaptation to a common
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environment, similar ways of thinking and acting and doing, similar attitudes and
expectations, similar ideas, beliefs and practices, etc. (p. 95)

Together, culture with language are nurtured by strains of inbred hereditary that manifest in
all realities of the human world. Hikwa and Maisiri (2016) support the same notion of language
and culture by arguing that it is the “centre and heart of culture and knowledge retention. [People
without a language are in a loss of] culture [and] identity” (p. 296). Various sources of knowledge
add to the evidence of this assertion. According to Hinton (2001), “a language learned outside of
its traditional cultural context will lack the ability to reflect traditional culture” (p. 9). This is what
makes a focus on learning by using mother tongues especially important in a critical curriculum of
art education. Language can direct art education to personal affirmation; by helping students to
think positively about articulating their chronicled legacies, it guarantees freedom of expression

and students’ social traditions can be adequately maintained and preserved to thrive completely.

The discourse of Kizito: Expanding practices of traditional indigenous art and
cultural values

Kizito Maria Kasule is an internationally renowned artist and senior lecturer at the Makerere
University College of Engineering Design Art and Technology in Uganda. In 2003, Kizito noted
in his unpublished doctoral dissertation, The Renaissance of Contemporary Art at Matkerere University Art
School, that in many African societies cultural values are conceived through “language, religious
beliefs and practices,” [in addition to] “moral and social values.” [This is especially true within
domains of art education where traditional African art forms can be used to symbolise the| “hidden
religious, social and political manifestations of society. [Practices located within] “traditional
indigenous art are facing a threat of decline under the context-change to modernity.” (Kasule, 2003,
p. 25). However, without dismissing Kizito’s statement, one can still argue in favour of knowledge
anticipated for a critical curriculum of art education that modernity should instead be used in art
education to enlighten young people about the importance of promoting their ancient customs via
indigenous art. This provides opportunities for learners to develop their creative skills, which can
be used toward contributions of economic development through cultural tourism. In fact,
including African art and practices into a school curriculum means students will achieve a local
lens as regards social transition towards various modes of artistic expressions.

Practices of traditional indigenous art and cultural values have a very special sense of
importance, not to mention the many cultural meanings and values of individual artefacts locally
used in the daily life of colonised people as household utensils. Kizito furthermore argues that
practices of traditional indigenous art are characterised by “creative and pronounced tendencies,
static quality, arbitrary proportion, abstraction and spirituality” (Kasule 2003, p. 25). Kizito’s
expositions about traditional African art and values indicates the extent to which it is fundamentally
embodied in contributions of formulating a practical critical curriculum of art education. In fact,
in Uganda many tribal people still use their ethnic and traditional indigenous art creations such as
the drum: as a communication tool and for uniting people. It is also used to provide solidarity and

consensus. In an interview granted on 20 March 2016, Kasule furthermore substantiated that
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When the Europeans came here, they found our art was not art for art’s sake. It was
art that had a purpose and function. Not like decorating the walls but art was
associated with rituals and religious practices, which had no difference. Europeans
did not understand our culture but pretended to be experts. What happened ... they
convinced Africans to suffocate those practices, including the drum, used in
Okusamira (tituals associated with traditional worshipping); the word is okusa-
ami-ira, it means to worship while you are dancing; clapping your hands; to call
spirits. However, Europeans expressed approval for the so-called ignorant Africans
to play the piano during worship in church for the son of the god from Greek. Yet,
the local drum to natives, was an instrument of joy and communication. Nothing to
do with satanic worship. That is why you don’t see Anglican church using them,
even today. (Kasule, interview 20106)

Kizito’s vindications enable us to understand the intensification of ideas of Western
civilisation in African societies; they fashion and refashion our local cultures, particularly when it
comes to the role of transmitting societal values that perpetuate the cultural and historical reality
of how indigenous art and/or our cultural heritage needs to function alongside Western practices

in art.

Local art and crafts: Basketry and other household art in relation to
perceptions of indigenous life

In relation to the merits of this dissertation, in Uganda the meaning of local art is concealed
in art and crafts or handicrafts created out of school. The undermining of the validity usually
revolves around the later part of the term (fine) art and crafts. These two areas originate in the
same essence, which is, humankind’s desire to create things of beauty as well as their need to use
the products in the service of the community. Locally, art and crafts is thus situated in artefacts or
“local art [involving] the production of utilitarian domestic ware [such as] mats, pots, mortars and

pestles, baskets, et cetera” (Kakande 2008, p. 60). Otiso (2006) reminds us that

Ugandans make extensive use of functional and aesthetic art and crafts for the home.
Besides their utility, many of the country’s household items such as mats, pots,
baskets, bark-cloth, stools and various containers have an obvious aesthetic appeal.
Although modern industrial household items are now widely available in Uganda,
the production of traditional variants persists, especially in rural areas, because of
their cultural values, affordability and provision of livelihood to many rural dwellers.

(p- 56)

Otiso implies that local art and crafts include cherished objects that give pleasure and esteem
to people of Uganda on account of their beauty by displaying them in home interiors, and they
also bring in valuable income from tourists to Uganda, not to mention the other intrinsic values
each constitutes to individual tribes. Importantly, making crafts and art is in fact integral to the
social and cultural lives of the local communities in Uganda. However, when formal education
through “missionary schools [was introduced, then, such] handicrafts [were| orphaned from the
cultural milieu and [they were] conceived as dry manual subjects, which children indulged in as a
pastime” (Otiso, 2006, p. 47). No wonder that, up until today, art education is still seen as less

important at primary school level, pointing to the hegemonic and/or control of the greater
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relevance of school cutriculums by the coloniser. This has increased agitations between Western
and traditional African conceptions as far as teaching art is concerned. The problem seems to have
started way back when Africans were not consulted duting the time of missionary/colonial
education. To that extent, however, promoting educational strategies in “handicrafts [of local art
have still] proved to be unpopular among not only pupils, but also teachers” (Otiso, 20006, p. 47).
Regarding mainstream norms, in Uganda, local art and handicrafts such as “mats and baskets [were
mainly] taught to gitls [in order to prepare them for] home care management [in the first missionary
schools. From such a curriculum, girls learnt to appreciate] production of the essential home crafts.
[To make matters worse,] it was always the responsibility of mothers or other female adults in the
family to teach girls all the necessary artisan’s knowledge and skills,” [like those related to local
handicrafts] (Nakazibwe 2005, p. 223). What is more, with Nakazibwe’s declaration in mind, we
can understand that in Uganda, perceptions linked to sentiments of gender consciousness need be
reified in art education to indicate the complexities of the girl child, unlike boys, when it comes to

equity in education.

Figure 2. A young girl weaving a mat near her home using dry palm leaves
and raffia.

Generally, as regards education, such gender mainstreaming affects many aspects of life for
girls in various African communities. Because of this, the anticipated critical curriculum of art
education should try to encourage gender dimensions which do not bring about such segregations
and should lay stress on balancing the aspirations and needs of both girls and boys equally. Tikly
(2008) mentions that in education, ... the curriculum needs to become more gitl friendly, for
example by making some subjects more accessible to females” (p. 32). Due to gender stereotypes,
girls are perceived as inferior and less capable than boys. This may be what Nakazibwe (2005)
refers to through her gender-role differentiation: With reference to boys, the traditional curriculum
and local methods of art and crafts instruction focuses attention on “house construction, clearing
of fields in preparation for farming, hunting, beer brewing, warfare skills, fabrication of various
implements for farming, making of spears, shields and other war tools, canoe construction, drum
making, leather processing and above all, bark-cloth manufacturing” (p. 224). This means the re-
envisioned critical curriculum of art education should try to find a balance that suits skills available

to both boys and girls without focusing on gender prejudices. In this context, the art teacher should
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try to include knowledge that challenges the status quo, encouraged through critical intellectual
works aimed at helping students to reposition their attained skills toward critical sociocultural

hypotheses; namely, critical theory, critical pedagogy and critical thinking.
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CHAPTER I

Critical: theory, pedagogy and thinking

In this chapter we seek to pay attention to the mysterious meaning of the short word “critical”
pertaining to a turn of phrase. In light of adduced facts put forward by Hewitt’s (20006) elucidations
concerning the term “critical” (p. 8), it seems important for us to (also) discuss its pertinent
meanings, deeply, by combining it with three kinds of phrases, namely; 1.) #heory, (i7) pedagogy, and
(ii3) thinking, in which, the goal is to justify heuristic notions attested to its various theoretical points

of views. This, then, begs answers to the following four questions:

What is to be critical? What is critical theory?

What is critical thinking? What is critical pedagogy?

As we look for answers related to each question, it is also important to know that the contexts
of their interpretations will not only attend to discourses about critical (pedagogy, thinking and
theory) entirely; they will also include perspectives which appraise their importance in the school
curriculum for a cutious educator and/or student. According to Hewitt’s (2006) Understanding and

Shaping Curriculum:

Critical thinking Is an effort to see a thing clearly and truly to judge it fairly

Is a widely used word referring loosely to seeing something clearly and truly to make a
Critical fair judgement. Implied in ... the identification or creation of some criterion or criteria
to be used in making a judgement.

Has been used as a term subsuming [to] those [in] teaching and learning practices. [It
Critical is designated for raising learner’s] consciousness and [for transforming] oppressive
Pedagogy social conditions to create a more egalitarian society.

Abroad term. [It is] associated with the humanities and social sciences [and it is also]
characterised by very loose boundaries [pertaining] to its precise meaning and
application. [However, it] has got two main [centres of (action or) interest:] (a) to
study human identity and its nature in private and public spheres of life. (b) to specify ways
social and cultural institutions ([like] media, religion, government, [school] etc.) shape
identity.

Critical Theory

Source: Hewitt, Thomas W. (2006, p. 8).

What is to be critical?

The online Oxford Living Dictionary explains that to be critical is to “express adverse or
disapproving comments or judgements ... and, it is also used (in art) to analyse merits and faults in
a work of ... art”. Put another way, to be critical can happen in two different ways: a student can
write or use visual art expressions to make well-informed interpretations based on a thorough
examination of elements and principles of art and design. Similarly, to be critical may “involve

objective analysis and evaluation of an issue in order to form an authentic judgement” (Oxford
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University Press, 20183). The meaning of the term critical in traditions of education is furthermore
clarified by Burbules and Berk (1999):

. to be “critical” basically means to be more discerning in recognising faulty
arguments, hasty generalisations, assertions lacking evidence, truth claims based on
unreliable authority, ambiguous or obscure concepts, just to name a few. (Burbules

and Berk, 1999, p. 46)

3

This explanation is more comprehensive; seeing that its meaning towards the enquiry “what
is to be critical?”’ seems to be aligned with the school circumstances yearned for in this dissertation.
The art education concept unearthed from the question “what is to be critical?” responds to
encouraging students to use visual art expressions and show contradictions associated with
generalised arguments and assertions used against marginalised students, particularly those who are
persecuted through facilitated artificial evidence enforced on then, due to hate. This can help
students to act politically and educationally upon struggles for justice and against erroneous
reasoning. As teachers aspiring to formulate a critical curriculum of art education, “what is to be
critical?” allows us to be mindful of innocent victims suffering persecutions due to baseless
assumptions surmised without adequate facts. It is this reality that prompts stereotyping and
prejudice.

Still towards education, Jansen (2010) is more enlightening when it comes to the question
“what is to be critical?” To him, it gives consideration to “the goal of a critical education [to
liberate], to free the oppressed (those on the underside of history) from the shackles of their
oppressors and to take on evil systems and resist agents of exploitation” (p. 367). To elucidate
further, the query “what is to be critical?” reifies specific oppressive situations of great concern by
using viewpoints rooted within critical perspectives. McLaren (1995) argues, “living as a critical
social agent means knowing how to live contingently and provisionally [atgue against and/or to
reform taken away liberties with] ... the truth [and provide a firm conviction] on issues of human
suffering, domination, persecution and oppression” (p. 15). This insight calls to mind the
problematic experience of potential negative incidents grounded in living anxiously and causing
others to be burdened with negative freedom or deprivations. Ultimately, this brings us to the next

question of how we can augment the critical in art and/or att criticism.

Critical of art criticism

“Art criticism is a systematic process with a well-defined sequence of conceptual steps, which
can involve critical thinking” (Cary, 2004, p. 53). Perhaps, this was what Day and Hurwitz (2007)
meant by their testament that in “art education, [critical skills involve] developing the pupils’
abilities to reflect, wonder, and respond to wotks of visual art” (p. 201). Here we can see that

priorities need to be established in relation to being “critical of art criticism”. In art education it

3 See, Critical <https://en.oxforddictionaries.com/definition/critical> Oxford University Press. Accessed 15 April

2018.
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can help students to explain important qualities of a given artwork. At its core, “art critics respond
to artworks as they perceive, describe, interpret, and judge them for the professional art world”
and for benighted people who may not know much about art (Day & Hurwitz, 2007, p. 5). Not
just that: “att criticism” and/or art appreciation is one good way of assessing and understanding
art by virtue of its history and aesthetic quality.

Wolcott and Miller (1996) argue, “students need to be challenged both intellectually and
creatively [through methods of att criticism (for them) to be able to] acquire deep knowledge of
the power of art” (p. 14). As a matter of fact, in art education, criticism encompasses the critical
by attributing expert knowledge to expressive ideas presented in a particular work of art. Generally,
the critical in art or art criticism informs questions such as what is so special about such and such
artistic works? or, what inspires us to want to know more about such artworks? In line with Day
and Hurwitz’s (2007) “when we utilise a knowledge base in art, we deal with information
surrounding a work (names, dates, places) as well as facts concerning physical details taken from
the work itself (like, subject matter, media, colours)” (p. 202). In general, critical of art criticism
embraces discussions about what happens in the world of art by using fields of aesthetics and/ot
art appreciation in order to assess and evaluate a given work of art upon notions of affinity, moral
lessons, subject matter or composition, arrangement of elements and principles of design. This
may also require paying attention to critical appreciation that regards formulating processes of

change supported by critical thinking skills in the art classroom.

Critical thinking
... critical thinking is an action. (hooks, 2010, p. 7)

hooks is perhaps better known among mainstream scholars of critical thinking for her impact
towards action for social change in education. Her critical thinking nurtures “the self-development
and self-actualisation of students in the classroom” (hooks, 2010, p. 3). But, by necessity, we cannot
ignore the increasing significance of the question, “what is critical thinking?” In relation to the
topic of this dissertation. Flinders (2017) tries to suggest an answer that critical thinking knowledge
challenges “individuals [to] derive meaning from their private and public lives. Others view critical
thinking as a tool for social and democratic reform” (p. 229). As regards education, critical thinking
perspectives can enable students to contemplate and determine the proper conditions for taking
appropriate political action to achieve a satisfactory resolution in view of managing (challenging)
situations. In the same way, hooks (2010) is more enlightening:

Critical thinking does not simply place demands on students, it also requires teachers
to show by example that learning in action means that not all of us can be right all
the time, and that the shape of knowledge is constantly changing. (p. 10)

Importantly, where critical thinking is perceived as central, it should consist of “seeing both
sides of an issue, being open to new evidence that disconfirms our ideas, reasoning ... and claims”.

Such critical thinking demands should “be backed by evidence, deducing and inferring conclusions
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from available facts, [to solve problems] and so forth” (hooks, 2010, pp. 8-9). At the level of a
school curriculum, Cary (2004) clarifies the purpose of “critical thinking [to art teachers; it can be
used to promote and sustain critical consciousness and to] encourage emancipatory action” (p. 54).
Cleatrly, then, in art education critical thinking can enable awareness for transformative teaching
and learning, whereby art teachers are supposed to help students to learn how to translate their
expressive critical consciousness into collective action and promote awareness about social and
political issues in the classroom, and highlight ideological contradictions and biases in the society
where they belong through their artworks. In 1990, Paul et al. gave a lengthy list of critical thinking

clarifications in their Critical Thinking Handbook, as follows:

The art of constructive scepticism

The art of self-directed, in-depth, rational learning.

The art of identifying and removing bias, prejudice and one sidedness of thought.

Critical - — - - - - - -
Hoca Skilled thinking characterised by empathy into diverse opposing points of view and
thinking is . . .
devotion to truth as against self-interests

Skilled thinking that demonstrates the commitment to entertain all point of views
sympathetically and to assess them with the same intellectual standards, holding
oneself to the same rigorous standards of evidence and proof to which one holds.

Paul et al. (1990) are trying to support the idea that students of art should be able to use critical
thinking in questioning what they learn, see, hear, read and experience. Through critical thinking,
teachers and students can pursue a useful line of thought that encourages justice through practices
of fairness, respect equality and truth. If we push Paul et al.’s (1990) argument further, about critical
thinking, it motivates consistent reasoning and cautious judgement: this includes contemplating
the validity or authenticity of compelling facts.

Critical thinking vitalises skills that put an end to opinions formed before truth is known. It
encourages teachers to put themselves in the situation of others and to see issues the way others
feel about them. Distinctly, Giroux (2009) argues, “critical thinking is a constitutive feature of the
struggle for self-emancipation and social change” (p. 27). In essence, Giroux’s meaning raises
interest in framing a critical curriculum of art education which can direct learning towards the
importance of striving for increased social justice and/or ethical truth. In fact, the role of art
educators should be to plan a new school curriculum that connects learning to critical thinking and
clear expressions. This may include democratic education for students to become dedicated
to social justice issues via their creative and expressive dimensions of visual imagery, corroborating

equity and justice.

Critical thinking in the primary school curriculum of Uganda

Students practice problem solving and critical thinking skills to arrive at a
conclusion. (Mweru, 2011, p. 295)

Critical thinking helps students to find solutions to difficult or complex issues during learning

at primary school level in Uganda. As an example, when it comes to the area of creative arts in the
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primary five curriculum, “life skills and values” in conjunction with “critical thinking” enable
students to tell how they make sense of the art objects displayed in the classroom, or how visual
art adequately appeals to their intellectual conception (Creative Arts and Physical Education, CAPE
4 - primary five curriculum, 2010, p. 102). In addition, there are several potential explanations for
the relevance of critical thinking which are situated in the curriculum used at primary school level
in Uganda and they embrace the main goal of teaching that aims at fostering awareness along with
learning guided by an assurance of reasoning, but not with regard to resisting the school’s
regimentation. To be specific, in it, teachers are also required to learn how critical thinking skills
can be put into practice during the problem-solving process and to encourage active participation
in the classroom. For those reasons, “critical thinking skills” have gained special significance in
topics such as i.) Art history and appreciation (p. 21). (ii) Drawing nature (p. 24). (iii.) Drawing still-
life (p. 45) along with (iv.) Woodwork construction (p. 49), as indicated in the Primary Teacher
Education Curriculum (2012, p. 9).4 The same art topics can also be embedded with critical theory
premised in teaching and learning assessments for students to arrive at possibilities of addressing
underlying limiting situations in the school. In this way, the primary school curriculum can try to
address barriers or controls that limit the use of critical theory perspectives in schools, particularly

through art education.

Critical theory

Critical theory in sociology is thought to have been started around 1937 with a publication
titled: Traditional and Critical Theory by Max Horkheimer after he became a director of the Institute
of Social Reseatch, in 1931.5 The philosophy of critical theory aspites for political and social change
in both society and schools. In the broadest sense, it is averse to injustice in society and embraces
human emancipation. Rather, critical theory is concerned with the legacy of “theoretical work
developed by [a variety of thinkers affiliated to] the Frankfurt School” (Giroux, 2009, p. 27). To
be specific, critical theory originates from “Germany at the Institute of Social Research, in
Frankfurt, founded in 1923 (Beamish 2011, p. 103).” Some of its notable members and founders
include Max Horkheimer, Walter Benjamin, Leo Lowenthal, Eric Fromm, along with Theodor W.
Adorno and Herbert Marcuse (Giroux 2009, pp. 28-29).6 As the institute continued to grow, more
scholars were inducted into critical theory, generation by generation. Critical theory scholar Fuchs

(2016) asserts:

The goal of critical theory is to transform society as a whole so that a society without
injustice emerges that is shaped by reasonableness, and striving for peace, freedom,
and happiness, in which man’s [sic] actions no longer flow from a mechanism but
from his own decision and that is a state of affairs in which there will be no
exploitation or oppression. (p. 7)

4 The Primary Teacher Education Curriculum (Part. C) is an Integrated Production Skills (IPS) syllabus by Ministry
of Education and Sports in Uganda.

5 For further reading, see Beamish (2011)

6 For further reading on the influence of the Frankfurt School on critical pedagogy, see Giroux (2009).
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From their summed-up reflection we can understand that the main goal of critical theory is
to pursue issues concerning society’s oppressive instruments. It helps art educators to give a voice
to the oppressed via actions of social justice awareness, struggles for human rights and fairness,
along with transforming society. Critical theory teaches against persecution and suppression,
exploitation, equality and justice, hate and unkindness, not to mention enabling students to move
from closed to open minds; attentiveness, self-awareness, appreciations and ability to use decision-
making skills, safeguarding of the weak, compromise, generosity, sympathy and love. This means
that through critical theory, students can use art to place heavy stress on themes related to struggles
which critique society practices, liberation and consciousness in order to overcome discrimination,
dehumanisation, biases and prejudices. It gives the means to resist oppressions and inequalities,
contradictions, hostility and tensions within social structures and institutions like schools. Jansen
(2010) puts it this way: “critical theory remains a crucial body of scholarship in education that offers
a lens for understanding the role of schools in perpetuating and subverting the race, class and
gender interests of state and society” (p. 367). The thinkers of critical theory developed it as a
dialectical framework with which students can understand the discursive inconsistencies prevalent
in society due to the unequal distribution of social opportunities. Critical theory provides
empowering knowledge that creates spaces for action towards human freedom. Giroux (2009)
sums up the essence of this perspective:

Critical theory contains a transcendent element in which critical thought becomes
the precondition for human freedom ... It openly takes sides in the interest of
struggling for a better world. (p. 35)

In 2010, Schubert William stated in his Ways of Knowing that:

Critical theory is an inquiry that takes injustice as given, and advocates knowing
through a unity of inquiry and action, praxis that secks to rectify inequalities of race,
class, gender, place, culture, nationality, age, ability, religion, ethnicity and language.

(p. 939)

Schubert reaffirms here that critical theory delves into resisting injustices based on social
structures and human differences, and struggles to put them right. In this way, for us to re-envision
a critical curriculum framework of art education, we need to think about methods of teaching
which aim at confronting contradictions in society. In other words, art education knowledge should
provide students with solutions needed to plead for “action against the oppressive elements of
reality” (Freire, 1970, p. 74). Finally, critical theory is a powerful tool which can be used to examine
situations of inequality and the role of education policies. Through a critical curriculum of art
education, students can use critical theory to mediate policy implementations after showing the
implications of their hidden agendas in order to transform and empower society for the better.
This leads us to the most pertinent question: “How does critical theory get embedded into teaching

and learning?”
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Education and critical theory

Critical theory supports empirical, conceptual and theoretical insights that intersect many
points in developing educational research. Firstly, because critical theory is so deeply ingrained “in
art education [for] over the past 20 or so years, [it has also] produced a [prevailing] litany of criticism
focusing on teaching and learning” (Day & Eisner, 2004, 560). Denzin et al. (2000) note in their
Handbook of Qualitative Research that a number of theorists have argued that “critical theory and
research are never satisfied with merely increasing knowledge” but also improving critical thinking
skills (p. 167). “Rather than [simply] knowledge as accumulated, critical [theory and education]
recognises and values the multiple, the multidirectional, the diversity of conceptualisations and life
experiences, along with the notion that inquiry can reveal previously [unthought-of possibilities]”
(Canella, 2010, p. 158). Therefore, critical theory gives students an enlightening experience of
knowledge concerning ways of how to change their society. According to Parmar (2004),

In critical theory, once the oppressed becomes aware of their oppression, then, [they
can] critique it to determine what is wrong and how it should be corrected and make
decisions and take actions toward the perceived change. (p. 182)

Clearly, then, critical theory is a discursive strategy for authentic awareness and emancipatory
action in education. In the school, critical pedagogy “secks to make oppression and its causes
objects of reflection by the oppressed — with the hope that from their reflections will come
liberation” (Monchinski, 2008, p. 2). Here we see that critical theory in education brings into focus
educational knowledge which can redirect oppressed students to agitate for transformation by
insisting on liberating themselves from oppressive ideologies which are officially enacted in school
curriculums as genuine knowledge. In keeping with this view, critical theory brings on “action and
reflection” as a particular way of “theorising practice and practicing theory” (Monchinski, 2008, p.
1). Peter Roberts (2017), expands on this point: “Action, like reflection, sets us in motion. It allows
us to test ideas, express our creativity, and become agents of historical change” (p. 5). We can argue
that what we have here is a relation to the oppressive situations that happen in the school along
with the traditionally rigid curriculum, and the outdated classroom strategies that position not only
students but teachers into physical and intellectual despotic situations. Such educational
expetiences lean on the humanising term: praxis.” According to Smyth (2010):

Critical theory has an emancipatory intent in that it is committed to enabling people
to free themselves from ideas and social practices that bind them, exploit them, or
prevent them from being free by tapping into the ways in which people are unaware
of how they are being exploited and how the situation they are in perpetuates this
exploitation. (p. 156)

Thus, for critical theory to be used in perspectives of education, a critical curriculum of art

education needs to relate learning to struggles and compromises over emancipation and exploit

7 Praxis for this dissertation aims at turning theoretical practice into practical practice. “The Freirean notion of

praxis is best understood as action and reflection upon the world to change it or in critical theory, praxis is
simply explained as intentional action" (Grande, 2009, p. 206).
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knowledge to free students from overwhelming unfair treatment and violent experiences. In
education, it can take liberties with emancipatory actions to suppress exploitative opinions of even
those who might be at variance. Furthermore, critical theory in the school emerges as a “language
of critique” which also consists of “a language of possibility in education” (Giroux, 1989, p. 108).
Within such kinds of melding knowledge, the theory empowers students with a pedagogy of hope
and greater social-emotional awareness as regards problems they face. In other words, critical
theory is a strategy of resistance, which should be upheld in the school by radical educators who
acknowledge that the struggle for democracy, in the larger sense of transforming schools.
Essentially, then, a democratic public sphere can be achieved through firmly established pinnacles
acclaimed in a critical curriculum of art education to such an extent that students gain critical
awareness in a manner corresponding to “a social and political agenda based on concepts such as
democracy, power, oppression, global capitalism, liberation, and justice” (Hurwitz & Day, 2007, p.
285). Put differently, in critical theory, art educators should also understand that “in the popular
consciousness, art is not only associated with beauty; but the [art] world [can also be (used as) a
fine] landscape for political struggles as well” (Cary, 2004, p. 55). This means that in art education
critical theory calls attention to a critical curriculum that supports the awareness of political struggle
in schools with the purpose that students can become active learners and critical citizens. Perhaps
most importantly, this can help to inform knowledge about how to engage critical theory and the
literary canon of critical pedagogy in art education for young people in the school to become agents

of change through political action targeting school systems.

Critical pedagogy

In concert with scholars of critical pedagogy Grande (2009) asserts that critical pedagogy is a
term used to describe what merges when critical theory encounters education:

it draws from the structural critique of critical theory, extending an analysis of school
as a site of production, resistance and social transformation. It examines the ways
that power and domination inform the processes and procedures of schooling and
works to expose the sorting and selecting functions of the institution. (p. 185)

With these words, critical theorists conceive critical pedagogy with a kind of view that it has
a consolidated purpose towards methods and practices of teaching. To begin with, the advent of
critical pedagogy functions in the school by placing its emphasis on theoretical and political tools
of resistance which can enable possibilities of addressing transformations towards education. At
the same time, the seemingly commonsensical understanding of the notion critical pedagogy
attends to a form of oppositional pedagogy which actively resists authoritarian notions entrenched
in the standardised curriculum and gives students the means to protest against such (dominant)
institutionalised power. Concerning the critical educator, Monchinski (2008) tries to render the
interpretation of critical pedagogy as clear as possible in his Crizical Pedagogy and the Everyday Classroom
that the term critical pedagogy is an ascribe of putting forward “a political dimension to the
classroom” (Monchinski, 2008, p. xiv). The political takes critical pedagogy into the arena of
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planning a critical curriculum which enforces teaching and learning rooted in the necessity for
authentic educational reforms, or concerns of real-world issues comprising the ethics of
humankind.

For hooks (2010), “critical pedagogy encompasses all the areas of study that aim to redress
biases that have informed ways of teaching and knowing in our society ever since the public first
school opened” (p. 23). To illustrate hook’s essence, in Uganda government-aided (primary)
schools have an implicit bias toward teaching art. Indeed, some are not fascinated about following
curriculum content, particularly when it comes to art education. As an excuse, teachers argue, “art

>

education requires expensive materials,” which very many (public) schools cannot afford. In
addition, they also allege “art is not examined by the National Examinations Board of Uganda in
the Primary Leaving Exams” (Senoga Badru, personal communication, 21 April 2016). This leaves
the opportunity regarding teaching and learning art to remain with private schools. Hence, critical
pedagogy provides students and teachers with a platform to assess such social unfairness as regards
art education. Further, Monchinski (2008) reminds us that, “critical pedagogy” is intended for “the
opptessed. [It] seeks to make oppression and its causes objects of reflection—with the hope that
from reflection will come liberation of the oppressed” (p. 2). Under the circumstances of this
dissertation, the oppressed are mainly students restricted from enlisting knowledge anticipated in
specific contexts suitable to their experiences and not from a distorted reality.

Critical pedagogy encourages curriculum planners to construct liberating art education
knowledge confronting the needs and lived experiences of students. McLaren (2009) defines
“critical pedagogy” as “a way of thinking about, negotiating, and transforming the relationship
among classroom teaching, the production of knowledge, the institutional structures of the school,
and the social and material relations of the wider community, society, and nation-state (p. 35).
Implicit within McLaren’s definition is a wide range of adoptable pedagogical practices that are in
part stated clearly for educational purposes and for the adequate functioning of the school. To
elucidate, teachers of art education planning a critical curriculum are expected to consider culturally
relevant knowledge in order to broaden their understanding of the bureaucratic apparatuses that
restrict cultural transformations in the education system. This may include formulating art
education exercises which are politically motivated as interventions towards the struggle for self-
emancipation as regards knowledge in education and schooling practices. Both McLaren and
Monchinski inform us that by using critical pedagogy, we can be attentive to everyday situations
which impose subjugation, suppression and tyranny; such may bring about demand for action
toward societal transformation, which needs to be ratified by a critical art education curticulum.

Jansen (2010) laments, “the primary goal of critical pedagogy is to empower students to
understand the links between knowledge, history and power and to use that knowledge to resist
hegemonic structures and dominant ideologies” (p. 367). The result of this type of pedagogy can
enable a critical curriculum to incorporate art education practices which empower students with
regard to the particular aspect of preparing for the responsibilities of engaging critical research
related to resisting dominant ideologies and which can facilitate the empowered responses needed

to challenge the hegemonic class of people. Monchinski (2008) reminds us that “critical pedagogy
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takes [its] starting point” [from] the everyday classroom, whatever that might look like in your
locality, region, country, and time period” (p. 1). In Monchinski’s view, critical pedagogy should be
conveyed by pointing to the student’s location and/or background. Every person in every place
undergoes difficult experiences; therefore, critical pedagogy can be interpreted with reference to
summoned-up cultures specified in locations of the school. Critical pedagogy goes beyond its
procedural nature and guides students to behave humanly together and disregard falsely nourished
perceptions that control practices of learning in the school. Monchinski (2008) puts it this way:

Critical pedagogy allows us to marshal reason and emotion in the service of
understanding, transcendence, and transformation. Critical pedagogy ... helps us to
uncover situations that stifle humanisation, limit situations ... limit acts or the
untested feasibility of a dehumanising situation ... Critical pedagogy offers us hope
that things can change but it is up to us to change them. (p. 3)

Thus, it could be argued that critical pedagogy consists of education situated in influencing
change in human character to be considerate. For us, we can say this can be forged through change
supported by a critical curriculum of art education built on dialogue between the teacher and
student and between students themselves. In societies where situations of control and oppression
compel observance of struggle towards transformation, critical pedagogy is put to use to empower
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people and for them to understand that they are “subjects” “who know” and have the ability to
“act”, a view that contrasts with seeing them as “objects” acted upon in the stories of others (Freire,
1997, p. 36). We can also use this awareness to argue that without critical pedagogy in a critical
curriculum of art education, teachers miss the opportunity of getting actual facts from the student
who knows and spend their useful time on reviewing and reinforcing new rules of conduct on what
they don’t know.

Darder (2009) notes in his Teaching an Act of Love that teachers of critical pedagogy have to
“struggle together with students against a variety of punitive and threatening methods [used by
many administrators to engender fear] ... that takes away legitimate freedom” (p. 569). Given those
concerns, critical pedagogy empowers the teacher to understand the consequences of fear instated
in the school, but most importantly, towards the student. Fear takes away the student’s freedom
and conceals their reality of not being able to freely express themselves and/or make true
connections with their lived experiences. Insofar as the notion of critical pedagogy has been
defined, we can for the most part add that it vitalises the legitimacy of self-awareness and
empowerment through a process of critical consciousness in education. Regarding art education,
critical pedagogy “connects students with their lives through an examination of the role images,
artifacts, and performances, how they contribute toward the construction of real knowledge
(White, 2004, p. 72). As such, the primary argument in critical pedagogy and art education is that
teachers are expected to consider knowledge which comes from the student’s creative and historical
senses, not to mention prior knowledge and/or their own self-knowledge. Monchinski (2008) is
more apprising: “All forms of critical pedagogy respect the context in which knowledge creation
and transmission occurs. In other words, knowledge in critical pedagogy is situated and context

specific” (p. 123). This can imply that critical pedagogy knowledge can be context-specific by trying
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to be attentive to art education themes, addressing injustices, multiculturalism and language in the
school. Carlos Alberto Torres (2017) clarifies this idea: “The problem of multiculturalism affect
most of the decisions that we face in dealing with the challenges of contemporary education”(p.
10).

For this dissertation, critical pedagogy confronts educational policies concerning the primary
school level in Uganda which prevent art education from finding a place in day-to-day learning
activities and/or in critical voices of the inferior, who ate mainly students. We may push the same
observation further and make our conclusion by stating that students at primary school level in
Uganda are restricted from accessing art instruction that can help them to increase familiarity with
their cultural heritage, such as asserting their individual mother tongues. Per se, such students need
to merge critical pedagogy and art education in order to build a curriculum striving towards
liberating and determining official knowledge justified for political consciousness to transform
traditional schooling. Thus, an important question emerges: “How can critical pedagogy knowledge

transform oppressed students through consciousness?”

Critical pedagogy and consciousness

In the early 1970s, Paul Freire coined the term critical consciousness during his literacy
projects in Brazil concerning the indigent population. Influenced by Freire; Monchinski (2008)
argues,

Conscientization differs from consciousness. Human beings are conscious but only
critical reflection and action allow for conscientization. (p. 138)

We can say Freire and Monchinski are telling us that conscientisation draws attention to
transformation and reflection and consciousness refers to making critical reflections about self-
transformation to achieve political action. Apart from that, the process of critical
action and reflection can be actualised through “praxis”, by which a dialectical process of critical
awareness or consciousness is often realised. According to Smyth (2010), “conscientization” is a
translation from the “Portuguese term conscientizagdo”. It refers to “the process of critical
consciousness raising, in which learners develop a deeper understanding of the forces operating to
shape their lives and their capacity to act in ways, which can enable change toward that reality (p.
140). In the case of this dissertation, ctitical consciousness reassures the oppressed and/or
persecuted student and it also enables them to practice and receive respectful dialogue and self-
reflection as key principles of critical pedagogy enacting consciousness for social change.

Consequently, other scholars argue that Freire’s critical consciousness is a process where “the
opptessed and marginalised [individuals achieve critical understanding of] structural and systematic
inequities [underplayed and/or often denied so as to] take action to change [such] circumstances
[as a way of] liberating themselves” (Neville et al., 2016, p. 18). To say the least, in many respects
critical consciousness is a concept used in the literature of critical pedagogy to describe a process

of awakening all of us to inequities in society, but most importantly, it raises awareness within
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disenfranchised groups of people. In other words, it provides a sense of liberation to the oppressed.

Conscientizagao represents the development of the awakening of critical awareness.

