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ABSTRACT 
The aim of this study is to describe and explore the phenomenon of assessment 
in dance education within the Swedish upper secondary schools’ dance 
orientation. The phenomenon was researched based on teachers’ experiences of 
assessment in dance education and formulations in the syllabi for upper 
secondary school. Life-world phenomenology constituted a base for the study. 
The methods used in the investigation were document analysis, observations, 
teachers’ written and verbal reflections and interviews. Documentation of 
observations was made through field notes, video recordings and sound 
recordings. The generated material was analysed based on Spiegelberg’s (1960) 
seven stages of phenomenological analysis. Syllabi from Lpf94 and Gy11 were 
researched to describe and analyse in what ways dance knowledge becomes 
visible. In total, five teachers and three schools were involved in the study. 
Within the framework of the course Dance technique 1, observations of dance 
education in ballet, contemporary- and jazz dance were made as well as of ten 
grade conferences. The teachers read the field notes and were able to change 
formulations in case something was misunderstood or it needed to be 
commented on in the form of teachers’ written or verbal reflections. Interviews 
with four of the observed teachers were made and the conversations related to 
what appeared in the observations. Comprehension of teachers’ experiences 
resulted in a description of the phenomenon and answers to the research 
questions. The study is communicated through four intertwined papers.  
 
The result reveals various conditions for assessment in dance education. Two 
themes appeared in the overall findings of the study, namely: The design of the 
assessment practice	 and Communication within the assessment practice. The syllabi 
appeared as one condition among others for dance education in upper 
secondary school including views of dance knowledge that appeared through 
analysis of the syllabi. In the assessment practice, it was seen that teachers’ 
conduct of assessment involved conditions for formative assessment to emerge. 
Conditions in order for communicated assessment to become meaningful for 
the students also emerged, including shared understanding. The teachers 
expressed various conditions for the assessment practice to became visible, 
namely the students’ participation, their own actions, as well as the overall 
school context.   
 
The study contributes to the dance educational research field through making 
teachers’ experiences of assessment in Swedish dance education visible. The 
thesis discusses dance teachers’ various approaches to syllabi, how the teachers’ 
conceptions of quality influence the assessment practice, and finally the 
importance of shared understanding of communicated assessment is emphasised. 
Furthermore, collegiate discussions are brought to the attention as a way to 
improve and reflect upon assessment. 
 
Keywords: upper secondary school, dance education, assessment, life-world 
phenomenology 
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1. INTRODUCTION 
 

There is no continuity for discussions about formative assessment. Meetings 
get cancelled, there is lack of time, the school is too big, and I miss the 
nearness to colleagues.   
 

An upper secondary dance teacher who participated in this study expressed this 
quotation. The teacher answered a question during an interview about how 
they work with formative assessment. As seen in the answer, the present 
situation does not appear as satisfactory and different reasons why are pointed 
out. Based on my experiences as a dance teacher, expressions with the same 
meaning as the quotation given are common.  
 
During conferences among dance teachers that I have participated in, it became 
obvious to me that dance teachers appreciated and found it important to discuss 
assessment dilemmas with colleagues. The following issues are examples of 
questions that concern assessment: How will a student’s achievement of 
differences in movement qualities appear at different progression levels? What 
does it mean to perform specific core content with some certainty? Or, how can 
a student show detailed and nuanced reflections? As a teacher at a university, I 
have experienced that discussions regarding assessment in dance are frequent in 
the dance teacher programme. The student teachers are eager to learn about 
assessment and ask well-reflected questions regarding their upcoming assessment 
practice as graduated dance teachers. The research so far performed that it is 
possible to use in teacher training courses has been shown to be limited; these 
limitations will be presented later in this chapter. Based on my experiences as an 
upper secondary school teacher, I have also perceived that these students have 
questions, thoughts and reflections about assessment practice that relate to their 
own achievements. My interest in these questions and a desire to become 
clearer about my own assessment practice as a teacher aroused my curiosity.  
 
The current thesis focuses on assessment in dance education within the upper 
secondary school. The study is situated within the research field of education2 
and based on life-world phenomenology. Education as a field of research is 
defined in several ways and includes different orientations that embrace a wide 
view of the field. If I think of education as a colour (blue), the various 
definitions and orientations could be compared to the diversity in nuances of 
the colour on a palette. What could be said is that the process of change and 
process of influence within various contexts are overarching in the field of 
education. This thesis is situated in the intersection point of three orientations 
within education research, namely dance education, educational assessment and 
life-world phenomenology (See Figure 1 below). Because the study takes place 
within a dance educational context, it makes it relevant to place and relate the 
thesis within that field of research (See pp.7–8 and Chapter Three). In order to 

                                         
2 In Swedish the subject of research is Pedagogik. 
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situate and relate to this field, earlier research about educational assessment will 
be presented in the thesis (See pp.6-7 and Chapter Three). To be able to 
understand the complex phenomenon of assessment of dance education, life-world 
phenomenology was chosen as a theoretical framework, which is a rather 
common approach in educational research (Alerby, 1998; Bengtsson, 2005; 
Claesson, 2009; Ferm, 2004; Levinsson, Hallström & Claesson, 2013). Life-
world phenomenology including Merleau-Ponty’s theory of the lived body 
harmonises well with the embodied expressions in dance (2002/1962). Human 
beings and the world is intertwined, and learning takes place through 
interaction with and within the world (Merleau-Ponty 2002/1962). Studies 
within life-world phenomenology in the educational field grasp phenomena in 
intersubjective settings through access to human beings’ life-worlds. Examples 
of such complex phenomena can be music teaching and learning interaction 
between teachers and students, teachers’ and students’ understanding3 of grades 
seen in grade conferences or ethical practice within the school site (Bergmark, 
2009; Ferm, 2004; Rinne, 2014).  

 

 
 

Figure 1: Image showing the three orientations within education which this 
study is situated. The point of intersection of all three orientations 
constitutes the position of this specific research project. 

 
Phenomenology has been used in Swedish theses that are situated within the arts 
educational field (Ferm, 2004; Leijonhufvud, 2011; Lindqvist 2007; 2010; 
Österling Brunström, 2015). In dance education, several human beings embody 
knowledge in dance that becomes their embodied experiences. This thesis 
intends to embrace teachers’ embodied experiences within assessment in dance 
education. The dance studio constitutes a space for communication and learning 
to take place, and is crucial for dance education (Ericson, 1996; Styrke, 2015). 
In dance education, the space for dance education should allow a variety of 
dynamic teaching activity (Styrke, 2015). As a dance teacher within the teaching 
activity at the upper secondary school’s national programmes, it is common to 

                                         
3 Understanding is mentioned as accordance in Paper I and II. 
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teach lessons to groups of students. Only in occasional contexts is teaching for 
individual students offered. Commonly, dance teachers are involved in several 
different grades and courses during the same semester.  
 
According to teachers’ assignment and steering documents for the upper 
secondary school in Sweden, teachers are required to assess their students and 
are obligated to hold a teacher ID4. In the Swedish context, there are no 
external assessors involved in the national programme, and therefore the teacher 
is responsible for interpreting the steering documents, assessment and grading of 
the students’ achievements (Klapp Lekholm, 2008; 2010). What should be 
assessed is regulated in the steering documents, and guidelines for the assessment 
practice are presented at a rather detailed level. The present curriculum, Gy11 
(Swedish National Agency for Education, 2011a), offers formulations that need 
interpretation, but the syllabi do not specifically regulate how the teachers 
should implement the assessment practice.  
 
Based on my interest in assessment, the phenomenon of the study is assessment in 
dance education, embraced through steering documents and dance teachers’ 
experiences. As mentioned earlier, the thesis is situated within the upper 
secondary school, and more specifically in the national Arts programme within 
the dance orientation. Assessment in this study refers to human being’s actions. 
Teachers’ assessment in dance education will be described and analysed and 
presented through four papers (Paper I, II, III and IV). This chapter will further 
present a background to the chosen research area that relates to the upper 
secondary schools’ context and shows the need and relevance of this specific 
study. Before the study is situated within the field of research mentioned above, 
a background to the formation of the current curriculum and grading system 
will be presented. Also, the development of the dance orientation will be 
declared, including a description of current steering documents.  