(Darder, 2014, p. 1)

To be precise, scholars of critical pedagogy draw on conscientiza¢io to increase contextual
political awareness for social transformation in the school. For Catlos Alberto Torres (2017),
“schools should foster general virtues (courage, law-abidingness, loyalty), social virtues (autonomy,
open-mindedness) economic virtues (work ethic, capacity to delay self-gratification) and political
virtues (capacity to analyse, capacity to criticise)” (p. 14). In such ways, conscientizagio occurs
through combined solidarity and the struggle to achieve social and political justice. For art teachers
re-envisioning to formulate a critical curriculum, conscientizagdo can be used to encourage
students to focus their artistic expressions towards questioning everyday experiences in education.
Through critical pedagogy, conscientizagdo empowers students by ratifying their voices to
condemn class inequality, injustice and subjugation, hegemony and gender discrimination through
critical consciousness. It is “the awakening of critical consciousness and it leads the way to the
expression of social discontents precisely because those discontents are real components of an
oppressive situation (Freire, 2000, p. 36). In a more detailed approach, Darder et al. (2009) elucidate
consciousness in critical pedagogy with an the interim phrase conscientizagio, as

. the process by which students, as empowered subjects, achieve a deepening
awareness of the social tealities which shape their lives and discover their own
capacities to receive them. This constitutes a recurrent, regenerating process of
human interaction that is utilised for constant clarification of reflections and actions
that arise in the classroom, as students and teachers move freely through the world
of their experiences and enter into dialogue anew. (p. 14)

In this case, critical pedagogy and consciousness provide students with a new empowering
climate, which can also be used in a critical curriculum of art education to hold and spread echoes
of awareness that encourage acts of transformation once their humanity is undermined by actions
which sustain denial of their freedoms and human dignity. Critical consciousness empowers
students with possibilities for social advancement through viable dialogue and communication.

For McLaren (1995), conscientiza¢ao in critical pedagogy increases “our self-consciousness,
strips away distortions, [and] ... assists the subject [to recuperate from]| historical remaking” (p. 74).
In other words, consciousness in critical pedagogy can transpire in a critical curriculum of art
education by using knowledge obtained from pursuits of awareness which includes taking pervasive
action on undesirable social stereotypes and beliefs, along with biases and distortions found in
human thinking. This can require students to use art themes that deepen their commitment and
consciousness towards achieving a clear perception of reality concerning change, as regards
misleading and/or truth claims perfected by dominant (disqualified) knowledge in school
cutriculums. According to Shor (1992),

With critical consciousness, students are better able to see any subject as a thing
whose parts influence each other, as something related to and conditioned by other
dimensions in the curriculum and society, as something with a historical context. (p.

128)
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This tells us that critical consciousness indeed concerns acts arising from a
deep awareness of the cultural and historical influences of students. Matia Vasquez (2017) reminds
as that “Freire’s work was centered on key concepts, which included the notion that literacy
education should highlight the critical consciousness of learners” (p. 2). Critical consciousness in
the critical curriculum of art education can give students opportunities to make responsible
decisions and they can also manage to relate their own histories to what they learn. Shot’s
perspective on critical consciousness suits particularly well the educational needs expected in a
critical curriculum of art education; it encourages learning that includes historical contexts of
domination which control mother-tongue awareness from advancing in the school. Yet, if we push
Shor’s argument further, as critical pedagogy educators we can not only refrain from trying to
suppress viewpoints that offend us, through critical consciousness, but we can also try to engage
the awareness offered within to develop critical art education themes for a critical curriculum which
permits students to judge the credibility and worthiness of school policies. Peterson (2009) states
that such dialogue should “not just be permissive talk, but a conversation with a focus and a
purpose” (p. 313). This also means it is an essential tool for communication that can be used to
explore communal consensus in teaching and learning where conversation is conscious and not
inactive. Through generated dialogue, a critical curriculum of art education can help students to
raise extensive awareness as regards greater conformity aligned within thoughtful dialogue and
discussion, along with debating and conversation based on their thoughts and actions in the school.
This raises a very important question: “within what kind of school framework can we use dialogue
in critical pedagogy to lessen power disproportion and increase dialogue among the students and

the teacher?”

Dialogue and power across practices of school

Dialogue constitutes an educational strategy that centres on the development of
critical social consciousness ... (Darder et al., 2009, p. 13)

Another way to explore and understand the phenomenon of dialogue beyond critical
consciousness can be through Darder et al.’s (2009) clarifications

It speaks to an emancipatory educational process ... it is committed to the
empowerment of students; enabling them to challenge the dominant educational
discourse and illuminating the right and freedom of students to become subjects of

their world. (p. 14)

These critical pedagogy scholars inform us that dialogue extensively adds to the process of
awareness during teaching and learning. In critical consciousness, we learnt that dialogue helps
teachers and students to look back over impacts of dominant educational discourses enforced
through institutionalised power. For this dissertation, dialogue reminds us to empower the role of
critical consciousness when it comes to denigrating interests of the oppressors’ power, structuring

a school curriculum which attempts to deny the right and freedom of art education materialisation
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and learning through the student’s mother tongue in the classroom. In critical pedagogy, genuine
dialogue ensures transformational knowledge in education. Relative to Monchinski’s (2008) Critical
Pedagogy in the Classroom, it states that “all knowledge is socially constructed in a dialogue between
the world and human consciousness” (p. 108). This means in a critical curriculum of art education,
dialogue can be used to increase in-depth awareness of external and internal worlds, searching for
knowledge related to students’ reality and seeking action towards the struggle for social
transformation. Based on this and further arguments, we can continue to uphold our dialogue
convictions through Darder et al.’s (2009) clarifications, affirming that “... in the practice of critical
pedagogy, dialogue and analysis serve as foundations for reflection and action” (p. 13). Hence, one
may argue that shaping a critical curriculum framework of art education for primary school level
in Uganda needs to include contemplations about negotiation, communication and/or discussion
practices to overcome contradictions. Other than that, in the school, dialogue works to reduce
inequities, patticulatly the obvious gap/distance between (those with surmised power) teachers and
(the powerless) students. Peterson (2009) rightly proposes that to initiate dialogue during teaching,
students are “SHOWED - this is a format used to help facilitate their dialogue” (p. 313). To put it
another way, “showed” is an acronym used to direct students to possibilities of dialogue through

ensuing questions such as:

What do you See?
What is Happening to your feelings?

Relate it to your Own lives

Why do we face these problems?

O(H|E|O| T«

What can we Do about it?

From Peterson’s showed, we can understand that dialogue needs to become a regular part of
the school curriculum, particularly for teachers of art education. It “helps to direct students [into]
spontaneous conversations and [to atrive at] a progression that moves from personal reactions to
social analysis [and it is attentive] to action” (Peterson, 2009, p. 313). Rather, it is generally more
correct to say that once dialogue is adequately used in art classrooms, students can participate and
converse more about methods their teachers use to present teaching and learning materials in the
classroom. To present this radical demand, intrinsically, the art teacher can initiate dialogue in the
classroom by allowing students to discuss “a motivating drawing, photo, cartoon, poem, written
dialogue and oral story” (Peterson, 2009, p. 313). In McLaren’s (1995) view, practicing of critical
reflection in critical pedagogy is supposed to be entailed with dialogue because it portrays “the
interplay, modification, and mutual exchange of teacher-student discourses ...” (p. 49). This is
where dialogue between teachers and students becomes radically important for authentic
revolution in learning. Furthermore, Freire (2009) recommends dialogue in the classroom by
asserting that

through dialogue, the teacher-of-the-students and the students of the teacher cease
to exist ... the teacher is no longer merely the-one-who-teaches, but one who is
himself taught in dialogue with the students, who in turn while being taught also
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teach. (pp. 56-57)

Here, of course, one can argue — as an example — that dialogue takes away some of the
assumed power the teacher possesses in the classroom and gives students free rein to exercise all
their forfeited power, which is usually overwhelmed by dominant institutional mechanisms
designed to produce and practice futile supremacy during learning. In 2011, Giroux noted that
“power works as a mechanism of domination” (p. 5). This means that power takes away liberation;
for art students preoccupied by conditions of power it is important for them to encourage planners
of a critical curriculum to consider conditions of domination and the hopelessness that students
encounter both inside and outside their classroom environments. Arguably, teachers of art
education planning to formulate a critical curriculum framework of art education for primary
school level need to consider the concept of power relations and its dimensions. Case in point,
solving issues concerning power disputes in the school can be done by examining social controls
“exerted by some individuals, or groups of people, over others ...” Most importantly, “power is
also conceived as the result of a difference in status between two parties” (Malpas & Wake, 2000,
p. 241). In simple terms, one may argue that power can be oppressive, hence, for this dissertation
it is equated with coercing natives to leave behind the status of their cultural history in favour of
the coloniser’s epistemologies. Actually, it is against bureaucratic tendencies. It implies that power
in the school is used, not only to typically punish arbitrary selected delinquents and/ ot for instilling
obedience, “order, organise and to produce [fear. It is also used to] violate, refuse and expel”
(McLaren & Kincheloe, 2007, p. 357). One of the most plausible suppositions that leads to all that
in the school is that the teacher “fears to lose control of the classtoom”. Therefore, the only way
to direct students in the school is by using “power destructively” by assuming that “it is fine to use
power to reinforce and maintain coercive hierarchies” [and tensions| (hooks, 2009, p. 140). In the
present context, we also need to know that “power comes from everywhere, from above and from
below; it is always there [and it] is inextricably implicated in the micro-relations of domination and
resistance” (McLaren, 2009, p. 72). According to Weber (1947)

Power is the probability that one actor within a social relationship will be able
to carry out his own will despite resistance regardless of the basis on which
this probability rests. (p. 152)

In this case, the student of critical pedagogy is expected to risk questioning systems of power
via the range of artistic expressions and confront incidents of deprivation by its enforcers in the
school and society. Power is everywhere: it can be found in actions of parents, teachers along with
students. “Power is always alteady there and it is inextricably implicated in micro-relations of
domination and resistance” (Freire, 2009, p. 72). Evidently, the reflections given by scholars of
power in critical pedagogy hearten an active voice against authority. In point of fact, art teachers
formulating a critical curriculum of art education need to challenge enforcers of knowledge based
on ranking, bureaucracy, privileging and categorisation; some of those take away equality and it
makes specific groups of individuals superlative over others with exceptional entitlements and extra

tights hostile to those who may be discriminated against and/or oppressed in society inside and
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outside every classroom experience.

Paulo Freire: pedagogy of the oppressed in the school, praxis and problem-
posing rationalisations

Paulo Freire (1921-1997) was a Brazilian educator and theotist who wrote Pedagogy of the
Oppressed along with several influential books on education and the society. Pedagogy of the Oppressed
is one of his most potent works. In it, he argues that “when the oppressed legitimately rise up
against their violent oppressors, however, it is they who are usually labelled violent, barbaric,
inhuman and cold ...” (Freire, 1974, p. 17). Understood in this way, a student faced with
suppression by institutionalised mechanisms will (most likely) suffer as they maintain respectful
silence to restrictive authority. After all, “oppressors never see themselves as violent” (Freire, 1976,
p. 11) —in the school and the wider social environment of the student. Thereby, it is imperative
for art educators to acknowledge Freire’s understanding by simulating pedagogy of the oppressed
perspectives for a critical curriculum. Worse yet, in 2009, Freire noted, “education is suffering from
narration sickness”(p. 53). This means, in the classtoom teachers typically partake in “oppression
via dictating notes on what is written in the textbooks for students” to write:

Narration leads students to memorise mechanically narrated content ... it turns them
into containers, into receptacles to be filled by teachers. The more completely he
fills the receptacles, the better a teacher he is. The more meekly the receptacles
permit themselves to be filled, the better students they are. (Freire, 2009, p. 53)

In short, Freire’s argument as concerns education is that school curriculums are created with
a rigid structure that intends to make students solely obedient for the teacher to accomplish their
personal authoritative duties. Literally, the student is largely tamed to belong in a position of a
receiver of knowledge, which is usually developed and conveyed by the teacher. As art educators,
it is our role to implicitly challenge such practices of domination in the school by coming up with
a critical curriculum which distorts such thinking. In other words, once teachers become mindful
of the notion of oppression due to narration sickness, then “education” will assume “the practice
of freedom — as opposed to education as the practice of domination” (Freire, 2009, p. 57).

Freire was also interested in the concept of praxis (previously explored via Conscientiza¢ao)
in his pedagogy of the oppressed. “Through praxis, oppressed people can acquire a critical
awareness of their own conditions and with teacher-students and students-teachers,” it can make
available “struggles for liberation” (Freire, 1970, p. 36). At best, students can catry out praxis by
endorsing concrete action in their learning. This can be merged with “self-reflection and awareness
to eliminate feat, pain and oppression” among trivialised minority students and puts an end to
“inequality by promoting justice and freedom” (Freire, 2009, p. 58). This means that praxis enables
students to practise self-change through resistance grounded in confronting social problems in the
classroom and issues of social justice in different aspects of home environments. Not only that,
but praxis can be used to destroy power relations, since power compels observance of restrictive

and stuffed contradictions not capable of bringing a better world in the struggle for liberation.
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Grande (2009) is more enlightening: “the Freirean notion of praxis is best understood as
action and reflection upon the world in order to change it or simply as intentional action” (p. 200).
“Reflection may be prompted by curiosity, or by a troubling incident, or via a deliberate effort to
address a problem” (Peter Roberts 2017, p. 5). In the school, therefore, the art educator can use
praxis in a critical curriculum of art education to reflect upon problems and policies that underlie
“what goes on in the classrooms, why it goes on and what and whose ends are served” (Monchinski,
2008, p. 1). This can help students to use their artworks and make enquiries, discuss and evaluate
the deeper policy issues in education. In consequence, praxis can also empower students with
knowledge situated in collective action that should open possibilities for unceasing transformation
and the pursuit of human rights. Darder et al. (2009) note that, “A true praxis is impossible in the
un-dialectical vacuum driven by a separation of the individual from the object of their study” (p.
13). The outlook of these critical pedagogy scholars gives us a clearer understanding that praxis
involves a constant path that requires examining reticent critical dialogue in order to achieve an
active and reflective way of knowing. With respect to a critical curriculum including perspectives
of praxis, it can encourage art teachers to intersect dialogue with students’ contradictions. From
this, students will be able to reflect deeply about their own circumstances and endeavour to achieve
what they believe to be their freedom.

Looking further at the Pedagogy of the Oppressed in the school, we see that Freire (2009)
encourages “problem-posing education” as a method of teaching and learning, because it
“responds to the essence of consciousness” (p. 56). To make it clear, Freire’s essence of problem-
posing education reveals a plurality of awareness within the experiential understandings of students’
lives. The teacher involved in problem-posing education needs to make sense of “students’ ...”
direct experiences and reflections; seeing that students are “increasingly posed with problems
relating to themselves in their own world and with the world”(Freire, 2009, p. 57). In this sense, a
critical curriculum of art education should be planned with a focus on developing learning, which
allows diverse types of thoughts, feelings, beliefs and experiences of students, through their own
enquiry and for creative transformations. “The problem-posing educator constantly reforms his
thoughts in the reflection of the student” (idem). With such educational stances, we learn that if
the school curriculum is encased with critical art reflections based on reforming students’
experiences, then problem-posing can easily foster adjustments in learning which perceive
“problems of human beings in their relation to the world” (Freire, 2000, p. 79). Hence, this
dissertation informs art educators who are truly committed to problem-posing education: that
teaching and learning is expected to convey practices of self-determination since every student who
comes to school undergoes unique life experiences and so, each one has knowledge on which new
learning can be developed and/or constructed. Hence, problem-posing education suggests that
“the student” can “no longer be a docile listener,” but they become part of the “critical co-
investigators in dialogue with the teacher” (Freire, 2009, p. 57). In art education, problem-posing
can effectively work through the basic approach of true reflection, in which “the teachet” can
“present the material to the students for their consideration—to construct their own discussions”.

Through this method, the teacher can “re-consider his/her eatlier considerations as students
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express their own” (idem). One may argue that through problem-posing the student can get the
opportunity to be the teacher; they use the same approach to analyse or examine finished works of
art through reflection-in-action and by taking on an active commentary.

In the everyday classroom, “one of the teachers’ roles in a problem-posing education is to
“problematise situations” by presenting to students situations with which they are reasonably
familiar too; but, also, “in a manner that gets them to think about those situations in new ways”
(Monchinski, 2008, p. 123). It is from this perspective that the empirical realm of the student’s
culture, concealed in language, beliefs, history and art, can be introduced in the perspective of
problem-posing education to achieve its functions. Moreover, “the role of a problem-posing
educator is to create, together with the students, the conditions under which knowledge at the level
of the doxa” supersedes true knowledge, expressed “at the level of /ogos” (Freire, 2009, p. 57). From
these tenets, we are able to understand that problem-posing education does not take away the
teacher’s role in teaching; they retain the responsibility for evaluating works done by students along
with conducting research in order to produce knowledge. Crucial to the art teacher, Freire’s
problem-posing is so important for making art appreciation practically teachable by basing its
methods on well-formulated questions that stimulate “true reflection, creative transformation and
action upon students’ reality” (Freire, 2009, p. 59). In this view, reality anticipated from art students
actualising problem-posing can also be validated by formulating a critical curriculum which permits
continuous display of vicarious images indicating their lived experiences. By doing this, problem-
posing education can try to resolve problems in students’ everyday lives and they can discuss
school violence embedded in quotidian practices of education.

“Problem-posing education regards dialogue as an indispensable act of cognition which
unveils reality” (Freire, 2009, p. 58). Precisely through dialogue, the teacher can exchange views
with students in order to reframe the school curriculum by using problem-posing as a continuous
process working towards students’ lived contradictions and/or lived realities. In the end, we can
also lament that “problem-posing education does not and cannot serve the interests of the
oppressor, because it constantly strives to answer the question, Why?” (Freire, 2009, p. 60). In this
way, the teacher is expected to be mindful of the reminiscent fact that inside the classroom there
are some students with queries; these could originate from the methods used or language used in
instructional strategies of managing the classroom. Therefore, in art education a critical curriculum
porttraying problem-posing education should be highly regarded since it empowers students and it

has no limits towards the possibilities for asking why?

“Limit-situations”: a Freirean concept

The traits of mystical experiences perceived by students due to violence, injustice and
marginalisation in their distinctive social milieus should be treated with consciousness. Otherwise,
as humans we cannot imagine ourselves beyond where we are. “Limiting situations” is iterated by

Monchinski (2008) in an effort to make clear Paulo Freire’s Pedagogy Of The Oppressed, quoting Viera
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Pinto that, “limit situations are not the impassable boundaries where possibilities end, but the real
boundaries where all possibilities begin” (Pinto, 1960, p. 284; Freire, 1997, p. 99). This is an
implication from the fact that schools have a wide range of educational intervention approaches
which can be endorsed with the help of critical pedagogy, but they seem to lack practical measures
such as a critical curriculum of art education geared towards making learning free from rigid
instructional conventions. To this dissertation, “limit situations [are situations that stifle
humanisation. Or, they] are recognised [as] limit acts — or the untested feasibility of a dehumanising
situation that becomes possibilities” (Monchinski, 2008, p. 3). In other words, art teachers need to
act and challenge the dominant conceptualisation which takes away a humanising approach toward
education via a critical curriculum. “Limit situations are obstacles to students’ liberation” (Freire,
2000, p. 99). As a requirement for a critical curriculum of art education, this can encourage teachers
to rethink and transform their methods of teaching, or rather, enable oppressed students to
understand ways of overcoming dehumanisations through suppression. “Dehumanization is
manifested, in concrete terms, through oppressive structures, policies, practices, relations, and
ideas” (Peter Roberts, 2017, p. 6). It permits students to cultivate a deep intuitive understanding of
their social dynamics, like how they relate, behave and/or interact in the classroom and out of
school. According to Monchinski (2008):

Schools are places where limit acts test limit situations, where the untested feasibility
of “the constructible future” can be pursued. (p. 42)

Thus, we can argue that the critical curriculum of art education is expected to contribute more
than is feasible and take on limit acts revealed in obstacles that deny the existence of spontaneity
hope. To put it another way, limit situations deny oppressed students the opportunity to become
knowledgeable about struggles of their liberation, hence they remain driven into despair,
depression and hopelessness. Freire (1970, 1993) asserts

For the oppressed to be able to wage a struggle for their liberation they must
perceive the reality of oppression not as a closed world from which there is no exit,
but as a limiting situation which they can transform. This perception is a necessary
but not a sufficient condition for liberation; it must become the motivating force for
liberating action. (p. 49)

Consequently, limit situations cannot be considered as too great to be overcome and they
cannot be one of the most serious reasons for our lack of action and/or the cause of fear in others
risking to pursue liberation for the oppressed student to be able to attain the lasting happiness
embodied in the hope engrained within learning reassured by their culture and history at school.
Freire (1993) furthermore describes this scenario by arguing that

It is not the limit-situations in and of themselves which create a climate of
hopelessness, but rather how they are perceived by us at a given historical moment,
whether they appear fetter or as insurmountable barriers. As critical perception is
embodied in action, a climate of hope and confidence develops which leads men to
attempt to overcome limit-situations. (Freire, 1970, 1993, p. 99)

Thus, for us to respond to Freire’s limit situations we need to involve action intended to
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influence a climate of hope towards tense moments in the school by using a critical curriculum of
art education to make learning a tool for critical thinkers ready to overcome limit situations. “In
the everyday classroom [imbued with] critical pedagogy, hope is shared between teacher and
student” (Monchinski, 2008, p. 204). In fact, as art educators making a response to limit situations
(with a discussion of hope), through a critical curriculum we need to investigate the diurnal or daily
challenges and issues that students face with the aim that they can advance in confronting
institutional realities. “Limit situations confront us [with a sense of] static realities [that] even when
we recognise situations that negatively impact us, we often feel there is no alternative, [or we tend
to assume] that this is just the way things are. [Or, it is just] a form of fatalistic thinking”
(Monchinski, 2008, p. 119). Ultimately, as teachers of art education we need to plan a critical
curriculum which can lodge a protest to limit situations in order to ensure change resonating with
how we can better be looked upon within our own rich independent languages and distinct

customs, before we deal with others.

Critical pedagogy and the role of language across the curriculum

Curriculum reform means affirming the voices of the oppressed: teachers need to
give the marginalised and the powetless a preferential option. Similarly, students
must be encouraged to produce their own oppositional readings of curriculum
content. And lastly, curriculum reform must recognise the importance of
encouraging spaces for the multiplicity of voices in our classrooms and creating a
dialogical pedagogy in which subjects see others as subjects and not as objects. When
this happens, students are more likely to participate in history than become its
victims. (McLaren, 1995, p. 138)

As should be the case with teaching other subjects, all kinds of curriculum materials should
include knowledge culturally rooted in how to challenge languages used in school curriculums,
particularly those in Sub-Saharan Africa. In the case of Uganda, curriculums are predominantly
written in English. This oppresses mother-tongue literacy for marginalised and minority students.
For this dissertation, curriculum reform via the role of language in the school means developing
teaching tools through art to provide avenues for students as a result of which they can deconstruct
their subdued voices in a dialogical pedagogy of non-violent resistance. This sense of purpose and
shared political and social vision leads us to formulate a critical curriculum of art education which
prepares students to achieve broader pedagogical goals averse to exploitative knowledge and
meanings constructed through dominant Eurocentric languages that tend to influence the school
curriculums of the colonised.

Looking back at McLaten’s remark concerning curriculum reforms paying attention to the
student’s mother tongue, we are able to learn that it is the eagerly awaited opportunity presented
to redeem art educators in a specific way via a critical curriculum. Rather, critical voices encouraged
by mother tongue use in a school curriculum encased with critical art cannot happen independently;

it needs to be fully represented with emancipatory readings supporting oppositional content
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delineating experiences of oppressed, marginalised and powetless groups of people in the larger
society. Giroux (2009) reminds us in his The Primacy of Student Experience that “student experience is
the fundamental medium of culture, agency and identity formation and must be given preeminence
in emancipatory curriculum” (p. 453). This means that even if this dissertation tries to formulate a
critical curriculum framework of art education based on “affirmative action [... aiming at resisting]
passive acceptance of the pressures of dominator [languages, which do not reflect] perspectives of
our identity” (hooks 2010, p. 26), indeed, it is still important to make sure that art education inhabits
emancipation substantiated by teaching and learning practices which accommodate native
knowledge conveyed via mother-tongue experiences that students bring with them to school.

The mother tongue declares the student’s identity: it can be adequately used to enquire, analyse
and produce well-connected social and self-knowledge during learning. “Schools teach a lot of
things, which are not explicitly dictated in the curriculum” (Monchinski, 2008, p. 92). Case in point,
“imposing a foreign language... [in the classroom is a polite way of] suppressing mother tongues
as spoken and written ... [This also breaks| the harmony previously exiting [in the company of the]
African child” (Thiong'o, 2004, p. 16). Monchinski (2008) does not see it that way:

Some people use a language like English in a certain way which is labeled the correct
or proper way by people who use it in the same manner. While others who speak
and write non-standard English are dismissed as unintelligent and ignorant. White
people refer to black people who speak standard English as articulate more so than
they do to other white people who speaks similarly. (p. 104)

Evidently, as critical pedagogy scholars, aiming at planning to formulate a critical curriculum
of art education, we need to recognise that, rather than concentrating on accuracy and fluency in
speaking foreign languages, notions of putting in place favourable instructional support in students’
native languages are more important. This can benefit all students from both majority and minority
groups and permeates multiculturalism in the school. One would suggest that a feasible critical
curriculum needs to be formulated around generative themes8 in art education. Generative themes
can be “discovered and reflected upon not only through writing [but also] through a variety of
other languages and performance activities,” namely; [mining,] “drama, role playing, reading aloud
from their [students’] own writings, chants and oral storytelling, etc (Peterson, 2009, p. 308).”
Moreover, from such generative themes a critical curriculum can be in position to address lived
experiences of students by reflecting and placing reliance on the great variety of its artistic themes
and activities originating from “their world while improving their ... language abilities” (idem).
Eventually, through the axiom of a conspicuous critical pedagogy scholar; “art itself is a force that
shapes our lives and yet in turn, it is shaped by all that influences our lives” (Cary, 2004, p. 55).
Hence, we can conclude from this and say that for us to rethink art education's focus
and possibilities toward a critical curriculum, centring on heritage languages, we should endeavour

to embrace a radical departure from foreign languages. This sparks the question of whether art

8  Generative themes are topics taken from students’ knowledge of their own lived experiences that is

compelling and controversial enough to elicit their excitement and commitment (Kincheloe, 2008, p. 11).
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education situated in discourses about counter-history challenging effects of colonialism can

uphold the right to existence and self-determination among the colonised, particularly in Uganda.
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CHAPTER III

Colonisation

Theorising colonialism

This chapter attempts to contribute to the search for a theoretical foundation upon which
colonialism bases its discourses. Within the parameters of this undertaking, we need to remember
that the notion of colonialism is quite important in creating a theoretical premise for
postcolonialism. Childs and Williams (1997) argue in their .An Introduction to Post-Colonial Theory that
we cannot ignore the work done in colonial periods as it provides the “pre-history of the post-
colonial present, as well as the history of post-colonial theory as an academic terrain and its”
process of coming into being, or of becoming eminent (p. 20). In essence, colonialism is the point
of departure historically positioned right through the period of early European invasion,
embellished with violence, domination and exploitation of vatious countties in Africa and/or
elsewhere in the world. For many of us, the descendants of European colonialism and
postcolonialism, we (still) suffer from cultural denigration enfolded by their cultural dominances.
In fact, colonialism is concealed in various social, religious, economic, educational, political history
and practices of African society.

Colonialism can be explained in various rather trivial ways, just as various scholars try to put
it in a more philosophical and ideational manner. Case in point, by using Loomba’s (1998, 2005)
proclamation; to “colonise,” the meaning comes from a Latin word co/onus, which implies “a tiller
of the soil or farmer. [It means, colonialism also rests on the concept of] conquering and controlling
of other people’s land and goods” (p. 8). Similarly, the term “colony” or “colonial” is sometimes
used to refer to “a settlement established by people outside their native land and ruled by the(ir)
mother country” (Gundersen, 2000, p. 815). Colonial(ism)?is also the systematic policy of acquiring
colonies and a practice of political control through which acts of safeguarding and expanding
economic interests are perpetuated. In Lamming’s (1960, 1995) The Occasion for Speaking, the
meaning of colonialism takes a new turn; it is the “lack of privilege in organising the day to day
affairs of a country” (p. 15). In other words, colonialism is sustained with cultural autocracy
established by colonisers, to control and be in charge of the colonised’s undertakings. Through a
reminder of the harms prompted by colonialism, in the early 2000s, The World Book Encyclopaedia;
precisely defines it as “the rule of a group of people by a foreign power,” which also imposes its
alien culture to dominate native population; their resources, languages and beliefs. This also

includes building political structures geared toward appeasing ideologies that justify colonial rule,

° In a brief record of facts about the history of colonialism; it dates to ancient times. The Romans ruled many
colonies in Europe, the Middle East and Africa. Beginning in the 1400s, European nations developed vast
colonial empires in Africa, Asia, North America and South America. The major colonial powers of Europe were
France, Britain, the Netherlands, Portugal, and Spain. By the 1970s, most colonial empires had broken. For
further reading, see: Colonialism in The World Book Encyclopaedia 2000, Volume 4. P. 813.
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“chiefly to gain economic benefits” (Greenburger, 2000, pp. 813—4). To rule in this case refers to
settlers who justified their sovereignty, authority, power, control, leadership and supremacy on
natives with an ostensible reason concealed in education, not to mention, evangelisation and/or
instilling civilisation.l® Put another way, people under colonial control are regulated by the
collective national identity of their colonisers, socially, economically and politically, through
subduing policies which emerge in cultural practices of the wider society. In essence, natives are
restricted from fostering the progression of their history and personal ideologies due to colonial
tyrannisations. Childs and Williams (1997) offer a purely descriptive meaning of the term
colonialism that it “can be seen to be a particular phase or modality of impetialism [and/of] an
appropriate form of intervention corresponding to capitalism’s needs at the time, but which by the
mid-twentieth century had run its course” (p. 5). Per se, Childs and Williams are trying to suggest
that colonialism is not only validated via control over another country and exploiting it
economically. They also seem to suggest that we need to know colonialism is driven by the growth
incitements of today’s capitalism, thus it has the ability to influence the priorities which collaborate
school curriculums. Art teachers need to rethink and restructure a critical curriculum highlighting
colonial consciousness to discuss the opptessive nature of institutionalised and/or school

discourses.

Colonial discourse; a brief analysis

“Colonial discourse is the complex of signs and practices that organise social existence and
social reproduction within colonial relationships” (Ashcroft et al., 2000, 2007, p. 37). It explores a
world view about established political control over colonised people and deals with perspectives
of European norms based on centralised control over indigenous populations, whose distinct
cultures are overwhelmed by alien dominant Western traditions and customs with the intention of
sliding them into what they believe to be global modernity. The colonial discourse “allows us to
see how power works through language, literature, culture and institutions, which regulate our daily
lives,” [such as the school] (Loomba, 1998, 2005, p. 45). It is also through this exploration of
colonial discourse that one can uncover and compare the relationships between practices and social
existences of the coloniser and the colonised in order to suggest ways in which colonialism can be
detested, disparaged and/or interrogated.

Colonial discourse points to “colonial violence,” which can now be understood as an

0 Early civilisation emerged when humans begun to control nature and manipulate the environment to satisfy
their everyday needs. With the discovery of fire, water use and making iron tools, humans eft the prehistoric
helpless, hapless and submissive state and started producing food rather than gathering wild fruits. They
domesticated animals and plants nearby, initiating the Age of Agriculture ... the agriculture revolution
changed every aspect of man’s life (sic) material things, the social-political institutions, habits, customs and
ideas. This revolution was essentially economic and later also, it gave rise to humans' power of inventiveness
and communication; keeping warm; treatment of disease using herbs; preparing the young to respect and fear
the unpredictable surroundings; communal security; religious customs and traditions during their trying
moments. For further readings on early civilisation see Sifuna & Otiende (1994, pp. 14-15).
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epistemic dimension of a kind like “attack on ideas, values, and cultural institutions of colonised
people” (Loomba, 1998, 2005, p. 51). The notion of “discourse” [in colonialism is famously
associated with Edward Said. Following his written works about] Orientalismr; [it describes] a system
within which a range of practices determined by colonisers came into being” (Ashcroft et al., 2000,
2007, pp. 36-37). Put another way, in Said’s Orientalisn; colonial discourse “examined ways in which
colonialism operated as an instrument of power” [and initiated what came to be known] as colonial
discourse theory, in the 1980s” (Ashcroft et al., 2000, 2007, p. 37). Under such conditions, colonial
discourse heightens the coloniser’s power to put into effect their illegitimate knowledge and
irrelevant ideas structured around Eurocentric cultures against, the ancient glory of colonised
people. In such ways, the self-knowledge of the colonised becomes ill-defined. According to
Loomba (1998, 2005), “knowledge is not innocent, but profoundly connected with the operations
of power” (p. 42). At its core, the coloniser’s exclusionary practices, akin to forms of modern
knowledge construction, became their source of power on which colonial discourse continues to
impact the colonised. Without any exaggeration, the coloniset’s power is still shown in their
enthusiasms for spreading educational knowledge marked by how they believe the world should
look, and because of that they have continued to ignore including knowledge of the colonised’s
ingenuity. That is to say, colonial discourse allows us to understand that the education policy of
colonisers indirectly obstructed African postulations as knowledge which needed to be reflected in
their formal education, such as giving rise to conservations of our cultural history entailed upon
indigenous art knowledge, language and traditional practices entrenched in our existing natural

environment and within our local communities.

Colonialism and education policy

As in many parts of Africa, colonialism and education policy survived in part because of the
guaranteed support of local chiefs. They knew natives of the land and also helped colonisers to
locate safe passages and secure ateas to establish their administrative centres via a system of indirect
rule. History tells us that colonial education policy was made up of two administration strategies:
i.) Direct rule and ii.) Indirect rule. Accordingly, the direct rule policy was practised by “French,
Belgians, German and Portuguese. [In it,] indigenous African authority groups and administrative
institutions were not entirely adapted, they (colonisers) replaced African categories of government
with administrative units fashioned by European officials and they were largely operated by them.
[However, the French were interested in controlling territories through their education. Hence, in
their curriculum] ... the relevance of the African tradition was never discussed. [This tells us that
French colonial administration concentrated on producing] as close a duplicate of Cambridge or
Paris as possible within colonised African territories” (Sifuna & Otiende, 1994, p. 185). For the
vast majority of people who lived under direct rule, the goal of imposing European language
education was at the top of the heap. Coupled with further insights, the policy of indirect rule

(practised by the British), involved appointing “indigenous African rulers [to perform a wide range
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of] government functions customary to African societies” (Sifuna & Otiende, 1994, p. 184). On
this outlook, Kakande (2008) is more enlightening;

... by the 1890s colonial administrators had converted Buganda into a pool for
enthusiastic but highly unpopular chiefs whom they deployed to expand and extend
the British colony. Mainly graduates from the bush schools (which I am about to
explain), these chiefs extended and implemented the colonial regime all over
Uganda. (p. 25)

As we already learned about European languages with respect to the colonised, in Uganda the
new language imposed through their education policy was English. Hence, “English education ...
would train natives ... to become English in taste, in opinion, in morals and in intellect. [The
educated] people would constitute a class [of individuals] who would in fact protect British
interests and help them rule” [native lands without disruptions] (Loomba, 1998, 2005, p. 75).
Furthermore, colonialism came along with discourteous education policies and this coincided with
the spread of religion. Missionaries acted as “a buffer between harsh government policy and
indigenous peoples; especially between settlers and indigenes in settler colonies” (Ashcroft et al.,
2000, 2007, p. 128). Missionaries covered up violence that came along with putting Western cultural
influences in place within native education. They achieved this objective by providing the physical
or moral welfare that was lacking in many native African societies which had already suffered
various torments of colonialism.

During colonisation, physical welfare by missionaries was provided through building (bush)
schools, hospitals and other social services. In fact, one of the major potential roles and
contribution of missionary education was to intensify literacy brought by colonialists. However, to
some groups of natives it was negatively construed and seen to be dangerous within a variety of
sociocultural contexts. As an example, it embraced new religions which were against native
traditional beliefs and/or worshiping. Sifuna and Otiende (1994) argue,

The function of education was to produce junior civil servants, but for Christian
missionaries, it was to strengthen church membership. Hence, in the planning of
education, Africans were rarely consulted about their needs. (p. 13)

Arguably, the objective of all missionaties was to bring Africans into membership of their
churches to which they themselves belonged. Evangelism was the main means used by which
missionaries created networks of village schools that were used to enrol children of all ages, to be
“given a very simple education in reading, writing and arithmetic alongside religious instruction
leading to baptism and church membership” (Sifuna and Otiende 1994, p. 163). This was one way
colonialism made us “British Protected Persons”. For this dissertation, it was exploitation. In other
words, the coloniser’s school curriculum allowed teaching and learning to focus on what they knew
and/or believed in as true knowledge. Achebe (2009) affirms this by indicating an exasperation
shared by his British professor James Welch, asserting: “We may not be able to teach you what you
want or even what you need. We can only teach you what we know” (p. 22). Ultimately, our
response to this white, European cultural hegemony imposed by their education policies needs to

be understood through a comparative historical analysis.
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Colonialism: A comparative historical analysis of education

“Education is perhaps the most insidious and, in some ways, the most cryptic of colonialist
survivals, older systems now passing ...” (Ashcroft et al., 1995, p. 425). Accordingly, colonial
education was a special Eurocentric universalisation tool and yet, a burden to native knowledge
systems. Historically, it wrecked cultural traits of natives and their identities. Such tensions make
us more aware of the coloniset’s significance and education in Uganda. They colluded with
Christian missionaries through their civilisation rhetorical traditions to make a good number of
local ambitious people achieve basic literacy, which earned then a high status of a zusomi (or reader)
by 1800. But let us take a step back and ask the most important question: How did colonialism
affect education with respect to the colonised Africans?

Colonialism colonises [minds] in addition to bodies and it releases forces within
colonised societies to alter their cultural priorities once and for all. (Nandy, 1989, p.
11)

In Nandy’s view, colonialism controls the way we do things, and its presence distracted us
from the most relevant cues of our culture and customs. However, there is a sense in which we
need to get the measure of comparative historical analysis anent the establishment of corporate
welfare circulated by colonisers; as an example, they built schools, churches and hospitals.
According to Kakande (2008), “Bush schools were catechism schools usually grass-thatched mud
houses.... They became important institutions [where] many Baganda and later Ugandans were
proselytised (or, put simply, modernised). By 1937, Uganda had 5500 bush schools scattered all
over the countryside” (p. 39). Bush schools were missionary institutions that let in village young
people to study and become initial Western-educated elites. These were needed to work in the
unpretentious (white-collar) jobs made available for local officials prepared to protect their pillage.

As regards art education; eatlier, before the imminence of colonisation and prior to the
inception of the coloniser’s education, artistic or craftsman skills in carving wood, weaving mats
and moulding pots could be mainly acquired from homes of indigenous experts as household
chores and/or errands. Art products were mainly created for domestic use, traditional festivals,
worship, along with economic and societal development opportunities. Such indigenous art
education even went to the extent of involving “apprenticeship agreements” between a novice and
a skilled member of the community (Allen, 2000, p. 803). In this way, if a family and/or tribe was
well-known for smelting iron, apprenticeship agreements and rights were especially reserved to
them. Kizito (2003) puts it this way: “Apprenticeship was a full-time job, depending on the nature
and demands of the trade [known by a local art and crafts expert]. Learning was a process based
on the master's instructions... On successful completion of apprenticeship, one was initiated into
the [indigenous art knowledge] mysteries and/or given the tools of trade” (p. 52). Thereupon, in
Uganda, such tools of trade were initially expanded into “formal art education. [This owes its
origins to Christian missionaries, but mainly] the work of Margaret Trowel. [In other words,]
“colonial art education was meant to help improve the lives of native Ugandans by transforming

art into a vocation,” [which does not, however, intend to preserve its provenance] (Otiso, 2000, p.
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50). Be that as it may, in 1995, Frantz Fanon noted:

Colonialism is not satisfied merely with holding people in its grip and emptying the
native’s brain of all form and content. By a kind of perverted logic, it turns to the
past of the oppressed people, and distorts, disfigures, and destroys it. This work of
devaluing pre-colonial history takes on a dialectical significance today. (p. 154)

Put simply, the essence in Fanon’s annotation formally introduces us to the intellectual and
practical purpose of colonialism toward indigenous education systems: it is engulfed in turmoils of
domination by the coloniset’s oppressive practices, which focused on eradicating the history of the
colonised. It also reminds us to include in a critical curriculum of art education knowledge
expanding on the purpose of opposing the coloniser’s perverted logic, for students to arrive at
knowledge which actualises their history and national identity. Some would even push the argument
further and suggest; in art education, the history of colonialism should be highly commended as
the main source where our cultural declarations begin. After all, its past is structured with
distortions and alterations ideally suited to the coloniset’s interests.

Africa as a continent has been a victim of forces of colonial exploitation, oppression
and human degradation. In the field of culture, she was taught to look on Europe as
her teacher and the centre of man’s [sic] civilisation, and herself as the pupil.

(Thiong’o, 2004, p. 100)

Arguably, traces of colonial education that reflect human degradation, oppression and
exploitation are still prevalent in many parts of colonised sub-Saharan Africa. For instance, in the
case of Uganda, the student is encouraged to disregard their mother tongue in favour of the
coloniser’s language. Presciently, Ngugi wa Thiong'o (2004) reminds us that during the colonial
era:

Any awakening of a people to their historic mission of liberating themselves from
external and internal exploitation and repression [was] always seen in terms of ‘sin’
and it was often denounced with the religious rhetoric of a wronged, self-righteous

god. (p. 13)

Placed in a passable historical context, we are able to learn from Ngugi wa Thiong'o that once
colonised Africans try to refuse to obey Western conceptions of their education, then, the fear of
failure and being ridiculed (by Western policy-makers) comes in. Cleatly, then, colonial exploitation
in education still complicates curriculum content, particularly in “sub-Saharan Africa ... [where,] a
structural position of exploitation under colonialism” [increases shortcomings upon an irrelevant
education system| (Tikly, 2008, p. 13). Ultimately, in colonialism, education is upheld as a
contrivance designed by colonial empires to undermine historical curriculums of colonised people,

particularly when it comes to erasing and distorting African knowledge representations.

Colonial contaminations; religion and language

“Colonialism advanced missionary activities, and so did European fears of cultural

contamination” (Loomba, 1998, 2005, p. 100). Colonial history tells us that settlers from Europe
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and/or missionaries had a huge influence in the matter of spreading alien contaminations enfolded
in languages and religions to colonised Afticans. Colonial contamination was disseminated through
the weapon of language and later the Bible. In fact, it was the “encounter between English and
most so called Third World languages ... under conditions of independence and equality [that
European languages like] English, French and Portuguese ... announced the arrival of the Bible
and the sword” (Ngugi wa Thiong'o, 1993, p. 31).

In 2007, Australian Literary Studies coined the phrase “contamination” as “the decline of
traditional cultures” (p. 94). To this dissertation, colonial contamination reveals colonial inflictions
towards education advanced via language and religion. With the term “native”, Ashcroft et al.
(2000, 2007) describe contamination by taking into consideration indigenous inhabitants and their
long-chequered history:

The fear of contamination is at the heart of colonialist discourse, and which results
into the menacing ambivalence of mimicry or the obsessive colonialist fear of
miscegenation, it is often expressed through a fear amongst the colonisers of going
native, that is, losing their distinctiveness and superior identity by contamination
from native practices. (142)

Clearly, then, Christian-Muslim religions were not doctrines historically celebrated and
expressed by many native African people. Such religions came into existence due to contaminations
by the Islamic spread of Arabic culture and by Christian missionary education to colonised natives
of Sub-Saharan Africa. It was alien beliefs that contributed so much towards the inception of
subjugating native credences and languages in colonised territories. In general, religious
missionaties insisted on preaching through a bona fide language of their distinct religions. Muslims
spoke Arabic and Christians used Latin, English and their other common European tongues. The
coloniser’s fear of contamination increased the process of propagating their religions by building
schools in which their literature was enforced. Not only that, churches clamped down on traditional
African religions in which art was freely expressed by using cultural artefacts such as drums, masks,
indigenous fabrics and personal ornaments, like the crook (or walking stick), necklaces, rings, or
bracelets: such were substituted with a rosary by Christians or s#bha for Muslims, because they
believed native worship was offensive and wicked. Mujuzi (2009) laments that “missionary religion
portrayed native cultures as satanic thus, in their schools, nothing much was done to appreciate
and learn from our indigenous art sculpture” (p. 45).

The exotic religions of Arab Muslims and Christians found it necessary to escort
evangelisations with their distinctive despotic languages, mainly because they feared losing their
distinctiveness and superior identity among colonised natives. What this means is that “when the
English language and the concepts it signified in the imperial culture were carried to colonised sites,
through, for instance, English education, the attribution of exoticism as it applied to those places,
peoples or natural phenomena usually remained unchanged” (Ashcroft et al., 2000, 2007, p. 88). In
1878, Lavigerie noted in his translated declaration statement to missionaries at Bagamoyo in
Tanzania:

I wish that, as soon as possible and at the latest six months after they atrive in
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Missions, when talking between themselves all the missionaries speak only the
language of the tribes among which they live. (Mortamet & Amourette, 2015, p. 32)

Here we see, on the other hand that missionaries proselytised not only with the intention of
telling converts that their religion was the torchbearer that can save the colonised from “days of
darkness [and to stop them from believing that native] wars [indeed demanded fighters to] bring
home human heads [as war trophies in honour of the conquering hero. Rather, they included
symbolic language through their religions;] delivered by the blood of the Lamb of God [so that
colonised natives] remember that the fear of the Lord is the beginning of wisdom” (Achebe, 1960,
2002, p. 9). To successfully arrive at possibilities of making their alien religions function adequately
among natives, colonisers also tried to learn and use languages of tribes in colonies, to be trusted
and to succeed in accomplishing some of their exploitative missions that happened in “vatrious
types of Church related elementary schools. [A potent reminder can still be perceived in how
Catholic schools discussed and provided teaching in] Latin.!! [Not just reserved for a few, in many
instance priests tried to carry out] some of their religious instructions ... in the vernacular
languages. [This means vernacular languages| were not really school subjects,” as Sifuna and
Otiende (1994, p. 75) lament. Therefore, there is great scope here for a potentially interesting ethical
argument involving both religion and its languages, whereby, a scholar of art education planning
to formulate a critical curriculum should give priority to discussions concerning effects and benefits
of religion as regards native worship in local dialects. This can help students to resist colonial
contaminations and also advance their cultural identity and rich cultural heritage.

Chinua Achebe (1960, 2002) guides this point in a profound way that in his village of
“Umuofia, [some converted individuals resisted] Christian service [because their] congregations
were denied the right to reply the sermon [how they knew or wanted. As an instance, natives hostile
to Christianity wanted and/or expected to receive religion in their mother tongues. Rathet,
Christian missionaries kept telling them to focus on a valedictory:] As it was in the beginning, is
now and ever shall be, world without end” (p. 47). Arguably, teachers of art education can use
Achebe’s view concerning the religion and interests of colonised natives to explore mother tongue
use for formulating a critical curriculum of art education that highlights the presence of colonial
violence. In fact, the scourge of coloniser languages that were exported by missionaries still plays
a very crucial role in the growth of spirituality in various education systems of Uganda, as we shall
see. In other words, colonial contamination as regards missionary worship denied colonised people
hands-on learning, achievable through their native unique mother tongues and traditional culture
supported by their abundant distinctive art expressions.

Otiso (2000), reminds us that “before colonisation and the advent of Christianity along with
Islam, people in Uganda were followers of African Traditional Religions (ATRs). [Their purpose
regarding] traditional society [was to provide a] socialisation process [and] to train young children

and out-siders how to become part of society” (p. 32). By maintaining the existence of native

1 | atin: a legacy inherited from Roman Empire was the language of religious discourse, liturgical worship,
academic and intellectual life, law and diplomacy. For more on this see: Sifuna and Otiende (1994, p. 75).
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languages and socialisation through practices of indigenous worship in a critical curriculum of art
education, students can relate to familiar knowledge passed on through their indigenous cultural
symbols; folk stories and worship crowded with kindred art and craft objects, fascinating fashions
and style of their ancestors, drawings and/or paintings. As far as one knows, ferocious tribal
religions were bound up with a whole range of art practices like music, dance and drama, along
with mythology, storytelling and oral traditions. Kakande (2008), commends, “Christianity was in
its embryonic stage and it would be used to inflame cultural tensions and contradictions between
Christianity and local life” (p. 41). Here we see that cultural virtues laid out in practices of African
traditional religions were brilliantly conceived and immeasurable. However, when missionaries set
up bush schools, such cultural reflections of art in African traditional religions were not carried
into their education effectively, even though practices of colonised traditional beliefs were
extensively filled with authenticated indigenous art created by local people and instinctively inspired
by their own specific needs, as an example, wearing masks to suggest obsessive fear of omnipotent
deities, or for respecting their enigmatic gods, along with adoring sculptures glorified in their
idolatry worship that transpired by means of chanting in native languages, not to mention the
adulation of images or effigies of their ancestors, fetishes and totems of false gods produced as art
objects. For the critical curriculum of art education, this awareness can provide students with the
rare opportunity of sharing knowledge originating from possibilities of appreciating their ancient,
traditional artistic treasures and/or cultural heritage.

All these valuable milestones provide us with crucial perspectives and opportunities to review
carefully complexities of religion and “language [within the confines of transmitting the colonised’s
ideologies, sets of values, opinions, beliefs and feelings in the school and the society at large. That
aside, a lot of it has] to do with the ways colonial boundaries were drawn-up more with [concerns]
of coloniser’s [interests| in mind than in recognition of the realities of linguistic and ethnic
diversity” or, the common attributes of African people (Tikly, 2008, p. 21). According to Matia
Vasquez (2017), “diversity of learners includes taking the languages they bring with them to school
seriously and understanding the ways in which multilingual children are treated unjustly when their
linguistic repertoires are excluded from classrooms” (p. 3). This also indicates the main reasons
why the position of education perpetually continues to demand specific language competence from
African people without being based on the prevalence ranging from cardinal African languages like
Swahili2 and/or their belief systems which have a strong cultural model and influence toward art
and/or traditional Aftrican epistemologies. Finally, both religion and language are full of traditional
tenets and precepts that need to be included in a critical curriculum of art education, in view of the
fact that they are averse to colonial philosophies of education dominated by theories of white
supremacy. Understanding the imperial culture of the coloniser through religion and language also

leads us to the very important question of where was the place for art in coloniser/missionary

12 Swahili language in East and Central Africa is widely used as a means of communication across many
nationalities. But it is not the carrier of a culture and history of those nationalities. For further reading, see;
Ngugi wa Thiong'o (1986, p. 13).
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religions, because so far we need to know to what extent did African art serve as an intrinsic part

of its tribal societies when it comes to rituals, dances and ceremonies?

Colonisation redressing religion and Western representational art

The colonial period was “a radically despotic movement, involving the temporary or
permanent dispersion and settlement of millions of European” [Christian missionaries and
Arabs/Muslims in Aftrica and] “all over the entire world” (Ashcroft et al., 2000, 2007, p. 61). They
came to stand in for colonial powers — to impose and endorse their cultural activities through
oppression, formalised and strictly controlled by their religions with the main aim of undervaluing
customs and belief systems of existing and new generations of colonised people. Sifuna and
Otiende (1994) lament that to Muslims, “children between ages of 6 and 15 [were] normally ...
[taught] to recite the Koran by heart” (p. 142). This means religion was part of the curriculum for
bush schools and it was deliberately provided through rote learning, observed through cramming,
regurgitation and banking or mugging education. The impact of operating with more than one
religion escalated “mistrust among their rivals and it led to animosity [between coequal beliefs]
(idem). [Religion in colonialism pursued education revolving around evangelism and
indoctrination; protecting converted congregations and working toward increasing church
numbers. In fact, historians of religion acknowledge that until (when)] indigenous evangelists
emerged, [Europeans had little or no success in converting large numbers of people in most of the
sites which they colonised. This means], many indigenous evangelists worked within existing

religious forms and churches,” to recruit other natives (Ashcroft et al., 2000, 2007, p. 189).

Figure 3. Students of Holy Rosary Primary School in Gulu, Uganda preparing for religious
observance in their Catholic-founded school.

Rather, natives who became devotes of European religions received teacher status and became
catechists or mullahs, who were used to recruit people since they understood local cultures,
traditions and languages. In fact, in Achebe’s (1960, 2002) No Longer At Ease, we are reminded that
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when Obi’s father was christened “Isaiah”, he became “Isaac Okonkwo [and] not merely a
Christian, [but his status was officially raised to a] catechist for the Church Missionary Society” (p.
6). Through such teaching positions given to baptised semiliterate natives, spreading religion was
very effective and efficient in colonies. Most importantly, it educated natives about practicing
detrimental traditional rituals such as female circumcision. It is no coincidence that Ngugi wa
Thiong'o (1965) remarked to those who were converted that “you are a Christian. You and I are
now wise in the ways of the white people,” by influence of religion (p. 25). This can be viewed
from dimensions of sharing, questioning and exchanging diverging views in art education about
oppressive native beliefs crowding around related practices similarly happening in alien religions,
like circumcision, along with initiation ceremonies in traditional rites up against baptism.

In 2003, Kyeyune noted that since religion was still in its “embryonic stages [colonialism could
not use it to inflame] cultural tensions and contradictions between Christianity and local life. [In
other words, through religion, colonial missions put focus on the development of evangelism in
order to deliver or save the African from ‘heathen’ gods.] It was imperative that they watched with
caution and regulated education disciplines [to avoid bringing] into focus traditional institutions,
which would later destroy their “attendant ideologies” (p. 35). Towards the end of the nineteenth
century, missionaries were spreading through so many regions of Africa. Kakande (2008) asserts,

The White Fathers were the first to introduce (modern) Western representational
art into Buganda. On arrival in the late-1870s, the first gifts the White Fathers
presented to [King] Muteesa 1 were an illustrated catechism in addition to a New
Testament Bible translated into Arabic... Catholic missionaries also distributed
medals, scapulars and other images along with crucifixes, pictures of the Sacred
Heart, Our Lady, St. Joseph and others mostly imported from Europe. (p. 44)

To explain; by then, the few Catholic Christians who carried the artistic symbol of a rosary!3
proclaimed themselves as faithful followers of Jesus Christ and believed that they were more
civilised. Most importantly though, the name rosary originates from a rose flower which is also a
national symbol of Britain (for unity). Just like the bloom of a rose flower, the rosaty also remains
a very significant religious symbol among Catholic Christians. They use it for meditation and for
reciting a stipulated number of prayers without distractions in a ritual guided by a collection of
beads.

Perhaps, then, we should ask ourselves, where were their Arab-Muslim counterparts? As
concerns Islam, Sifuna and Otiende (1994) argue,

In East Africa [where Uganda is located] a different process of Islamisation took
place. In the western half of the continent and the Sudan Islam slowly filtrated down

13 The invention of the rosary was claimed for Dominic (1170-1221) by early historians of the Order who related
that the Virgin appeared to him in a vision and presented him with a chaplet of beads that he called "Our
Lady’s crown of roses". It was a medieval custom for a serf to present his master with a chaplet of roses as a
token of his homage, hence perhaps the origin of the name. It was subsequently maintained on the contrary
that a Dominican friar towards the end of the fifteenth entury first propagated the use of the rosary as an aid
to devotion. However, that may be, it was from this later date that the cult of the rosary spread widely, and it
became the emblem officially recognised religions. A miraculous power was often attributed to it, particularly
that of combating Islam and the heresy of Protestantism. See Hall (1974, p. 171).
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across the Sahara into the heart the Savannah and then, more gradually, to the coast.
In East Africa it was carried across the sea from Persia and Arabs were the first to
establish their religion along the coast; from where it slowly penetrated the interior.

(p. 141)

Here we can obviously see that Islam and Muslim!4 practices transoceaned across the sea from
Persia (Iran) along the coast of Africa in the period between the seventeenth and nineteenth
centuries from where it slowly penetrated all other parts through intermarriages, especially, between
Arabs and indigenous coastal people. All this resulted in a new group of people called the
‘Waswahil? with a distinctive language, culture and art. To the Arab-Muslim people, their main
educational objectives and curticulum was to train the “individual [in order] to earn a livelihood ...
of various professions, arts and trades. [When the learner finished] to study the Koran and the
elements of language, [they could seek] vocational preparations until [when the individual] exceled
in that profession” (Sifuna & Otiende, 1994, p. 141).

Furthermore, as regards colonialism redressing religion and Western representational art
Lawal (2005) notes,

Western education, coupled with large-scale conversion to Islam and Christianity
since the turn of the twentieth century, has encouraged many urbanised Africans to
abandon their traditional values, especially the ancient belief that art has the power
to influence ... (p. 107)

In this sense, Lawal tells us art educators that we need to reinforce traditional values of African
religions through a critical curriculum to enlighten the young generation about our ancient beliefs.
By doing so, students will achieve learning relating to new hidden meanings underlying our ancient
beliefs and history. Not only that, the power of our spiritual world shall also be reappraised through
our own art and crafts in the society and at school, in terms of breadth and depth of the local
knowledge and beyond traditional methodologies. In 2009, Achebe noted in his The Education of a
British-Protected Child:

It is a gross crime for anyone to impose himself on another, to seize his land and
history, and then to compound this by making out that the victim is so kind of ward
or minor requiring protection. It is too disingenuous. Even the aggressor seems to
know this, which is why he will sometimes camouflage his brigandage with such

brazen hypocrisy. (p. 7)

Achebe’s perspective typically helps us, as art educators, to make sure that effects of colonial
history are adequately enforced in a critical curriculum of art education in order to embolden
possibilities of questioning the impact of religion with respect to missionaty education in the
colonised’s land. This also means teachers of art education should try to use a critical curriculum
of art education and put forward empowering knowledge which can enable future generations of

students to think highly about the intrinsic value of art created by African tribal people for beliefs

% The term Muslim refers to people who practise the Islamic religion, while Arab refers to people whose
ancestors come from a specific geographical region. Therefore, Arabic people are not necessarily Muslims,
and Muslims are not necessarily Arabs. Many Muslims live outside Arab countries, such as in Indonesia,
Pakistan, India, Malaysia and many African countries. See Tseng and Streltzer (2008, p. 47).
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in their individual cultures, since they are built on various elements, contents and contexts as art
objects for not only worship but also for the nourishment of our ignored indigenous art and
knowledge appropriations, discoverable in activities of ritual worship requiring skills of painting,
weaving, collage, smelting and sculpting of artistic idols and deities as a way of showing realistic or

outlandish images, along with ritualistic decorations and adornments.

Witchcraft a reality in colonialism

In some African societies, engaging in witchcraft is currently compared to madness, because
native cultures and customs have been watered down by the colonisers’ God-fearing influences
regarded as modernity. Colonisers from Europe did not understand witchcraft because they feared
being linked with circumstances related to fetish madness. In fact, it was not necessaty for them to
learn anything about it, despite the possibility that some may have wished to take a step and venture
into knowing more about its cultural roots; the turn of events associated with accentuating
evangelical missionary work would mainly discourage the feasibility of attempting to achieve it.

According to Loomba 1998, 2005,

... the mad African was understood as one who is insufficiently “other”, as one who
crosses cultural boundaries and becomes European. Madness, as in the case of the
European who goes native, was regarded as a transgression. (p. 119)

Witchcraft takes into consideration the amenities of the occupier renouncing witchcraft and
its role in representing “Otherness”. No doubt there are many transcultural forms locked up in the
African system of values ratifiable through explorations of witchcraft practices. Of course, the
forced external control by Western modernity's Eurocentric ideology supported by missionary
works termed as religion altered the African attitude and outlook, particularly when it comes to the
maximum extent of practising their local beliefs that involved sorcery. Coetzee and Roux (2002)
argue

There is no denying that people who believe in witchcraft or a supreme being have
conceptions of reality which include aspects such as causality, personality and
responsibility, the nature of matter, and so forth. It is clear ... that views which are
called ‘traditional’ still play a role, indeed an important role, in the lives of Afticans.

(p. 194)

In other words, by analysing varied conceptions of witchcraft and some of the activities of its
make-up, we tend to see the otherwise invisible work of the occult. Yet witchcraft in Africa is
embellished with local cultural practices that are motivated by art and crafts and witchcraft
implements, and this is what makes everything about it very important in art education. Witchcraft
effectively accommodates an abundant store of cultural erudition that inspire local art and crafts
experts to produce objects with implicit functions: as examples, jewellery, baskets, masks,
headdresses, smoking pipes, drums, spears, knives, mats, wall hangings, pottery, body art pigments
and bark cloth, alongside others.

Kyeyune (2003) reminds us that “since the priorities of the Protectorate Government were
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geared at maximising economic development through agriculture [along with applying ruthless
exploitation of our own resources]. Little attention was given to matters of local culture. [Perhaps,
what is more regrettable is that the (Ugandan)] public was never made aware about the role of
museums in the community [from where, artifacts symbolising nature worship and sorcery were
(officially) collected and stored as material culture. In Uganda, therefore, local culture was displayed
and stored in the so-called ‘house of charms’ (translated as “Enyumba y’Amayenbe”). Such a house]
represented a frozen past for many Africans, which education and Christianity had rendered
irrelevant and out-dated” (p. 53). Central to this dissertation, art education in Africa has not seized
enough of the knowledge embodied in most of its alluring undiscovered treasures such as
witchcraft objects and artefacts. In this way, “art museums and galleries are virtually absent [in
various parts of the African continent ... So, this makes] knowledge of contemporary Western art
[mostly] available through photographs” (Marschall, 2005, p. 109). As teachers of art education,
we need to consider the importance of selected contributions of local culture put forward by
witchcraft practices for a critical curriculum of art education, since it supports the historical
recounts in works that concern our arts, social practices, cultural rituals, music and traditions. With
this, students can embrace the purpose of museums as local culture emporiums and they will also
understand that we all depend on them to prove our existence in a historical sense. Not only art
students interested in witchcraft can use obtained knowledge to challenge society's common-sense
assumption about witchcraft and its importance with respect to traditional African art. Maria
Vasquez (2017), puts it this way:

What this means is that issues and topics of interest that capture learners’ interests,
based on their experiences, or artifacts with which they engage in the material world,
as they participate in communities around them, can and should be used ... to build
a curriculum that has significance in their lives (p. 7).

In 1999, Linda Tuhiwai Smith noted differently in her Decolonizing Methodologies appertaining
to witchcraft ideas and practices: They uphold a whole series of wider social practices and beliefs
among African people. To them it is “reality [witchcraft is a major] sociological concern [that]
becomes a struggle over the extent to which individual consciousness and reality shapes ... social
structure. [Arguably, witchcraft among indigenous cultures is considered as the system of
knowledge that forms] culture and the relations of power shaped locally” (p. 49). Smith expands
on this standpoint in a colonial context

Western reality became ratified as representing something ‘better’, reflecting ‘higher
orders’ of thinking, and being less prone to the dogma, witchcraft and immediacy of
people and societies which were so ‘primitive.' Ideological appeals to such things as
literacy, democracy and the development of complex social structures, make this
way of thinking appear to be a universal truth and a necessary criterion of civilised
society. (Smith, 1999, p. 48).

Clearly, then, Western reality was presented to the colonised by regulating their social, political
and spiritual life hidden in witchcraft. To put it mildly, witchcraft to native Africans symbolised a
mythical linkage between worship and art. In its wider practices, it represents different sides of the

same phenomenon, the shunnable and the covetable. What we leatn from Smith’s elucidations is
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that apart from the ideological appeals of Western distractions towards witchcraft, teachers of art
education should look into objects of witchcraft and sorcery for a critical curriculum to be able to
provide real knowledge to students about other unknown sources of art’s precocity, which include
cultural antiques; moreover, such cultural art is a source of outré collectables. In this way, art
education will enhance students' aesthetic perception and analytical skills cultivatable through
knowledge of art history and appreciation. Witchcraft is not only for African populations, in some
way. Also, “colonialists brought traditional beliefs in folk magic and witches with them from
Europe. [It is, indeed, generally thought that receiving false impression of witchcraft caused
unexplained] blaming and misfortunes. [Perhaps, we can say, it was not more essential in the
promotion of their exploitation policies, as a result, many colonies adjudicated] individuals [for acts
of] witchcraft [and] some people were executed. [While many were put into prison on] witchcraft
charges” (Greenberger, 2000, p. 805). Therefore, as already transformed from beings practising art
through witchcraft by colonialism, let us cognitively ask ourselves: if there is no special need for

art by the coloniser, then, what was the impact of missionaries on education?

European missionaries and education

The knowledge produced by exploratory travel of these various groups is at the heart
of the control of the new possessions. (Ashcroft et al., 2000, 2007, p. 90).

In 2000, Otiso briefly explained in his book, Culture and Customs of Uganda that “Henry Morton
Stanley was sent to Affrica in search for the famous explorer and missionary David Livingstone.
[Both were nineteenth century missionary and British explorers who were] appointed to introduce
Christianity in Uganda. Stanley set off from Bagamoyo in the coastal region of modern-day
Tanzania in 1869 [where they met with] Livingstone at Ujiji by the shores of Lake Tanganyika, in
1871. [Once Stanley arrived in Uganda, his focus was on transmitting religion to the local king].
With the help of a Muslim sctibe, prepared a condensed Swahili Bible ... to acclaim the Ganda
king” (pp. 28-29). This may be what Nakazibwe (2005) is referring to when she reminds us that in
Uganda, “it was not until 1895, after the arrival of the Roman Catholic missionaries of the Mill Hill
Society from England and the first women Church Missionary Society’s (CMS) workers [that
Uganda experienced a rapid expansion| of missionary education [activities]” (p. 239). In other
words, European missionaries needed footmen and stewatds to advance, expand and supervise
their missionary works, which mainly included religious expansion. As an important reminder, in
Uganda European explorers arrived first in 1821 at the five major kingdoms (territories ruled by
kings): Buganda, Nkore, Bunyoro, Toro and Karagwe. Among the kingdoms, Buganda possessed the
most elaborate and well-coordinated political structure and for that reason it was the first to attract
the attention of foreign (non-African) visitors, such as missionaries. It is also vitally important to
understand that much of the missionary activity in Uganda took place in the eighteenth century; a
period when Christianity and Protestantism turned their attention to Africa. According to

Etherington (2005), Africa was the scene of much religious innovation
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Protestant missionaries, stressed the importance of Scripture, worked hard at
translating the Bible into African languages. This not only laid the basis for today’s
grammars of those languages; it stimulated the workings of Africans’ religious
imaginations. The Old Testament spoke of ancient Hebrew people who allowed
polygamy, people who aspired to live comfortably amid their flocks and fields,
people who feared witches, who heard prophets, and who suffered under the yoke
of foreign oppressors: in short, people who appeared to be like them. Wherever the
Christian message was preached, it inspired Africans to craft their own
interpretations of the Bible. It inspired some of them to prophetic utterance. (p. 988)

In one way, Etherington’s remarks show the need for African people to receive colonial
education by using the hallmark of missionaries. Early on, converts were few, therefore
missionaries had to concentrate on translating the Bible, hymns and prayers into the languages of
natives. For followers of the religion of Islam, the Koran was ideally read and used in Arabic. Sifuna
and Otiende (1994) remind us that “the education in Uganda ... before 1920 was mainly under
Christian missionary control ... It was dominated by missionaries of the Church Missionary Society
and the White Fathers. [As it happened] missionaries pioneered and maintained education for many
years with little or no government assistance” (p. 191). For missionaries to achieve their anticipated
goals; their first strategic objective centered on establishing schools for sons of chiefs. The first
school along these lines was “the Mill Hill Fathers school at Namilyango; built in 1902. [Other
schools include] Mengo High School; it was set up in 1903, Gayaza was built in 1905, Kings college,
Budo started in 1906 and St Mary’s College, Kisubi was built in 1906 (Kakande, 2008, p. 51).
Later, churches begun setting up hospitals along with colonial administration centres for colonial
government to devise new strategies of reforming their education policies.

Sifuna and Otiende (1994) further acutely engage this point by arguing that the most
important aspect of education during colonisation was to nurture “missionary-government
cooperation. [In parallel with government education policies, the missions established] training
centres to give technical education” support (p. 168) needed to fill the white-collar jobs awaiting
them. To illustrate, one of the most important and known reasons behind the pressing desire for
missionary work is also stated by Nsamenang and Tchombe (1994): “missionary societies required
educated Africans [who could] eventually take over the responsibility of local Christian churches
in their communities” (p. 48). This extends a rational argument that missionaries and colonialists
had different goals towards education. Case in point, some missionaries like Margaret Trowell were

interested in including local art in their education.

Margaret Trowell: The missionary teacher of contemporary art in Uganda

As we have already learned, by the twentieth century, Uganda had received so many groups
of European missionaries working alongside British colonisers to teach religion and basic academic

subjects like arithmetic, reading and writing. Among the many Europeans who arrived to promote
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education was Margaret Katherine Trowell.!5 According to Kakande (2008),

Margaret Katherine Trowell was a British artist. Born in 1904, she was a daughter of
William Turner, owner of a map store (called The Map House) on St. James’s Street,
London. ... she travelled to East Africa and settled in Uganda for more than two
decades. It was during this stay that she started the teaching of modern art at
Makerere University. (p. 65)

Her collection of written works in art education deliberated on teaching the next generation
of Ugandan elites about the rich African heritage. Through such inspirations, Trowell set up a
college of art education to embrace her ambitions, where, even then, art education was not valued
in the daily practices of schools which were at the outset founded by missionaries. Mujjuzi (2009)
affirms, “the missionaries did not favour the art and cultural practices” of the local people (p. 20),
probably because they feared that it was significantly idolatrous and worship of idols was a threat
to their religious teaching. Trowell trained so many artists in Uganda and art academies associated
with formal art education and her legacy is seen through the naming of the School of Fine Atts, at
Makerere University. Spurred by decolonisation, the name for the art school has been amended to
Makerere University College of Engineering Design Art and Technology.

Trowell encouraged students to be genuinely creative by using the kind of art they knew. Put
another way, in Trowell’s art education, creating the triumphal march of “local Modernism (for
preserving) ... the best in local tradition via the route of myths, legends and poetry” was where her
art education philosophy laid focus (Kyeyune, 2003, p. 64). She believed that for a school
curriculum to be meaningful to the African child, it should be delivered within the context of their
cultural background. From this we can understand that it is still important for art teachers to
formulate a critical curriculum of art education focusing on how our indigenous art should be
validated, not by meanings, theories and canons constructed through enumerated European
experiences as universal standardised knowledge. In this way, students of art shall be able to use
their indigenous creative skills to boycott rigid ideas rooted in Western civilisation that have
continued to destroy subjugated knowledge not able to fit well in decolonising school cutticulums
of Affricans, particularly Uganda. This can as well occur if indigenous art teachers of a kind like
Trowell could be trained in conjunction with local indigenous art experts to increase activist striving
for implementing a decolonising critical cutriculum for art education. With this in mind Haig-
Brown (2019) affirms, “indigenous teacher education movements everywhere have recognised the
central role schooling can play in the decolonisation and cultural revitalisation aspirations of

indigenous communities everywhere” (p. 15).

15 Mrs. Trowell (1904-1985) was a daughter of an English map merchant in London. She was educated at St
Paul’s girls’ school, Hammersmith. Later, she trained as a painter at the Slade School London University under
Professor Henry Tonks (1861-1936), between 1924-1926. For further reading, see Kyeyune (2003, p. 49).
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CHAPTER IV

Post-colonisation

Postcolonial theory

This chapter reviews relevant literature that explores postcolonial contexts and perspectives.
In it, I discuss how this dissertation contributes to postcolonial inquiry, as a term and as a body of
knowledge. Historically, postcolonialism has been an encumbrance to many colonised nations,
therefore, this dissertation intends to explore postcolonialism and the oppressor language along
with education. It includes a closer look at the cohesiveness of religion by missionaries and how it
serves as an adversary of Western-Eurocentric curriculums. It analyses the extent to which naming
places, patronage and alterity by the coloniset’s influences denies colonised nations possibilities for
asserting their identity. The chapter concludes by examining studies related to imperial violence
deployed on native cultures of the colonised, such as feminism and education in Africa. In general,
the goal of this is to determine and formulate a decolonising ctitical curriculum of art education
that can reinstate the realities of indigenous art knowledge in learning. From what has been noted

above, perhaps the most important question that needs to be answered is this:

What is postcolonial?

The prefix “post” to the word “postcolonial sometimes cannot be completely understood.
Fischer (2010) argues, the “post” in “postcolonial” is explicitly not to be understood temporally in
the sense of “after colonialism” (p. 6). Postcolonial scholars hold the view that “post” [means]
“after” (Ahluwalia Pal, 2001, p. 14). Together, “post” with “colonial” completes the entire word
postcolonial. Precisely, we can say that postcolonisation means a new stage after colonisation. For
this dissertation it represents a diversion of historical continuity, alterations and changes of
customary practices such education, language and cultural heritage, etc., within a group of people,
particularly in Uganda after colonisation. Bell (2002), using the scholarly work of Nkwame
Nkurumah, notes that “post” and “colonial” are two different realms, since “post refers to the
petiod following colonial rule, to self-rule, by indigenous independent Aftrican states” (p. 41). For
Loomba (1998, 2005) “post [implies] an ‘aftermath” of colonialisation (p. 12). Inherent in this
perspective is the enthusiasm to denote an emphasis on colonialism occurring recently, by simply
arguing that it refers to the rule by a group of outsiders invading the cultural practices of natives.
To add meaning to those simultaneous transcriptions, many scholars argue post-colonial “is never
a specific moment, but it as an on-going struggle [and] a continual emergence, a zone of occult

instability” (Gallagher, 1997, p. 133). In other words, those postcolonial scholars imply that as a
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theory it aims at allowing “the voices of the once colonised people and their descendants to be
heard ... it is a legitimate place from which critics can speak” (Loomba, 1998, p. 2). In view of the
many different perspectives from which scholars expound postcolonial theory essence it seems
safe for us to define it in its broadest sense as a discourse which “deals with the effects of
colonisation on cultures and societies” [of colonised people]| (Ashcroft et al., 2000, 2007, p. 168).
Of course, even with all those postcolonial theory insinuations, perhaps we will never understand
its precise meaning. But, with some verification suggested by this dissertation, we can make some
informed guesses regarding its implications, accordingly, by analysing and comparing various

written works.