The formation of the Swedish upper secondary school  
The upper secondary school in Sweden is not mandatory for adolescents, but 
consists of vocational programmes and preparatory programmes for studies in 
higher education. The Arts programme is a preparatory programme for higher 
education. For studies in higher education, courses from the preparatory upper 
secondary school’s programmes or the equivalent are required. Students have 
the choice to choose a programme that is vocational. The Swedish curriculum 
for upper secondary school was established in the 1970s, Lgy70, and has since 
then been subject to several reforms. The grading system in Lgy70 was norm-
referenced and has thereafter developed into being criterion-referenced (Klapp 
Lekholm, 2008; Lundahl, 2011; Nyberg, 2015). The norm-referenced grading 
system relates to the curve of normal distribution regarding students’ 

                                         
4 The government decided that teachers need to be qualified through a teacher ID to be able to teach 
and grade students in the Swedish school system (SFS, 2010:800). Teachers who did not receive a 
teacher education, but a degree from the pedagogical programme were obliged to complement their 
education to achieve a teacher ID, regardless of when they achieved their degree and how long they had 
worked in the school system. 
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achievement at a national population level (Klapp Lekholm, 2008). Such a 
grading system was interpreted wrongly, as teachers used the curve of normal 
distribution on their specific group of students, and not in relation to the 
national population (Klapp Lekholm, 2008). Another critique of the norm-
referenced system was that it was unclear what the generic level of a certain 
grade was, though the students were ranked based on the curve of normal 
distribution (Klapp Lekholm, 2008). The reform towards a criterion-referenced 
system was implemented in 1994, Lpf94, after investigations regarding how 
assessment could be directed towards the individual students’ achievement 
instead of how their achievement is assessed in relation to others (Rinne, 2014). 
In the criterion-referenced system, a student’s achievement is appraised in line 
with already given criteria. In addition, this reform also includes a change in the 
view of knowledge. The change went from a view that knowledge can be 
mediated from the teacher to the students towards a view of knowledge as 
something students construct themselves (Korp, 2006).  
 
In 1994, when the criterion-referenced system was introduced, a new 
curriculum was also implemented in the upper secondary school, Lpf94 (Klapp 
Lekholm, 2008; Rinne, 2014). Dance as a subject in the upper secondary school 
was included for the first time in Lpf94, and the curriculum was revised in 2000 
(Styrke, 2015). Gradually dance and theatre constituted two separate 
orientations, from being one from the first introduction into the upper 
secondary school (Styrke, 2013a). Within Lpf94, there were four progression 
levels for grading, Fail (IG), Pass (G), Pass with distinction (VG), and Pass with 
special distinction (MVG). To gain a Pass with distinction (VG) a student 
needed to achieve all the criteria for Pass (G) and Pass with distinction (VG). In 
2011, the upper secondary school was subject to a new reform that resulted in a 
new curriculum and grading system, Gy11 (Styrke, 2015). Gy11 consists of 18 
national programmes and five introductory programmes. Furthermore, included 
in Gy11 are programmes that deviate from the national programme such as 
programmes that have national recruitment. The grading system that followed 
the reform consisted of a scale with six progression levels, A – F, where A is the 
highest passed level and E the lowest. F represents the not passed level 
(Gustafsson, Cliffordson & Erickson, 2014; Swedish National Agency for 
Education, 2011b). If a basis for grading is missing, it is possible to give the 
student a horizontal line (-). The Swedish dance orientation programme in the 
upper secondary school aims to educate students in dance focusing on the 
students’ ability to perform and communicate dance and dance as a form of 
expression related to social and cultural contexts (Swedish National Agency for 
Education, 2011a). The subjects in the dance orientation are dance technique, 
dance performance, dance theory and dance orientation, which are divided into 
several courses of different lengths.5  
One goal, expressed in the overarching part of curriculum Gy11, was to acquire 
equality, both regarding curriculum and assessment (Styrke, 2015). Equality 
                                         
5  For more information visit http://www.skolverket.se/laroplaner-amnen-och-
kurser/gymnasieutbildning/gymnasieskola/sok-amnen-kurser-och-program (latest accessed March 30th 
2016) 
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refers to all students’ right to an equal education, irrespective of the teacher, 
school, city or socio-economical background a student has (Swedish National 
Agency for Education, 2011a). The concept of equality does not mean that all 
teaching and assessments should be made in the same way. The base for grading 
should correspond with the subject and steering documents in order to offer all 
students equal opportunities to learn and express their knowledge. In the Lpf94 
curriculum, it was possible to have a wider variety regarding courses between 
different schools (Styrke, 2015). The reform made the approach to the courses 
more centralized regarding the syllabi. However, a report about equal 
assessment concludes that the current grading system includes ‘…insufficient 
equality between teachers and schools…’ (Gustafsson, et.al, 2014, p.8).  
 
In addition to the curriculum, there are other steering documents that regulate 
the upper secondary school, which will be presented below together with 
support material for assessment. The steering documents are based on each other 
but regulate the school in different ways. The steering documents regulating the 
upper secondary school consist of the Education Act, Upper Secondary School 
Ordinance, curriculum, diploma goals and the syllabi (Swedish National Agency 
for Education, 2012a). The Education Act regulates all school forms including 
the upper secondary school and is a comprehensive piece of legislation that 
forms the basis for knowledge, freedom and security for the Swedish school 
system (SFS, 2010:800). The Education Act regulates that all courses in the 
upper secondary school are assessed in accordance to the syllabi. If the teacher 
does not have a teacher ID, the final decision on the assessment of the students’ 
grades should be made together with a teacher with teacher ID (SFS, 2010:800). 
The Education Act follows the ordinance of the upper secondary school and 
then the curriculum that is a regulation that contains fundamental values, 
mission, goals and targets for the school. The fundamental values seen in the 
curriculum imbue the school form as well as syllabi for each subject. In Gy11 
the curriculum is followed by graduation goals. First after the graduation goals, 
are the syllabi to be found. The syllabi include the aim of the subject activities, 
goals, each course that is included in the subject, how many credits each course 
covers and finishing with the core content together with knowledge 
requirements that are described for each course (Swedish National Agency for 
Education, 2012a). 
 
In the educational context of the Swedish upper secondary school, national tests 
exist as mandatory in some subjects such as mathematics, to support equal 
assessment. National tests do not exist in any of the arts subjects.6 Beyond the 
national tests, the Swedish National Agency for Education offers assessment 
support material for several subjects aiming to support equal and fair assessment 
and grading. The Swedish National Agency for Education’s assignments are 

                                         
6 To see what subjects that have national tests within national programmes in the upper secondary 
school visit http://www.skolverket.se/bedomning/nationella-prov/alla-nationella-prov-i-
skolan/gymnasieskolan (latest accessed March 9th 2016) 
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decided by the government or based on the Agency’s own initiative.7 No arts 
subjects within the national programmes in the upper secondary school offer 
any support material for teachers. 8  In comparison to national tests, the 
assessment support material is not mandatory to use. The purpose of such 
support materials is to concretise the knowledge requirements and by that 
support teacher’s assessment work. As a result, equal assessment is not supported 
in any of the arts subjects in the upper secondary school, either by national tests 
or assessment support material. What steers and regulates the Swedish dance 
education’s assessment practice are the steering documents presented above. As 
mentioned, the thesis is situated within an educational context, which will be 
presented in the following section. The section will, however, start with 
clarifying the educational assessment this thesis is regionalised to.      

Situating the thesis within educational assessment 
Assessment exists in various contexts with different purposes. Appraisal is a 
natural part of human beings’ lives, even though it can be a conscious or 
unconscious action. In human beings’ daily lives they appraise their experiences, 
for example it is common to appraise the food they eat, the clothes they wear 
and the music they hear. This study is situated within educational assessment, 
which makes it relevant to present the basis for assessment within the Swedish 
upper secondary school system. The section will include an introduction to the 
educational assessment field that will be presented later in Chapter Three. In the 
educational context, assessment emerges based on different intentions and levels 
of consciousness and commonly includes an assessment of students’ 
achievements in relation to goals or criteria (Pettersson, 2010). In daily life, 
human beings make assessments continuously that are more or less reflected 
upon. Assessments made in the school context need to be reflected upon and be 
consciously made to acquire the teachers’ assignment seen in the steering 
documents. Within educational discussions of modern times, assessment is an 
area of interest (Fautley & Savage, 2011; Klapp Lekholm, 2008). Everyone who 
is involved in an assessment process is affected and this has over time become 
more emphasised and has been seen as a field that needs to be problematized 
(Pettersson, 2007). Educational assessment can have multiple purposes that focus 
on appraising either the school as an institution or the students’ achievement. 
The assessment of students’ achievement levels could also be used as an 
instrument for measuring the school. In that case, schools are ranked based upon 
the students’ achievement rates. Assessment can also focus on the students’ 
learning process where the final grades can be used for selection between 
individuals as well as a qualification for higher education (Rinne, 2014). 
Though the students’ grades have such an impact on their future, it is of great 
interest that the assessment system makes high demands on quality (Gustafsson, 
et.al, 2014). Educational assessment research is a wide and varied field. Research 
regarding different purposes with assessment, feedback, grade conferences and 

                                         
7 The agency has chosen to focus on developing assessment support material for the upper secondary 
school foundation subjects (Dahlqvist Schiller, personal communication, March 17th 2016). 
8 To see what subjects that have support material within national programmes in the upper secondary 
school visit https://bp.skolverket.se/web/gymnasial-utbildning/start (latest accessed March 9th 2016) 
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assessment in arts subjects is of relevance for this study. The next section will 
situate the thesis in existing dance educational research in order to present the 
limitations of Swedish research regarding assessment in dance education. 

Situating the thesis within dance education research 
The study is situated in a dance educational context, where dance is seen as an 
embodied expression and experience. To situate the thesis within the field of 
research, this part of the chapter will present Swedish as well as international 
dance educational research. The main focuses in research within the field of 
dance education are dance teaching traditions, assessment, gender, interaction 
and communication, health, diversity as well as cultural contexts. What is of 
relevance for this study regarding dance education is dance teaching traditions, 
assessment, interaction and communication, diversity as well as cultural contexts 
will be presented later, in Chapter Three. This section gives a brief picture of 
what Swedish and international research that situates the study. The following 
text will start by framing dance as a school subject within the educational 
system, and continue with a presentation of dance educational research.  
 