Locating the term postcolonial and its integral inclusions

Postcolonial is swathed differently in scholars’ ways of thinking. This is made clear through
Loomba’s other clarifications:

Postcolonial theory can be often written in a confusing manner, ... although its
declared intentions are to allow the voices of once colonised peoples and their
descendants to be heard, it in fact closes off both their voices and any legitimate
place from which critics can speak. (Loomba, 1998, 2005, p. 2)

In line with Loomba’s explanation concerning postcolonial theory, we can locate its basis in
the belief that it struggles for the suppressed voices of colonised people to be free and speak their
factual opinions in a broader political context. Put simply, postcolonial theory, through education,
needs to encourage the colonised to resist subjugation attempts caused by colonialism. Childs and
Williams (1997) state that postcolonial theory “refers to a period coming after the end of
colonialism” (p. 1). As clearly indicated by Childs and Williams” meanings of postcolonisation, one
can argue that school curticulums should follow their rationalisation in order to engage in
disregarding knowledge built on marginalisation and loss of indigenous ways of knowing.

For Bignall (2011), “postcolonial is the critical attention to the continuing legacy of
colonisation in national life” (p. 3). Here we see that after the legacy of colonisation, the colonised
are still going through a new phase of profound changes that bring about new conflicts and
challenges of realigning their cultural identities, politically, religiously, economically and socially, in
pre-conceived purposes of independence, without bearing in mind how vividly both past
experiences and their contemporary repercussions affect actions of implementing colonial projects
in discourses of education and in this new world. Fischer (2010) argues, “postcolonial is a postulate
of the current engagement with and future overcoming of deep-seated colonial assumptions and
stereotypes” (p. 6). The notional sense in Fischer’s assertion is within the vanquishing perspective
of what would be in the future for the colonised; up to this time, colonialism is fully present and
undistracted by what lies ahead, to say nothing of the existing school curriculum, gender bias,
poverty, racial conflicts and language usage per se. Currently, such postcolonial indictments are still
validated and implemented in the school by teachers who are also products of its own misery,

tragedy and creation. In a literal manner, the past is still colonising the future.
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As a theory, the postcolonial is undergirded by “independence, [more recently, it has been
fully contextualised to affirm its essence as] the period after independence [by scholars such as

113

Ashcroft et al.: they argue that postcolonial is] “.. absolutely and only congruent with overt
resistance and opposition or anti-colonialism” (Ashcroft et al., 2000, p. 116). As recent scholars of
after independence have verified, we should also strive and resist post colonisation to protect our
ethnic, spiritual, linguistic and cultural heritage, which seems to be presently scattered by the
coloniser. “It requires educational policy that aligns with indigenous aspirations and requires the
entire system to be responsive to indigenous students, their histories and cultures, and ongoing
indigenous-settler relations” (Haig-Brown 2019, p. 15). Hence, the essence of postcolonial in
formulating a critical curriculum of art education can be to help students understand themselves
through dimensions of their cultural history and identity. Not just that, this can also enable them
to understand better the extent to which education after colonisation is still controlled by the

philosophical thinking of Western culture, such as English, the oppressor language.

Postcolonial and the oppressor language

Africa south of the Sahara is ceasing to exist because many of its indigenous languages are
disappearing, replaced by alien lingua francas like Lingala, Swahili and Hausa, not to mention,
foreign languages such as English, French, Arabic and Portuguese enforced on African natives due
to desperate acts coaxed with flattery by the interests of global modernity and colonialism. In
Uganda, English has not been rejected; it functions exclusively in various postcolonial matters.
Hence, English-speaking stands as one of the main oppressor symbols that has outlived after
colonisation. Rather, “schools have adopted it as a politically neutral language beyond the
approaches of tribalism” (Thiong'o, 1986, p. 31). To give an example, in Uganda, English language
is widely emphasised in schools to the extent that students are punished for speaking the
vernacular. Similarly, elsewhere in the world “people are beaten for speaking Spanish, as was the
case with two women, a mother and daughter who were walking casually in a Boston neighborhood
having a conversation in Spanish, and were punched, kicked, and bitten by two other women who

yelled, “This is America! Speak English!” (Gounari 2020, p. 4). Mooney and Evans (2007) argue

The growing widespread usage of the English language creates a variety of debates,
most importantly those about language rights—within struggles to favour tolerance
of—minority language maintenance, to appear to be official languages, and to avoid
cultural loss. Because of the growing number of speakers of English as a first or
additional language, many perceive the status of English as hegemonic (or the
language of linguistic imperialism) because, as the argument goes, as more people
learn/speak English, the fewer other languages are learned/spoken. (p. 106)

Arguably, African people speak so many languages and dialects less than English; to avoid
cultural loss, mother tongues should be maintained by school curriculums. This also means “the
oppressor nation uses language as a means of entrenching itself in the oppressed nation” (Ngugi

wa Thiong'o, 1993, p. 31). In other words, “the issue of language rights cannot be seen in isolation
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from other human rights and indeed from other forms of cultural discrimination” (Mooney &
Evans, 2007, p. 148). In fact, after colonisation, social institutions and programmes of outreach
such as schools continue to push a false assumption that to achieve academic success means
English language acquisition: learn it, speak it and act white. It may be argued, “African languages
are considered as not having an equal status and market value as English” (Mayaba & Angu 2018,
p- 2). Hence, to this dissertation it is mandatory for art teachers formulating a critical curriculum
of art education to lay stress on the effects of coloniser languages as opposed to African languages,
whether or not, it is chosen as the medium of instruction in the school. Speaking a European
language other than our mother tongues justifies ethnic discrimination and exclusion of African
people and their heritage. An important question to ask, therefore, is how we can tell whether one
or two of the many African languages used locally could provide the possibility of having a
common language that unites people. As an example, if we “take Swahili in East and Central Africa.
[Even if] it is widely used as a means of communication across many nationalities; [however,] ... it
is not the carrier of [African’s diverse] culture and history [and/o1] ... [used as a first ot second
language for its vast] nationalities” (Ngugi wa Thiong'o, 1995, p. 13). Evidently, Swahilil6 cannot
(yet) be the African language possessing the axiom for unity, probably because, coloniser languages
are still preeminent in many parts of the colonised world. Moyd (2005) clarifies this idea:

When European missionaries and explorers began to arrive in ... the 1840s, they
found that command of Kiswahili improved their ability to function in East Africa.
They could, for example, reduce the need for interpreters, who the Europeans
sometimes deemed untrustworthy. Thus, explorers like Sir Richard Burton sought
to learn the language well enough to take advantage of its capacity as a lingua franca
in furthering their own selfish goals. Europeans sometimes even used Kiswahili
among themselves when they could not communicate in European languages. (p.
1518)

As remarked above, it is a fact that languages of natives were important in promoting activities
of European missionaries, but they feared to make a dent in their European wisdom expressed
through European languages. They did not appreciate African languages by revitalising them
through documentation, only in rare cases like in religious translations do mother tongues seem to
emerge. Thus, as postcolonial scholars we need a full consideration of our mother tongues in the
critical curriculum of art education, not for translating the oppressor’s dialects, but for helping to
effectively chant our own credence and traditional beliefs. By taking art education framed in a

critical cutriculum into account, colonised people can identify possibilities tending to overcome

16 Kiswahili is the most widely spoken African language on the African continent: it has a long and complex
history that interweaves with that of the development of long-range trading networks throughout East Africa.
Over the last ten centuries, the language spread from its East African coastal origins to become a lingua franca
for both East and Central Africa.... Kiswahili shares official state language status with English, and is considered
the language of education and administration.... Although related to other Bantu languages of the region, and
especially to the Sabaki subgroup of languages, Kiswahili has a distinct grammatical structure that
incorporates numerous loanwords from Arabic, Portuguese, German, English, and Hindi. The presence of
these foreign words reflects not only the Swabhili people’s significant involvement in the ancient Indian Ocean
trading system, but also the later period of European colonial rule. For further reading, see Moyd (2005).
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oppressors of their mother tongues and draw forth resistance and change. Where necessary, in the
critical curriculum, guardians and patents of students should be encouraged to help teachers during
mother tongue assessments. Literary, in Uganda, tribal mother tongues help in enculturating the
process of cultivating values and moral codes; they go hand in hand with traditional culture and
beliefs.

Postcolonial: An adversary of traditional beliefs

The presence of missions and missionaries resulted in the crucial expansion of religions in
Africa, after colonisation. Ashcroft et al. (2000, 2007) remind us that “religious practices of
colonised peoples were often denigrated as mere superstition or openly attacked as heathenism,”
(p. 188) to implicitly or explicitly justify colonial rule. Frazer and Fraser (1998) wrote

The confusion of magic and religion has survived among people that have risen to
higher levels of cultures. It was [widespread among] ancient .. Egypt; it’s by no
means extinct among European peasantty at the present day. The spirit of the most
primitive magic [rituals and sacrifices...] Ancient magic was the very foundation of
religion. The faithful who desired to obtain some favour from a god had no chance
of succeeding except by laying hands on the deity and this arrest could only be
affected by means of a certain number of rites, sactifices, prayers, and chants, which
the god himself had revealed, and which obliged him to do what was demanded of
him. (p. 54)

Frazer and Fraser’s clarifications introduce us, as art education scholars, to the importance of
traditional beliefs and practices with respect to human society. They also inform us about how
traditional beliefs can be linked to art in order to affect and effect different people’s lives in spiritual
terms. By its very nature, expressing attitudes about individual beliefs in idolatry or other religious
doctrines linked to animism should be well regarded in art education for preserving spiritual values
and respecting the ancestry and supernatural heritage of evetyone. Ancient magic and/or
traditional beliefs encourage the use of sacred art in communal spaces where people of different
cultures, ages, ethnicities and genders gather to appreciate, adore and worship — to live in harmony
with one another — with an unerring sense of direction. Most importantly, for worshippers to feel
sure that the deity receives their incantations, certain rites controlled by physical ceremonial objects
produced out of indigenous material culture and looked upon as functional art and crafts objects
are constantly used as part of ritual worship. As an example, during initiations, music and dance
along with wearing masks, brandishing spears, shaking tambourines made of leather from animal
skins, playing drums and/or the African tom-tom djembe drum and using coloutful baskets of
various ostentation designs, etc. ensue, in order to engage the necessary preparations. For quite
some time, similar worship gatherings have been successfully utilised to teach young generations
about their uprooted traditional values, including mother tongues and spiritual beliefs in various
parts of Africa.

Otiso (2006) is more enlightening: Rituals and worshiping activities transpired with traditional

music. As an example, among the Batooro people of Uganda, “invocations of blessings and guidance
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of ancestors and gods [are culturally merited with] special music, dances and instruments like drums
and trumpets (etimbo) to produce desired results” (p. 129). Laye (1954), in his book The African
Child, reminds us that during the time when his father was smelting gold, he relied on spirits for
carrying out each undertaking. Laye used to overhear “words forming [on the] lips [of his father
that] he did not know and was never told what they were. But what else could they have been, if
they were not magical incantations? [His father deployed different kinds of spirits to meld and
make] fire and gold, fire and air. [During work, he smoked his earthen pipe, the] “air he breathed
through [did not only marry] spirits with gold and air, [but it was also used] “to call up a marriage
of elemental things. [To Laye’s father,] the presence [of] magical spirits [was essential] for the
process of melting gold” (p. 17). In this sense, creed goes hand in hand with actions of artistic
practices triumphed by African people. Therefore, through parents and guardians, art teachers are
expected to relate and include similar knowledge in a critical curriculum of art education. This can
provide an opportunity to extent cultural heritage awareness to students about the spiritual nature
of their society and the world at large. In this way, young people will be able to understand the
purpose of assuming the duties of such responsibilities when they grow up. Gwanfogbe (2011)
clarifies this notion:

African educational ideas and practices are entrenched in family traditions to permit
parents, especially mothers, to be the first teachers and educators. They start with
anguage (mother tongue) training and follow with sanitary and aesthetic education.
languag; ther tongue) t ¢ and foll th sanitary and aesthetic educat

(p. 43)

Recently, in Uganda the Kingdom of Buganda established E kisaakaate'’ to inculcate what
cannot be conveyed in the school and at home about our traditions and customs. Needless to say,
¢'kisaakaate is a cross-cultural event, where young people from all over Uganda meet to learn and
share their cultural stories. Most importantly, they get training in self-discipline and engage in
evocative expressions targeting their personal relevance and concerns of their cultures and different
traditions. This may be what postcolonial scholars in education meant with the term relevance; it
typically refers to learning experiences which are either directly applicable to the “personal

kR

aspirations, interests,” or “cultural experiences which are connected in some way to real-world
issues, problems and contexts” (Chemhuru & Makuvaza, 2017, p. 68).

Furthermore, besides helping young children to promote and “learn about ways of retaining
their native cultural values,” critics have linked E’kisaakaate curriculum goals to using it as an
educational project for teaching the young generation “about traditional worship and witchcraft,”
an accusation that its organisers do not “deliberately [respond] to, allowing parents’ and students’
testimonies to speak for themselves” (E’kisaakaate, 2009, p. 10). As a sort of rough rule of thumb,
we can argue evidently that the critics of I ’kisaakate are some of the stalwart supporters of

colonialism wortied about confusing and diluting what they inherited or what they believe to be

17 E'kisaakaate is a Luganda word. In English the exact translation is fencing or enclosure. Kisakate is an
initiative by the Buganda Kingdom, in Uganda used for nurturing young girls and boys into becoming "holistic"
persons who appreciate both traditional and modern values. It explores aspects of reconciling these values,
with emphasis on gender equity. For further reading, see Ekisaakaate (2009).
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true for the present-day young generation.

Traditional beliefs such as those put forward in the Kisaakate curriculum add to the
oppositional strategies which a critical curriculum of art education needs to promote during
learning to “challenge the dominant truths espoused by Western thoughts and by doing so [we
will] pave way for other truths to have space in local knowledge discourses” (Shizha et al., 2017, p.
88). Remember, during colonial days, Western knowledge discourses were planned to fulfil their
own interests, particularly religion: they aimed at breaking potentials of practising and promoting
belief systems of natives. Ngugi (2004) argues that African “... religion and other areas of culture,
reflects the world of nature and human community” (p. 104). In this sense, Ngugi tries to inform
art teachers re-envisioning formulating a critical curriculum of art education to ensure that they
understand the purpose of preserving their ingrained local beliefs and to pay attention to interfaith
tolerance. This can help all students to freely practise their culture and customs elaborately through
art. Mudrooroo (1995) observes religious significance in practices linked to beliefs and legends of
ancient traditions:

Religious traditions and beliefs, legends and historical events which were considered
important, were handed down from generation to generation, usually in the form of
verse as it is easier to learn and keep straight lines of verse rather than unwieldy
prose. Prose was used in the telling of stories, tales, and some historical events such
did not need to be as rigidly fixed as those things dealing with religious beliefs. This
prose could easily be made to serve as a basis of a written tradition, and this has
been done in the case of books of legends and stories. (p. 229)

Suffice it to say, keeping the existence of our traditional beliefs, legends and the oral tradition
can be taught to young generations through storytelling. This also provides a baseline for
subsequent steps that can be used by scholars of art education to perceive prohibitions that guide
conducts tailored to our religious beliefs. In Mudrooroo’s view, showing appreciation of our local
traditional beliefs through art can provide knowledge, which reflects values and beliefs that are
both educational and political to the young generation, to struggle and show solidarity for the
existence of their history and express their resistance to notions dealing with Eurocentric beliefs.
To this end, one may argue that this is the only way a critical curriculum of art education can
provide a radical departure from colonial control, by paying tribute to our ancestral religions and
traditions which instinctively operate with incarnations of our mother tongues. What is more, by
using a critical curriculum of art education formulated to support the continuity of our traditional
beliefs, we are actually trying to stress the importance of our distinctiveness, in terms of language
and ancestry, ethnic self-perception and self-image in perspectives of our cultural identity beyond

the richness of historical knowledge.

Cultural identity: Naming (the place) in fostering colonial dominance

The idea of personal identity emerges through the discourse of a culture: the “I” is
not something given but comes to exist as that which is addressed by and related to
others. (Ashcroft et al., 2000, 2007, p. 2006)
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The revelations of those postcolonial scholars suggests that cultural identity lies at the centre
of addressing a person’s distinctiveness, imputed to self-desctiption and/or attributes that undetlie
an individual’s cultural ideas and beliefs. To elucidate, cultural identity points to a unified
understanding and tries to lay stress on interrogating different perspectives in postcolonialism
which deny colonised people conditions of being able to access their own history. Put another way,
lack of cultural identity denies those who were colonised the right to exist. It is important for art
teachers to include notions of students’ personal identity in a critical curriculum of art education
for students to learn about possible ways in which they can treasure cultural elements that represent
the “I”. This can be equated to giving colonised people a chance to express their cultural
experiences via mother tongues, dress, cuisine and ethics as conceptions of their identity. In this
way, students will be able to freely share and discuss the importance of their individual, diversified
culture and identity uniqueness through art. Also, they will be able to understand the purpose of
respecting the self-conceptions of others in a serious way.

We can also consider that in the school, cultural identity can be used to support the shaping
of self-understanding and can try to seck to challenge institutional components which do not
privilege identities of marginalised students as central within subjectivities of different groups of
people who inhabit the interpretation of meanings concerned with defining human interaction in
discursive contexts. Cultural identity confronts the subject matter of social justice, specifically
among marginalised and/or stigmatised students. However, att teachers interested in practising
cultural identity in the school curriculum ought to be aware that it is alienating, since, to some
extent, it brings about disunity among individual groups of students. To illustrate, cultural identity
can separate and put students into cultural communities based on languages, cultural values, rites
or rituals and customs, etc. Partly, this may mean that even though cultural identity can enable
students to fuse and express their individual diversified cultures and customs into chattels with real
value, sporadically, it does not enable crucial awareness about struggles of marginalised and/or
immigrant students to such an extent that they can be able to amend (together) their lost history,
which may be misplaced due to colonial servitudism. Haig-Brown (2019) suggests, “ongoing
patterns of indigenous educational inequity will not change without a teaching force that is actively
and positively responsive to indigenous histories, contemporary realities, and aspirations” (p. 10).
Garber and Costantino (2007) cite the views of other scholars:

Adults must take active roles in re-enculturating their children with traditional arts
and culture to address the students’ location between ... mainstream culture and their
indigenous culture ... In Kenya, “Africanisation” of art education instils a sense of
African cultural identity and self-reliance in response to colonisation. (p. 1059)

Through cited views of different scholars enlisted by Garber and Costantino we can make
sense of the different kinds of (art) education hallmarks that can be used to inculcate our cultural
identity to the young generation. This can be done by elders, mainly parents, to nurture and
introduce activities of self-conceptions which represent affiliations of the student’s culture;
perceived through behaviours and via cultural elements used in their traditional arts. Also, what

those scholars mean is indicated in the postcolonial conundrum known as “worlding [dedicated to
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pursuits of] “inscribing imperial discourse upon the colonised ‘space. [Worlding is a term coined
by Gayatri Spivak to describe the way in which]| colonised space is brought into the ‘world’, the
way it is made to exist as part of a world, [but] essentially constructed [with the help of Euro-
centrism. Inscriptions in European culture is most] obviously carried out by activities such as
mapping [in order to put] the colony on the map of the world and by mapping, it intentionally
[means] to name it and by naming it to know it and hence, control it” [and be in charge of every
part of it] (Ashcroft et al., 2000, 2007, p. 226). Clearly, them, naming via the influences of the
coloniser means sequestering the identity of the colonised. Eurocentric naming through worlding
should also be condemned in a formulated critical curtriculum of art education, because it trivialises
our cultural identity and history. It is a shame and it is one of the most obvious facts of public
humiliation.

Many African people, particularly in Uganda, as well as places and colonial edifices still carry
colonial names instead of us naming them ourselves, because, of course, they are ours. One evident
example of this linkage can be seen among the Luo people and how they show regard to naming
what is currently known as Lake Victoria. Firstly, the Lao belong to an ethnic group or tribe of
people found in parts of Uganda, Kenya and Tanzania: the same applies to Lake Victoria. That
brings us to a question we should ask ourselves: Where did Lake Victoria obtain such an
Eurocentric name? Obviously, the Luo people should have seen the so-called Lake Victoria before
the atrival of colonialists in East Africa. The Luo had already named it Nam Lolve (inexhaustible
lake or water body). Other people from Rwanda and Burundi call it Nyanza, while the predominant
Baganda tribe of Uganda described it as Na/#baale (or Mother of gods!8). Moreover, for the Baganda
the name given to this lake originates from a feminine epithetic paraphrase; ignore Victoria. But,
indisputably, after the arrival of missionaries and colonialists; they also christened it Lake Victoria,
a sobriquet originating from the Queen of England, and currently everybody knows it as that.
Perhaps they wanted to identify their queen to the local people as someone close to the kind of
God they proclaimed in their creeds, against the African god who was already dominant within our
own authentic naming that permeates our own diversified cultural identities, full of glorified
meanings identified by our ancestors. Missionary explorer John Hanning Speke named the largest
lake in Africa in 1862. It was locally known as Na/ubaale: merited by colonialism, the lake was re-
named Lake Victoria by Speke in honour of Queen Victoria of England, in 1858.1 What a
plagiarist!?

18 See Lakes, in Encyclopaedia of African Religion, Volume 1; The Luo name for Africa’s most famous lake,
Nalubaale (Victoria), the second largest freshwater lake in the world, translated as “Mother of gods”. Lubaale
means deity and the prefix denotes the feminine. A further connection between lakes and motherhood exists
in the region where Nalubaale is located, which is called the Great Lakes region of East/Central Africa. The
Great Lakes region is part of the Great Rift Valley, home to the world’s earliest human fossil record. Lake
Nalubaale is also the source of the River Nile. (Martin Denise 2009, p. 375)

13 For further reading, see: Pletcher (2009).
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Cartography: Naming the place

Place is also a palimpsest, a kind of parchment on which successive generations have
inscribed and reinscribed the process of history. (Ashcroft et al., 1985, p. 392)

From the perspectives of postcolonial scholars Ashcroft et al. (1985), they are trying to draw
out a glimpse of what “place” means by virtue of a well-aimed interpretation used as palimpsests.
To put it another way, colonisers re-named native places by rubbing out (or scraping the
manuscript of) native names. Arguably, naming the place was symptomatic to un-inscribing the
original history found in places of colonised lands, but this also included swapping and naming
again places, through imperialistic, Eurocentric languages, claiming that they are newly discovered
lands or were places unknown or unowned. What is important to note, however, is that naming a
place or territory means ownership is substituted and this amounts to some form of colonisation.
As Loomba (1998, 2005) explains, “Aftica is a place where the European mind disintegrates and
regresses into a primitive state” (p. 117). Therefore, we need to formulate a critical curriculum of
art education that can sternly call upon everyone concerned, particularly students, to participate in
this struggle of decolonising African lands with the purpose that new learning liberates our naming
practices of our own places. Ashcroft et al. (2000, 2007) explain naming the place in a better way
through the concept of cartography (maps and mapping) by stating that

In all cases the lands so colonised are literally reinscribed, written over, as the names
and languages of the indigenes are replaced by new names, or are corrupted into
new and Europeanised forms by the cartographer and explorer. (p. 28)

To put it mildly, in this day and age, there are still many places in the wortld of the colonised
where colonial naming is still inscribed upon monumental commemorations, manifestations and
representations, specifically natural resources such as lakes, rivers, along with streets and schools
just to mention a few. It is no coincidence that this dissertation links cartography and naming to
an inquiry of Carter Paul (1995), that demands a mote objective answer:

Before the name: what was the place like before it was named? How did Cook?” see

it? ... (p. 375)

Our responses to Cater’s questions seem to lie in imperialism or the implanting of settlements
on a distant territory. Naming places was used as a colonial policy of extending Western power and
influence to locales of their colonial territories. Put simply, the different ways Carter Paul’s
questions are phrased become important in facilitating the process of finding better answers
relating to naming our lands after independence.

Firstly, we have to remember that by the time Christian missionaries, Arab traders and

Western European colonial powers augmented the policy of mapping and naming colonised

2 Albert Ruskin Cook was a prolific doctor who served in the Uganda Protectorate and wrote amazing
stories in his memoirs about the successful treatment of ailments at the Church Missionary Society
(CMS) Mengo Hospital. The medical mission attracted an incredibly large number of patients who came
from far and wide in search of medical attention. For further reading see Cook (1927), O’Brien (1962, pp. 119-
192).
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territories, countries, places and people in different parts of the wotld, everything already possessed
some kind of a name given by the natives. As an example, around “1866, Sultan Majid bin Said a
merchant from Oman changed the fishing village of Mzzzima on (old Tanganyika?! or) Tanzania’s
Indian ocean coastal town and named it Dar-es-Salaam [translated] from Arabic as; ‘dar’ meaning
‘house;” es salaam stands for; ‘of peace.” [In full, it] refers to ‘home of peace’ or ‘heaven of peace™
(Ngugi wa Thiong'o 1993, p. 161). In a more general sense, the essence of naming in the
postcolonial context can still be captured in Ashcroft et al.’s (2000, 2007) perspective concerning
“place [In it, they note that] the dynamics of naming becomes a primary colonising process because
it appropriates, defines and captures the place and language” (p. 165). Evidently, colonial occupiers
took away the colonised’s possibility of keeping their original naming practices. Like Tanganyika,
several colonised countries in Africa wete also (re)named (again) by colonialists in similar ways. In
this way, art teachers re-envisioning educational transformation by formulating a critical curriculum
of art education are expected to encourage students to discover various places (around their school,
or home, streets and building) inscribed with colonial names and use their local ways of
understanding them in terms of their functions and attempt to re-name them by using their mother
tongues. Ramose (2002) engage this point in a profound way that the country Zimbabwe was
named Rhodesia from a sobriquet of Cecil John, Rhodes, a British businessman who served as
Prime Minister of the Cape Colony (or the province of the Cape of Good Hope) from 1890 to 1896:

Perhaps inadvertently for both sides this name is particularly significant in that it
described the major parties to the conflict in the country. The name also identifies
the basic meaning that each party ascribes to the country. For the indigenous
conquered people, the proper name of the country is Zimbabwe, the country that
belongs to them and over which they hold title to sovereignty by virtue of ancestry
from time immemorial. For the conqueror, the name of the country is Rhodesia in
memory of Cecil John Rhodes. (p. 554)

Here we see that colonial naming of African lands was against native choices. Contrary to
that, it may be argued, that for the coloniser naming intended to set boundaries on exotic and
foreign territories. Perhaps colonialists felt that without naming what they termed as their own
territories, they were going to lose ownership. Yet, they did not own a single piece of land which
they occupied, or its content. Upon a closer look at the name “Zimbabwe,” it is from a Shona term
for great Zimbabwe, an ancient ruined city in the country’s south-east whose remains are now a
protected site, in the modern-day province of Masvingo. Further exploration indicates that natives
derived the name Zimbabwe from dzimba—dza—mabwe; translated from the Karanga dialect of Shona
as “houses of stone” (dzimba is plural of inba, “house”; mabwe = plural of bwe, “stone”) (Zvobgo,
2009, p. 4). These specific contexts did not only affect the place of Zimbabwe(ans) alone. Ojaide
(2017) expands on this point by lamenting that “Africans have been involved in cultural restoration
since independence which led to the change of names of countries,” namely.

Dahomey to Benin, Upper Volta to Burkina Faso, Gold Coast to Ghana, Congo
Leopoldville to Zaire, Northern Rhodesia to Zambia, and Southern Rhodesia to

21 Tanganyika is the old name for mainland Tanzania. Karl Peters changed it in 1884. Germany was granted
control over the area by Britain. For further reading, see: Carpenter and Hughes (1974, p. 37).
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Zimbabwe. Names of many African places were also changed [into European not]
African as it happened in Zaire from Leopoldville to Kinshasa, Elizabethville to
Lubumbashi and Stanleyville to Kisangani, and in Zimbabwe from Salisbury to
Harare. Names are important in African culture as far as identity is concerned and
by replacing colonial names of countries and cities with African names, Africans
affirmed not only their cultural identity but also their humanity. (Ojaide 2017, p. 35)

Naming nations is furthermore explained by Parker and Rathbone (2007): “The appropriation
of historic names by new nations can be confusing. [Ironically, while the objective was often to
attempt to drive out] European colonial nomenclature and to establish [a bond] with an authentic
African past, some of these old names were coined by outside observers” (p. 20) Case in point,

Egypt, Libya, and Ethiopia are all originally Greek terms, while both Morocco and
Mauritania (and the term ‘Moors’) are derived from a Roman word used by one of
the ‘tribes” in North Africa. The British colony of the Go/d Coast took the name
Ghana at independence. Although, it was an Arabic name for a state that appears to
have been called Wagadon by its own rulers (and which was thousands of miles from
the Gold Coast in present-day Mali and Mauritania). With greater historical
continuity, the French Soudan (Sudan) became Mali, while only the eastern part of the
‘Sudanic’ zone (from Bilad al-Sudan) tetained the name Sudan. Perhaps the most
striking part in renaming of postcolonial African states took place when Haute 1/0/ta
(‘Upper Volta’) combined words from two indigenous languages to become Burkina
Faso, roughly translated as ‘the land of the incorruptible man’. (p. 20)

Hence, as postcolonial scholars planning to formulate a critical curriculum of art education
we need to emphasise the importance of giving names to our lands in local African meanings.
Naming our own places ourselves gratifies our humanity; it means takeover and ownership. We
can use local naming in art education through native language expositions within our own places
to keep the realms of our important people and their names alive and immutable. Naming our own
places attaches sanctuary to our nationality, ethnicity, clan, paternal lineage and historical origin. In
exactly the same way as a “child 'secks sympathy in its mother's hut', [representing the family
honour through naming can also be on par with the sense of how] ... a man 'finds refuge in his
motherland” (Achebe, 1996, 1999, p. 93). This means art education in a formulated critical
curriculum should pay attention to self-identity originating from naming. This can help students to
avoid belittling others who may not have names, which are well known and to learn to stand firm
about using names from their own ethnicities. By doing so, students will arrive at possibilities of
defining the depths of meaning in personal names and/or link them to the place where they ate
born. Through art media such as att history, visual culture, aesthetics and criticism, students can
uphold and maintain focus on the naming of their homelands and appreciate diversities within

naming by birthplace, ethnicity and mother country.

Naming: a self-abasement in postcolonialism

For some scholars of postcolonial theory, the paradigm of naming by the coloniser symbolises

humiliation since it injures the self-regard and distinctiveness of the colonised. Gandhi (1998)
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however, argues that postcolonial theory should be judged in terms of its adequacy to conceptualise
“the complex condition which attends to the aftermath of colonial occupation” (p. 4). The
aftermath of colonialism left us with so much unwarranted humility and loss of self-respect.
Drawing on basic evidence available, in many parts of sub-Saharan Africa it is still a common
practice for people to adopt Western forename, religious names, which are often matched with
another given family or surname, also known as a tribal/clan name. This has allowed some of us
to carry two or more names in a specified structure. To make matters worse, in Uganda the first
name is usually not (baptismal) and/or linked to religion. Similatly, a given or family name comes
from the family, clan and/or tribe. This complex condition was mainly due to a historical
encounters with Western cultures and religious outsiders.

According to Ashcroft et al. (1995), “the dynamics of ‘naming’ begins to be a primary
colonising process because it appropriates and defines us... And yet the process of naming opens
wider the very epistemological gap which it is designed to fill” (pp. 391-2). In brief, we can say the
political strategy of re-naming (us) should be one of the main issues in the critical curriculum of
art education, because it provides an avenue towards the real struggle for regaining our excluded
selfhood. It is one way of fighting opptession precipitated by the coloniser. The coloniset’s cliché
of naming us is the reality of diluting or attenuating our origin: it breaks our ancestry, family tree,
lineage and it undermines our genealogy. Trinh (1995) elaborates on this point by stating that
Western names may not only manifest their regard to oppression and marginalisation to natives
who suffered colonialism:

You who understand the dehumanisation of forced removal-relocation-re-
education-redefinition, the humiliation of having to falsify your own reality, your
voice — you know. (p. 265)

After colonisation, we should now be able to realise how far taking names allegorical with
European and Christian or other religious mentalities have distorted the true sense of our selfhood,
identity and history. In other words, baptismal naming alienated our true reality and latched us on
to colonial missions’ christening as the path to what many believed to be enlightenment and rebirth.
Yet, originally, in many African communities “fathers would usually talk to the child about the
importance and value of the name s/he bears and family expectations regarding the name”
(Tchombe, 2011, p. 211). Postcolonial critic Chinua Achebe’s (1995) Nawed for 1Victoria, Queen of
England elaborates how he protested outsider’s naming and insisted on keeping a name, which links
to his ancestry:

I was baptised Albert Chinualumogu. I dropped the tribute to Victorian England
when I went to the university although you might find some early acquaintances still
calling me by it. The earliest of them all — my mother — certainly stuck to it to the
bitter end. So, if anyone asks you what Her Britannic Majesty Queen Victoria had in
common with Chinua Achebe, the answer is: they both lost their Albert! As for the
second name which in the manner of my people is a full-length philosophical
statement, I simply cut it in two, making it more business like without, I hope, losing
the general drift of its meaning. I have always been fond of stories and intrigued by
language — first Igbo and later English which I began to learn at about the age of
eight. I don’t know for certain but I probably have spoken more words in Igbo than
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English but I have written more words in English than Igbo. Which I think makes
me perfectly bilingual. Some people have suggested that I should be better off
writing in Igbo. Sometimes they seek to drive the point home by asking me in which

language I dream. (p. 190)

Chinua Achebe’s justifications imply an intense and widespread distrust towards naming due
to colonisation. Naming through the language of the coloniser further indicates how they claimed
a right to the possession of our old roots. Some may incredibly argue that (at least) it was based on
a fifty-fifty split since those who took names attributable with Victorian England, in Uganda also
took a family name linked to groups of their individual clans and ethnicities. Put another way,
Chinua Achebe challenges art educators to develop a critical curriculum which elaborates native
naming through mother tongue themes. In this way, students can rethink willingness of acclaiming
christened and/or baptismal naming. By using native names, students should be encouraged to
make artworks that can allow them to recognise the full worth of their own genealogical ways of
naming; of course via mother tongues with the objective of creating meaningful connections to
their ancestry. Ilmonen (2017) expands this fact:

Names embody the power of language. Thus, naming and name-calling have been
traditional and very concrete rites of colonial power, used to interpolate colonised
subjects as subaltern. The right to name a being, or a place, implies ownership and
domination over the subject who is interpolated. The practice goes back to the pre-
abolition period when plantation owners took liberty of naming their slaves with
colonial, Christian, or even mocking names. (p. 156)

Ilmonen’s concerns on naming further reveal a presence of human agency imposed through
religion and language. The ultimate measure of colonial and Christian naming confirms they are
still in charge. At this point one might argue that the purpose of naming and the power of their
language were not only intended for securing control alone; it was also designed as an instrument
of exploitation and predation on the identities of colonised Africans. Art teachers need to work
towards helping students to reinstate a sense of coherence and bravery in order to use art, and
demand or, insist on naming that focuses on combating appropriations of traditional African name
pertinences, acclaimed in our native tongues via a critical curriculum. Arthur (2016) of BBC Online
News notes:

Traditional African names often have unique stories behind them. From the day or
time, a baby is born to the circumstances surrounding the birth, several factors
influence the names parents choose for their children ... Among several ethnic
groups, picking out names can be influenced by positive or negative circumstances
the family finds themselves in around the time a child is born ... Many parents
express their religious beliefs through names ... Among some groups in eastern and
southern Africa, certain names are selected depending on the time of the day or
season a child is born ... In some Ghanaian ethnic groups like the Akan, Ga, Ewe
and Nzema, a name is automatically assigned based on the day the child is born.
These days names correspond to the day of the week someone is born and so by

default, everybody has one - though the name may not necessarily appear on official
documents.

Within the same African naming approach, we can learn that every element of life is locked
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in meanings hidden within traditional African names. This is quite important for art education in a
critical curriculum, whereby, students can be encouraged to critically interrogate ingredients of
African traditional naming practices. Such naming practices can enable teaching and learning which
supports knowledge beyond classroom boundaties. Students can relate physical atttibutes and/or
materials from their natural surroundings to their names and this will reinforce the importance of
connecting art education themes with their physical environment: how it makes a valuable
contribution to their quality of life and needs and in concert with their mother tongues. Not only
that, the student can try to internalise the hidden meaning in their name in order to locate it basing
on the society where they belong. As an example, in Uganda, some names are specifically given to
people who belong to the royal family with the aim that individual tribes avoid cultural confusions,
not necessarily for intensions of discrimination. From Arthur (2016), we can also understand that
Affican people already knew how to introduce positive or negative circumstances to their children
through naming. Significantly, this implies the corresponding reason why up to now, practices
associated with African traditional naming have sometimes been seen as superstitious.

Mote evidence to suggest the same explicitly happens in Chinua Achebe (1960, 2002) where
the narrator clarifies a scene with a list of names for Obi’s2? sisters and wife Clara; they were
“Esther, Janet, Charity [and] Agnes” (p. 55). Of course, names of Obi’s sisters do not belong to
the African matriarchate and/or relate to the matronymic systems of tribal naming, nor do those
stated metge from a clan/totem, by way of sensing African identity. In spite of everything, Chinua
Achebe further clarifies about naming: “Charity [Nwanyidinma was the] immediate elder [sister of
Obi, whose Ibo name (Nwanyidinma) meant| a girl is also good” (Achebe, 1960, 2002, p. 55). Charity
got the name Nwanyidinma because it is given to the first girl born in the family. Keep in mind,
Obi’s mother “had four daughters before him. [Also, remember, the name of Obi’s father was
Nwoye Okonkwo; as] a Christian convert, [he got the name Isaac after baptism and this allowed
him to achieve the teacher status of a] catechist” (Achebe, 1960, 2002, p. 6). His mother’s name
was Ije Onye Kraist which, according to Obi, ought to have originated from an Igbo adaptation of
Pilgrim’s Progress (Achebe, 1995, p. 191). We can, however, regard Chinua Achebe’s facts of
postcolonial introjections as typical among many colonised African people and their names.
Therefore, as postcolonial scholars, we need to plan a critical curriculum for art education which
should enable learning about the importance of autochthonous naming. From this, students will
achieve an expanded level of self-awareness about the epitomic hidden meanings of their names
and purpose with specific contexts basing on what is in their heritage.

What’s more, in some African societies, particularly Uganda, naming is intended to protect
and preserve nature from extinction and/or conserve the environment. To put it another way,
Uganda’s naming traditions (of the Baganda tribe in particular) are culturally linked to distinctive

extant and extinct animals, plants or natural entities which are specified in symbolisms of clans

2 Obiajulu Okonkwo, (Obiajulu means “the mind at last is at rest”) was a Nigerian country boy who was
determined to make it in the city. He got educated in England where he evolved anew with more refined
tastes which eventually conflicted with his good resolutions and led to his downfall. See Achebe (1960, 2002).
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and/or totems. An individual having a name, which is aligned to that (particular) animal or plant is
expected never to eat it or annihilate it. Instead, that person is supposed to endeavour to protect
its survival. To illustrate further, in Uganda, name grouping is done according to clans. Each clan
recognises specific abstinence(s) through a unique emblem locally known as m#ziro (translated in
English as “an avoidance”). One may say this is probably part of the reason why clans and totems
are used in cultural taboos among Africans. Case in point, still in Uganda, a woman having the
same clan-name as a man cannot marry, because it is locally believed that such a couple belongs to
the same lineage or bloodline. In other words, it reflects incest in a family.

Kakande (2008) affirms; “it is taboo? in Buganda for people of the same clan to have
sexual/marital relationships and this rule is rigidly enforced” (p. 314). Therefore, naming should
be a very important discourse in the anticipated critical curriculum of art education since it can
encourage students to understand their role when it comes to nurturing their historical continuity,
protecting the environment; endangered animals, along with avoiding incestuous marriages, not to
mention promoting cultural and traditional inheritances of clan-names. Kabiito (2010), puts it this
way: naming through “clan systems of succession and inheritance can effectively preserve the
traditions of Ganda tribal society” (pp. 90-91). Nakazibwe (2005) is more enlightening when it
comes to tracing the inception of naming in Uganda, by the Ganda tribe:

A clan represents a group of people who can trace their lineage to a common
ancestor in some distant past. In Baganda customs, lineage is passed down along
patrilineal lines. The clan essentially forms a large extended family composed of
members of the paternal line, with a clan leader (omukulu w'akasolya) at the
top, followed by successive divisions namely, essiga, omutuba, olunyiriri and
finally at the bottom, the individual family unit, enyumba or oluggya. A clan
can be identified according to its main totem (OMUZziro) and its secondary totem
(akabbiro). There are about fifty clans in Buganda. (p. 57)

This also means the uncles of Baganda children and/or people who grow up from the same
family are given the name young father. Parallel cousins are similarly daunted by taboos guided with
mandates of individual clans and/or totems. Not only that, evidence indicated in Nakazibwe’s
insights helps us to understand and confirm the reason why children are obliged to take the clan
(or last) names of their fathers, in Uganda. “It makes the process of knowing and telling one’s clan
from the person’s name [discernible. In fact, the importance of a clan in naming allows descendants
of a family to] know their ancestry and history. Culturally, it is pleasing for everyone to know his/or
her social standing by name [since it provides an unabridged] sense of belonging” (Otiso, 20006, p.
82). To colonialists and missionaries their ways of naming were not in any way intended to serve
as a constant reminder about the antecedents or ancestors, family and historical backgrounds of

those they colonised. For them, naming “involved ... destruction or deliberate undervaluing of

23 To cite just one example, in Uganda recently a young man by the name of Kiwuuwa wanted to marry Namazzi.
Kiwuuwa'’s father objected because the two belonged to the Endiga (sheep) clan. They made an unlawful
excuse of religion to bypass the restrictions of their clan in the totemic sense of taboos. The couple were born-
again Christians. They went to church notwithstanding the objection of the father and the wedding was
aborted at the pulpit. See: Edwards (2006).
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people's culture, their art, dances, religions, history, geography, education, orature and literature”
[not to mention the conscious underrating of our own mother tongues] (Ngugi wa Thiong'o, 2004,
p. 16). Accordingly, they believed that “to name the world is to understand it, to know it and to
have control over it” (Ashcroft et al., 1985, p. 283).

By way of clarification, this surfaces again in Ngugi wa Thiong'o’s interview with Harish
Trivedi (2003) in a conference on cultural translation held at the University of London. There,
Ngugi wa Thiong’o presented his criticisms about naming through religion and authenticity.

The name James Ngugi; James is the name which I acquired when I was baptised
into Christianity in primary school, but later I came to reject it because it was part
of colonial naming system when Africans were taken as slave to America and given
the names of the plantation owners. When a slave was bought by Smith, that slave
was renamed Smith; the same thing was later transferred to the colony. It meant that
if an African was baptised, as evidence of his new self of the new identity he was
given an English name. Not just a biblical, but a biblical name and English name. It
was a symbolic replacing of one identity with another. When I realised that, I begun
to reject the name James and to reconnect myself to my African name which was
given to me at birth and that is Ngugi wa Thiong’o, meaning son of Thing’o. (p. 328)

Here we see that Ngugi wa Thiong’o loathed baptismal naming. To put it another way, the
coloniser’s naming never transpires to the colonised independently, it emerges with imperialism to
destroy African indigenous nomenclature and designation. As postcolonial scholars, planning to
formulate a critical curriculum of art education we need to prepare students for activities
entrenched in understanding the importance of their own names, to reveal the greater relevance of
their individual ancestry as well as using their names to become emotionally attached to their
natural environments. In this way, art education can try to reduce Western experiences of naming
rooted in exploitation and humiliation through religious supremacy over traditional African names,
which are often inspired by unique stories and concealed in amusing anecdotes. Even though
languages of the coloniser were among the disrupters of African naming, we should not forget that
religion was far worse than the experience of mastery and servitude. Therefore, we need to explore
these two issues in parallel to make sure that students examine and understand postcolonial
controversies that deny the existence of African naming.

Literary, traditional African ways of naming allow us to inform, challenge and acknowledge
ways in which a critical curriculum of art education can help to reform learning while it promotes
and preserves the right of our existence. As we have seen, explicit assertions of humiliation were
central to naming strategies of the coloniser, causing a loss of accurate identity proclamations.

Therefore, a crash into colonial patronage was inevitable.

Colonial patronage: Dress code, school uniform and traditional wear
designating identity

History is full of cases where languages have been forbidden, where attachment to
certain political symbols meant jail or death, where religious practices and beliefs
were hidden or abandoned, where dress codes and even the length of hair were, and
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still are, fixed by rules set by those in power. (UNESCO 2000, p. 27)

In postcolonial theory, the concept of colonial patronage, is especially true in “situations
where the great difference between the colonising and colonised societies [provide] means that
[they can endorse] some forms of cultural identity, [through activities which are] crucial to the
cultural identity of the colonised...” (Ashcroft et al., 2000, 2007, p. 38). It signifies their dominance
by inculcating ideas that originate from ethno-centric European culture, exported into the
colonised’s ways of life such as the school dress code. Therefore, to this dissertation colonial
patronage attempts to restore the forsaken colonised body, wearing a standardised dress code
and/or a compulsoty school uniform. Uniforms worn in the school convey impressions of a single
form of a popular trend. In effect, this view “is consistent with the colonial policy of
‘modernisation’ which resulted in the supplanting of local cultural practices by imported European
ones” (Ashcroft et al., 2000, 2007, p. 39). Fanon (1963) notes “what parcels out the wotld is to
begin with the fact of belonging to or not belonging to ... a given species” (p. 32). Tied to a sense
of belonging, a school uniform is an identity, it designates individuals to a single classification and
social status. The compulsory school uniform is one of the commonest and most obvious
educational aspect that substantiates the coloniser being in charge of the school system of colonised
Africans. Regrettably, the school uniform policy concomitantly enables teachers to subtly assert
their authority, too, by inflicting punishment on any student found out of uniform. In that very
regard, the operations of a school uniform also transpire with very strict rules and/or dress-code
mandates; failure to comply results in tough punishments. By far the most important question to
ask is: What is the purpose of a school uniform?

In 2008, Riak Jordan listed four pro-(school) uniform merits in his book Uniforms are a Way of
Controlling Children:

i). School uniforms reduce fashion-related competition between students thus freeing
them to focus their attention on their studies.

if). School uniforms eliminate or reduce resentments between students of higher and
lower socioeconomic classes by making each student appear equal.

iii). School uniforms eliminate or reduce gang-related violence by denying students the
opportunity to display tribal colours.

iv). School uniforms are less expensive and economical because the well-made garments
lasts for years and it can be used in turn by younger siblings and are not subject to
obsolescence due to changing fads (p. 68).

For disparate students belonging to larger structures of social inequalities such as class, gender,
and race, it is believed that a school uniform setves as their sanctuary. As one student of
Namungoona Orthodox Primary School told me; “I like to dress in uniform because that shows
you respect and love your school” (Twayise, Interview 2016). Indeed, this may be what Ngugi wa
Thiong'o’s (1982) novelette Devil on the Cross, notes in detail on “Wariinga’s life [a school girl whose]

happiest [moment was] when she saw herself in the school uniform, a blue skirt, a white blouse,
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white stockings and black shoes. [Accordingly, wearing a school uniform made] Wariinga [feel] like
weeping with sheer joy” (p. 140). Renne (1995) reminds us that

School uniforms were an important part of colonial education system, in which
British colonial officials introduced ideas about orderly behaviour, routine and
cleanliness. Weating uniforms made of neatly pressed imported cloth was part of
this process. (p. 178)

If truth be told, colonial education still undergirds school uniform policies and how it
functions as a dress code at some level in African education systems. Students are trained to believe
school uniforms provide them with a sense of “equality” and “safety”. As a matter of fact, in
Uganda, neatly all primary schools have a distinctive dress code or school uniform made in a
suitable style consenting to the founder’s policy: mainly, a religious body. Put another way, in many
instances, religious doctrines determine the colour and fashion of school uniforms. As an example,
at Kibuli Demonstration School (founded by Muslims), students, especially girls, are mandated to
wear long skirts and to cover their heads with a white cloth (tiirban). In a similar manner, faith-
based symbols can still be identified in the icons of their affiliated school badges.

Furthermore, a closer look at the brief historical development of traditional dress code in
Uganda, as claimed by Kakande (2008), reveals a strange fact:

By the beginning of the twentieth century a style called okwesiba essunka (literally
translated as; to wrap oneself in cotton cloth) had emerged as a fashion for the
privileged female members of the ruling aristocracy. As was the fashion of wearing
bark-cloth—women wrapped their bodies from the armpits down to the ankles and
fastened it at the waist with a belt. (p. 28)

Accordingly, traditional fashions were functioning side-by-side with widely adopted Western
clothing. After colonial contermination, there was a huge amalgamation of ethnic dress codes with
native ways of dressing in Uganda. Recent fashions of traditional wear reveals people in Uganda
dressing in styles and ideas emanating from Arab/Swahili fashions. As an example, “Arab (and
Swahili) men wear a long-sleeved, one-piece tunic called a dishdashah or thoub in Arabic. [The attire]
covers the whole body of an individual who wears it and it is usually white. It has also got a short
collar-like neck and (sometimes) a pocket on the left breast; open in front, from the neck to the
stomach area [and in the same spot, it has got some] buttons” (KKakande, 2008, p. 29). Arguably,
in Uganda, the traditional wear for men is locally known as &anzu. It originated from the way Arab
merchants, colonisers, and missionaries dressed.

As postcolonial scholars, we need to expand this understanding within the area of art
education for a critical curriculum to provide students with knowledge which inculcates the role of
cultural fashions in different societies. Accordingly, if the school curriculum can promote
indigenous fashions, students will be able to appreciate handmade African fabrics, both as pieces
of art and as materials suitable for keeping alive traditional handicraft skills. Not only that, art
education will increase the development of African culture and indigenous technology programmes
in schools. Otiso (2006) further clarifies the same notion of traditional wear in Uganda after

colonisation by asserting that:
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Popular modern dress came to Uganda with the advent of Christianity and
colonialism. Embarrassed by what colonisers considered to be scanty native
dressing, European Christian missionaries set out to change that, starting with
Buganda tribe, where contact between Western and Ugandan culture commenced
in the mid-1800s. The missionaries designed an ankle-length Victorian dress
(gomesi or busuti) for women and a similarly long tunic for men. Over time, the
gomesi became a popular national dress, made of bright multi-coloured cloth with
padded shoulders and an equally elaborate sash for tying it around the waist...
Because the gomesi can be heavy, it is now commonly worn on special occasions
such as weddings, marriage betrothals, funeral ceremonies, national formal events,
church functions, and audiences with dignitaries. Formal shoes, headscarves,
handbags, and watches are also worn. On such occasions, Ugandan men wear suits
or long, white, floor-length tunics (known as kanzu or boubou), with long-sleeved
jackets and shoes. Some kanzus are embroidered. Some men also wear hats.
Businessmen wear suits and ties. It is common for Christian grooms to wear suits
and brides to wear Western-style wedding gowns. (pp. 76-77)

These contributions and controversies stretch the conceptual purpose of understanding how
traditional wear in Uganda evolved after being exposed to non-natives. In fact, however, a settled
way of thinking should be to strengthen art and crafts knowledge which fosters traditional materials
and craft techniques that identify with the process and production of local traditional wear,
designating our own fashions and couture in the anticipated critical curriculum of art education.
By doing so, education at primary school level shall be able to promote the purpose of preserving
our own styles of dress, ornamentation and fashion trends. Most importantly, through a critical
curriculum of art education, students should also learn about ways in which products of African
fashion can be accessed globally, as on-trend haute couture from local indigenous enterprises. As
we have deciphered thus far, we have learned that even before colonial experiences, “in Africa,
indigenous technology [of producing traditional fashions] was well expressed in the local systems”
(Orhioghene, 2011, p. 178). Ultimately, one may argue that the traditional wear of African people
keeps interchanging in terms of indigenous expert designs and local knowledge extractions, and
this should also be encouraged in art education activities for local knowledge and the foreign to be
propetly explored. We can also think the dominance of European culture in African styles or
fashion can be decolonised by re-envisioning the school curriculum with postmodern approaches
that give credence to our unique creations based on individual cultural backgrounds, crowded with
well-established abstract expressions, which can still be fully appreciated within tendencies of the

current era.

The postcolonial in the postmodern: ideologies and art education curriculums

Firstly, with respect to curriculum studies, the postmodern tries to aim at deconstructing the
power of knowledge. It tries to define the truth about official dominant knowledge by examining
its contents, which students as the alienated learn, and it provides them with a voice and space
through which art education can confront the complex interrelationships between knowledge and

powet. As we may know already, the postcolonial is “the contradictory situation left by colonialism
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[and it involves] the concrete political struggles and contradictions through which the formerly
colonised ... peoples of the Third World have constituted themselves as ‘independent’ nation-
states” (Coetzee and Roux, 2002, pp. 89-90). In essence, Coetzee and Roux are (only) trying to
suggest that postcolonial theory is based upon different ways formerly colonised nations cope with
self-rule and/or autonomy, politically. However, with respect to this dissettation, postcolonial
includes looking further for possibilities of placing a focus on deconstructing our own knowledge
through art. In other words, we need to re-examine a wider view of the world cogent with the
inherited cultural ideas of local people, beliefs and traditions non-existent in education, probably,
due to modernity.

We also need to take a further step and try to clarify both postcolonial and postmodern
postulations in support of art education for the re-envisioned critical curriculum framework,
encountering dehumanising narratives while it contributes to debates on the purpose of promoting
our cultural heritage in the school. Laclau (1988) contends on the position of postmodernism that
it “cannot be a simple rejection of modernity, rather, it involves a different modulation of its
themes and categories ...” (p. 65). The emphasis of Laclau’s explanation consents to modernity
controls that seem to affect the nature and scope of art teaching practices in different school
systems. As teachers of art we also participate in content gerrymandering, particularly when it
comes to putting together art education themes lacking oppositionality towards our forsaken
indigenous art knowledge. Postmodernism allows us to replace and improve our abandoned or
deserted indigenous art knowledge with new foundations of knowledge such as critical art
education. As a resource for a critical curriculum of art education, postmodernism knowledge
should not be mainly presented for public consumption alone. Art teachers planning a critical
curriculum should try to analyse relationships in knowledge production and practice for art
education to address the inevitable technological saturation of our society and relate it with
students’ local needs and conditions. Howevert, at the very least, we need to ask ourselves the most
important question: How is postcolonial theory a reality in postmodernism? Ashcroft et al. (1995)
remind us that in postmodernism

post-colonial as we define it does not mean ‘post-independence’, or ‘after
colonialism’, for this would be to falsely ascribe an end to the colonial process. Post-
colonialism, rather, begins from the very first moment of colonial contact. It is the
discourse of oppositionality which colonialism brings into being. (p. 117)

The outlook we generate from postcolonial and postmodern scholars enlighten us to be
mindful of the earliest time when we encountered colonisation until today and what we should
anticipate in the future. As a Western philosophy, postmodernism directs us to refer to purposes
of struggling to maintain our hold and standing with devotion to freedom and ideals of subjective
existence being present in political independence and by opposing colonialism. It is therefore
important for art teachers to structure a critical curriculum of art education which directly supports
postindependence goals alongside self-determination, liberty, social change and (national)
independence. Such att education does not only mark anticolonial struggles and/or dismantle

colonial institutions, but it can also influence others to commemorate decolonisation in other
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contexts of existing educational discourses. With the above postmodern contexts in mind, we need
to understand and further question the validity of its impact via postcolonial discourses. Appiah
(1995) argues

Post coloniality is after all this: and its post, like postmodernism’s, is also a post that
challenges eatlier legitimating narratives. And it challenges them in the name of the
suffering victims of ‘more than thirty republics. But it challenges them in the name
of the ethical universal, in the name of humanism. (p. 123)

This means the initial reconceptualisation of the curriculum should include post (period after
the time of) colonisation demonstrating solely the rational ways our national independence did not
solve nationalist problems or show the extent to which postcolonialisation does not legitimise our
self-determination as humans. We can even push this argument further and suggest that the
anticipated critical curriculum designated for art education should focus on challenging eatlier
legitimating narratives of the coloniser practising civilising education, which engenders
persecutions and violence. Through a critical curriculum of art education, students ought to be
guided on how to visually convey the magnitude of misery and horror brushed aside due to
postmodern cultural moments in nations that were occupied by colonial settlers. From the other
point of view, we can also understand that in the postcolonial lie several hidden ideological
positions which can be detected and exposed through postmodern assumptions underlined for art
teaching and learning in the school. On this Loomba (1998, 2005) is very specific:

We need to distinguish between thinkers who adopt postmodernism as a
philosophical creed, and others who signal the need for new tools to understand the
contemporary wotld. So also, the local and the global need not be thought of as
mutually exclusive perspectives, but as aspects of the same reality which help to
reposition each other in more nuanced ways. (p. 209)

Loomba attempts to unclasp postcolonial through merits of postmodernism, including
suggestions for art education scholars that we should single out formal doctrines which can be
both local and global, not necessarily focusing exclusively on the methodology of arriving at its
fine distinctions. Taking postmodernism as a philosophical creed into the classroom can allow art
teachers to help students to identify suppressing ideologies and controversies within the
contemporary world. This can as well prepare students to participate and discuss them: how they
affect the legacy of our cultural history and how they transpire differently in mean-spirited foreign
lands of the West.

Postcolonial scholar Fanon (1995) describes the scenario painted in Loomba’s
postmodernism by lamenting that in “the white world, ... I was expected to behave like a black
man—or at least like a nigger... I was told to stay within bounds, [and/ot] to go back where I
belonged” (p. 324). Under the same perspective, art educators should identify real moments which
justify presence of inferiority sensibilities in the school systems and plan major art themes via a
critical curriculum as a way of following up on distressed students. Some students are given special
dispensation that allows them to benefit unfairly or benefit from unfair advantages because of their

difference in skin colour, nationality and race. As Day and Hurwitz (2007) continue to argue in
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postmodernism

Certain groups in any society are privileged over others and this advantage is most
effective when subordinates accept their social status as natural, necessary, or
inevitable. (p. 33)

If then, we are not mistaken about Day and Hurwitz’ views, privileging based on skin colour
can affect racist beliefs and tendencies in the school and society. Postcolonial art educators need
to use a formulated critical curriculum and help students to discuss privileging. Such learning may
include issues concerning hierarchy and distribution of power in the communities where they come
from and around the school. That way, students shall be able to use critical thinking skills sustained
by art education to challenge society’s belief systems, practices and cultural characteristics of
privileged people, oppressing subordinate powerless groups. Loomba (1998, 2005) expands this
point, citing Miles (1989):

Race has thus functioned as one of the most powerful and yet the most fragile
markers of human identity, hard to explain and identify and even harder to maintain.

Today, skin colour has become the privileged marker of races which are thought of
as either ‘black’ or ‘white’ but never ‘big-eared” and ‘small-eared’. (p. 105)

Here we see that different scholars of postcolonialism and art education are trying to reveal
suppositions identifiable in postmodern analyses concerning education systems. To be specific,
Miles suggests that human identity in postmodern analysis as regards the most privileged is
determined by being white and not black, but, not even by the size of the head or ears. Therefore,
teachers of art education concerned by postmodern discourses and postcolonial education need to
plan a critical curriculum that supports knowledge construction which explores struggles of
historically marginalised students, not to mention inequalities revealed in the education system via
privileging, along with challenges of school violence, immigration, poverty, technological advances
and the inclusion of children with disabilities. Smyth (2017) notes, “while poverty and
marginalisation have always been featured as an undeniable part of social exclusion, there is also a
sense in which those who are “excluded” are also seen as outsiders that do not belong” (p. 7). This
can enable students to understand the purpose of promoting impartiality, fairness and respect for
all. Such interpretations are almost certainly not over stated for this dissertation. We can thus
conclude by suggesting that postmodernism art education should empower students by motivating
them to reflect on the negative impact of existing school curriculum merited by institutional
burdens left by colonisers and which do not support visual art expressions with emancipatory views
that could facilitate the difficult process of (for example;) going native in curriculum reforms at all

levels in the educational system.

Going native: Subsisting in education systems

As discussed eatlier, the coloniser feared potential contamination from colonised natives. To
put it another way, the key concept “going native” reflects upon the real meaning and significance of

Jear of contamination in postcolonial theory. It is important for this dissertation, since we can
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adequately use it and generate significant contributions about abhorrent experiences endured by
students due to societal stereotypes. Monchinski (2008) puts it this way: “students designated [as]
low performers are twice as likely to be black ... than white. If you’re black ... you’re more likely
to be labelled a special education student. Being held back is directly related to dropping out of
school” (p. 32). To be specific, going native suggests that the coloniser was afraid of making the
European race decline by way of making it “impure” or adulterated with behaviours and
inclinations of the native populace.

Colonialists continued to relate traditional values and behaviours of native people to intents
aimed at defeating them and/or overwhelming their established power and control. Also see
Conscientiza¢ao in critical pedagogy. Perhaps, then, one could argue that even though many
African traditional cultures do not have the means to influence what the coloniser considers to be
doctrines that foster civilised ideals, however, traditional culture, myths and legends of African
people are more widely believed. They are always veiled within their traditional customs and they
depend upon them, to be true, more than the coloniser’s epistemology and/ot knowledge
sophistications, which tend to focus on ensuring settler dominance, persecution and exploitation
of colonised territories. Ashcroft et al. (2000, 2007) clarify going native by asserting:

The term indicates the colonisers’ fear of contamination by absorption into native
life and customs. The construction of native cultures as either primitive or
degenerate in a binary discourse of coloniser/colonised led, especially at the turn of
the century, to a widespread fear of 'going native' amongst the colonisers in many
colonial societies (p. 1006).

In other words, Ashcroft et al’s going native helps us to understand and compare fear of
contamination within Western society in these times and in relation to education systems. It can
bring about unnecessary laws structured for intimidating emigrant students and they also use them
for indirect elimination methods. Such can be identified in widespread concerns put forward in the
school about tightening eligibility criteria in proposed admittance regulations for non-native
students, particularly dark-skinned people: the natives of Africa, South of the Sahara, not to
mention the rare exemptions substantiated as privileges in educational policies for students
belonging to categories of EU, EEA, EFTA and Schengen countries against others who are not
like them. As postcolonial and globalisation scholars, we need to understand that society is
multicultural; if schools use institutionalised mechanisms to resist such diversity then learning will
not be able to celebrate the reality existing in intercultural education and dialogue. Therefore, a
critical curriculum for art education needs to suggest effective strategies of teaching and learning
that should aim at highlighting the importance of strong commitment towards ameliorating
intercultural dialogue in all matters of education reform and policy.

Moreover, in Western society the fear of absorbing individuals from different cultures brings
about lack of consideration for others: this is supported with unfair prejudice claims and/otr
assumptions that the admitted student is a trespasser. It can also increase social stereotype claims
(to non-native students) like; “they do not understand,” “someone does the(ir) work for them,” or

“they come here for economic reasons,” to mention but a few. The white supremacist will tend to
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believe that students of the O#her race do not deserve their place on campus. Hence, they start to
reinforce various modus operandi that ease up their incitements of hatred, persecution and
harassment to individuals deemed to be intruders or outsiders. Fanon (1995) argues, “in the white
world the man of colour encounters difficulties in the development of his ... schema,” perceivable
via class social structure and/or through the reinterpretation of the burden of acting white (p. 323).
To put it another way, fear of contamination gives promotion to racial disparities in the school,
whereby, it tends to be prohibited to even allow such a student to access resources that can permit
educational grants (or funding) aiming at ameliorating their academic endeavours. Not just that,
sometimes black students as opposed to “white” outsider students (of a believed pure stock) watch
each other suspiciously.

Apart from study rooms, where black students could sometimes be hindered; the impact of
private (changing) rooms is that there is no right to seclusion. As an example, conversely, (pure
stock) females are wheedled into using male spaces even if it is plain that there are sundry
unoccupied locker rooms. O, if privacy is permitted, a locker left for a contaminator can always
be marked with a broken lock for surreptitious search or cloak-and-dagger operations. In fact
Achebe’s (1960, 2002) stance on such social hostility is the same: “If you see a white man, take off
your hat for him” (p. 12). In other words, the black student is expected to always be mindful or
aware of the white man’s animosity and/ot such Big Brother indoctrinations, which play a significant
part in their continuing motivation to harass and promote racial segregation. Fear of contamination
tends to make many believe being “white [is] purity and goodness, [being black, to them; the
individual is contrasted with evil. On a par with] Black Hat hackers. The point is that [in the school]
white has become the default standard against which the non-white is ‘Ozbered” (Monchinski, 2008,
p. 33).

If truth be told, in the Western world, fear of contamination and/or going native may setiously
involve recruitment of spies and/or callers?* (set forth as honey-traps to seduce the unsuspecting
so-called intruder with illicit sexual intimacies in order to obtain anticipated vacillating facts); not
to mention verbal requests inviting the saspeet for a cup of coffee or lunch and to conduct pointless
and unsolicited visits to the home of the contaminator. Knowing what is within the workings and
lifestyle habits of a contaminator is highly coveted. We can also think it gives white supremacist
some level of safety and assurance about fear cues. Of course, at the end of the hunt, the individual
working as a honey-trap or caller could be summoned as a witness of their saspee&2s This mirrors
hooks’ (2010) position on “the issue of trust” ... [by which] “racist conditioning has socialised
many white people to be suspicious of people of color” (p. 39).

Quite frequently, lures and/or decoys are used to trap a suspeet. Allurements are packaged in

different forms and can be used in various ways. As an example; small change (or coins in small

24 A caller is a person who pays a brief visit or constantly pesters a suspect (or interloper/contaminator) with
surprising calls or communications, which may include lewd emails.

25 A suspeet (or interloper/contaminator) could usually be an individual who is treated unfairly across different
realms of life. Consider the different social realities of black people in the school.
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denominations) can be thrown around in the spaces commonly visited by the contaminator or
saspeet. Some lures are set according to what they believe is in the intruders’ interests, lifestyle or
daily practices. In other words, lures are for the most part set and planned through a littering
method especially when an ambush has to be laid out of the school, or at the home yard of a
saspeet and/or in corners of school corridors, stairs, inside classrooms (like: The teacher can put
two pens under a student’s seat who is about to attend a lesson). Sometimes they use eats to snare;
on its container, a sticky-note paper is attached with written text; “you can take”. This is similar to
ensnating a saspeet by setting-up lure traps (of affected and/or pretentious objects) near garbage
containers or inside trash cans, to say the least. Freire (1995) of course, is right to suggest that “in
predatory culture ... [education systems] “can console and reassure [the teachet’s] ... fears about
[renouncing] enjoying violence and feeling pleasure while witnessing human suffering—especially
the suffering of darker-skinned peoples” (p. 7). Accordingly, Freire’s predatory culture informs
teachers to rethink their assumptions about black students by incorporating in the anticipated
critical curriculum of art education an expanded coverage of knowledge about how to avoid some
of the existing class bias, racism and other veiled prejudices in education systems for teaching and
learning to arrive at building a just and equitable society.

Part of the problem of course is due to unanswered questions and dilemmas caused by lack
of trust between white and black students along with teachers. hooks (2010) suggests,

It is helpful to explain to students from the start of a new class the importance of
trust and the ways we link it to accountability. To trust means having confidence in
one’s own and another person’s ability to take care, to be mindful of one another’s

well-being. (p. 87)

In some schools, mini (flea) markets are set up in a corner believed to be secluded and its
displays are replenished with stock of every item (that they believe to be) of interest to their suspeet.
Easy to know, if, by default the pathway used by the(ir) intetloper is bedecked with lost-and-found
boxes filled up with pretentious items and/or opulent objects, which can attract attention. To taunt
their suspeet; some lures are put on the way to the market and/or at the bus stop that they know
is typically used by a contaminator and then, a sleeper agent watches. In the same way, covert
surveillance is typically carried out with street bystanders or henchmen. Keep a watch out for
decoys; these can be adults, young boys and/or gitls (dressed immodestly with female parts
divulged; groomed for actions of harassing a saspeet) pretending to assuage their actions by using
a mobile phone in a manner that makes an oblivious contaminator believe that it’s a situation of
alleviating their school or work-related boredom. Again, this means, do not ignore that frequent
bystander (or watcher) at the bus-stop, street terrace or veranda, which links journeys of daily
destinations; occasionally they pacify their actions by smoking cigarettes, eating ice cream or
drinking coffee; others will try to linger on and pretend to be in conversation across the street. Part
of this notoriety also includes accompanying a travelling contaminator with a vigilant spy on public
transport or sending an undercover agent to offer the suspeet a free ride home. The purpose is for
them to get familiar with the actual address of the contaminator; or to increase persecution and for

white supremacist to obtain adequate surveillance of the home and/or for future evidence and
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apprehension. Look out for people dressed in reflective work outfits or spy photographers, also in
popularity they use dog walkers; who may sometimes be in the category of preteens or adults.
Children are commonly needed to broaden their substantiated expression of loathing towards a
contaminator; for him/her to be decorously labelled as someone with a deviant ideology.

173

Consistent with the above hooks (2010) argues, such can only . arise around unconsciously
held beliefs and assumptions rooted in white supremacy” (p. 98).

In the classroom, fear of contamination can make white supremacists draft and send
electronic survey questionnaires to the suspeet with the aim of extracting information vindicated
by promising none-existing rewards. It could be that white supremacist do so to hide abominable
cruelty and for purposes of protecting their “pure stock.” It’s possible, this was what Loomba
(1998, 2005) means by stating that ““going native’ is potentially unhinging... [It] seduces European
men [sic] into madness” (p. 117). We can push the same argument further and suggest that white
supremacist tend to live in pretence; to appear righteous. Monchinski (2008), citing other scholars
notes that “white kids never have to listen to school critics complain that problems of school are
due to the large numbers of white students in it” (p. 156). One wonders, if indeed white people are
so righteous then why do we see surveillance cameras on streets, inside and outside many buildings,
what is the purpose: or, are they for targeting harassment of the marginalised?

Going native makes petrified white supremacist lean on enforcing shame to a contaminator
and/or intetlopet, hence they insist on exetcising such taunting and collaborative sting operations.
According to hooks (2010), “shaming is one of the most common strategies used by educators in
classrooms where prejudices prevail” (p. 183). In actuality, shaming dehumanises. No wonder,
when the person they judge to be an interloper or suspeet tries to appear prowling in the immediate
vicinity of their territory, everyone moves out to watch or be on guard; whispering to each other
and pretending. This may include sending a secret agent to keep a watchful eye on the interloper’s
movements and actions; through sharing alert text messages and calls. The same actions are used
outside the school if the interloper goes to purchase food or goods from local stores. Also, take
note of the other person’s actions and movements determine if they are making endless
conversations on phone or doing apathetic motions guided with intrigue and snooping,.

Sometimes, in the absence of the person they deem to be a contaminator, clandestine searches
(on private information) are done without permission to ascertain possible incriminating evidence
supporting the narrow bounds of their fear of contamination. In such circumstances, they also do
dumpster diving to check the contaminator’s lifestyle and for locating anticipated contamination
evidence. To avoid searching the contaminator or their saspeet in a panicky situation, they can
trigger false fire-alarms in a school building as if; it is a regular fire drill, to cause evacuations of
students and people from the school and for everyone to move deftly.

If such efforts of persecution become deficient, for better implication the suspeet can be
encouraged to do their school work away from school, or they can be permitted to work in a
seemingly unregulated place where security (lights will be extinguished and) doors (locking alluring
items) designed to specifically prevent unauthorised access or entry shall be intentionally left open.

This is planned with deliberate intent to cause harm to a contaminator with an abhorrent
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blameworthy crime or, attempt to set the scene for committing a misdemeanout, felony and/or a
deviant act. As teachers of art education, we should try to use the critical curriculum for stopping
oppressors of emigrant students from judging others more negatively; in particular, this goes to
teachers who believe their power and hostility can be deliberated through the delight of causing
harm and humiliation to those they deem to be contaminators or people without standards of their
social conformities. Beyond one’s wildest imaginations, one may ask in education systems, why
should values built on references of indigenous and/or “local customs” (such as obscure local
cultures, rites and art) enshrined within special aspects of life surrounded by expressions of African
art and crafts, folklore, clothing, cuisine, music and languages be critically detested by white
supremacism, or why shouldn't we learn to assimilate and mix minority local customs with majority
cultures together for cultural diversity, rather than, keeping a long-standing fascination on culturally
discrete distinctions favouring the pure stock? The answer lies in the offensive and a phobia of
“going native” or an incitement of racism in the school system.

In support of the objection toward the admissibility of fear of contamination happening in
school systems; racism is kept calm by the most exciting outlook through a question cited in Yle
News26 online, about how; Infernalised discrimination affects students via the argument that “I am not
claiming that all teachers are racist. But if no one is racist, why do so many people experience
racismr” This is where we need to think more about the adequacy of going native for the time of
formulating a critical curriculum of art education. Once included, art teachers can reasonably
mediate upon possible ways in which oppressed students can wrestle power from oppressors and
effortlessly oppose such thinking. This also includes using visual art activities to increase awareness
and to assimilate distressed (emigrant) students who may be categorised as impure or suspeets, just
because some few whites want to justify how they are exceptionally stetling and/ot, against
deflowering their pure stock by adulterating it with actions and views inherently linked with
contamination, which (in their thoughts) seems to be common among the Ozher race. Without such
self-reflections in mind, it is impossible for one to think that those harbouring a “colourblind”
perspective, or white supremacists can shape a practical plan via a critical curriculum and arrive at
a realistic solution, minus involving persecuted students. This means, a critical curriculum for art
education needs to include teaching and learning ratifying attitudinal positions held in privileging

and Othering.