Dance education appears in different contexts and has different intentions and 
hence different functions (Smith-Autard, 2002). The concept art of dance can be 
used to describe dance as a subject within dance education (Smith-Autard, 
2002). Dance educational research emphasises the importance for students to 
both see, create and appraise dance (Press & Warburton, 2007; Sheets-
Johnstone, 1979; Sjöstedt-Edelholm & Wigert, 2005; Smith-Autard, 2002; 
Styrke, 2013b). One dance educational structure, called the midway model, is 
described by Smith-Autard (2002) and includes all three of these activities. This 
model defines the content of the education, that the education includes work 
with composition, performance and appreciation. Furthermore, the education 
should lead towards artistic, aesthetic and cultural competence. In addition to 
this, Smith-Autard (2002) describes an educational and professional model 
where the focus lies on the process versus product in the different models. The 
midway model does not differentiate between the two, but could be seen as a 
compromise of the professional and educational model and both the process and 
the product includes equal (Anttila, 2007; Press & Warburton, 2007). In 
Sweden, dance is a young school subject compared to, for example, music 
(Englund & Sandström, 2015). Dance education in Swedish primary schools 
(1st–9th grade) is not a mandatory subject (Lindqvist, 2007; Styrke, 2013a; 2015). 
Dance is mentioned in the curriculum’s general descriptions as an activity that 
all students should be exposed to (Ferm Thorgersen 2015; Swedish National 
Agency for Education, 2015). In physical education dance is part of the syllabus, 
but solely regarding the musical aspect of dance. This shows that dance has a 
rather week position in comparison to other arts subjects such as music and 
visual art (Styrke, 2013a). However, around 80 communities have decided to 
have dance as a mandatory part in their schools even if it is not a requirement, 
so called Dance in school9 (Lindqvist, 2007).  
                                         
9 In Swedish, Dans i skolan is a common concept when referring to mandatory dance education in the 
Swedish school system. For more information see www.dansiskolan.se  
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Research in dance education seen in a Swedish context is rather limited. In the 
Swedish dance educational research context six dissertations have been 
published (Digerfeldt, 1990; Duberg, 2016; Ericson, 1996; Grönlund, 1994; 
Lindqvist, 2010; Styrke, 2010) and two	 Licentiate thesesis (Lindqvist, 2007; 
Notér Hooshidar, 2015). The Swedish publications have different focus areas 
that can be summarized as: dance therapy (Digerfeldt, 1990; Grönlund, 1994) 
assessment (Ericson, 1996), dance teaching traditions (Lindqvist, 2007; Styrke, 
2010), gender (Lindqvist, 2010), interaction and communication in dance 
education (Notér Hooshidar, 2015) as well as health (Duberg, 2016). It is 
important to use international research in dance education to have a wider 
perspective on research. According to Risner (2007), international dance 
educational research emphasises three main focus areas in the form of gender 
(Ferdun, 1994; Lindqvist, 2010; Stinson, 2005; Styrke, 2015), diversity and 
cultural context that to some extent are interrelated.  
 
The dance subject’s weak position as seen from a historical perspective along 
with being a feminine-coded subject indicates the need for more research 
(Styrke, 2013a). Blumenfeld-Jones and Liang (2007) argue that curriculum 
research to a great extent focuses on evaluation and that research about 
curriculum assessment in dance education is needed, which can be seen in the 
gaps in the Swedish research. The limitations in Swedish dance educational 
research related to assessment in dance education within the upper secondary 
school reveal the need for research in the dance educational field (Blumenfeld-
Jones & Liang, 2007; Styrke, 2013a). What teachers should assess is, as mention 
earlier, formulated in the steering documents, but how assessments are operated 
is up to the individual teacher. My interest in the field and the gap in Swedish 
dance educational research regarding assessment constitutes the basis of chosen 
educational field of research, where Life-world phenomenology harmonises well 
with teachers’ assessment of dance knowledge as an embodied experience and 
expression.  

The aim of the thesis  
The overall aim of the study is to describe and explore the phenomenon of 
assessment in dance education within Swedish upper secondary schools’ dance 
orientation. This research focuses on assessment in dance education based on 
teachers’ experiences of assessment in dance education and formulations in the 
syllabi for the upper secondary school. The main research questions are:   
 

• In what ways does dance knowledge appear through the syllabi used in 
upper secondary schools in the period 2011–2012? (Paper I) 

• Based on teachers’ experiences, how is assessment in dance education 
carried out and reflected upon? (Paper II and IV) 

• How do teachers’ conceptions of quality become visible in the practice 
of assessment? (Paper III) 
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The thesis was regionalized to comprehend the dance orientation within the 
Swedish upper secondary schools’ Arts Programme. To reach the overall aim, 
and answer the main research questions, four papers were written that included 
the following aims:   
 
- to analyse and describe dance knowledge as a phenomenon based on how it 
appears and is seen by the researchers through syllabuses 10  used in upper 
secondary schools in the period 2011–2012. (Paper I) 
 
- to explore how formative assessments in dance education are constituted. 
(Paper II) 
 
- to illuminate a teacher’s conceptions of quality expressed through verbal and 
non-verbal actions in relation to summative assessments of dance knowledge. 
(Paper III) 
 
- to illuminate and discuss assessment within dance education in upper secondary 
schools through teachers’ reflections. (Paper IV) 

Disposition of the thesis  
The thesis consists of seven chapters. This first, introductory, chapter presents 
the focus areas of the study, followed by the aim and research questions. In the 
following, second, chapter the theoretical framework of the thesis is introduced, 
which concerns the ontological and epistemological starting-points based on 
life-world phenomenology. The third chapter contains a research overview of 
the dance educational field, as well as research on educational assessment. Then 
follows the fourth chapter, which includes methodological starting-points and 
chosen methods as well as the design of the study. Summaries of the four papers 
are given in Chapter Five. In the sixth chapter, the overall findings of the study 
are explored in relation to life-world phenomenology through the following 
themes: The design of the assessment practice and Communication within the assessment 
practice. The last chapter of the thesis includes a discussion regarding methods 
and overall findings, where the study’s research questions are answered. 
  

                                         
10 Plural of syllabus will be used as syllabi, expect in the title and aim in Paper I, where syllabuses is used.  
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2. THEORETICAL FRAMEWORK – ontological and 
epistemological starting-points 

 
The study is based on life-world phenomenology, which functions as a basis 
both for how the study is designed, operated and analysed. This chapter will 
start with a short description of the phenomenological movement and the 
characteristics of phenomenology, followed by a description of life-world 
phenomenological orientation regarding both ontology and epistemology. 
 

Phenomenology of the life-world as an ontological and 
epistemological base 
The concept of phenomenology was originally used in 1762 by Johann 
Heinrich Lambert and refers to the doctrine of appearance. This was later 
developed in 1807 by Friedrich Hegel to involve a historical dimension 
(Bengtsson, 1991). Edmund Husserl is, however, often regarded as the founder 
of modern phenomenology (Bengtsson, 2001). The philosophy of 
phenomenology can be seen as a movement that has branched out into various 
orientations. Therefore, it is possible to mention phenomenology in the plural, 
as phenomenologies (Bengtsson, 2005). These orientations have similarities and 
differences and should not be seen as one single theory. Phenomenological 
research is characterised by adaptability and openness regarding variation and 
complexity (Bengtsson, 1991; 2001; 2005; Husserl, 2004; Merleau-Ponty, 
2002/1962; Patoc ̌ka, 2013). This influenced phenomenology to be seen as an 
approach more than a strict method of how to illuminate and understand a 
phenomenon. The method is rather used to let the phenomenon function as a 
guide while it becomes visible to a subject.  
 
Phenomenology revolves around grasping a phenomenon’s general essence. 
According to Bengtsson (2001), Husserl’s critique of schematised reduction such 
as in psychologism can be seen as a basis for his philosophy. The focus should be 
on how a phenomenon is constituted and to do justice to the phenomenon; 
therefore, it is important not to take different starting-points assertively. The 
basis in phenomenology is to go ‘back to the things themselves’ (Husserl, 2004; 
Merleau-Ponty, 2002/1962). As Bengtsson (2001, p.26, author’s translation) 
writes ‘This is the idea with phenomenology, that in some way to grasp the 
things as they show themselves through experiences, conceptualise them, 
without abusing them’. As seen in the quotation above, someone’s experience is 
central in the philosophy, it is about letting the phenomenon show itself to a 
subject (Husserl, 2004). Through human beings’ experiences a phenomenon 
can be illuminated and understood. The phenomenon appears through its 
existence in a first-person perspective by different senses. The thing is always 
experienced through what different properties and meanings the phenomenon 
can have for that subject (Bengtsson, 2001). Human beings experience all things 
as something through their experiences, which gives the things meaning. The 
world emerges as it appears to someone by their lived experiences. Thing/s 
refers to more than the material thing; it includes various objects based on 
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mathematics, logic or culture as well as emotions and institutions (Bengtsson, 
2001). A subject’s experiences consist of viewpoints that include properties 
beyond what is presented to us. Husserl therefore emphasises the directedness 
towards both the phenomenon and the subject, so called intentionality. The 
consciousness is directed towards something, and what is made visible is always 
perceived by a consciousness. Husserl emphasised something he called the 
principle of all principles, which refers to that the source and basis of knowledge 
is experience (Husserl, 2004; Patoc ̌ka, 2013). Husserl wrote, ‘The world is 
constantly existing as reality’ (2004, p.112). It is through human beings’ 
experiences they gain access to the world (Patoc ̌ka, 2013).  
 