26 Academics: Outdated structures, discrimination behind migrant students' poor performance in Finland.
Teaching, student counselling and secondary education all discriminate against migrant-background students.
Learn what experts say. Farhia, a holiday teacher said, “constant discrimination and put-downs naturally affect
students’ success at school. When others constantly question your performance, you also begin to doubt
yourself”.

According to Helsinki University doctoral researcher Tuuli Kurki, “in theoretical terms, the volunteers'
experiences reveals how structural and interpersonal racism can easily lead to internalised racism when
people begin to believe the messages they receive from their environment. She also added "Student
counselling and other teaching has been and continues to be both consciously and unconsciously racialised,"
... For further reading see:
https://yle.fi/uutiset/osasto/news/academics_outdated_structures_discrimination_behind_migrant_students
_poor_performance_in_finland/11434180>Accessed 24 July 2020.
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In order to keep body and soul together, minority and marginalised students need to learn the
principle of choosing not to fight every battle that comes along, particularly when they are within
school systems. In other words, students deemed to be contaminators should try to formulate
fraternity groups of critical sociocultural activists willing to give their anger a voice; which can try
to make a difference through potentials of critical pedagogy and art education. If, for instance,
persecuted students, tormented with voices often silenced, can be encouraged to use their artworks
and pour out their anxieties and/ot, include victims of going native consciousness in their visual
art expressions (or put it in other school works) and reveal intents of frustration, discrimination,
grief and rage, then notions of fear of contamination will arrive at knowledge in which race impacts
lived experiences of everyone in the school and society. Hence, consequences of going native need
to be discussed openly.

For those reasons and because of other logical thoughts supported by critical thinking,
teachers of art education anticipating to formulate a critical curriculum of art education should try
to lay stress on putting up plans that can adequately resonate with the needs of existing multi-
cultural conditions. This can help to reduce discrimination and minimise acculturation stress; along
the same line, it can deal with bias and bigotry within school systems. In this way, a formulated
critical curriculum of art education will help to control shades of paranoia that drive white
supremacists into fear of contamination and/or resisting perspectives of “going native”. Tavin
(2003) is more enlightening: “[teachers of art] need to recognise [that] cultural conditions
[influence] students’ lives in profound ways. Rather than remaining in [cultural denial] ... educators
should [embrace changes in culture and] actively explore students relationships to them [and take
on complexities of going native]” (p. 88). From here, we may still need to furthermore try to
determine what exactly is in the term culture when studying postcolonial perspectives and then we
will be able to assess it in relation to the school where fear of contamination persists. According to
Lawton (1989):

Culture refers to everything created by human beings themselves: tools and
technology, language and literature, music and art, science and mathematics — in
effect, the whole way of life of a society. (p. 17)

Here we see that Lawton’s meaning of the term culture praises the collective fabric of human
experiences. It tries to inspite teachers of art education to embrace everything about humanity so
that art students can learn how culture is transmitted and how we can use it as a form of resistance
against colonisers contending for the integrity of native ways of being human, by reason of fear of
contamination. As argued earlier, culture with respect to going native can be promoted in the
school by learning and sharing knowledge about everything intriguing, from both the Other or a
newcomer and of the pure stock, simultaneously. It is completely plausible if art students can be
allowed to share and exchange; appreciate and treasure different unexplored cultures of the
(impure) Other in comparison with those shared by the (pure stock or) privileged white. This also
means that planning a critical curriculum framework for art education needs to reclaim tools and
technology, language and literature, music and art of savage cultures from Africa to make teaching

and learning suitable for decolonising school curriculums and to reflect a broad historical
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experience which also absorbs the native life and customs of diverse cultures. Also, in similar ways,
students will be able to build a greater understanding and appreciation of everyone’s culture
without worrying about fear of contamination. Accordingly, culture in postcolonial studies is also
indicated in the “hybridity [concept, to stress fear of contamination. Through it, we are able to
learn that art education can also] carry the burden and meaning of culture to promote neglected
local differences [and this is what makes the notion of hybridity so important for this dissertation.
Rather than, placing] emphasis to masking or ‘whitewashing’ cultural differences” (Ashcroft et al.,
2000, 2007, p. 109). Hybridity helps students to understand how societies and their cultures are
made. This is particularly true where cultural exchange in education along with cultural diversity
and intercultural dialogue through art education become substantial in advancing going native and
to ensure that it survives through anything which does not remotely resemble the horrors of
Eurocentrism or white supremacy. “Those experiences give students the opportunity to learn and
improve their interpretations of other cultures” (Saracho 2019, p. 3).

Furthermore, out of the school there is one surprising fact (or even more) about assimilating
and mixing minority cultures with (the so-called) endemic Western cultures, together. Seemingly
advanced, the practice of scarification appeals to going native. To illustrate, for centuries many
tribal people of Africa have carried out the art of body scarification and body piercings. Those who
engage in scatification, as an example, believe such tribal markings signify a person’s status in the
community; it is a sign of beauty; it purifies the body; it is a testimony of some sort to a state of
maturity; other cultures use scaring for matrimonial commitment and for suggesting the person’s
ancestry, etc. However, also within pluralism endemic to Western culture, the art of body
scarification was advanced further into tattooing. From such actions we can recount and reinterpret
the going native consequence, assimilated and revealed through tattooing as an occurrence of
postcolonial impact on fashion and art practices assumed to have originated from African tribal
scarification. Ashcroft et al. (2000, 2007) extend the following enlightenment:

While the European powers were engaged in violently suppressing the ‘savage’
cultures of Africa, they were importing into Europe, as loot, the revelation of an
alternative view of the world in the form of African masks, carvings and jewellery —
artefacts that were often stored in museum basements ... (p. 130)

Currently many European people have ameliorated practices of scarification using indelible
designs on their bodies. For them, it is perceived as tattooing and it is much sought after by white
people. In art education, similar traditional African art activities should be reviewed and
reformulated to promote (non)native students’ requirements. The symbolic significance of this
kind of teaching and learning is that teachers can explore with students the paradoxical world of
sacred tattooing practised by students in their youth subcultures and share out hidden intents of
their cultural meanings. Or, both can discuss more the cultural significance attached to various
representations of piercings and body painting, along with their exquisite jewellery to acculturate
“going native”. Ashcroft et al.’s (2000, 2007) postcolonial analysis provides another rich framework
about the going native notion, that

‘going mnative’ could also encompass lapses from European behaviour, the
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participation in ‘native’ ceremonies, or the adoption and even enjoyment of local
customs in terms of dress, food, recreation and entertainment. (p. 106)

These perceptions invite schools and teachers of art to encourage students to participate in
other people’s cultural activities like cultural galas in order for everyone’s local customs, beliefs and
practices to thrive. Also, going native can resurrect or put an end to the pessimism of long-lost
cultures, not only that students can learn to give respect to local customs of others, but this makes
holistic art education possible. On lost cultures, Otiso (2003) adds prominence to the same notion
that it “... embodies many local, regional and national customs and lifestyles that vary basing on
ethnicity, religion, occupation, income and education levels” (p. 99). Clearly, then, art and culture
rein in fear of contamination by indicating society’s uniqueness and our distinct identities that we
all need to reciprocate in aspects of cultural heritage preservation.

We can affirm that the notion of traditional culture is inherently contestable in contemporary
Western cultures, particularly when it comes to encouraging potentials of going native and
defeating fear of contamination via art education. This can cause some education institutions of
Western society to be prejudicial to students proffering art-based approaches with generative
themes related to African traditional practices and culture ascribed to fear of contamination or
going native. For that reason, the art student should make clear to all that their undertakings are
not prefabricated disquisitions; rather, a teacher may assume the student’s work is not genuinely
produced by them. Although not all support such a view, seemingly, it can be thought the student
is fraudulent. This also denotes another important factor of lack of interest in admitting African
students or those admitted risking social isolation, because they fear being misunderstood. We can
now assert that the problem of practising going native in art education by institutions of Western
society is not only directly related to lack of concern and resistance attributable to fear of
contamination; it has got something to do with refusal to accept cultural diversity and an intense
phobia or irrational fear of opening up cross-cultural barriers, distracting from authentic
intercultural dialogue in the school. Also, such can cause panic and bitter resentment as far as the
principles of authentic school culture conform to long-established norms, which may usually be

controlled by fear of devaluing the foremost pure stock.

School culture: Authentic?

In response to the question stated as our subtopic, we need to get behind a common cause all
can support. As we learned earlier about missionary education, it was intended to benefit colonial
powers by providing cheap labour for administrative positions and to increase loyal colonial elites.
Eventually, this also augmented some level of hostility originating from African Christians and/or
mission-educated leaders who desired the education of colonised natives to be Africanised along
with religion. The result was the formation of a group of African nationalists that criticised mission
schools and their education, commonly known as Pan-Africanists, such as Nkwame Nkrumah,

Julius Nyerere, Robert Mugabe, Yoweri Kaguta Museveni, Muammar Gaddafi, etc. Not to mention
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African anticolonial and nationalist writers, like Okot p'Bitek, Wole Soyinka, John Nagenda,
Camara Laye, Ngugi wa Thiong'o, Chinua Achebe etc. This takes us to Ashcroft et al.’s (2000,
2007) concept touching upon “authentic/authenticity [heightened in their book the Post-colonial
Studies. 1t suggests that] the idea of an authentic [knowledge experiences in education] is one that
has been present in many recent debates about post-colonial cultural productions ... invoking the

123

view that certain forms and practices are ‘inauthentic” (p. 17). In this sense, we can argue
repeatedly that authentic culture as concerns schools of Africa is a notion which can be used to
reveal refutations and contradictions of school culture within the education systems handed down
after colonisation.

It is obvious and widely known that even if European education introduced formal
administrative development, it has some kind of revelatory correspondence with progressive
influence towards formal jobs not tailored to meet local needs. School curriculums widely focus
on colonial exploitation and training of colonised natives as overseers accredited to supervise and
protect their loot through religion and alien Western languages. In these relations, we can perceive
other facts worthy of a testimony touching on authenticity in Laye (1954) to determine the

optimum composition of school culture:

Once in the school, we went straight to our seats, boys and girls sitting side by side
... As soon as we sat down, we became all ears and sat still, so that the teacher gives
his lessons in impressive silence ... Our teacher moved like quicksilver; he never
remained long in one place; he was here, there and everywhere. His flow of talk ...
bewildered less attentive pupils. But we were remarkably attentive, and we found it
no strain to be so. Young though we were, we all regarded our schoolwork as
something deadly serious. Everything we learned was strange and unexpected; it was
as if we were learning about life on another planet; and we never grew tired of
listening. Even if it had been otherwise, the silence could not have been more
absolute under the strict discipline of a master who seemed to be everywhere at once
and who never have given us an opportunity to let our attention wander or interrupt.

(p. 59)

Firstly, Laye’s outlook reminds us of Monchinski’s (2008) critical pedagogy rationalisation,
which implores that “education is politics” (p. 11). One may say that both Laye’s and Monchinski’s
classroom prospects indicate the extent to which education is dominated by circumstances of
imperialist assumptions, particularly indicated within the parity of standardised education systems
that fosters future imminent human capital supplied and substantiated by actions of school culture.
Without going into much detail, we can also sense that school culture is built on dominant ways of
functioning that make teachers’ behavioural conduct perpetuate illegitimate power and oppression
via some of their duties. Perhaps we can add and say that those arguments encourage us to take a
keen interest in examining existing current cultural conditions as regards educational practices and
policies in the primary schools of Uganda. Here again, one need only look at Ashcroft et al.'s (2000,
2007) explanation relating to the meaning and provisions of authentic culture:

demands for a rejection of the influence of the colonial period in programmes of
decolonisation ... since, certain forms and practices are ‘inauthentic’, ... The problem
with such claims to cultural authenticity is that they often become entangled in an
essentialist cultural position in which fixed practices become iconised as
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authentically indigenous and others are excluded as hybridised or contaminated. This
has as its corollary the danger of ignoring the possibility that cultures may develop
and change as their conditions change. (p. 17)

The assumption we get here is that it certainly seems possible that these scholars are directing
us towards translating our thoughts and relating them to answering the question: Is school culture
authentic? Actually, those postcolonial scholars expect us to approach the question by presenting
what can be captured from activities that set the stage for colonialism, so that art education can
substantiate its role in a critical curriculum when it comes to decolonising practices of school
and/or education, which have become iconised as authentic. We can even push this argument
further and lament that school culture is authentically entangled with colonial controls, even today.
Case in point: stressing the need to use English language in the school. Clearly, then, we need to
rework our question and reveal what kind of postcolonial conditions are entangled in the school
culture, at primary school level in Uganda. Parallel answers duel with connotations of the term
“school culture,” as stated by Case (2016) that it “encompasses all of the beliefs, traditions and
norms [just to mention a few] that impact the day-to-day working of a school. [In other words,
school culture is] the most important component to a school’s success” (p. 2). Or, to say it as a
simple term; school culture is “a large spectrum composed of many facets of a school” (Case, 2016,
p. 2). Here, too, it makes sense to indicate that much of school culture is situated in official rules
and regulations, which are used to govern disparate school systems. Under such circumstances, we
need to first apprehend some significant facts concerning primary school culture in Uganda, as

accounted for in the table below:

The current formal structure of education at primary school level in Uganda consists of seven years (for
children between the ages of 7-13). This means classroom levels start at primary one to seven (or, P.1 - P.7):

At the lower primary school level (7-9 yeats), pupils routinely pray (in some schools)
before lessons start; every day in their classroom. Incidentally, the same prayer ritual may
already have happened during the daily morning school parade together with all other
pupils of the upper primary school classes.

Greeting,
praying and
assembly

As a routine, many schools have morning parades. The purpose includes enforcing rules
and regulations of the school and doing hygiene inspections such as checking the
cleanliness of the student and ensuring that the student is wearing a correct school
uniform, etc.

The first thing students do once a teacher (or a visitor) enters a classroom is all stand up
to greet them. Then, the teacher orders all of them to sit and he/she does roll call.

Officially, one teacher is responsible for teaching at least one classroom at a time, of
generally 40 students or more.

In the absence of a teacher, schools in Uganda do not use substitute teachers. Instead,
students are expected to revise their textbooks, or if they are in infant classes (7-9 years);
they are assisted by a class monitor to read, repeat aloud or declaim from repeatedly

Substltute displayed wall charts.

teachers

A class monitor is a student responsible for controlling the class by enforcing necessary
(physical) discipline, where possible, before the teacher enters a classroom. Such a
student is picked through a vote by classmates, sometimes the class teacher can dictate
and pick any student they can entrust with such a responsibility. There are no detentions
or time-outs for disciplining pupils since corporal punishment is widely used.
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Extra work,
coaching,
homework
and holiday
package

In some primary schools, students stay longer at school to do extra school work
assignments with their teacher. This means there is no specific time for the end of the
school day.

“Coaching” is an after-school system of teaching where the teacher gives extra help to
specific students at a small fee agreed by the parents of the child.

At the end of school, students of six and seventh grade carry a great deal of homework as
a way of keeping them focused to what they learn at school.

The holiday package setves the same purpose as homework. Students keep working at
home on their school exercises even when the official school term has closed. In both
cases, homework is supposed to be returned to school when it is neatly done.

Failure to accomplish the above disclosed school undertakings can lead to serious
punishment.

School

uniform

Every student at primary school level wears a school uniform bearing the school’s badge.
Usually, the system of supplying school uniforms is based on individual internal policies.
This is one major area that allows business to run in schools for commercial interests.

Usually, boys wear a short-sleeved shirt and a pair of shorts. Gitls wear a jumper dress
with sleeves. In some primary schools, gitls wear a long skirt and a blouse. Originally,
(before privatising education) colour choices for individual school uniforms were
controlled by the founding religion or body.

A student who does not wear school uniform is punished and sent home, unless they
have a convincing reason for not putting it on. The school uniform is supposed to be
kept clean and pressed.

School lunch
& breakfast

Typically, day schools setve their first meals between 10:00 and 11:00 am, because
schools believe by the time a student reaches school (7:00 am) they have eaten a simple
meal or had a cup of tea for breakfast.

Usually, school breakfast is comprised of maize-meal porridge with(out) sugar.

School lunch is habitually composed of plain bean soup, (sometimes) fried to be served
together with a meal of “posho” (a daily ration made from cornmeal). Posho is like #gali
eaten by Kenyans and Tanzanians or pap served in Namibia.

A meal comprising baked beans and posho is common in the education system of Uganda
because it is cheap, and nutritionists believe it is a very healthy meal.

Students eat their lunch at classtoom desks, but they can also sit outside and eat.

Unfortunately, providing school meals has proved very difficult to accomplish in public
schools after (UPE) Universal Primary Education was introduced in 1997.

Hair style and
cosmetics

Educationists in Uganda believe students are supposed to focus on their education not
appearances.

Girls and boys cannot wear their hair long. The maximum is half inch (mandatory) and as
a minimum may sometimes include shaving the head bald (optional). Pupils are not
supposed to wear make-up and they are not allowed to style their hair or nails.

Romantic
relationships

For the mere fact that the majority of students are underage, romantic relationships are
strictly forbidden. A student discovered to be in a romantic relationship is punished
severely or given an indefinite suspension.

The most interesting fact is, in some classroom situations; where the teacher is faced with
a playful and/or stubborn student they can be forced to sit between two people of the
opposite sexes, for composure. Above all, it is typical to find one classroom desk
designed to carty at least three students or more.

Caretaker
duties

Apart from preparing school meals, maintenance of vandalised property and giving
security, everything that concerns keeping the school clean, moving furniture from one
place to another (sometimes, collecting firewood for cooking their school meals) and
similar tasks are done collectively by all students.

In some rare cases, sweeping the school yard is a task given to students who arrive late to
school. Otherwise, it can be done by all students as an extra-curricular activity.
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The main purpose of delegating caretaker tasks to students is to minimise costs, not only
that schools believe students learn life skills, self-reliance, teamwork and a strong work
ethic. By doing this work, students feel they are partly in charge of managing and
maintaining the cleanliness of their school premises.

Whenever there is no teacher-on-duty, supervisory duties (out of classrooms) are
delegated to school prefects. Getting into a prefectural position in many schools
transpires after a heated electoral campaign among students. However, to avoid
nominating undisciplined students, the school system makes some decisions on
endorsing and ratifying who must win such-and-such a senior position.

Thus, it is not an overstatement to claim that primary school culture in Uganda authentically
serves a dominant authoritarian strain. Similarly, the concept of authenticity as regards the
significance of school culture calls for a critical rationalisation of written and unwritten rules, how
they function to serve authority and how they play the role of school politics. To understand this,
Hargreaves (1995) offers a rational opinion upon authenticity of “school culture” that it “is the
knowledge, beliefs, values, customs, morals, rituals, symbols and language of a group” (p. 25). From
Hargreaves’ explanation, we can unravel the need for perusing the complex occurrences school
culture puts forward for students with the intention that we can formulate a critical curriculum of
art education reflecting Monchinski’s (2008) view, which suggests that “there are students and
teachers who don’t like aspects of school but accept that this is the way school is” (p. 124). As it is
portrayed, school culture is obsessed with the observance of rigid routines and rules for the
purpose of shaping knowledge, standardised behaviours and customs. Conceivably, we “can accept
the general argument that colonial rule justified itself through [cultural assimilations persisting in
institutions like the school system and upon] the process of writing and rewriting other people’s
histories and cultural practices” (Achebe, 1996, p. xvi). In its totality, one could argue that genuine
school culture should comprise conditions, practices and principles that aim at giving students
cultural democracy for the benefit of putting art education efforts in transforming prevailing social
structures, pecking order and other school mandates. The potential danger might be around how
to control the abuse of such freedoms by students.

Literally, for students to achieve some of the above, a critical curticulum framework of art
education should be planned based on new school cultures which students consider to be authentic,
recognising free learning experiences that show consideration for fair, equitable and unbiased
schooling opportunities, along with recognising learning that addresses issues of school violence

via fields of inclusive learning

School (as a site of) violence

Going further back, during colonialism we learned that missionaty education was
characterised by violence embedded in its bureaucratic tendencies, the legacy of exam-based rating
and evaluation, standardising models of education regulated by alien school curriculums,
emphasising constancy via certification in aptitude for learning and homogeneity of policies, along

with a lack of questioning bondages of hierarchical social relations, not to mention the challenge
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of overcoming acts of threat in the school.

To this dissertation, these and more represent destructive violence and atrocities in education
systems of colonies. From the standpoint of postcolonial theory, Loomba (1998, 2005) asserts,
“colonial violence is understood as including an ... attack on the culture, ideas and value systems
of colonised peoples” (p. 51). Its effects are still identifiable as substantially the same and are a
point of reference against which the reality and impact of violence in primary schools of Uganda
needs to be reviewed. Many students still face a complex and difficult social world due to school
violence vested in maintaining the status quo of keeping school masses under control by dominant
institutionalised power, also involving discrete incidences of violence in the school evoked by
students, teachers and parents/guardians.

Between 2000 and 2007, postcolonial scholars Ashcroft et al. (2000, 2007) cited DuCille’s
(1996) work in related fields which “shed light on the way” in which the theoretical lens of a
discourse on school “violence was often hidden beneath the civilising rhetoric of imperialism (p.
5). This reminds us, perhaps, of the most profound sense of imperialistic imposition in the
education system of African colonies that puts unfair demands on students concerning use of
English by force and/or through violence. Imposing English language on students denotes
linguistic cultural imperialism: “early in its usage ... English language ... simply means ‘command
or superior power™ [in the school systems] (Loomba, 1998, 2005, p. 10).

As Monchinski (2008) puts it, “power plays itself out in the everyday classroom in the forms
of the language allowable there. Standard English is privileged as proper or correct English over
black English and other non-standard forms of the tongue” (p. 156). In addition, Achebe (2009)
recounts how native language was outlawed and condemned in a school situation using violence.
As adapted from his The Education of a British-Protected Child: one evening during a time when his
mother Janet Anaenechi oeghunam was still a student at “St. Monica’s Girls School” (p. 10) there
was Miss Edith Ashley Warner the school principal and she was also her teacher of English who
on some occasions ordered her “to eat the food in the dish and afterwards wash it carefully” (p.
9). Interestedly, Miss Waner spoke in Igbo the mother tongue for Janet. Beyond everything, “she
was apparently learning the language and used it [remotely] on [that] occasion, [by saying]
Awakwana afele, which should mean do not break the plate. [As a non-native speaker of Igbo
language Miss Waner was amiss, she deserved to be corrected, hence that moment could give Janet;
her student, the privilege to teach-the-teacher. Even with fear of violent repercussions, whenever
Janet perceived a mistake in Miss Wanet’s order, she was] unable to contain her amusement [she
always| giggled. [This proved] to be [an instinctive] mistake [Janet was not very aware of]. The
Victorian lady was [always irked by Janet’s giggles. One day,] she picked up a huge stick and
walloped her good and proper. Later, Miss Waner called Janet and gave her a stern lecture on good
manners [by proclaiming that] if I speak your language badly, you should tell me the right way. It
is wrong to laugh at me” (Achebe, 2009, p. 9).

Thus, we can no more legitimately deny that during the colonial and missionary span, the
school was and is still a site of violence. This requires teachers and students to learn how to reach

a compromise without violence and it should be a key requirement in art education. Art teachers
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formulating a critical curriculum need to encourage students to review their own ways of thinking
when they are in an obscure situation and learn how to create alternative solutions by using critical
thinking. hooks (2010) observes, “when teachers are revered, admired profoundly and respectfully,
our ability to teach is enhanced as is the ability of our students to learn” (p. 114). In the school,
this can pave the way for art teachers to work towards protecting all students from forms of school
violence. For students who are victims of violence, art education should become their site for self-
determination, and this means teachers need to formulate a critical curriculum which can conciliate
and intervene rapidly in disputes of violence. “Key to the spread of Western cultural forms, [which
include] the dominance of European languages such as English, Spanish, French and German”
(Tikly, 2008, p. 21).

Locally, many young African pupils are accustomed to speaking individual tribal languages,
however, the school seems to take them away in exchange for Western languages and culture;
concomitantly, this is an act of violence. Put simply, many schools in Africa particularly primary
schools still tolerate resistance towards mother tongue practices by using cruel corporal
punishments. If a student is identified speaking a mother tongue, they are “associated with [having
an| impressionable mind with low status, [their actions are imputed to] humiliation, corporal
punishment, slow-footed intelligence, ... downright stupidity non-intelligibility and barbarism”
(Ngugi wa Thiong'o, 2004, p. 18). Earlier, in 1995, Ngugi Wa Thiong’o illustrated school violence
by using an experience he personally went through, as concerns language:

One of the most humiliating experiences was to be caught speaking Gikuyu in the
vicinity of the school. The culprit was given corporal punishment—three to five
strokes of the cane on bare buttocks—or the culprit was made to carry a metal plate
around the neck with inscriptions such as I AM STUPID or I AM A DONKEY.
(Ngugi wa Thiong'o, 1995, p. 288)

In fact, however, these instances substantiate humiliation experiences caused by violence in
the school happening to students. Further evidence concerning school violence and corporal
punishment is divulged by Chinua Achebe (2009) whereby, even if “education [at the time of his
schooling] was completely in the hand of native teachers, the legacy of the unspared rod remained
... you [can get] walloped not for laughing when a mistake [is] made, but for making it” (p. 10). As
we have already remarked, hence, we may have to affirm that colonial and/or Western educational
philosophies justified “authoritarian approaches [in] teaching and learning, [which included]
widespread use of corporal punishment [to enforce and/or maintain school discipline. Not only
that, their education shaped illegitimate conventional control systems across different areas of
school’s social life; everything from top to bottom became thoroughly] bureaucratic in nature [and
this also included memorising facts to pass tests and examinations hence leading to] rote learning”
among students (Tikly, 2008, p. 24).

In Uganda, students try hard to pass exams by cramming for fear of corporal punishment if
they fail. As art education scholars planning a critical curriculum of art education we need to work
upon such multiple coexisting postcolonial realities and build learning environments that deserve

greater study of putting an end to violence in school systems. Such sentiments echo the perception
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of reasons why a critical curriculum of art education should include critical thinking instructional
themes to allow teachers to focus on tracking violent tensions in the school. In this way, art
education will address a broad range of concerns and meet individual students’ needs where there
is a growing fear of violence in the school.

Quite often our society tends to view (corporal) punishment particularly in the school systems
as normal, but to young students it is humiliation. In Uganda, the kind of “argument put forward
by some teachers who subject leaners to corporal punishment is that this it is one way of instilling
discipline into students” (Kibuuka, 2016, p. 21). In a complex overview, Davies (2005) citing
Harber (2015) argues “across the globe [a culture of violence has become commonplace in]
authoritarian schools. [Thus,] physical punishment is [seen as] an obvious preparation for the idea
that violence is a good solution to a problem, and there are large numbers of teachers, parents and
students in countries ranging from USA to Taiwan, from Morocco to Zimbabwe, who still support
corporal punishment as a viable way of disciplining pupils” (p. 636). We need not wonder, then,
that colonial-related influences in education are still rooted in such common pursuits of shared
visions jointly held within internalised beliefs and practices of school policies. As teachers of
postcolonial theory, we can use a critical curriculum framework of art education to lay stress on
methods which can help students to acquire and apply knowledge and skills of their intelligence
without violence. This also means scholars of art education need to take advantage of realisable
self-expression opportunities situated in art and formulate exercises based on deploring violence
to uplift mother tongue use in the school systems. If implemented properly in a critical curriculum,
this can help students to come up with a body of knowledge full of suggestions for solutions that
inform cultural imperialism and knowledge which can provide awareness about unfair or unpopular
practices and beliefs embedded in methods of learning that could cause unnecessary school

violence.

Cultural imperialism in postcolonisation

The concept of cultural imperialism as part of postcolonisation has considerable relevance
connected to this dissertation; however, both also encounter substantial misinterpretations that
deserve clarification. Firstly, imperialism can be understood as a Western policy which was used by
colonialists to expand their power and influence over colonised tetritories to impose their national
culture. Moreover, postcolonialism as we have discussed throughout, focuses on the aftermath of
colonial experiences. Hearn (2011) explains:

Imperialism in its political form is the establishment and maintenance of an empire:
the dominant country claims sovereignty over the subdued and effectively governs
it as a weaker country, making decisions on its behalf that shape its political and
social development ... (p. 340)

To the colonised, imperialism incapacitates right of possession, it makes the colonised
submissive, while, at the same time, it gives control and influence to the oppressor to dominate

and make political and economic policies favouring their own interests. From Hearn we can also
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unravel a basic ideological cluster that constitutes cultural superiority, which consumes our own
ways of life through policies of economic manipulation and via the monopoly of transnational
economic empires per se. To clarify, African school curriculums are structured with knowledge
appealing to the coloniser’s own culture to transmit economic exploitation by filling up trivial jobs
with white-collar workers as guardians of their loot. That is to say, a useful critical curriculum
framework of art education should concentrate on providing learning which can help colonised
people to realise their political and economic self-determination. Art students should be
encouraged to use their artworks and examine existing white man’s burdens along with
perpetuations of power-politics within their social surroundings in order to transform society by
using a collective voice provided by art. This can also be achieved by exploring their own material
and symbolic culture; they can use it to express their resistance during learning. Examples of
material culture usable in art education include: bark cloth, ornaments, monuments, native fabrics
and indigenous art and crafts. Put another way, by using our own material culture during teaching

and learning art education can achieve the purpose of resisting imperialism via political action.

Figure 4.

Using mother tongue to create an artwork on a bark-cloth surface: a
political action against imperialism:

Artist name undisclosed: Produced by a pupil from a Finnish primary
school.

Mitd kuuluu means: How are you?

Linked to the concept of cultural imperialism, Ashcroft et al. (2000, 2007) are more
enlightening: “imperialism is economic control, its primary importance involved a reconstruction
of the economic and social resources of colonised societies” (p. 33). In essence, Ashcroft et al. try
to argue that the existing school curriculum used by colonised people of Africa impedes their
economic progress and education continues to face ominous reconstruction via scholarships and
sponsorships linked to multinational corporation superintendencies that drive global culture
through incentive deals and exchanging, capturing and destroying our distinctive local customs. As
an example, in Uganda, Unilever, a British multinational consumer goods company, has positioned
itself in various sponsorships or bursaries at primaty school level by using Blue Band, a brand of
its margarine products. To be exact, its goals are not precisely connected with reconstructing
economic conditions of needy parents, or for making improvements towards students’ educational
achievements and environments. Instead, Unilever indirectly targets schools because they are its
source of buyers and therefore, supposed sympathy regarding sponsorships is actually intending to
benefit its economic performance in the global market.

In Ngugi Wa Thiong’o’s (1993) term concerning the meaning of cultural imperialisms:

It is the continued domination of the worlds by a handful of European languages
and literatures, which can only make the world poorer not richer. The transition in
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African, Asian, South American, North American and European letters is towards
traditions that will freely give and take, based on equality and mutual respect, from
this vast heritage of human creativity. (p. 24)

Arguably, Ngugi Wa Thiong’o reiterates the significance of European languages in giving the
direction against cultural imperialism and also tries to inform us that colonised people need to
struggle and pull the thorn from their flesh in order to break out of dominating viewpoints
influenced by European culture, concealed in few languages and written documents, since it is
colonial oppression brought about by imperialism. Its presence to the colonised has not only
yielded their longed-for needs of making themselves prosperous, but, it has also generally put
forward cultural interdependence. Actually, Ngugi wa Thiong’o is in other words offering
suggestions to art teachers to use a critical curticulum framework of art education as a motivation
in leading students toward sanctioning monolithic ideas prevailed by a handful of European
cultures that colonised people view as truth and reality. Not only that: by using a critical curriculum
of art education, teachers and students can share insights and discussions about how to mobilise
action to what is deemed to be of (economic) value in their cultural heritage with regard to the
particular aspect of indigenous practices, namely language, art, architecture, stories and cultural
music, etc. If students can acquire art education based on resisting cultural imperialism, then
learning will try to achieve an end toward the internalisation of the coloniser’s identity, which
perpetuates exploitation. School curriculums should not make native cultures vulnerable to external
knowledge productions of the coloniser. Central to such a turn, art education should be used as a
means of strengthening students’ political resistance. Teachers should base learning on neglected
challenges within native cultures; as an example, the lack of local activism for girls” empowerment

in some cultures of Africa.

Postcolonial and the feminist perspective

There is no single form of feminism, because in every country, the rights of women
are different. (Baumann, 2019)

Feminism pursues women’s emancipation and their rights: at least, it reckons on the rationale
of fairness. In other words, it is all about equal rights and opportunities for women in the societies
where they belong. Rather, it includes “human rights abuses, especially against indigenous women,
[which should] be dealt with quickly and severely” (Pio 2020, p. 8). “The vastly different
experiences of women and attitudes towards equality between men and women makes it difficult
to provide a global definition of feminism” (Mooney & Evans, 2007, p. 91). To this dissertation
and as concerns postcolonial theory, feminism deals with experiences in the lives of students who
are mainly girls “from impoverished and oppressed countries,” like Uganda (Mooney & Evans,
2007, p. 91). “Women have often been seen as mothers who would shape the next generation, and
as workers, for example, potential contributors to the economy” (Monkman, 2021, p. 3). This

means feminism shall put more stress on cultural assumptions built on the social roles established
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by African societies as being appropriate to girls, off to the side of boys.

In Uganda, during colonial-missionary education we learned that social and cultural education
starts from home by parents and guardians who work as mentors. They introduce young boys and
gitls to early training in skills for producing home implements like baskets, bark cloth, pottery,
blacksmith and other handcrafts. In school, throughout colonial days “topics covered during
teaching women included, cooking types of food, child-care, scientific farming and mending
studies” (Sifuna & Otiende, 1994, p. 198). In like manner, the introduction of missionary education
improved and advanced education for gitls by encouraging then to become nurses and midwives.
Culturally, men were encouraged to work and provide for women. However, today, coeducational
schools have given equal educational opportunities to gitls who have also enrolled in courses
commonly believed to be male-oriented and some have graduated to become experts in various
professional occupations which necessitate masculine vocational skills.

Pre-eminently, art educators need to use a critical curriculum of art education to appreciate
distinguished works of women or gitls in order to inspire others and to build a fair and impartial
society. Girls, to a larger extent are still viewed as objects (of sexual desire) rather than subjects
(seen as fully human) in many traditional African societies. This maybe what Pio (2020) was refering
to in his Gender and Indigenons Education and Practice that: For indigenous girls, domestic work, early
marriage, rape, teenage pregnancy and other forms of physical violence are significant issues
impacting their education” (p. 14). Such situations can in practice be treated as cases in which there
is really no remedy at all. In fact, this makes it impossible for them to share equal opportunities in
material wealth along with being able to adequately take leadership positions in society. Unlike a
boy, the African girl is expected to have a clear picture of the kind of life that surrounds her position
in the society where she lives. In that case, as she matures, her sexuality and sexual identity may
sometimes clash with society’s social or religious notions, which are in all likelihood always
culturally disruptive to her understanding of reality. Such society norms cause too many distractions
in the different ways girls are supposed to determine a clear vision of their future life. No wonder,
“it is alarming that in Africa girls can expect to stay in the school for only six years compared to
eight years for boys” (Tikly, 2008, p. 28). We can but hope for better days, like “in some regions,
for example, gitls stay in school longer because the jobs available to boys are not available to gitls,
so they have no other option—there are no jobs to lure them away from school” (Monkman 2021,
p. 12). Mooney and Evans (2007) clarify that

In the international arena significant pieces of legislation have acknowledged the
common experiences of women... [such as mass] rape and sexual enslavement [and
other] horrific modes of human rights abuse recognised as “war crime” and [as]
crime against humanity [they must be avoided]. (p. 91)

Here we see that the plight of young gitls in some African societies consists of experiences
that violate their chastity via sexual abuse and discrimination. To explain further, in many cases
girls are denied equal access to education, even simple respect and human dignity; they are
subjected to arranged marriages as underage girl brides; they endure genital mutilation, suppression

and incest, forced prostitution and sexual abuse. Other “violations include sexual violence and

93



trafficking, killing or branding women as witches, militarisation or state violence and development-
induced displacement. Security forces also target tribal women for sexual violence” (Pio 2020, p.
14). Besides this, poverty forces many young gitls to work as servants, along with signing up for
other societal exploitations. Monkman (2021) asserts

Experiencing Gender-Based Violence (GBV) deters children—usually girls—from
attending school, diminishes their ability to engage in their schoolwork, and generally
makes the school experience a negative one. GBV includes bullying, but can also
lead to unintended pregnancy, or acquiring HIV or other sexually transmitted
infections (p. 9).