Husserl is mostly recognised for his philosophy, called transcendental 
phenomenology. This orientation argues that it is possible to capture a 
phenomenon’s objective truth through phenomenological reduction — so 
called epoché (Husserl, 2004). Through epoché your earlier experiences are put 
in brackets (Bengtsson, 2001; Husserl, 2004; Patoc ̌ka, 2013). Husserl argues 
that, through a reduction of earlier experiences, one can reach a pure 
consciousness and are then able to grasp experiences without being coloured by 
earlier ones. The goal is that the subject’s connection and prejudice towards the 
world will not be taken in account by the use of the epoché. Through epoché, 
experiences can be perceived independently of earlier experiences as a conscious 
pure flow of experiences (Husserl, 2004). The reduction implies that earlier 
experiences are omitted. What is reduced in the phenomenological reduction is 
still within the subject’s field of vision, but could be seen as deenergised from 
the natural attitude. Human beings take the life-world for granted and do not 
question its constitution in their daily lives. Husserl (2004) emphasises this as the 
natural attitude, which could be explained in that the world and everything it 
grasps is naturally given as existing.  
 
The transcendental orientation became criticised for not follow the basic 
principle of phenomenology; to let the phenomenon show itself as it appears 
(Bengtsson, 1991). The orientation of existential phenomenology, represented 
by philosophers such as Martin Heidegger, Jean-Paul Sartre, Simone de 
Beauvoir and Maurice Merleau-Ponty, stressed that it is impossible to 
experience something without earlier experiences, and therefore it is impossible 
to put the experiences in brackets. The existential philosophers all pointed out 
the importance of existence for different phenomenon. Philosophers within this 
orientation argue that it is not possible to unleash existence and essence; both 
are intertwined as an entirety that they constitute together (Bengtsson, 2001). In 
line with life-world phenomenology, a phenomenon has essences that together 
constitute the phenomenon’s existence. According to life-world 
phenomenology and Merleau-Ponty (2002/1963) nothing can be experienced 
without the body; human beings experience the world through their bodies, 
which will be further explored in the next section. 
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Intertwining within the life-world and the lived body 
Heidegger argued that it is not possible to separate the subject from the world, 
though he argued that human beings are thrown into the world (Bengtsson, 
2005). Consequently, the subject and the world are seen as an inseparable 
intertwined entity, and the world is therefore always seen as lived, which make 
them influence each other. The life-world is a central concept within 
phenomenology that can be derived from Husserl’s Lebenswelt (Husserl, 2004).  
The concept has been named in various ways throughout the phenomenological 
movement; examples will be found in the following part. Within the life-world 
we experience and live our life. The meaning of it is derived from the life-
world, which means that ‘All meaning has its origin in the life-world,’ 
(Bengtsson, 2001, p.48, author’s translation). The subject (Dasein) is, according 
to Heidegger, characterised by its existence as well as the subject’s relation to 
itself (Bengtsson, 2005). Heidegger called this in German as in-der-Welt-sein 
(being-in-the-world) (Diprose & Reynolds, 2008). This life-world is impossible 
to reduce and will both affect and be affected by the life adherent within it. The 
lived world consists of human beings and things situated within it and related to 
social, cultural and historical contexts, which makes for its complexity. Merleau-
Ponty described the life-world where bodily lived subjects experience the world 
and their everyday life. Merleau-Ponty adapted and took this notion further by 
including the body and called it in French être au monde (being-in-the-world). 
So there is a difference in meaning even though the English translation in both 
cases is ‘being-in-the-world’ (Bengstsson, 2005). Bengtsson (2001, p.70, 
author’s translation) writes that with the life-world, Merleau-Ponty ‘Intends the 
world that is living currently in our perceptions and hence is inseparably linked 
with a perceiving subject’. The world exists for a subject before any reflections 
are made, which means it is a pre-reflective world. The life-world precedes and 
is required by both science and reflection. We are always in the life-world and 
take it for granted.  
 

I am aware of a world, spread out in space endlessly, and in time becoming 
and become, without end. I am aware of it, that means, first of all, I discover 
it immediately, intuitively, I experience it. Through sight, touch, hearing, 
etc., in the different ways of sensory perception, corporeal things somehow 
spatially distributed are for me simply there, in verbal or figurative sense 
“present”, whether or not I pay them special attention by busying myself with 
them, considering, thinking, feeling, willing. (Husserl, 2002/1931, p.101) 

 
Human beings are more than the physical bodies.  Merleau-Ponty argues that 
human beings are lived body-subjects, and as mentioned are inseparably linked 
with the world and other subjects, and pervade each other (Bengtsson, 2001; 
Merleau-Ponty, 2002/1962). Human beings can never be reduced to and 
experienced just as physical things (Bengtsson, 2001). As subjects, we experience 
other people as psycho-physical, social and historical entities. It is through the 
lived body — the subject — that we can access the world through experience 
time, place and other subjects. A Human being is incorporated in past time, 
present time as well as future time and therefore ‘inhabits space and time’ 
(Merleau-Ponty, 2002/1962, p.161), we are time and space. It is through the 
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moving body that closeness, separation, distance and direction can be 
experienced and understood (Parviainen, 1998). Therefore, the body is a 
condition for the epistemological base within life-world phenomenology, 
according to Merleau-Ponty´s theory of the lived body (2002/1962). Subjects 
cannot place themself outside the life-world like an observer, because they are 
always intertwined with it and therefore part of the life-world as a lived body-
subject (Bengtsson, 2005). Merleau-Ponty (2002/1962, p.171) writes that ‘To 
be a body, is to be tied to a certain world, as we have seen; our body is not 
primarily in space: it is of it’. He also wrote ‘The body is our general medium 
for having a world’ (Merleau-Ponty, 2002/1962, p.169). These experiences are 
constituted by an intertwined weave of several dimensions of knowledge that 
are dependent on each other. This means that the only way to gain insight from 
the world is through human experience (Merleau-Ponty, 2002/1962).  
 

The body is the vehicle of being in the world, and having a body is, for a 
living creature, to be intervolved in a definite environment, to identify oneself 
with certain projects and be continually committed to them. (Merleau-Ponty, 
2002/1962, p.94) 

 
The body-subject forms an entirety with no distinguishing between body-mind, 
or body-soul (Alerby, 2009; Merleau-Ponty, 2002/1962). Merleau-Ponty 
compares the body to a work of art and their ‘nexus of living meanings’ 
(2002/1962, p.175). The body can be seen as an accommodator of information, 
but is also to a great extent involved in meaning-making; it is not a cognitive 
action but a bodily action. As body-subjects, we are ‘condemned to meaning’ 
(Merleau-Ponty, 2002/1962, p.xxii). Our perceptions always appear and 
become meaningful in relation to earlier experiences (Bengtsson, 2001). An 
experience of something is also dependent on from what view point/s the 
phenomenon is perceived. Merleau-Ponty argues due to the dependence on the 
subject’s angle they will grasp various things. Earlier experiences can make it 
possible for us to imagine the phenomenon as a whole. In the later writings of 
Merleau-Ponty, such as the book The Visible and the Invisible, he developed his 
concept of the body. The body is the base of the ontology he developed. 
According to Merleau-Ponty (2002/1962; 2006) the lived body is a subject-
object. For instance, in dance performance the world is experienced by the 
subject’s dance in front of other people, simultaneously being the subject and 
object: a subject by being-in-the-world with the dancing and an object by other 
people experiencing it.  
 
The body can be seen as being in the world in the form of a thing among other 
things as well as seeing them and touching them; these two dimensions are 
intertwined as a sensible sentient being (Merleau-Ponty, 1968). We can touch 
and be touched, be tangible and visible simultaneously. Merleau-Ponty gives an 
example when the left hand touches the right and simultaneously touching and 
being touched, tangible and visible (Merleau-Ponty (2002/1962; 2006). In his 
later work he emphasises that our bodies are multifaceted as subject and object 
simultaneously; this is called chiasm. The chiasmic spaces are situated within the 
flesh and can be seen as reversibility. The concept of flesh should not be 
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interpreted as the tissue of human body flesh; it grasps something more than the 
physical body and is intertwined in the world. This intertwining weave is 
described by Merleau-Ponty as chair, which in English has been translated into 
‘flesh’. Flesh can be interpreted as a way of understanding the body-subject’s 
connection to the world as a weave, where we are intertwined with and within 
the world. Merleau-Ponty (1968, p.139) wrote about the concept of flesh as ‘an 
‘element’ of Being’ and furthermore ‘a presence to the world through the body 
and to the body through the world, being flesh’ (1968, p.239). Merleau-Ponty 
writes about water, air, earth and fire when he refers to the elements. Within 
this flesh there are gaps, chiasm, where the perception is double (Ferm 
Thorgersen, 2014). For instance, during a dance experience, the dancer 
perceives their own dancing at the same time as the dancers perceive their co-
dancers dancing. Furthermore, you also experience others experiencing you. I 
see and am seen, and these two experiences cannot be separated. The subject-
world is coexisting, and is, therefore, hard to separate and even harder to 
distinguish from one another by putting the word “and” between the words. 
To gain insight into the world is possible only through human experience of the 
world (Merleau-Ponty, 2002/1962), and therefore, turning to the things 
themselves. Dahlberg (2011, p.94, author’s translation) writes ‘The sustained 
flesh creates the world as we know it, that is as a place where everything, all 
times and rooms can relate to one another’. According to Dahlberg (2011), 
there is an agreement between researchers to focus on Merleau-Ponty’s theory 
about the meaning of the concept. This concept could be seen as a translation of 
Husserl’s German concept lieb and the meaning that includes more than just the 
human body.  
 

In sum, Merleau-Ponty’s notion of flesh is an attempt to capture the unity we 
share with the other beings that make up our surroundings. But it does so by 
simultaneously preserving and indeed valorizing the difference between the 
two types of flesh, the sensible sentient and the sensible. The same reversible 
relation holds for language and what is said in it as well as for us and others 
and for our sense modalities. Merleau-Ponty has given us a novel way of 
understanding our relation to the world and a new name for it as well: flesh. 
(Diprose & Reynolds, 2008, p.193) 

 
Reversibility, chiasm, can also appear in dance. Simultaneously with the 
movement made by the body-subject, the movement is possible to perceive by 
others (Parviainen, 1998). In the same way, you can be seeing–seen and 
touching–touched, you can be dancing–danced (Kozel, 1994; Parviainen, 
1998). Even though there is a divergence between the body that is moving and 
the subject’s perceived movement, there is a difference in moving and for 
example experiencing one’s moved body through video recording.  
 
In different situations within the life-world, human beings interact and 
communicate. These situations can be seen as contexts that are constituted by 
human beings and things in the life-world. To be able to perceive human 
experiences, adaptability and openness to the world’s complexity is necessary, 
which includes different life-worlds, subjects and things that are intertwined.  
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The lived body in connection to dance 
According to Merleau-Ponty (2002/1962), the human beings and the world is 
intertwined, and consequently even learning takes place through interaction 
with and within the world. Through our lived bodies we can experience 
learning, where intersubjectivity is a condition for learning to take place. In this 
interaction, our entire body is involved in the learning process as a body-
subject. By interaction with the world, habits become internalised. In 
interaction with the world, we can extend the body into the world through 
things and experience and understand the world through these things. Merleau-
Ponty gives an example of a blind man’s cane, which can be seen as an 
extension of the blind man’s body (Bengtsson, 2001; 2005; Merleau-Ponty, 
2002/1962). From just being a thing, the cane transforms to an extension and a 
tool to experience the world. Another example is a student’s pencil while 
writing (Alerby, 2009). For the transformation from thing to an extension of the 
body-subjects, it must be a habit. ‘To incorporate a thing with our own body 
implies that a habit is created’ (Bengtsson, 2001, p.80, author’s translation). 
Through this extension of the body, the subject expands its being-in-the-world. 
A habit is, according to Merleau-Ponty, something different from objective 
knowledge and automatism. Through habitus in dance, it is possible for the 
body-subjects to indwell space, time and experience the world. Just as well as 
we need habitus to embody a pencil, a habitus is needed to be able to use the 
body to experience the world with and through dance. Before a thing becomes 
embodied the distance between the body–subject and the thing needs to fade 
away and that can only appear through interaction between subject and the 
thing. There is no need for a thing as an extension of the bodies to grasp the 
world in dance, it appears through habitus of a dancing body.  
 
Learning in dance includes more than learning bodily skills like mastering a 
pirouette technically. It involves becoming aware and sensitive to your sentient 
body and motility while exploring body movements. Merleau-Ponty 
(2002/1962) wrote about synaesthetic perceptions, and the human being’s 
possibility to use various senses to perceive the world. In dance, the synaesthetic 
body is fundamental both for the dancer as well as to the audience (Parviainen, 
1998). It is in and through the body that dance becomes meaningful. As an 
audience, it is possible to experience dance through synaesthetic bodies and 
movements become meaningful. When the subject moves the body, the subject 
experiences the world through its body. Regarding memory, the body is 
therefore always involved. In dance, movements are being explored, indwelled 
and become part of the bodily experiences and memories. ‘A movement is 
learnt when the body has understood it, that is, when it has incorporated it into 
its ‘world’ (Parviainen, 1998, p.54). In structured and set exercises or 
choreographies, the ability to learn and remember movements is fundamental. 
Merleau-Ponty wrote that you are your body; Fraleigh (1987, p.32) writes: ‘I 
am the dance; its thinking is its doing and its doing is its thinking. /… /. My 
dance is my body as my body is myself’.  
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In a teaching situation in dance, communication in various ways and modes is 
an important factor. ‘Teaching dancing, the teachers must know in their bodies 
how to move while they must have pedagogical skills to pass on their 
knowledge to students’ (Parviainen, 1998, p.76). Communication appears when 
someone else’s being-in-the-world is presented to me and is incorporated with 
my being-in-the-world (Merleau-Ponty, 2002/1962). This communication can 
appear through various expressions that are all connected to our bodies. The 
body is a condition for communication (Diprose & Reynolds, 2008). For 
instance, gestures, movements of the physical body, sounds, extensions of the 
body in, for example, paintings or books. Some kind of expression due to an 
interpreted experience of the impact of the life-world is presented. For another 
person to be able to understand your communication, your vocabulary and 
syntax must already be known to that person (Merleau-Ponty, 2002/1962). In 
dance, we could say that the meaning is inseparable from movement, and 
movement is the means of expression in dance. The expression of a text, music 
or dance brings meaning into existence.  
 

The musical meaning of a sonata is inseparable from the sounds which are its 
vehicle: before we have heard it no analysis enables us to anticipate it; once 
the performance is over, we shall, in our intellectual analyses of the music, be 
unable to do anything but carry ourselves back to the moment of 
experiencing it. (Merleau-Ponty, 2002/1962, p.212) 

 
It is possible to understand it in the same way as Merleau-Ponty, who does not 
consider that there is a sharp distinguish between linguistic and non-linguistic 
communication, so called ambiguity (Diprose & Reynolds, 2008). Ambiguity 
also refers to the impossibility of deriving human behaviours from either nature 
or culture; behaviours are nature and culture at the same time. Through bodily 
experience, the subject can acquire knowledge. As already mentioned, earlier 
experiences cannot be disconnected when subjects perceive the world. How we 
interpret and understand the world is based on earlier experiences (Bengtsson, 
2001). Ambiguity can be seen as the double-sided dimensions of the existence as 
body-subjects.  
 
‘My body is the fabric into which all objects are woven, and it is, at least in 
relation to the perceived world, the general instrument of my ‘comprehension’ 
(Merleau-Ponty, 2002/1962, p.273). Bodily movements are meaningful in 
themselves by their extension in the life-world. Dance is an art form and a 
language in the same way as expressions through music, art and drama (Alerby 
& Ferm, 2006; Smith-Autard, 2002). The body is the instrument for 
experiencing and expressing the knowledge in dance, and for both singers and 
dancers instrument is their own body (Alerby & Ferm, 2006). ‘The experience 
of our own body, on the other hand, reveals to us an ambiguous mode of 
existing’ (Merleau-Ponty, 2002/1962, p.230). Given this, it is through the body 
we can express and communicate.  
 
This chapter have presented the theoretical framework of the thesis: life-world 
phenomenology. The theoretical framework functions as a basis for the study’s 
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design, operation and analysis. The following chapter will focus on existing 
research regarding dance education and educational assessment. 
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3. CONTEXTUALISING THE RESEARCH  
 
In this chapter, the field of research regarding dance education and educational 
assessment will be described to situate this thesis within these research fields. As 
seen in the introduction, as well as expressed as in the overall aim of the study, 
it is relevant to start this section by presenting research from a wide base 
regarding dance education and educational assessment in order to narrow down 
to the assessment in arts subjects and finally the assessment in dance. The chapter 
will illuminate dance educational research, focusing on teaching content, 
challenges and teacher education. Educational assessment will begin with an 
attempt to navigate through commonly used concepts within the field, 
assessment in arts subjects. Further into the chapter, the focus will turn to 
assessment in dance education. 