All these result in forcing gitls to drop out of school and contradict the notion of their human
rights. Teachers of art education are supposed to incorporate such experiences of gitls in a critical
curriculum by highlighting the extent to which they undergo steady disfranchisement, which makes
them cheerleaders to what society expects out of them and not what they want to be, if they
continue to be in school.

In promoting feminism, teachers of art education are expected to include social and
emancipatory ideals concerning advocacy of women’s rights. In this way, a critical curriculum of
art education shall include political and social themes discussing cultural behaviours and actions
that affect raising awareness about making better the economic equality of girls (whether from
urban or rural areas of Africa). Examples of political and social themes include access to education,
freedom from violence, liberty and health just to mention a few, for gitls to be viewed as valuable
partners in developing society. One could even push this argument further and declare that lack of
basic knowledge on the subject of human rights is the fundamental reason why many young gitls
are subjected to doing very difficult jobs or manual labour inappropriate for their ages, at home.
According to Loomba (1998), “women and colonised peoples functioned in economies which
rested on their labour, and both were subject to ideologies which justified exploitation” (p. 39).
Loomba’s notion allows us to see more precisely that teaching and learning should continue to
examine the general rationalisation of masculine and feminine roles in society via a critical
curriculum of art education. This will help gitls in the school to understand how cultural norms
about gender role expectations should be discussed by comparing feminism with the historical role
of men since colonial days. Ngugi wa Thiong’o (1965) expounds the same notion using a basic
narrative:

The women and men of Makuyu (village) were already up and about to carry out
their morning chores by the time the two gitls, with their water batrels weighing
heavily on their backs, reached home ... Some women, apparently not early risers,
were just now going to the river to fetch water, while here and there, cattle and goats,
with small boys trotting after them, trailed in all directions. (p. 28)

The traditional distinctions of male and female roles that frame feminism in Ngugi wa
Thiong’o’s narrative confirm to us that perhaps it has been culturally taken for granted that women
are suited for different tasks than men. The same thinking can be ridiculously affirmed in
Monchinski’s (2008) feminism that “traditionally men as a whole have been bigger and stronger

than women and used their advantages to control political and economic power, lording it over
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women” (p. 7). For us, we can say, if girls can receive education through art and crafts they can
achieve economic empowerment which can later help them to change society’s cultural expectation
about them, which includes, encouraging specific behaviour and thoughts combined with aspects
of culture and power, hegemony and patriarchy that make boys believe they are superior to gitls.
Gunnarsson (2022) forewarns art teachers about the impact of exploring affective qualities within
the teaching equality to dealt with it a thoughtful and cautious manner: “When the teaching
addresses norms of masculinity, showing how boys are also affected by inequalities, this group of
students instantly became more engaged, which shows the impact of having one’s own position
being recognised.” (p. 196)

Mooney and Evans (2007) argue, “women are still seen primarily as doing emotional, caring
and private domestic work, notwithstanding their contribution to the public economy” (p. 92). In
this sense, we can also advocate that students of art education, particularly girls, should take
advantage of a critical curriculum of art education and tell others about their painful or frightening
and constraining experiences that cause invisibility to them, or, express to others experiences which
brings about hindrances in feminist inclusiveness as regards their purpose in the society where they
belong. As teachers of art education, we can also use a critical curriculum of art education to discuss
successful women by presenting popular indigenous artworks produced by them with the intention
that young gitls can be inspired to be like them. To some extent, this can help to increase school
retention and/or reduce gitls dropping out of school by working hard to fulfil their (correlative)
dreams and become successful. Thus we can now assert that it should not be too surprising that
“women in Sub-Saharan Africa—still remain excluded from gaining equal access to Western
literacy” or education per se (Egbo, 2000, p. 3). Traditional lack of common sense as concerns
purpose of education makes some parents think that it is a waste of money to educate a gitl who
will grow up to marry and take care of another man. In reality “many indigenous communities give
priority to education for boys, and where there is a bride price, the girls are married off early” (Pio
2020, p. 14). In general, some local beliefs and naivety cause such unjustifiable reasons which make
certain societies resent providing girls with educational opportunities which can adequately lead
them to possibilities of achieving what belongs to their human rights.

Ngugi wa Thiong’o (1977) shares a life tale of two primary school students who were friends
from his village. The boy was known as Ritho and Wanja was a girl. In their perceptions and future
anticipations after education, as a young boy, Ritho had the “ambition to design and build a bridge
for poor people over a road or a river”. That aspiration caused Wanja’s feminist sense to wondet,
by asserting that

Boys were always more confident about their future than us gitls. They seemed to
know what they wanted to become later in life: whereas with us girls the future
seemed vague ... it was as if we knew that no matter what efforts we put into our
studies, our road led to the kitchen and to the bedroom. (p. 37)

Ngugi wa Thiong’o in turn helps us to see cleatly the struggles of an African gitl: it is not
simply about inferiorisation and exclusion in terms of gaining professional skills and knowledge

from the school, but her future is also still abstractly vague. Again, Ngugi wa Thiong’o seems to
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have recognised feminism and the disproportions within educational attainment; he tries to tell us
how employment and opportunities in the labour market favour boys. However, it is necessary for
us to consider such feminist discursive interventions in the anticipated critical curriculum of art
education, because they keep us anxious and aware of prejudice, bias and discrimination about

future prospects for girls.
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CHAPTER V

Globalisation

This chapter gives an introduction to globalisation theory. It attempts to explain the meaning
of globalisation as a concept oriented towards understanding national and international policies in
education as a basis for appreciating African cultural heritage. Key concepts of globalisation and
education facilitated investigations about how to confront social justice; equal opportunities and
students’ concrete lived expetiences for the re-envisioned ctitical curriculum of art education.
Further, this chapter discusses globalisation perspectives concerning privatisation and
liberalisation: how they seem to have ceased to wotk well and/or enhanced the effectiveness of
education systems in Africa, but most importantly Uganda. Much of the investigation described in
this chapter gives insights into Education-for-All, neo-liberal systems for art education, human
rights concerns and awareness as regards the African child. Moreover, it takes aim at answering
one particular question: How might we re-envision a critical curriculum framework of art education
for primary school level in Uganda, through contexts of globalisation discourses? At the end, it
looks at important issues concerning global education and how the school curriculum has not
effectively embraced concerns about the purpose of teaching and learning which empowers local
knowledges, along with censoring a valuable cultural resource of student's mother tongue; such

school situations offer a loss of connection to our cultural heritage due to global modernities.

Globalisation theory
Globalisation is both a process and a theory. (Erwin, 2005, p. 614)

Using Erwim’s expression, we need to reconsider common contingencies in both theory and
process as far as globalisation theory is concerned. At the broader level, it pushes scholars to
question and provide a clear understanding of how, even in education globalisation constructs
homogeneous trans-nationalisation dimensions reframed in political, economic and social
relations. Indeed, Cuterela (2012) is correct when he states that globalisation refers to “the
emergence of [a single system of] international networks, [to accelerate worldwide economic,
political and social relations]” (p. 137). From that perspective, we can better understand how
specific the process of globalisation is putatively linked to international trends. Further, for this
dissertation the processes of globalisation are understood as a complex and multifaceted
phenomenon encompassing various cultural debates earmarked with diverse meanings, contexts
and practices. Hence, globalisation theory will not only specifically discuss education; it will also
touch on other related disciplines, particularly language politics and human rights.

As affirmed by Robinson (2007), globalisation as a theory draws “on the distinctive
contributions and traditions of multiple disciplines” (p. 125). In this sense, the intellectual sphere

of the term globalisation can be diversely applied in cross-cultural explorations including
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contributions of art education. As an example, globalisation can allow enhancements of cultural
vitality and heritage reputations through education and commerce. Regarding local art,
globalisation can provide employment and economic growth to local people through cultural
tourism; the social benefit is that traditional artforms which have been passed on through one
generation to another in their multifarious media and cultural appropriations can be used to
generate income through international exhibitions or local sales to tourists. This provides a
launching point for establishing employment opportunities accessed in art-based careers. Referring
to the relevance of globalisation theory to this dissertation, it is most closely associated with
Ahluwalia’s (2001) rationalisation which states that “there is little agreement across disciplines on
how to theorise globalisation” (p. 114). In consequence, we have to react to the bigger question:
when did studies concerning globalisation theory begin and what is in its sequence of adverse
occurrences?

According to a historical source made available by Robinson (2007), the extreme importance
of “globalisation studies [became increasingly apparent| from the 1970s onwards.” It was actively
concerned with “several sets of phenomena that drew researchers’ attention”. Up to this point,
today, perhaps one could assert that in some education discourses there are some globalisation
occurrences such as those situated in Robinson’s list of its origins which are vital as regards its
existence. The first one is from “the emergence of a globalised economy involving new systems of
production, finance and consumption along with worldwide economic integration” (Robinson
2007, p. 125). To us educationists, new systems of production and worldwide economic
unifications means globalisation involves advanced methods of teaching and learning that embrace
new adaptations based on coping with new technology interfaces, media and information in a
global-centred society. One of the most appreciable impacts of globalisation in education is on
how sites of global communities integrate to assist in rebuilding the adequacies of the school and
society by using systems of production in technology which support efficiency, accuracy,
communication and documentation. Not just that: globalisation and education enables trading in
educational commodities via flexible online platforms where scholarly works can be shared and
consumed.

Secondly, globalisation nurtures “new transnational or global cultural patterns and practices

. [in order to improve educational policies and] ideas of ‘global culture(s)”” (Robinson 2007, p.
125). Most importantly, it pays attention to knowledge concerning global issues and permits
students to understand the wortld through interrelated and/or different kinds of organisational
systems, popular culture and multiple knowledge perspectives. Through globalisation, the cultural
thetoric of popular education appears to be easily directed at practices and possibilities of adapting
similar social and cultural prominences. Its positive is that it gives young people universal education
and standardised qualifications. Not only that: a universalised education evades the risk of seizure
by authoritarian governments. Autocratic regimes have potential to violate human rights; via
education, they can do that through mass brainwashing, disciplining and punishing, dominating
and controlling school cutriculums. Furthermore, the merit of universal education is not only in

achieving almost identical methods of learning and better knowledge; rather, it opens international
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boarders for education and work.

Further, Robinson (2007) mentions a third phenomenon concerning the “global political
processes, [which came as a result of] the rise of new transnational institutions and concomitantly
the spread of global governance and authority structures of diverse sorts” (p. 125). In terms of
global political issues, we can briefly say education is one of the most important influential factors
when it comes to preparing citizens expected to participate in political processes of their countties.
Practising democratic values includes using attained knowledge and skills to struggle for social
justice, along with helping people to understand the value of respecting existing laws. As regards
the perspective of transnational institutions towards education and globalisation, they provide
services appertaining to exporting and sharing knowledge or providing education through
correspondence. The affiliated school or department of education can issue credits towards a
qualification, set up regional accreditation agencies and also collaborate with schools in the country
where the student is located. Transnational education supports countries and students who wish
to build their education capacity and/or improve their learning across and beyond local providers.
Sometimes, the affiliated school is constrained for financial reasons or the purpose can be based
on knowledge expansion. However, this may sometimes turn education into an export business,
and this can affect its efficiency as regards local operations and/or the quality of domestic
education systems can be compromised, not to mention a lack of quality assurance and supervision
by legally and electorally legitimated local education authorities. Similar challenges in education can
arise in many contexts. Put another way, through global political processes, authoritative decisions
can be taken over by transnational policy coordination and this can make local institutions become
powerless since democratically elected governing bodies put together by parents and local
community members will be rendered dormant.

The fourth key point of Robinson’s (2007) phenomenon of globalisation is migration and
resettling. It culminates from an “unprecedented multidirectional movement of peoples around
the world [and involves] new patterns of transnational migration, identities and communities” (p.
125). Locally, we can say migration and diaspora are coincidental occurrences of education. This is
not only about teachers and students that relocate in the pursuit of an enlightening experience
provided by schooling expeditions; migration and resettling also involve support staff and/or other
qualified personnel. With the same view, it becomes vitally important for us to suggest that this
phenomenon of global migtation and/or diaspora becomes apparent when people move from rural
areas to cities for employment prospects, acquisition of professional skills and qualifications, along
with living in ameliorated life conditions. Mooney and Evans (2007) lament, “the migration policies
of developed countries show that they encourage only particular kinds of migrants based on
employability, financial means, language skills and cultural capital generally” (p. 166). In essence,
migration and resettling of immigrants puts families under duress, whereby, migrant families
(especially their children) enrol in (alien) schools to be able to participate in regular educational
programmes. In such circumstances, they find themselves accepting inherited sets of unknown
beliefs and cultures uncritically. As an example, in many cases, immigrant students are more likely

to be forced to follow unreflective factual teaching, which includes taking on new languages and/or
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suffer penalties for using their mother tongues. Ngugi wa Thiong'o (2004) laments on migrant
receivers of global education that

Those of us who have inherited the English language may not be able to appreciate
the value of the inheritance. Or we may go on resenting it because it came as patt of
a package deal which included many other items of doubtful value and the positive
atrocity of racial arrogance and prejudice which may yet set the wotld on fire. But
let us not in rejecting the evil throw out the good with it. (p. 19)

Clearly, then, when it comes to international education systems, a learned migrant student is
recognised by their ability to read, write and communicate through the dominant language; this is
what Chinua Achebe calls the “atrocity of racial arrogance”. We also find a comparison in the
prominence given to passing the Test of English as a Foreign Language (TOEFL) or International
English Language Testing System (IELTS), not to mention others like “the Program in
International Student Assessment (PISA)” (Koh 2017, p. 4). It is certainly possible to hold the
view, as some have, that postcolonial school systems have continued to use this as an elimination
method to segregate those who they believe are equal to them or their values so that they can share
with them intrinsic and predisposed education. In other words, it hides racial discrimination; it
provides a reason for chauvinism. One may argue, if TOEFLs were based upon concepts
of fairness, then all categories of students should be examined with the same criteria without
exemptions.

Drawing on available empirical evidence, this became apparent in systems of education during
the course of time corroborated in Chinua Achebe’s (1996, 1999) Things Fall Apart: “Achebe grew
up and came of age in the culture of colonisation... [his] early education [was at a] Church school,
[and upgraded at] the prestigious government secondary school... [Hence it remains absolutely
true that this made him infract from] the culture of colonialism. [Moreover, those days] schools
were modelled after British public schools (the equivalent of prep schools in the United States),
which meant that the values they promoted ... were essentially English” (p. xiv). With reference
to Uganda, English can present some positive contributions as regards education, and for local
migrants it can help them to develop a practical consensus necessary for intercultural
communication and interactions. Along the same lines, it can give a helping hand towards settling
important issues of vital concern within traditional African societies built on high levels of ethnic
diversity. However, for a migrant student whose priority is to resettle without relinquishing their
beliefs and cultures in the school, settling in foreign languages means remaining calm and accepting
dictated restrictions they are not accustomed to.

The fifth key point enumerated by Robinson’s (2007) globalisation theory reveals a sequence
of adverse occurrences in terms of “new social hierarchies, forms of inequality and relations of
domination around the world and in the global system as a whole” (p. 125). Perhaps we might say
they all legitimise struggles aiming at imposing parity in society. An example of the latter can include
linking students’ performances to established international grade level standardisations. This also
includes the different roles expected of a teacher; “in many high-performative education systems,

teachers are held accountable by policy makers, parents, and school administrators for students’
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performance” (Koh 2017, p. 5). In the prevailing set of circumstances, hooks (2009) identifies that
“we are not all equal in the classroom. Teachers have more power than students” (p. 114). Actually,
in the school social hierarchies can be seen in the ambiguous structuring of people in authority.
From the position of the director, school board of governors, principal, deputy head teacher,
teachers, matrons and other staff members, including student leaders such as the head boy or head
girl, prefects along with class monitors, down to the lower level of the student status. Further,
social hierarchies in globalisation and education include social divisions like class, age, gender, race,
religion, language and ethnic identity, etc. These and more have been a reality in all human societies
where hierarchies exist. Anew, in the school such social hierarchies can be easily identified by
considering relationships between students and teachers. Relations of domination, power and
authority still mediate the teacher’s conduct in many African schools and some other parts of the
world. However, hooks (2009) continues to warn teachers by arguing that “we must be willing to
acknowledge the hierarchy that is a real fact of our different status, while at the same time showing
that difference in status need not lead to domination or any abuse of our power” (p. 114). Case in
point, the forceful attempt of demanding students to address their teachers by using “Sir” with a
honorific title. In many cases, students who fail to address their teachers with such honorary titles
are severely punished and considered disrespectful.

Generally, with more young people enrolling in the school, there is serious need to involve a
critical curriculum of art education that can try to help them to explore parallels between inequality,
control and domination across the globe. In this way, students can learn how to “act with authority
as independent political agents in the classroom and in larger society” (Giroux, 2011, p. 158).
Finally, we can use Robinson’s positions and generate more erudite results for globalisation and
education. It is upon us globalisation scholars to try and equip students with art education
knowledge via a critical curriculum that can adequately critique education policies and systems of
global oppression which give teachers powers to restrict students from practising their own reality
and force them to follow a globally focused curriculum built on Western culture and discourses
concealed in civilisation rhetoric, which also focuses on economic exploitation. Much of the
argument in Robinson’s globalisation and education tries to aim at developing knowledge and skills,
business attitudes, which can enable learners to confront the challenges of an interconnected world.
Rather, they do not question its efficiency as regards appreciating cultural heritage in developing
nations where the majority of educated people are not given education and skills that suit well the
demands of their local needs. This brings us to a very important question and one which demands

critical answers.

What is globalisation?

From a chronicled perspective, Zajda (2005) adduces that “globalisation is not a new
phenomenon, ... it has existed, at least, from the Roman Empire. What has changed has been the

pace and pervasiveness of this process” (p. 57). Zajda seems to provide a conceivable and brief
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scholarly understanding concerning the portion of the past from which the meaning of
globalisation and its importance should be determined in order to enable us generate further
discussions with reference to the same perennial issue. Cuterela (2012) argues, “the term
globalisation [emerged in the | 1930s [as it is specified in an overview of] a publication entitled
Towards New Education. [The intended purpose was to ascribe a particularised quality towards] the
human experience in education” (p. 137). In line with earlier postulations from Zajda, we can also
relate to Cuterela and contend, not to dispute the inaugural implication stated by Robinson (2007),
about “globalisation studies [and how they] became apparent in the 1970s” (p. 125). From their
verifications we can argue that in order to understand the meaning of globalisation, scholars must
think about it from a perspective of educational standpoints obtainable from various proposed
works delineating its causes and connotations. Other globalisation scholars state its meaning in
relation to a mind-set that prevails within “community [to the student, knowledge and skills
provided should] extend beyond the walls of the school, the city limits and even national borders”
(Balistreri et al., 2012, p. 23). Moreover, they also agree that it is not actually a new phenomenon.
From their explanation, globalisation becomes quite an essential delineation; firstly, because it
resulted in making groups of different people discern their lifestyles as if they are in a single
community/global village. Then, also, their meaning towards globalisation theory suggests that it
is one of the driving forces for growth when it comes to cross-border economic activities, which
include education.

As a further matter, in many scholarly explanations intimated to the definition of globalisation
theory, scholars do not state it with an exact meaning, probably because “the concept of
globalisation is complex.” As a “term, [it] “is viewed differently even within particular academic
disciplines, [such as education. Moreover, as the combinations of its relevant notions go] across”
[various] disciplines,” [their variations towards globalisation significance and impact increases
further] (Bray, 2005, p. 37). In keeping the search for the meaning and interpretations of
globalisation, indeed, Tavin and Hausman (2004) are correct to affirm that “it is not a cleatly
defined thing” (p. 47). Admittedly, we can go further and suppose that there is no exact definition
to globalisation hitherto given, even though many authors have attempted to interpret and give its
meaning in various contexts as it seems to appear so far. This is probably because views pointing
to the term globalisation are continuously spotted in different fields, such as those, which
contribute to economic experiences supported by foreign firms, transnational corporations and
international organisations, not necessarily in education. This clarification arises in many contexts
and discussions about globalisation and education.

Again, Cuterela (2012) points to “Roland Robertson a professor of sociology at the University
of Aberdeen [as] the first person [to give an explanation to the meaning of globalisation by using
an experience, which originates from contingencies of an individual that it is] the understanding of
the world and the increased perception of the world as a whole” (p. 138). Hence, we can now
reasonably claim that globalisation forces us to pledge to work towards expanding our
understanding about everything in the world, specifically, via education. In this way, we participate

in global language enlightenments and other cosmopolitan global cultural practices, such as
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Internet communities pertaining to education. In other words, globalisation and education try to
keep us in contact with manifestations and perspectives of cultural diversity in today’s world.

To this dissertation the most important consideration that cannot be overlooked as regards
stating the meaning of globalisation and education is “the establishment of a knowledge-based,
magnet economy and a learning/learned nation” (Geo-Jaja and Zajda 2005, p. 110). In essence, the
need for an increase in global knowledge provides an economic base for innovations via education.
Case in point, a professional artist and/or designer with formal skills can spare some money to
purchase art tools and equipment manufactured abroad, and they may even be custom-made from
different countries. By the influence of globalisation and education the African cloth designer or
artist will create fashion products and sell them abroad to giant retailers and/or make transnational
trade deals; do advertisements or liaise on worldwide deliveries of finished fabrics or goods. Even
more importantly, it increases the availability of employment in existing separate global labour
markets, like in areas of tourism, leisure and hospitality. Brakman et al. (2009) affirm that
“globalisation is the growing interdependence between countties through trade and/or increased
factor mobility” (p. 56). As vatious globalisation scholars have stated, perhaps then one could argue
that globalisation compels education to continuously advance and evolve in different forms
through support enabled by international collaborations, whereby exchange or foreign students
travel to study abroad to expand their cultural knowledge and opportunities. This is not to mention
trade in scholastic equipment, tools and materials intended ordinarily for expanding and
exchanging (cultural heritage) knowledge in different spaces of the world. Arguably, mobility and
increased trade in education within globalisation play a critical role towards its meaning via art
education. Put simply, currently art education programmes have a strong presence in international
collaboration activities pertaining to the promotion of cultural and educational exchange, such as
the United Nations Educational, Scientific and Cultural Organization (UNESCO) and the
International Society for Education Through Art InSEA), etc.

According to Jovanovic (2011), globalisation is linked to policies concerning expansion and
consolidation of the right to govern and control nations without external interference; this results
in potential abuse of dominant positions in local and national governments compelled by “political
power and regulatory influence of supranational authorities” (p. 250). By using the assertion
“supernational authorities” in globalisation, Jovanovic helps us to understand its meaning via the
existence and importance of problematising multinational associations and corporate organisations
when it comes to education and globalisation. To illustrate, if schools provide a surplus of graduates
as professional workers, it means salaries paid to recruited civil servants will become lower. This
becomes advantageous to multinational corporations in terms of making profits and emphasis on
dropping experienced workers through age discrimination is accentuated. Furthermore, through
the meaning of globalisation, we learn that supernational authorities in education determine
ideational frameworks which are culturally shared by policymakers to structure educational goals
and curriculum policies. The meaning also tells us how education organisations agitate for
privatisation and commercialisation of public education systems, trade liberalisation and market

(de)regulation as some of the most ambitious proposals for global education in developing
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countries. Such reform policies continue to economically benefit transnational corporations with
opportunities of penetrating a larger local market for high profits. We can suppose that this could
be the other reason why multinational corporations prefer to invest in sponsoring specific
educational programmes that can in the future profitably expand their lines of business.

In 1992, Robertson described globalisation as a system that leans on identical policies and/ot
culture built on a monolithic structure that aims at accomplishing possibilities of eliminating social
hostilities. Indeed, he argues, “globalisation moves nations towards homogeneity [and] promotes
education reforms guided by market forces” while affecting values of society, and advances a
solidified national identity in local cultural institutions (p. 112). As a whole, globalisation uses
educational policies to make different societies function within common cultural ties, and this in
turn may sometimes lead to surrendering the role of their individual cultural heritages, such as
language, history and art. Their meaning also tells us the extent to which globalisation can relinquish
the long-standing traditions of locally established cultural institutions of different nations. In a
statement that sounds very familiar and mutually opposing, Arnove (2005) contends that
“education systems are expected to contribute a sense of pride in one’s own cultural heritage.”
Therefore, it is a responsibility of preeminent “educators and states persons” in “public schooling”
to include such contributions and reforms into education in order to take care of “struggles of
(marginalised) populations ... all around the world”—that such reforms should be used as a tool to
achieve “self-determination and justice” (p. 439). As numerous globalisation theorists have argued,
we can press the point further and suggest that teachers of art education should use a critical
curriculum to negotiate the real meaning of globalisation by analysing developments in education
which demand restructuring content and practice, since the world is based on different and unequal
power relations.

As with other areas in education, the more closely life skills education is informed by local
context, the more relevant it will be seen by local adolescents and community members (Monkman,
2021, p. 11). More precisely, art education should try to relate its meaning to teaching and learning
that promotes the role of minority indigenous cultures. Through such art education activities,
students can recall and reshape their own meanings of the term globalisation and challenge its
inadequacies which engender “exploitation, greed and poverty among minorities and indigenous
groups of people” (Zadja, 2005, p. 366). According to Giddens (1991), “globalisation is how the
world transforms at every levels to influence every aspect of our life” (p. 38). Transformational
actions of change are apparently best explained by the different ways African traditional societies
advance into modernity by the influence of trend-setting society values and cultural adaptations
that impact upon everybody, such as education. In fact Lapayese (2005) is correct when she states
that

Global education encompasses strategies, policies and plans that prepate young
people and adults for living together in an interdependent world. It is based on the
principles of cooperation, non-violence, respect for human rights and cultural
diversity, democracy and tolerance. It is [also] characterised by pedagogical
approaches based on human rights and a concern for social justice that encourage
critical thinking and responsible participation. [In it,] learners are encouraged to
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make links between local, regional, and world-wide issues and to address inequality.

(p. 389)

Evidently, Lapayese helps us to validate consequential perspectives anticipated in the course
content about human rights and equality in education, which insists on trying to follow some of its
strategies, policies and plans via a critical curriculum of art education. Overall, for us to discuss the
meaning of globalisation, we need to keep reflecting upon policies and strategies aimed at
organising people to function together; analogously, from different places of the world in
tranquillity and happiness. Without doubt, the art student will discover a composite meaning of
globalisation that can be used to contemplate more the possibilities of creating psychological and
social interventions for increasing tolerance, coping with discrimination and consolidating
identities of diverse groups of people. Literary, this encourages more knowledge from scholars of

globalisation and education.

Joseph Zajda: Globalisation and education

Joseph Zajda is a prominent scholar of international repute in the field of globalisation,
education reforms, human rights, social justice, gender and equity. Moreover, his works are also
concerned with the enhancement of quality in terms of teacher education.2’ In 2005, Zajda edited
and wrote sections in the International Handbook on Globalisation, Education and Policy Research, Global
Pedagogies and Policies from which we can take the following concepts on globalisation, education
and policy, briefly. Drawing from other scholars Zadja (2005) notes that in globalisation and
education, fundamental issues are delineated towards guiding structural changes in policy, namely,
“(i) compulsory schooling, (i) equity of access [ot] equality of educational [opportunities] and (iii)
the influence of home background on academic achievement” (p. 12). Even if not all is listed yet,
both Husen and Zadja offer us a thought-provoking discernment on global education and its
importance, if adequately reflected in the goal of teaching and learning via a critical curriculum of
art education; it is supposed to at least represent important debates about education policy and
practice, together with discerning opportunities and threats caused by global reforms in education.
As an example, Zadja (2005) encourages us to retell what is expected in education reforms and the
prominence of social and political ideas merited in the global cultures by Western Europe since the
1950s and 1960s. Not only that; from Zadja we also learn that it was in 1951, that “the concept of

universal free and compulsory education was first proposed by Unesco in Geneva” (Zadja, 2005,

27 Joseph Zajda is an associate professor at Australian Catholic University, Faculty of Education, Melbourne
Campus, Australia. He is a world-renowned scholar in globalisation and education policy reforms. He has
published over 30 books and hundreds of book chapters and articles in refereed journals internationally.
He has also established a series of leading academic journals, namely: Educational Practice & Theory,
Education & Society, Curriculum & Teaching, World Studies in Education, and Learning & Teaching,
an international journal in classroom pedagogy. For further reading see Australian Catholic University,
Associate Professor Joseph Zajda<https://rexr.acu.edu.au/framework/browse.php?srperid=43>
accessed 06 June 2017.
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p. 12). In that case, Zadja expects us to include historical accounts concerning the extent to which
all children have benefited from education for all regardless of their abilities. Zadja points to causes
for concern, which even in our ways of presenting globalisation in education should be given
serious consideration, about “the political, economic and social factors associated with the
introduction of [Universal Primary Education policy, like] new inequalities” (p. 13). In all other
respects, Zadja’s validations about universal primary education also put forward legitimate interests
in maintaining discussions about social justice for lifelong learning, which can also enable
possibilities of undoing persisting inequalities in educational opportunity.

Moreover, in globalisation, equitability and social stratifications continue to be reflected in
content about equality and equity of educational opportunities, both provisions bring forth a level
playing field. The existence of inequalities in education survives without restraint and this is
attributable to economic, social and political standpoints, not to mention income disparities,
language barriers, lack of gender and cultural sensitivities in the school curriculum, etc. For this
dissertation, perceptions of quality and equality in policy issues of globalisation are important to
discuss in a critical curriculum for art education, because they can provide a measure that gives
equitable and realistic education opportunities crucial for minority and indigenous groups of
students. Not just that, in globalisation art education practices can be used as a political voice to
help the voiceless and stand with powerless students for the purpose of revealing or discussing
social and economic inequalities in the school and society. In an example mentioned by Zadja,
Uganda initiated a new thematic curriculum for lower primary (school levels 1 to 3) in 2007 and
another one for primary school levels 4 to 7 in 2010.

In this, some private schools were absorbed due to an increase in numbers of student
enrolments and lack of space in government or public primary schools. These remarks foreshadow
some goals of education in globalisation. To elucidate, Education-For-All promoted the
“immediate policy [of ensuring that a child awaiting Universal Primary Education (UPE) enrolment
should have a] minimum of four years schooling [age and they ought to reside within a walkable
distance, close to the] school” (Zadja, 2005, p. 12). We also have to realise that Zadja (2005) called
for making educationists understand and appreciate “issues concerning language, ... to address the
particular problems of literacy, mother tongue and linguistic diversity” (p. xxxi). Crucially for the
analysis presented here, the art teacher is faced with the challenge of furthering the progress of a
ctitical curriculum of art education which focuses on distinctive implications for redefining and
modifying the role of common languages in teaching and learning. Zadja (2005) continues to list
other education policy issues awaited in our research tools and knowledge touching on
globalisation, which include “gender, equity, minorities and human rights” (p. xxx). Such provisions
have a particular role in addressing the misplaced needs of young children in primary schools,
particularly Uganda. In a critical curriculum of art education, this can be argued through human
rights education for students to learn attitudes of tolerance and empathy so that we can try to
reduce anxiety and tension around diversity in the school. In other words, Zadja’s works on
globalisation and education encourage us to help young children to learn the importance of

demanding their basic human rights and fundamental freedoms via a critical curriculum of art
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education. In this way, students can embrace broader human values and will try to create a platform
for expressing struggles in their lived experiences. In that sense, a critical curriculum can also be
used to identify students’ struggles with the aim of going against school policies fostered by forces

of globalisation in education.

Assessing globalisation theory and the impact of its policies

In globalisation and education, policy is informed by engagements of international
organisations, for example, UNESCO, UNICEF and others. Such, have used their power and
influence to lay out specific strategies as policies to indicate education is a right not a privilege,
globally. Even if global policies may not necessarily serve the particular needs of all nations around
the world, they help local education authorities to strengthen their purpose of teaching and
learning. International organisations use policies to understand improvement programmes for
education systems; they try to make sute that curriculum content and matetials are well-aimed, and
where necessary, they also try to offer direct technical assistance to existing education. Policies are
necessary in global education systems because they enable education systems to plan practical
operational guidelines in order to arrive at homogenised standards of learning and safety for
students. In the same way, global policies in education ate used to indicate the role of a teacher in
the classroom; in particular, to make available learning spaces in which students can give voice to
their ideas about local and global issues that emerge from their lived experiences.

Mooney and Evans (2007) provide a clear meaning of policy. It refers to “policy programs
[which are organised for particular] financial, organisational and human interventions ... to achieve
an objective or set of objectives in a given period. [These can be educational] ... programs under
the responsibility of an authority or several authorities [that] share decision-making” roles (p. 193).
Arguably, in globalisation theory, educational policies are a major component of governance fitted
into the frameworks of Western civilisation. The presence of globalisation policies in education
have had a significant impact on the profound changes that characterised the majority of the period

1990 to 1995, while in this sense, the impact of globalisation on trends and policies of education
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in Sub-Saharan Africa seems not to map neatly with evolutions of current education environments
and local demands. As an example, in education and privatisation policy, different actors believe it
is a formula to expand choice, improve quality, boost efficiency and/or increase equity (or all of
these things simultaneously) in education systems. Sadly, however, the whole discussion about
education and privatisation as concerns globalisation policy is quiet a huge disparity on the on-
going process of improving social transformation. One may, however, safely say that in Africa
globalisation policies on education do not seem to have enough to say in response to issues of
social inequalities and equity. With this particular point, therefore, re-envisioning a critical
curriculum for art education needs to include fundamental reassessments of the policy
implementation of standards-based reforms for education developments, such as structural
adjustment programmes, privatisation and liberalisation of education and how they are
exploitatively enforced to actualise disseminations of Western values in the guise of modernity

through ideational reforms.

Structural adjustment and policy reform: The impact of Africa’s education
challenges

In terms of education, structural adjustment programmes commenced as a process in the early
1990s with an economic goal of trying to reduce the functions of governments in the economic
activities of developing countries. Through its programmes, it epitomised the economic recession
of the early 1990s period. Around the same time, the World Bank’s Economics of Education
Thematic Group, working with various international partners, coordinated and set working
conditions for advancing education in many developing countries of the world via privatisation.
Unfortunately, their plan for privatising education was a fiasco in Sub-Saharan Africa and countries
like Uganda. This was perceived after making fact-finding and complex epistemic debates on how
to improve financing education, access to education by marginalised communities, re-examination
of local curriculums, enrolment and retention of gitls, along with promoting more expedient
accountability and transparency as far as meeting challenges of development, equity and quality are
concerned in the education system of Uganda.

“Structural adjustment is a common term used to describe a conscious change in the
fundamental nature of economic relationships within a society” (Toye, 1994, p. 22). We know
already that in globalisation the development of “structural adjustment programmes was initiated
to serve under developed nations with poor economies by the World Bank and the International
Monetary Fund (IMF)” (Oyejide, 2003, p. 74). For that reason, there is still great mystery
surrounding structural adjustment policies as far as education in Africa is concerned. Williams
(2009) asserts that as a globalisation policy, structural adjustment was intended for use by
developing countries “to cut government expenditure, liberalising trade, currency devaluation,
reduction of price controls, promoting export otriented policies, [revise fiscal policies to increase

government revenue, climinate user charges for public services like education and] increase
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privatisation” (Edwards, 2017, p. 87).28 Whether we focus on Oyejide’s rationalisations throughout
or Williams” expansions about the global overview of developments in education and policy set
forth by the World Bank and the International Monetary Fund, in every part of Sub-Saharan
Affican, we can still detect commercial interests in structural adjustment strategies across national
boundaries in many pre-modern societies not available for developing education, per se.