Dance educational research 
Swedish education for dance teachers has changed over the years where the 
recent reforms are in line with the demands on teacher ID that also includes 
dance teachers. The steering documents include requirements and assignments 
that dance teachers should follow and to which they should relate their 
teaching. Therefore, it is relevant that this section also presents research 
regarding teaching content related to curriculum and teaching activity, and 
finishing up with challenges within dance education. The requirements on 
dance teachers have developed the education for dance teachers. In Sweden, 
there have been formations over the years that have been researched by Styrke 
(2010). Styrke’s (2010) dissertation focuses on the formation of dance 
pedagogical education11 in Sweden and presents the developments towards a 
dance teacher education (Styrke, 2010). In 1964, the first Swedish dance 
pedagogical programme was established at the Choreographic Institute (Styrke, 
2010; 2013a). This process to organize the educational system towards 
legitimization and normalization was initiated by The Swedish dance teacher 
organization. At this time, dance was not a subject in the school system, which 
made it somewhat more difficult to establish dance education in schools. In 
1970, the National Collage of Dance established a dance pedagogical 
programme. The institution has changed its name a couple of times over the 
years and in 2016 its official name was the Stockholm University of the Arts, 
School of Dance and Circus. Until 2003, the University of Dance and Circus 
was the only institution that educated teachers to work with dance education at 
all education levels and school forms. A teacher education programme was 
established at Luleå University of Technology in 2003, where students could 
take a teaching degree with a qualification to teach in the primary school and 
upper secondary school. In connection with the implementation of Gy11, a 
new teacher education in dance was established at Luleå University of 

                                         
11 Pedagogical education and teacher education in dance is two separate dance educations in Sweden. 
The dance pedagogical education is a two or three year program for a degree to teach dance outside of 
the school system. The dance educational programme is a five year program for a degree to teach upper 
secondary schools and to become eligible for a teacher ID. In the thesis both educations will be 
mentioned.  
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Technology and Stockholm University of the Arts, School of Dance and Circus 
in collaboration with Stockholm University (Styrke, 2015).  
 
Regardless of the teachers’ education, they have to adapt their teaching to the 
subjects’ core content that is regulated in the syllabi. Dance can be seen as a 
corporal art form that communicates in a non-verbal manifestation (Kranicke & 
Pruitt, 2012). Dance as a subject in the Swedish upper secondary syllabi is not 
only a non-verbal expression, but also one embracing communication of 
knowledge through verbal and written expressions.12 However, the written and 
spoken word is a commonly used form of communication, which makes it 
important to even use that language (Englund & Sandström, 2015). Teacher’s 
expressions in dance education can be challenging to verbalize, but are seen as 
important in order to communicate with individuals outside of the dance field 
and development in verbalizing dance have been suggested (Englund & 
Sandström, 2015). In the educational context, the written and spoken 
communication is important in order to define the core content as well as 
elucidate the assessment practice. Furthermore, how the students experience and 
interpret what and how the teacher operationalizes the curriculum also affects 
what is actually taught (Blumenfeld-Jones & Liang, 2007). What is formulated 
in the steering documents is one thing, and how the core content is being 
taught and interpreted is another.   
 
Stinson (2005) brings to light what she calls the hidden curriculum, which also 
is in line with Blumenfeld-Jones and Liang (2007) who argue that what is being 
taught differs from what is explicit in steering documents. This concept, hidden 
curriculum, comprehends the structures and practices that are taken for granted 
within a specific educational context. Included in the concept is everything in 
the teaching activity that is not explicit. The hidden curriculum implies that 
teaching activity embraces more than just the learning processes regarding 
subject-specific knowledge, but also that social skills embrace values and norms. 
Hidden curriculum can also concern learning that takes place outside the school 
institution (Styrke, 2015). In the Swedish educational setting, values and norms 
are included in the overall text in the curriculum and should imbue the teaching 
activity (Swedish National Agency for Education, 2011a). Beyond the dance-
specific teaching activity, basic values were a concept that appeared in 
connection with the dance teacher’s roles (Lindqvist, 2010). Social aspects are 
also incorporated in the dance educational context, according to the teachers in 
Lindqvist’s (2010) study. Outcome-based learning is emphasised and ‘Today, the 
focus has shifted from what is being taught by teachers to what is being learned 
by students’ (Stinson, 2005, p.51). The teacher’s openness, adaptability and 
awareness are crucial in optimizing the students’ learning, according to 
Lindqvist (2007). The basis is that it is the teachers’ responsibility to make sure 
that learning takes place; hence, all students have the capacity to learn (Stinson, 
2005).  
                                         
12  For the exact formulation of the syllabi, visit http://www.skolverket.se/laroplaner-amnen-och-
kurser/gymnasieutbildning/gymnasieskola/sok-amnen-kurser-och-program (last accessed March 8th 
2016)  
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A commonly used framework for how a dance class can be given is described by 
Stinson (2005, p.53); ‘teachers demonstrate, after which students attempt to 
imitate; then teachers “correct” the students, who again attempt accurate 
imitation.’ Even though this way of teaching could be limiting regarding 
developing creative individuals, an argument for using this teaching strategy is 
that this is required in order to develop professional dancers (Stinson, 2005). In 
ballet, contemporary- and jazz dance, the tradition is that the teaching focuses 
on the teachers’ demonstration of movements (Englund & Sandström, 2015; 
Notér Hooshidar, 2015). The complex process includes, according to Notér 
Hooshidar (2015), imitation and reproduction where development in 
movement requires that the movement has to become meaningful for the 
dancer. In contemporary- and jazz dance, the dance material is more personally 
connected to the teachers and selected based on ‘…certain aesthetic movement 
principals’ (Notér Hooshidar, 2015, p.86). A contrast to the above-described 
dance class could be creative dance pedagogy, where the intention is to guide 
students to become problem-solvers and independent individuals (Stinson, 
2005). Even the teachers who were participating in Lindqvist’s (2010) study 
were most commonly using imitation in connection with verbal 
communication while teaching a dance material. According to Digerfeldt 
(1990), imitation can in a good teaching environment create integration 
between the teacher and the students.  
 
According to Ericson (1996), girls try to imitate the dance teacher to a greater 
extent than the boys. A dance class commonly includes unspoken codes about 
how to behave in the educational context. Students described dance education 
as fun and said that the teaching activity was closely connected to the teacher 
(Stinson, 1997). The dance teacher was seen as an authority to whom the 
students should be obedient. This could be recognized in the tradition of 
master–apprenticeship	(Kvale, 2000). Kvale (2000, p. 284) define this concept as 
follows: ‘Learning through participating in a praxis of communion with 
consensual obligations for the master and trainee within a specific social 
structure stretched out over a longer space of time’. The trainee takes part in the 
master’s daily work, which enables the trainee to grasp the most important 
abilities and values. The trainee can then move into actively participating in 
practice performing the occupation. Imitation has been controversial when it 
comes to whether it only includes a reproduction, or whether it also includes an 
interpretation (Kvale, 2000; Reynolds, 2004). Based on Merleau-Ponty, it is 
possible to conclude that interpretation is being used when a subject imitates a 
movement, in this case a dance interpretation (Reynolds, 2004). In imitation, 
the subject always interprets the movement to be able to embody it. New 
thoughts will appear, though the student needs to interpret, reflect, change and 
connect what has been perceived. Demonstration opens up the possibilities for 
interpretation and verbal communication while demonstrating that dance 
material is desirable (Englund & Sandström, 2015). However, to be able to 
perceive whether the student has embodied the intended knowledge, the 
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teacher has to embrace the student performing the material (Englund & 
Sandström, 2015).  
 
As mentioned earlier, dance teachers commonly demonstrate the dance material 
used in the education, even though verbal communication is seen as an 
important form of communication as well. The Swedish educational system for 
dance teachers has developed from being a dance pedagogical degree to a dance 
teacher degree, which gives the same eligibility for working in the Swedish 
school system as teacher degrees in other subjects. The next section will present 
the challenges seen in dance educational research. 

Research focusing on challenges in dance education 
Dance educational research presents challenges to dance education from 
different angles, namely the teachers’ professionalism, preparation for the 
occupation, and individualisation in dance education. The teachers’ 
professionalism was pointed out as being the precondition for dance education 
in a study of teaching conditions in the upper secondary school’s dance 
orientation (Styrke, 2013). Knowing and mastering the core content in dance 
education is not enough for a dance teacher; abilities such as flexibility and 
professional knowledge come to the fore (Styrke, 2015). Flexibility and 
professional knowledge require pedagogic skills beyond teaching a technical 
movement such as a plié13 (Risner & Stinson, 2010). Other kinds of knowledge 
that also became apparent were the ability to plan the education, interaction 
with students and colleges (Styrke, 2013a). Requirements on dance teachers’ 
competence have forced teacher education to offer student teachers a view of 
students’ differences as something enriching (Risner & Stinson, 2010).  
 
Teachers in the study made by Styrke (2015) express that their education did 
not prepare them for the challenges regarding curriculum and assessment that 
they perceive in the upper secondary school context. The participating teachers’ 
education was not explicit in the study (Styrke, 2015). The study shows that 
there are considerable demands on the current teacher education regarding what 
professional competence these educations offer for teacher students to embrace. 
Connell (2009) concludes that the teacher’s competence in regarding dance 
competence and pedagogy is important for the quality of the dance education.     
 
To include all students’ individual needs can be challenging for teachers, 
especially for those who teach large classes. Another challenge is to give all 
students attention and not only focus on students that appear to be receptive to 
guidance towards further learning (Risner & Stinson, 2010). Furthermore, it is 
also challenging to give attention to the same extent to students expected to 
make it and those who appear as though they will never make it (Stinson & 
Risner, 2010). Styrke (2015), in a study with teachers interviewed concerning 
the opportunities and challenges of teaching in upper secondary dance 
orientation, expresses that transforming the intentions of the curriculum is a 

                                         
13 Bending of the leg/legs.  
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challenge. Upper secondary school teachers expressed a desire for models to use 
when transforming the formulated curriculum (Styrke, 2015). 
 
Swedish upper secondary dance teachers in Styrke’s (2013a; 2015) study 
regarded time, space and curriculum as didactic challenges. Time by itself is one 
factor that can challenge what is possible for the teacher regarding, for example, 
the contact and interaction with students, the teachers time to prepare classes 
and reflect on their teaching practice (Styrke, 2015). The dance teachers seem 
to experience that there is a lack of time, and this is seen as a problematic factor. 
The challenge regarding time applies both in relation to being able to have 
discussions with students as well as having pedagogical discussions with 
colleagues.  
 
Styrke (2015, p.203) writes that ‘…teaching/learning situations often are 
described as complex, situated and relational, changing according to the specific 
contexts’. This is in line with Stinson and Risner (2010), who argue that dance 
teachers need to be prepared for social and economic circumstances within 
different teaching contexts. Dance teachers should be prepared to meet a 
multicultural society. Hence, teacher education had to take into account that all 
dances are cultural in some way. Research about the history and development 
of dance education related to American and English contexts can be found (Dils, 
2007; Stinson & Risner, 2010), and describe the development from when dance 
education only involved upper class individuals to dance education for a diverse 
and multicultural society (Dils, 2007; Stinson & Risner, 2010). Diversity in 
dance education includes research illuminating how different dance cultures and 
tradition are included or not included. Western dance has dominated academia 
and all non-western dance education has often appeared to be less important 
(Risner, 2007). In research, a more diverse and multicultural approach has 
developed. Historically and by tradition, there was a difference between dance 
for men and women (Stinson, 2005). Early on, dance education was aiming to 
educate the students to become part of society, to learn manners and become 
graceful, and often was taught to social and economically privileged students 
(Dils, 2007). Dance education has developed to include more than the idea that 
‘dance students were treated as objects and their bodies as material’, to a more 
humanistic and student-centred approach (Anttila, 2007, p.866). In the field of 
research within dance education, research that focuses on the children’s 
viewpoint in dance education can be found (Anttila, 2007; Stinson, 1997; 
Stinson, Blumenfeld-Jones, & van Dyke, 1990). This section has offered an 
overarching view of research on dance education, which is of interest to this 
study, even though the study took place in a dance educational context. The 
next section will illuminate educational assessment research, which is of 
relevance, hence the study focuses on the assessment practice.  

Educational assessment 
Assessment can include a variety of contexts. This study makes it relevant to 
present educational assessment further as it is situated in an educational context. 
What is specifically of interest within educational assessment that will be 
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presented in this section includes definitions of assessments with different 
purposes, feedback and teachers’ impact on the assessment practice. As a basis, it 
is important to be aware that views of knowledge have changed in relation to 
the curriculum reforms, which have continually led to new needs of developing 
methods within assessment practice (Lundahl, 2011). An assessment system is 
developed based on fundamental values, theory of education and 
epistemological assumptions (Klapp Lekholm, 2008; 2010). There are at least 
two overarching traditions within educational assessment practice. One is, above 
all, focused on the teachers’ ability to recognise and appraise achievements, and 
the other has a tradition that focuses and relies on tests (Lundahl, 2011; Gipps, 
1994; Pettersson, 2010). The present research regarding educational assessment 
has moved from a focus on test results to the learning process (Gipps, 1994; 
Lindström, 2007; Lundahl, 2011; Rinne, 2014). Assessment within the 
educational context has a strong connection to teaching activity (Black & 
Wiliam, 1998; Eisner, 2007). Pettersson (2010) emphasise that teaching and 
assessment are commonly seen as intertwined, ‘Knowledge assessment is part of 
teaching and learning’ (p.16, author’s translation). The research emphasises 
assessment in relation to learning processes and the teachers’ connection and 
focus on those processes. According to Black & Wiliam (1998) the important 
dimension to explore in assessment research is the work by the teachers. The 
main focus should be on education to increase achievement results, which can 
be seen as an interactive process. The interactive process includes an action 
expressed by the teacher, who continuously adjusts the education based on the 
response or non-existent response. The teacher is therefore viewed as an enabler 
of students’ growth within the educational context. This study revolves around 
the tradition that focuses on the teachers’ ability to recognise and appraise 
achievements. 
 
Assessment appears as a complex phenomenon always including some kind of 
appraisal (Gipps, 1999; Klapp Lekholm, 2008; Pettersson, 2010). Atjonen (2014, 
p.1) describes assessment as follows: ‘According to a general definition, 
assessment is the process of gathering and interpreting evidence to make 
judgments about the quality of pupils’ achievements. In an assessment process, 
the teacher experiences, interprets, analyses and sorts the students’ expressed 
knowledge in various ways and modalities in order to be able to assess the 
students’ understanding (Swedish National Agency for Education, 2012b). In 
such a process, the teacher needs to analyse the divergence between the current 
achievement and the defined goal or goals. The teachers can only assess 
knowledge that is made visible to them (Pettersson, 2010; Watson, 2001). Even 
though the student is not explicitly expressing required knowledge, it is still 
possible that the student embodies the knowledge. The student may not express 
what is required in line with knowledge requirements during the assessment 
moment, even though the student possesses the required knowledge. It is 
commonly known that students learn in diverse ways. Students also show their 
knowledge in various ways, which implies the importance of offering different 
ways to express knowledge, methods, and modes to assess (Klapp Lekholm, 
2008; Olsson, 2010; Pettersson, 2010; Rinne, 2014). Furthermore, the teacher 
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appraises impressions through different methods and responds to this assessment 
in different ways. Because assessments include some kind of judgement, 
assessments are always subjective to some extent (Harlen, 2012). Harlen (2012) 
describes the assessment process as follows: ‘assessment in the context of 
education involves deciding, collecting and making judgements about evidence 
relating to the goals of the learning being assessed’.  
 
In a study about visual art, it became visible that assessment of art can be seen as 
multi-sensory where senses such as vision, touch and smell is involved (Orr, 
2010). Eisner points out that ‘Good evaluation is typically “multilingual” ’ 
(2007, p.425). Furthermore Orr (2010) highlights the significance that fine art is 
non-verbal. In the assessment practice, various criteria of a subject are being 
assessed. It is important for an assessor to be able to make visible the qualities 
and the reasoning behind the assessed art form (Eisner, 2007). Assessments in 
arts subjects have been critically reflected upon, and educators have been afraid 
that the assessment practice would negatively affect the learning processes 
(Lindström, 2009). The development of assessment research including a wider 
range of modes in assessments has come to make the assessment practice to 
harmonise more to arts subjects. Seen in the following quotation, Eisner (2007) 
describes challenges that come with assessments in the arts.  
 

Thus the challenge to those who wish to do assessment and evaluation in the 
arts is to be able to see the qualities that constitute virtue in an art form and to 
have the articulateness to provide reasons for choices made by the assessor 
pertaining to quality of work that has been created. (p.426) 

 
Eisner (2007) argues that assessments do not necessarily need to be based on 
measurements or tests. Assessment in the arts diverges from assessments aiming 
to assess whether a student achieved a goal or not (Eisner, 2007). Assessments in 
artistic work involve goals such as being distinctive, inventive and surprising, so 
called productive idiosyncrasy (Eisner, 2007). Assessors need to state preferences as 
well as make judgments, which is described as follows by Eisner (2007, p.426): 
‘To say this is a fine piece of work is a judgment, not a preference, and it needs 
to be a judgment that is grounded in reasons’. To communicate well-reasoned 
assessments is important to show that the teacher takes the student’s work 
seriously (Eisner (1974).  
 
The phenomenon of assessment is a social process involving the power 
relationship between teacher and students, and their mutual involvement in the 
assessment process (Black & Wiliam, 1998; Gipps, 1999; Klapp Lekholm, 2010). 
Such a social process can vary between various contexts such as countries, 
schools and classrooms. In the Swedish upper secondary school, both the 
tradition that focuses on the teachers’ ability to recognise and appraise, and the 
tradition that focuses and relies on tests exist.  
 
Within assessment practice, other concepts such as appraisal, evaluate, grading, 
and judgement are commonly used. While making assessments, there is always 
an appraisal involved. Evaluation does not refer to assessments focused on the 
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students’ achievements, but embraces ‘…aspects of the work of a school, a local 
authority, or other discrete part of the education service…’ (Fautley, 2010, p.8). 
Grading refers to where the assessment of a student’s achievement is interpreted 
in a final grade of a test, course, programme or the similar, which stands for the 
achievement level the student has reached. In Sweden, grading is made 
according to knowledge requirements. Judgements involve justifications of 
conclusions of knowledge qualities (Eisner, 2007).  
 