Leon Tikly (2008), a globalisation educationist seems to have shared more chronicled detail
of Edward’s explanation about “structural adjustment polices [that were intended for supporting]
new market principles [of countries that experienced economic crises; perhaps in the forethought
of helping them to become more competitive by lowering production costs (and by cutting social
welfare and/or reduce unit costs) along with| making Aftica more attractive to foreign investors
.7 (p. 14). Rather, as an economic reform policy towards education, structural adjustment
programmes seem to have yielded sturdy growth in the private school sector without considering
the economic and social situation of the poor that tend to remain rigidly in place, particularly in
many developing countries such as Uganda. Key points on structural adjustment programmes in
Sub-Saharan Africa were shared in the Report on the State of Education in Africa (1995):

Greater drive towards adjustment and certainly not to diminish the flexibility of
effort and good initiative to improve the conditions of the poor and of the
environment. As a further matter, Sub-Saharan Africa achieved an economic growth
rate of only 3.3 percent throughout the entire period of 1994-2000 as the rate of
growth needed to reduce the incidence of poverty to at least 4.7 percent per annum...
The social sectors such as education... has been the hardest hit, as that sector is not
usually considered as directly productive. (UNESCO, 1995, p. 4)

As noted earlier, structural adjustment policies were not formulated to serve the full range of
educational needs for countries in Sub-Saharan Africa. At the same time, however, by glorifying
economic growth, UNESCO gives enough evidence to suggest that structural adjustment policy
does not appeal to poor people or address key determinants of chronic economic depression which
brings about existing poverty in countries like Uganda. Moreover, by reinforcing economic
interests, it is obvious that the policy does not appeal to social programmes that provide solutions
to local educational demands. One could argue that the reason for this is that the people of Sub-
Saharan Africa were not appropriately educated about such globalisation stratagems. So this also
makes anticipated rates of growth needed in terms of productivity and efficiency deliberated for
reducing incidences of poverty, equity and quality along with the priority of improving educational
returns difficult to realise in the long run. Financial constraints in Sub-Saharan Africa remain a
growing problem and the fact that many countries are unable to sustain good economic
environments for education projects funded through structural adjustment programmes due to
corruption makes the efficiency and output of such global policies come to nothing. According to
UNESCO (1995),

% Privatisation was an economic policy that swept the world from the 1980s. Governments in more than
100 countries have moved thousands of state-owned businesses to the private sector. Airlines,
railroads, postal services, electric utilities, and many other types of businesses have been privatised
over the last three decades (Edwards, 2017).
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poverty is still one of the biggest challenges to Africa’s rural population, 55 percent
to 60 percent of whom now live below the poverty line. It is also a threat to persons
living in urban areas. (p. 4)

From the point of view put forward by UNESCO, we can ascertain the extent to which
structural adjustment programmes have led to indirect effects and implications in terms of social
disorganisation. Indirectly, cuts in public expenditure have forced many poor groups of African
people to prepare to survive on unconventional strategies that include overexploitation of their
own natural resources regarded as free and available in the informal sector in order to secure an
income. In other words, “cuts in public expenditure, including education and social services have
been marked by collapsing infrastructure and falling enrolments of students” (Lugalla, 1993). With
limited employment opportunities, even to those with education, structural adjustment perpetuates
suffering to all.

In addition, tariff reductions and liberalisation of imports in structural adjustment policies
mean local people are attracted to cheap foreign goods, seemingly of good quality. For local
professional artists, this deprives their creations of indigenous art products sustainable demand by
local buyers. In fact, local artists who survive on making traditional art and crafts or indigenous art
products end up empty-handed and cannot make a proper living. Worst still, poor people find
foreign goods very expensive. Globalisation scholars Traore Djénéba and George Fonkeng (2011)
argue:

In the 1980s to 1990, Africa witnessed a quantitative leap at the level of the
privatisation of the educational system. This privatisation contributed on the one
hand ... it absorbed a significant number of students that public schools lacked the
capacity to admit. On the other hand, it enabled teaching conditions to be improved,

offering to learners a more appropriate environment in terms of enrolment and
didactic materials. (p. 556)

Scholars who possess visions of Djénéba and Fonkeng have a focus on the positive side when
it comes to discussing structural adjustment programmes in globalisation and education. They are
not aware that “in education ... the privatisation agenda was stigmatised [by the complex] linkages
[of burdens within| Structural Adjustment Programs (SAPs), which [are still] highly contested in
developing countries” (Verger et al., 2016, p. 144). Taking the example of Uganda, quite a number
of parents (even the poor) believe that state, government-aided schools do not give enough
education to their children, because they are regarded as substandard. Yet, the plain and general
truth is that they are not adequately funded by the government. Moreover, such public schools
charge very low tuition fees or nothing, unlike the highly acclaimed private schools. Obviously,
one can argue that parents who pay high tuition fees anticipate good education for their children,
determined by how much they pay in private schools. The hidden fact is that there is a business
aspect which dominates nearly all private schools. Demanding high school fees from parents results
in maximising shareholder profits, not an assurance of better grades. Gitlin (2018) expand
on this notion: “Teachers use rubrics and grades to provide an objective assessment of the

student. The teachers are trying to keep order in the school by maintaining the relation of teacher
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as knower and student as learner and the teacher as expert and the parent as non-expert” (p. 16-
17). Of course, the promise of good grades due to high (unlimited) school fees in private schools
supersedes sensible education decisions and to a large extent, equity in education is compromised.

As the private sector expands, the number of school dropouts increases, yet even those who
have the chance to study and complete, many, remain unemployed over long periods. According
to Hdrmi and Pikholz (2017),

parents do not like public [government] schools anymore for their children despite
having better teachers, they believe that their children do not achieve anything.
Parents are now extremely results oriented. They want to see learning taking place
to their children and this is the reason why they are now very desperate to access
private schools ... (p. 13)

All we can really say here about Hirmi and Pikholz’s opinions is that the inherent assumption
on which private schools situate their superiority is not an exact hallmark of brilliance and quality
education. In relation to this, structural adjustment policies attract “transnational corporations [into
private school programmes and they] use their foundations or corporate social responsibility
policies [to influence educational programs in a pro-market direction, not| to do good, [to many.
As discussed, privatisation of education] promotes self-interests” in the sense of being on top of
shameless exploitation (Verger et al., 2016, p. 149). Prestigious private schools enrol students from
rich parents, therefore, such schools are a magnet for transnational corporations.

On a positive note, structural adjustment policies support comprehensive reform
programmes in the education system via improving school curriculums and modify the superficial
barriers of teaching as a way of enhancing the tenor of education quality. Also, as noted eatlier,
structural adjustment programmes have brought forth new contradictory demands, such as the
incidental challenge of eliminating the poor student, one who cannot get a thrill out of the most
affluent private schools. In colonies of Britain and many parts of the developing wortld such as
Uganda, the World Bank and the IMF through “United Kingdom [introduced liberalisation and
privatisation policies in education after] the electoral victory of Margaret Thatcher® in 1979” to

reduce risks realised in structural adjustment programmes catastrophe (Verger et al., 2016, p. 306).

Privatisation and liberalisation policies in education

Privatisation and liberalisation are known to be part of globalisation and education policy
reforms. Both are policies to sew up private sector programmes of governments in developing

countries to prepare them to grow economically. These policies respond to a constant reminder of

2% Margaret Thatcher, British prime minister from 1979 to 1990, launched the privatisation revolution. She came
to power determined to revive the stagnant British economy with market-based reforms. Her government
deregulated, cut marginal tax rates, repealed exchange controls, and tamed militant labour unions. But it was
privatisation that became her most important and enduring economic legacy. Thatcher popularised the word
privatisation, and she oversaw the sale of many major businesses, including British Airways, British Telecom,
British Steel, and British Gas. Spurred by the success of Thatcher’s reforms, privatisation swept through
developed and developing nations in Europe, Latin America, and elsewhere. (Chris Edwards, 2017, p. 89).
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oppression and exploitation by the World Bank and the IMF. According to Geo-Jaja and Zajda
(2005), “privatisation of education [is| characterised by the commodification of knowledge, skills,
and learning activities ... [while,] liberalisation benefits transnational corporations’ penetration of
local markets” (p. 110). Likewise, liberalisation serves trade expansion, and sheds light on what to
expect from reconfiguring education as being a social good and/or commodity in parts of national
economies by its very nature. Locally, perhaps one could assert that education should not be treated
as a commodity and should not even be included in international agreements governing particular
policies and sectors of international trade: after all, it does not seem to have some kind of market
value.

As we have already learned, indistinguishably, from various globalisation scholars, Mooney
and Evans (2007) also assert that the perspective of liberalisation policy “marks a move away from
high levels of government involvement” [with the purpose that schools operate with non-state
funding and this also includes downsizing] “high tariffs”. To put it another way, strategies to
liberalise economies of developing nations deliberate on “reducing the fiscal deficit, broadening of
their tax base, labour market deregulation, increasing efficiency in the economy and
corporatisation, in addition to selling off of government assets” (p. 74). From those strategies,
therefore, it is apparent that in education, economic liberalisation transfers all the burden of school
fees to parents. In such a particular case, however, this dissertation conceives liberalisation policy
as an ineffective economic reform enforced on developing countries such as Uganda to increase
insufficiency in education. Needless to say, Tikly and Barrett (2007) argue, among other things,
that

Following the relaxation of nationalist protective policies, including the liberalisation
and marketisation of education, the quality of education people can access is
increasingly being mediated by the private sector. (p. 9)

In fact, increasing marketisation and liberalisation of education has sacrificed its quality. As
we already know, the private sector in education does not benefit the poor. Its on-going interests
focus on boosting the revenue and profits of business investors; hence, it tends to abandon local
aims and needs. At the end of the day, it generates and produces under-educated citizens. Some of
its effects in education are reflected in the indirect increase of the number of school dropouts and
the excess of unskilled laboutr. Worst still, poor people are left out and this makes the social
inequality gap increase. This could be what Verger et al., (2016) mean when they lament:

Significant education stakeholders see privatisation as a key challenge to the
conception of education as a basic human right and a public good. Further,
privatisation is a policy that runs the risk of undermining educational equity, and
whose presupposed benefits — whether in terms of efficiency or quality gains — have
not been empirically and rigorously tested globally. (p. 3)

Verger et al.’s (20106) line of thinking seem to agree with the assumption that public education
can provide the most efficient transforming education without enforcing the model of business in
it: they also warn that enrolling students in private schools threatens the policy of equal access to

educational opportunities for all children. The problem with education inequality is that it can lead
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to social and economic polarisation, especially among poor communities. Still, we can all agree,
owing to economic constraints among the rural poor in Africa, the privatisation of education is not
a reassuring policy due to existing complex implications featuring in its broader aims. Rizvi (2016)
notes that:

Privatisation in public schools can either be ‘exogenous’ or ‘endogenous.
Endogenous privatisation involves the importing of ideas, techniques and practices
from the private sector to make the public sector more business-like ... While the
exogenous form of privatisation involves “opening of public education services to
private sector participation on a for-profit basis and using the private sector to
design, manage or deliver aspects of public education. (pp. 5-0)

From their perspectives, they are attempting to disclose the complex interplay of direct and
indirect ways privatisation policy and its measures are used by education systems. To be specific,
those scholars of globalisation and education are trying to inform us that privatisation policy
includes benefits such as copying ideas and methods from the private sector to improve public
school education. Along the same line, the concept of privatisation policy enables government-
aided schools to sign up for private sector activities and practices in order to work in parallel spaces
and for sharing diverse views.

Through privatisation and liberalisation at the local level in Uganda, the government gives
local book publishers chance to meet the need of framing and writing school curriculums by using
guidelines stipulated by the Ministry of Education as business opportunities. We can also consider
that commercialisation in education refers to the introduction of profit-oriented, private-sector
activities in the school such as the use of free or low-cost educational materials from a company
or business that frequently mentions its products and name at school events and/or social
occasions. Over and above, privatisation is an absurd policy, because it gives rise to commercialised
activities in education. In other words, it permits private-sector alliances of transnational
corporations to stretch their uninterrupted exploitation across international boundaries; to sit in
judgement, where possible, in order to determine and influence curriculum content. In this way,
educational policies will gravitate towards providing patticularised professional skills anticipated by
transnational corporations and for proficiency closely anticipated in existing jobs, or, training is
focused on available jobs in private firms that provide and/or patticipate in sponsoring existing
school programmes.

In Uganda, some primary schools with candidates preparing to sit for their Primary Leaving
Examinations (PLE) receive success cards with commercial messages sent by private secondary
schools or by large multinational corporations intending to promote scholastic materials related to
their new upcoming level of schooling. This means “some of the corporate foundations focus on
an underlying neoliberal interest in creating a new generation of consumers to benefit the
corporations” (Monkman, 2021, p. 7). Lee and Gopinathan (2005) remind us that “in order to
grasp enough support from stakeholders, mainly parents and students, marketing activities have
become a norm in schools” (p. 269). Tavin and Hausma (2004) have a different observation when

it comes to globalisation in education and the intensification of promotional material from
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transnational companies:

The salient feature of globalisation is that it permits financial capital to move more
freely, making it possible for transnational corporations to distribute their capital to
reap greatest financial gain. This means going to poor areas whete they can easily
affect existing cultural patterns ... (p. 48)

In this sense, we are able to learn that transnational corporations indirectly encourage and
provide tenets of commercial advertising in the school using high name brand recognition, not to
mention furnishing schools with scholastic educational materials in exchange for advertisements.
Recently, the use of novelties by transnational corporations has become noticeable in various
undertakings of school subjects and course content. According to Muyanja (2011)

novelties cost little money and they can be produced in very large quantities for
aggressive advertising.” They include scholastic items decorated with worldwide
high brand or tradenames, such as “calendars, bandanas, matchboxes, key rings and
so forth. Novelties are usually given away free of charge. (p. 118)

Here we see that a free wall calendar displayed or hung in a strategic space like in the head-
teachet’s office is a polite way of promoting services and/or the brand of a distinctive transnational
corporation to parents/clients of the school. Recently, in Uganda, many missionary/state-founded
schools in the capital city area of Kampala were rebranded and signposted with Kampala Capital
City Authority (KCCA)30 stickers. To a more advanced point, such corporations affect school
operations by providing subsidies on basic educational materials and this gives then possibilities of
becoming overseers with assertive management in school operations. This also includes setting up
policies which have got to be advocated by their appointed marionettes, who they refer to as school
area representatives; not for serving interests of parents and stakeholders, instead, they intend to
exploit them. Baguma and Aheisibwe (2011) assert:

Globalisation is affecting the governance and funding of education through
decreased government regulation, but increased pressures originate from
transnational market interests whose impact on national and local political
economies have not yet been determined. For instance, advertisement of teaching
packs and sponsored videos on school computer screens, brings brands of large
companies directly to learners with obvious direct influence on what is taught. (p.
27)

Currently, in Uganda; a country where access to computer technology is not extensive, we
may agree that at least for some time, it is still practical and essential for primary schools to enjoy
the support benefits associated with the inputs transferred by transnational companies to improve
education programmes, even if at the end of the day, those transnational companies might assume
a great deal of influence and/or receive gainful competitive advantage in influencing policies that
run the school systems at large. Through an emphasis on information technology and critical

pedagogy, Gitlin (2018) remind us that “educationalists interested in critical pedagogy

%0 Kampala Capital City Authority (KCCA) is responsible for the operations of schools in the capital city
(Kampala) of Uganda. It replaced the former Kampala City Council. For further reading, see; KAMPALA
CAPITAL CITY AUTHORITY—For a better City <https://www.kcca.go.ug/> Accessed 23 January 2019.
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should not look at technology as the force for change. Instead, they should view it as a part of the
change process” (p. 11). The most important fact which art teachers need to pragmatically agree
on is that at the end of the day, transnational corporations will always expect benefits from a school
in which its operations are situated. Hytten (2009) laments that “through transnational capitalist
processes, [large corporations such as Unilever, Coca-Cola, Nestlé, and PepsiCo dominate spheres
of decision-making and influence. Such]| “transnational corporations tend to have more power than
many countries” (p. 376). There is no doubt that transnational corporations play a part in extending
imperialism in global education systems by funding education scholarships and grants. They also
sponsot sports activities and school events, etc. As we diverge and/or depart from impacts of
privatisation and liberalisation, one huge question remains: If privatisation and liberalisation
policies in education seem to have failed to achieve meaningful equal opportunities by virtue of
globalisation, then in what ways can universal education through the Education-For-All policy

attain this outcome?

The Education-For-All (EFA) global policy

In many developing countries of Sub-Saharan Africa, private-sector participation in education
has expanded, not because governments in individual countries are locally engaged, but they just
seem to be submissive to some of the exciting demands that came along with their exploitative
operations and which add to taxation revenues. Private schools have implications for Uganda’s
education system at primary school level. It is too expensive for many poor African families: private
schooling is set up on higher school fees than the local costs of living; student numbers in historical
religious-founded public schools are declining and the same is happening with colonial schools and
parochial schools. A complexity arose, however, with the problem of increasing disparities where
by education as a right could not provide similar opportunities to all school-going children. Hence,
an Education-For-All (EFA) policy in globalisation was needed to restrain growing inequalities in
education.

Education-For-All resulted from “globalisation, marketisation and quality/efficiency driven
reforms around the wortld, since the 1980s. [The goal was to provide] structural and qualitative
changes in education, [along with framing education policy reforms around the world. During that
time, governments, particulatly in developing countries ascertained that privatisation policy had
haunted education. After their disconcerting awareness and recognition that the pursuit to
educational] ... “excellence, quality and accountability [was failing]... governments increasingly
turned to international and comparative education data analysis. [They] all agreed [to look forward
to favourable and timely considerations with realistic] major goals of education. [This necessitated
strengthening and enhancing of] the individual’s social and economic prospects. [Globalisation
policy makers decided that such a strong education attainment] could only be achieved by providing
quality education-for-all” (Zajda, 2005, p. xix).

Following the research about quality Education-For-All done by Zajda (2005), “the concept
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of universal free and compulsory education was first proposed in 1951 by UNESCO in Geneva”
(p- 12). Then, later “in 2000, at the World Education Forum held in Dakar (Senegal)” the
international community reaffirmed its commitment toward achieving Education-for-All”
(UNICEF & UNESCO, 2007, p. xi). This was a collaboration between the United Nations (UN)
and the United Nations Educational, Scientific and Cultural Organization (UNESCO), along with
other organisations, such as the United Nations International Children’s Emergency Fund
(UNICEF), the United Nations Development Programme (UNDP) and the World Bank. In their
strong partnership and efforts toward increasing equality of educational opportunities for all, “the
Dakar Framework for Action,” [convenors pushed for a breakthrough in April 2000. They
identified six specific goal-oriented plans to be followed consistently in the(ir) Education-for-All
movement, namely]:

e Expanding eatly childhood care and education.

e Providing free and compulsory primary education for all.

e Promoting learning and life skills for young people and adults.

e Increasing adult literacy by 50 per cent, especially for women.

e Achieving gender parity by 2005 and gender equality by 2015.

e Improving the quality of education” (UNICEF & UNESCO, 2007, p. xi).

Suitably, education for all was meant to setrve every interested individual, not only children.
This tendency does not only point to the most important fact that Education-for-All goals work
towards raising primary school level enrolments or the demand from all concerned parents that
every learner matters and equally. Valuing the presence of equity, we can argue that the EFA global
policy emerged to fix the concerns of marginalised groups of people after privatisation and this
was veiled in the main (second) goal of providing “free and compulsory primary school education
for all children,” routinely known as universal primary education. In fact, the inauguration of
education for all as a global policy enables us to understand the importance of learning about
inclusion, a concept that informs us about how we can overcome obstacles that restrict students’
participation in education programmes along with engaging challenges that affect equal rights in
education through a critical curriculum. As we shall learn further on, in globalisation, access to
education is a fundamental human right and is supposed to be provided by governments at the
national level, to all. The purpose is to avoid discrimination and ensure equitable learning in all

educational systems.
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The plight of Education-For-All (EFA)

Across countries, EFA faces disparate predicaments that come along with privatisation. In
2016, Verger et al. noted that

Extensive market research has shaped our belief that we need both efficient public
and private education actors working in tandem, if we are ever to achieve ‘Education
For AIl’. Across the developing world, the reality on the ground is that students are
already attending low-cost private schools. (p. 97)

In this sense, one could perhaps assert that EFA in state/government-aided schools cannot
achieve its expected goals without working alongside private schools. However, the difficult
question we still have to answer is that if public education systems worked alongside private or
non-government schools, how can that have an effect on EFA, per se? As a matter of fact,
currently, private schools are outnumbering public or government-aided schools; case in point, in
Uganda. In addition, even if EFA provides learning with egalitarian benefits to many children from
poor families, many are less likely to benefit from the “private school providers. [Since, they can
barely reach] “sparsely populated and remote areas,” [where social services, mainly schools and
basic amenities are very scarce to local populations] (UNESCO, 2015, p. 65). We can push the
argument even further and indicate that many of Africa’s populations live in small, very isolated
villages and they are poor, therefore, education-for-all, delivered through public schools should be
within easy reach. Zadja (2004) laments

private schools cater to the needs of wealthy parents who expect their children to
outperform their peers... Private schools are considered bottom-up rather than top-
down... These shifted values in education reforms of both public and private sectors
indicate that equity issues in education are irrelevant. (p. 7)

In essence, more children of Sub-Saharan Africa, doubtlessly, continue to suffer the
indignities of being at the lower end towards equity in education, the matter that is amiss in the
functioning of public against private education. Rust et al. (2005) use an American perspective on

private education in conceptual contrast to EFA to clarify that
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Recent studies have demonstrated that children who attend private schools usually
perform better than those who attend public schools, so leaders of the present
[trend] wish to make private schooling available, without great cost to parents. (p.

451)

Indeed, the student who goes to study in a private school is not only expected to perform
well, but they typically belong to a well-to-do family which has a slightly higher social status and
income. It is also important for us to understand that charging high school fees in private schools
gives more benefits to students, such as access to a large library of quality textbooks, technological
equipment like computers and quality scholastic and scholarly materials. Generally, since its
inauguration, the Universal Primary Education (UPE)3! global policy implementation model has
been by and large functioning in public schools, even though recently private schools interested in
contributing to its EFA adaptations have been encouraged to plod along in order to increase the
popularity of free education; this is mainly with reference to Uganda. Over and above, after
considering Universal Primary Education (UPE) policy implementations, now we need to further
analyse on this question: How (does) the system of neoliberalism improve standards in education

and through art education?

Neoliberalism towards art and education

The doctrine of neoliberalism supports market-driven economic imperatives and reforms in
education as the best way of campaigning for global education policies for developing countries;
and with its priorities tailored for economic efficiency, freeing markets and for increasing wealth
in a globalised world: these are reflected below in this section as key issues for this dissertation.
Therefore, the application of those principles towards neoliberalism in education necessitate robust
action strategies linked to complex and varying relationships between governments, society and
the market. For us to understand well the approaches of this policy, we need to start by looking at
its history briefly. “Neoliberalism [as a reform policy] was developed in academia duting the 1950s,
but it started becoming relevant in public policy only in the late 1970s and at the beginning of
1980s. The neoliberal doctrine [advocates for a free] market economy and market reforms as the
best way of promoting wealth and economic efficiency” (Verger et al., 2016, p. 36). Arenas (2005)
enlightens further:

Neoliberalism derives its most obvious influence from eighteenth-century classical
liberalism as a defence of individual rights against the arbitrary power of monarchical

31 |n Uganda, the major aims of the Universal Primary Education (UPE) policy were to reduce poverty and
increase human development through education. Other objectives include—to ... provide the facilities and
resources to enable every child to enter and remain in the school until the primary cycle of education is
complete; Make education equitable to eliminate disparities and inequalities; Ensure that education is
affordable by most Ugandans; Reduce poverty by equipping every individual with basic skills. UPE was
introduced in January 1997, following a political commitment by President Museveni that the Government
would meet the cost of primary education of four children per family. This obligation was later extended to
allow all people that wanted to access primary education to do so. For further reading, see: Policy Brief 10,
February 2006.
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rule and religious orthodoxy. (p. 584)

Here we see in general that a neoliberal system of ideas championed civil liberties that
supported a kingly and/or supetior rule of law that gives rise to domineering superiority and
privileges of public over private property. In this dissertation, it can be used to explore prospects,
problems and solutions about individual freedom and rights as regards nationalising control of
school curriculums for individuals whose interests, as an example pursue strict objectives aiming
at making enormous profits in all sectors of education, including art. Put another way, economic
conditions influence the rhetoric of personal liberation and the ability of artists to explore and
experience great cultural adventures of the globe for economic interests. Joshee Reva (2008) offers
a different emendation for neoliberalism;

The late 1980s ushered in an era of neoliberalism and globalisation. Neoliberalism
refers to an ideology that privileges the economic model of the free market. It posits
that the market is the best model for structuring all relations in society, particularly
those between governments and citizens. (p. 642)

In line with Joshee’s description and correction, we are able to see that neoliberal economic
policy continues firmly to sustain its standing in globalisation. In terms of redressing Africa’s
socioeconomic despondency, it would be wrong, however, for us artists in the field of education
to believe that its economic model of the free market offers much advantage to us rather than
Western economies. As an example, Africa produces most of the world’s primary products used
as direct raw materials for finished goods and for manufacturing art products in many Western
countries, but available basic evidence suggests that the more exports it sends through the
economic model of the free market, the more it becomes necessitous. As an example, coffe and
coacoa as export products from Africa are mainly sold as processed products, but not finished
goods. Actually, to us educationists in the field of art, neoliberal®? perceptions echo sentiments of
promoting overpowering competition, whereby in Uganda, some of the very few local artists
recognised as individuals who are at the top of their field cannot have the economic means to
compete by selling their artworks on international (digital) markets and/or put their artworks for
sale in international galleries and exhibitions. The majority depend on local sales and/or existing
tourist markets. The historian Buck-Morss (2004) evoked that the global perspective of the art

world in neoliberalism emerged within the initial years of the international economic order:

32 "Globalisation and neoliberal governance can be traced in the second half of the 20th century, it was
characterised by a series of global crises and transformations that brought about the end of Keynesianism and
the ascendancy and global implementation of neoliberal policies" (Gill, 1998). "By the 1980s, the Thatcher and
Reagan administrations followed the neoliberal policy package: They cut taxes on businesses and income,
shrank the power and size of regulatory state agencies, and loosened or lifted financial, safety, labour,
antitrust, and environmental regulations. These policies, in conjunction with the global trade policies and
multilateral agreements spearheaded by the World Bank, International Monetary Fund, and World Trade
Organization helped initiate and accelerate the processes of economic globalisation, which are characterised
by the free flow of capital within and across nation states, the increasing inter connectedness and
interdependence of national economies, and the rise and dominance of transnational corporations and
financial institutions" (Gill, 1998, pp. 5-26). For further reading, see Phillips (2014, pp. 569-571).
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The world trade in art intensified in the 1970s and 1980s as a part of the general
financial revolution, along with hedge-funds, international mortgages, and secondary
financial instruments of all kinds. (p. 4)

To that extent, we can say Buck-Morss’s valuable historical reminder suggests to us that the
cornerstone of all beliefs and practices of neoliberalism in the world of art came after economic
and financial reforms on an international scale. Here, again, it is also crucial to understand that
Buck-Morss is consistent with the first scholars Klees, Antoni Verger, Clara Fontdevila and Adrian
Zancajo, particulatly as they all relate neoliberalism’s antecedents to the 1970s and 1980s. By reason
of neoliberalism in globalisation, selling art can achieve overwhelming benefits in terms of trading
with minimal regulatory burdens and unrestricted price controls, whereby the local indigenous
African artist can set limits and the maximum price of their works without government
interventions. On top of that, teachers of art education can use the positive sense put forth by
neoliberalism to encourage students of art aspiring to work as self-employed, to look forward and
take advantage of those benefits. This means, to us art educators re-envisioning a critical
curriculum, neoliberalism can facilitate a shift of focus into exploring entrepreneurial skills. In such
art education domains, students can embrace the business ideals of its merits and faults, which
include exploring international business activities in the anticipation of accessing foreign currency
and boosting individual net income.

As Harvey (2005) puts it; “neo-liberalism” is a theory of political economic practices, which
proposes that “human well-being can best be advanced by liberating individual entrepreneurial
freedoms and skills within [institutionalised] frameworks characterised by strong private property
rights, free markets and trade” (p. 2). Indeed, to the student of art, neoliberalism provides diverse
support for internationalisation of their indigenous creative industries; this comes along with
unlimited freedom of thought, also, in terms of intellectual ownership rights of their artworks.
Concerning economic policy in globalisation, “neoliberalism [focuses] on market solutions that
address social needs” (Arenas, 2005, p. 585). Here, we can also observe that neoliberalism
encourages artists to manoeuvre towards creative ideas that concern society needs, such as peace
and love, safety, relationships, care, confidentiality, family, friendship and belongingness. These
and more can be promoted in a critical curriculum of art education to be used as themes for
indigenous artworks produced to communicate and articulate the broader question surrounding
social transformations arising from challenges faced by local people. Banya (2005) argues, “in neo-
liberalism [systems] the state seeks to create an individual who is an enterprising and competitive
entreprencur” (p. 149). With economic interests shrouded in making profits via considerations of
neoliberal systems, typically, this informs art educators to formulate a critical curriculum of art
education which is fully market-oriented, for students to gain skills in market research, along with
promoting and selling their art products or art and design services in advertising at home and away.
Such knowledge and skills can increase the possibilities of their individual employability and/ot
working as freelance artists. In conclusion, economic security for minorts to survive leads us to an
important issue about children and their rights, contrarily, away from linking human rights with

their capabilities for economic empowerment. Rather, we need to understand that engaging
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children in work fraught with danger for income is unlawful. Therefore, art teachers should assume
responsibility for developing appropriate awareness about the rights of children via a critical

curriculum of art education as we are about to see.

Children and their rights

In globalisation and education, human rights have a vital role in liberating children from abuse,
ill-treatment, social inequalities, hopelessness and oppression, etc. In order for us to discuss
Children and their rights clearly, for this dissertation, it is imperative to use a historical approach
that can frame its relational perspectives. According to Mooney and Evans (2007), international
children’s rights concerns resulted from “philosophers and political theorists”. Serious studies
started since “World War IT” [and gained prominence in] “1948 ... due to the establishment of the
United Nations, [in the same period the] Universal Declaration of Human Rights [was reaffirmed)]
as well as various resolutions, treaties and covenants” (p. 126). In respect to practising human rights
for child protection, Mooney and Evans (2007) worry about its effectiveness:

At a global level, there is sometimes effectively nothing that can be done to enforce
a nation’s obligations under human rights instruments. While various bodies may
monitor human rights, there is no Universal Court of Human Rights to assess alleged
breaches and mete out punishments. This role often falls to other nation-states
wherein lie political and legal difficulties [to enforce them]. (Mooney & Evans, 2007,
p. 1206)

The lack of a universal court seems to leave the responsibility for effecting and promoting the
rights of children to teachers through academic subjects like art education. Therefore, art teachers
planning a critical curriculum of art education need to stress learning which is deeply rooted in
practices of human rights in every part of the education system. This can enable students to use
critical thinking and contemplate human values by using art to overturn unjust power relations
which bring about hate, persecution and punishment or school violence. In particular, schools need
to adopt a critical curriculum of art education focusing on children and their rights in order to
shape their social attitudes and respectful behaviours. Most importantly, art education needs to
enable students to integrate what they learn into their daily practices, at school and in society, where
we already know there is no ombudsman. According to Lapayese (2005),

Human rights education transforms classrooms into political spaces where
educators and students develop an awareness of inequity and oppression and act
accordingly. (p. 389)

Lapayese’s point of view concerning human rights reminds us of Monchinski’s (2008) critical
pedagogy comments, “dealing with educational developments relating to our fields ... [which
include] being politically active in our schools’ community, in our neighbourhoods, in our countries
[and so, such] tesponsibilities [should] not end ... [and/or political activism should not always be]
confined to our classrooms” (p. 80). From both scholars we can learn that education needs to

expand our political views and this can be achievable by formulating a critical curriculum of art
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education which aims at discussing the rights of children. This perennial manifestation can also
help students of art to understand that learning about human rights is beyond the boundaries of
their classrooms. At the same time, Lapayese and Monchinski make us fully awate that it is our
responsibility to help students of art to learn how to question the universal validity and applicability
of children's rights in education for the African child and their place in society. Then, for this
dissertation to clearly establish a reasonable connotation for children and their rights we have an
important question to ask ourselves: Who is a child?

A child is considered to be person who is below 18 years. They can also be defined as “a
young human being below the age of puberty” (Thompson, 1993, p. 141). For this dissertation, a
child can also be a person below the age of consent in the range 16 to 18 years. Moreover, first
Article of the Convention on the Rights of the Child’s main provisions informs us that:

A child is a person under 18 years unless national laws recognise the age of majority

earlier (UNESCO et al., 1995, p. 143)

With respect to the clause given by UNESCO with Childwatch International and UNICEF
we are able to understand that it proposes no argument against the assumption that in different
parts of the Western world, a person of 16 years possesses statutory age and therefore can be
emancipated. However, for this dissertation, children are persons below 18 years who cannot give
valid consent to anything without the permission of their parents or a legal guardian. In a
controversial way, numerous parents in Africa encourage “children to become [self-sufficient] at a
much early age and this independence is fostered and enforced by letting a child do even difficult
things” (Nsamenang, 2011, p. 61). To reason with the African parent, one may assume that difficult
things include what is indicated in the preamble of the convention of the rights of the child, as:

Duties ... for child survival, development and protection, ... to meet developmental
needs and demands in society of both the present and the future. (p. 143)

All in all, this helps us to understand that the African parent is mindful of helping the child to
attune to survival skills, which may not necessarily be secured through education for present and
future demands in society. In that case, for this dissertation, counting age for an African child who
is in a line of work; doing housework, errands and home chores is pointless and extraneous.

In 2009, UNESCO noted a greater clarification about children’s rights and work:

children who are engaged in labour activities — agriculture, animal husbandry, small
industry or petty commerce — participate in equally crucial learning environments,
which cannot be systematically reduced to issues relating to ‘child labour’ when these
are not forced activities and constitute genuine learning spaces linked to the
functional framework of their communities. In those spaces, there is much to be
learned about which schools do not teach, for example about local medicine, forest
skills or traditional harvesting. (p. 109)

It is in this sense that the African child involved in work and/or doing chores, which ate safe
not forced, or deemed as compulsory labour may appropriately be referred to as an apprentice. To

African parents, it is a sign of good manners to inculcate their children with expertise that requires

them to be able to provide for themselves without the help of others and in order for them to
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survive independently. Similarly, teachers of art education need to plan a critical curriculum of art
education which constantly encourages students to be responsible for their own learning for the
time of carrying out their apprenticeship training programmes. Through those self-learning spaces
the child can also obtain skills which contribute to the transmission of indigenous knowledge from
one generation to the next. Dawes et al. (2011) put it this way: in many Sub-Saharan communities,
a young child may “be asked to run errands [with a disguised reason of teaching him or her how
to have an] enhanced self regulation, attention and memory ... in preparation for school.” That
does not mean, such a child is not “... protected from [activities, which are] harmful to their
development [like] carrying heavy loads of wood or water” (p. 117). We can if we wish push the
argument further and suggest that for many African children, due to perpetual poverty and lack of
economic opportunities needed to increase and/or improve the family welfare of their homes, such
challenges bring about difficulties in protecting them from situations of abuse, neglect and
exploitation. Hence, (girl) child labour will remain rigidly in place. In fact, the main effect of child
labour is that it denies children the chance of enjoying their childhood to the extent that they
cannot be able to adequately attend school and/or finish it. To illustrate, even the ill health of a
close family member in the household can compromise a child’s possibility to access education and
on the other hand causes an increasing demand for household labour. This may prompt the child
to search for work and livelihood with economic gains, hence causing unforeseen dropouts from
school

Crucially, teachers of art should use a critical curriculum of art education to teach their
students the purpose of doing work. This can be done through activities of role-playing, such as
instructing a child to do an errand of delivering a finished artwork to the head teacher, as a gift.
The purpose should be to perform actions of trustworthiness; also the child will learn to be
responsible within their cultural communities. Similarly, through a critical curriculum of art
education, teachers should permit students to do actions telated to effects of child abuse/ill-

treatment along with school violence and suggest possible solutions.

Figure 5.
o~ An artwork showing a situation about teasing
‘ ﬂt appearing with a possible solution.
Artist name undisclosed: created by a pupil
from a Finnish primary school.
* Tyhmd means stupid or unintelligent
*Ald kiusaa is for Do not tease
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In Africa south of the Sahara, children suffer neglect, violence and abuse of different kinds

imposed by friends, teachers, patents and/or guardians for vatious reasons. Put another way, many

young children still face abuse and neglect on a daily basis in their homes and/or at school.
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Children's rights and child abuse3 cover more issues concerning maltreatment and non-negligible
concerns tregarding physical and emotional abuse like circumcision and eartly marriages, which
intergovernmental organisations like the UN rise up against. In that case, the school curriculum
should also, therefore, be focused around teaching and learning which can ensure ways of
protecting the fundamental freedoms of young people. It is also from the same perspective that art
education can create critical thinking synergies on matters concerning exploitation of children by
involving the support of cultural leaders with due regard for improving education. To put it
correctly, we need to agree that in globalisation the paradox of human rights violations among
children should be worked-upon by involving Africa’s rich cultural heritage also accessible from
elders. As Lapayese (2005) argues,

Human rights education emetges as a response to the demands of global education.
The magnitude of human rights violations and antidemocratic practices propels
human rights education to encompass a social justice theme intended to raise
students’ consciousness and foster social activism. Discourses surrounding racial,
social, and economic inequities are a standard component of human rights
education. (p. 389)

This type of human rights edict allows us to contemplate social justice themes as we plan to
formulate a critical curriculum of art education aiming at introducing social change in connection
with human rights education. Lapayese’s argument, furthermore, enables us to reflect on our
critical thinking views for art education to suit the real locus of protecting children, not merely
doing what is believed to be desirable by wider society. More precisely, we all agree that violations
of the rights of children happen due to the excessive power and authority of the parent/teacher
and through social and economic deprivations being present in the school and the communities
where they come from. Therefore, teachers need to find a place in a critical curriculum of art
education where they can include art themes aiming at helping students to learn how to become
activists of economic and social rights dedicated to promoting equitable values in their schools and
societies. As an example Maria Vasquez (2017) suggests, 