Various concepts within the assessment practice have developed over time. 
Commonly used concepts are summative assessment, formative assessment, assessment 
of learning, assessment for learning and assessment as learning. A more nuanced view 
on relations between assessment and learning was introduced later compared to 
summative and formative assessment (Gardner, 2012). These concepts will be 
explored further in the upcoming sections, but first a brief presentation of 
difference in criteria, including qualities of knowledge domain, will be made.      

Assessment of criteria 
A specific knowledge domain includes different qualities of knowledge that can 
be expressed in various ways, formulated as knowledge requirements in the 
Swedish syllabi. In assessments, different qualities of a knowledge domain are 
being interpreted and appraised. The qualities refer to the subject-specific 
content. In dance performance, for instance, the students should, according to 
the knowledge requirements, be assessed in interpretation, the body’s placement 
and spatial ability. What is expressed in the knowledge requirements is different 
levels of knowledge qualities. A person’s individual perception of a specific 
piece of music can vary between people and be very personal (Fautley, 2010). 
According to Nielsen (2002), qualities can appear both as descriptive and 
normative within the assessment practice, and he describes the connection 
between them as follows:  

 
There is an inherent connection, however, between the two concepts, 
because quality has to be appraised in relation to, among other things, over-
arching values or aims, and because values have to be embodied and made 
operational in quality-oriented activity. (p.1) 

 
Descriptive qualities are seen as narrow and include the properties of a 
phenomenon such as weight or size (Nielsen, 2002). In dance, this can be 
exemplified by the angle the dancer’s leg has in relation to the floor or the 
number of turns the dancer makes in a pirouette. Such qualities are commonly 
not connected to a specific function or context (Zandén, 2010). The leg has a 
specific angle to the floor regardless of context, which makes descriptive 
qualities more instrumental. Normative qualities include a more extended view 
in form of evaluation of the phenomenon, and are, because of the extended 
view, connected to the context. Such qualities are, therefore, dependent on the 
subject’s perceptions and experiences. The way a subject perceives how 
different movements are connected to each other and creates a flow in the 
dance sequences depends on the subject’s earlier experiences of this quality. 
Fautley (2010, p.80) describes quality as ‘three interlocking domains’: technical, 
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conceptual and aesthetic. These three domains are involved and valued in 
musical understanding.   

Assessment aiming to enable further learning 
Concepts that commonly appear in research aiming to describe assessment 
processes that lead to further learning are formative assessment and assessment for 
learning. Assessment for learning is described as a more modern concept, than 
formative assessment (Gardner, 2012). Educational research has over several 
years claimed the benefits of using formative assessment (Torrance, 2007). Dunn 
and Mulvenon (2009) argue that the research concerning outcomes of using 
formative assessment has been unchallenged. There is no clear or general 
definition of the meaning of formative assessment (Black & Wiliam, 1998; 
Dunn & Mulvenon, 2009). The concept’s lack of definition has made formative 
assessment become an ‘ethereal construct’ according to Dunn and Mulvenon 
(2009, p.2). Based on Chappuis and Stiggins (2002), Dunn and Mulvenon 
(2009, p.3) write ‘Formative assessments are assessments designed to monitor 
student progress during the learning process (i.e. assessment for learning)’. The 
Assessment Reform Group (2002, p.2) has the following definition of 
assessment for learning ‘…the process of seeking and interpreting evidence for 
use by learners and their teachers to decide where the learners are in their 
learning, where they need to go and how best to get there’. Both formative 
assessment and assessment for learning focus on the student’s further learning 
and development.  
 
The concept of formative assessment can be ascribed to Scriven (1967) and the 
concept had a focus on evaluating programmes (Frey & Schmitt, 2007; Gardner, 
2012). The concept was connected to assessment by Bloom in the late 60’s 
(Frey & Schmitt, 2007). A broad definition made by Black and Wiliam (1998, 
pp.7–8) is ‘all those activities undertaken by teachers, and/or by their students, 
which provide information to be used as feedback to modify the teaching and 
learning activities in which they are engaged’. Formative assessment definitions 
have both a focus on the students’ improved achievement level and that the 
process leads towards further learning, but also on adjustments of teaching and 
learning activities (Atjonen, 2014; Black & Wiliam, 1998; Frey & Schmitt, 
2007; Gardner, 2012; Klapp Lekholm, 2008; Stobart, 2012). In research settings, 
formative assessment commonly refers to assessment that aims to clarify the goals 
of the education, current achievement level, and feedback leading to an 
improved achievement level (Frey & Schmitt, 2007; Dunn & Mulvenon, 2009; 
Leahy & Wiliam, 2012; Lundahl, 2011; Swedish National Agency for 
Education, 2011b; Torrance & Pryor, 2001). Because formative assessment is a 
way to improve learning outcomes, Black and Wiliam (1998) also argue that 
formative assessment can improve the standards of learning. The argument that 
assessment practice can improve the educational context (Eisner, 2007) makes 
assessment a tool for school development. To improve the competence 
regarding assessment, formative assessment is an important component (Lundahl, 
2011). Teachers’ assessment assignments have, over the years, become more 
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complex. It is important for teachers to be conscious of the strengths and 
weaknesses of their own and others assessments (Pettersson, 2010).  
 

Formative feedback is crucial. It needs to be detailed, comprehensive, 
meaningful to the individual, fair, challenging and supportive, which is a 
tough task for busy academics. We must consider using the whole range of 
means available to us to make this possible, including computer-aided 
assessment and strategies for giving feedback efficiently such as assignment 
return sheets, assignment reports, in-class collective feedback and other means. 
(Brown, 2004, p.85) 

 
As seen in the quotation above, there are many factors to take into account 
when teachers work with assessment. Accordance between assessment, learning 
and teaching is crucial for a sound assessment practice (Klapp Lekholm, 2008). 
 
Formative assessment and assessment for learning are concepts that it is tempting 
to equate, but this is not necessarily the case (Atjonen, 2014; Stiggins, 2002). As 
mentioned above, researchers have not come to a consensual definition 
regarding formative assessment and assessment for learning, or how they are 
positioned in relation to each other. However, Stiggins (2002) argues that 
assessment for learning has to involve the students in the assessment process, 
while that is not a requirement in formative assessment. Another way to view 
the different concepts can be seen in Figure 2 below, where it appears that 
formative assessment is focusing more on the teacher’s approach and operation 
in the process (Atjonen, 2014; Frey & Schmitt, 2007). Nevertheless, some 
formative assessments can still equate with assessment for learning, according to 
Frey and Schmitt (2007). But in other researchers’ definitions of formative 
assessment the student’s participation are also in focus, for example the idea that 
self-assessment is involved in the assessment process.  

 

 
Figure 2: Table from Frey and Schmitt (2007, p.417) showing various 
definitions within assessment research 
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Feedback within educational assessment 
Based on impression, analysis, and appraisal of students’ achievement, feedback 
could be understood as involving information about an individual’s performance 
or understanding given by someone, something or the subjects themselves 
(Hattie & Timperley, 2007). Feedback involves informational content about 
how something is being expressed (Sadler, 1989). Hattie and Timperley (2007) 
argue that there are four different levels of focus for feedback. The first level of 
feedback refers either to a task or a product, and communicates information 
about the task or the product. The second level is directed to the process to 
fulfil a task or accomplish a product. Furthermore, the third level revolves 
around the student’s own ability to self-regulate. The fourth level of feedback 
revolves around personal abilities and not specifically the task or product. In 
general, it has been argued that feedback which relates to individuals personality 
has a negative effect on the students’ learning process (Lundahl, 2011; Zandén, 
2010). In grade conferences, not only students’ knowledge achievement was 
brought out but also the students’ personal qualities (Rinne, 2014). Atjonen 
(2014) describes a three-way path between the teacher and student that shows 
different dimensions on feedback: 
 

Feedback should follow a three-way path: from pupils to teacher so that the 
teacher can understand the pupils’ level of understanding; from teacher to 
pupils, whereby the teacher responds to a challenge or extends the pupils’ 
ideas and from pupil to pupil, inasmuch as pupils can help and be helped by 
mutual dialogue. (p.243) 

 
For the feedback to be effective, i.e. feedback that has a meaning for the 
recipient, it has to be related to a learning context (Hattie & Timperley, 2007). 
If the teacher uses feedback that relates to the student’s personality, there is a 
risk of undermining the feedback. What also contributes to making feedback 
effective is that the information consists of explicit information that involves 
what is required to improve the achievement level (Lundahl, 2011). Students 
need to know their current achievement level, in other words what they should 
continue on towards and what is required to reach a specific achievement level 
(Hattie & Timperley, 2007). Feedback also needs to be communicated more 
than once (Atjonen, 2014; Brown, 2004; Lundahl, 2011). Feedback can be a 
tool for guiding the students towards greater awareness of the assessment as well 
as a higher achievement level. Feedback can also have consequences for the 
teaching activity. Working with feedback can result in changes in teachers’ 
working methods in education, the individual or other students’ ways of 
working in class.  
 
The students can in various ways and for different reasons also give feedback. 
The students’ responsibility for their learning and their contribution to the 
assessment of their achievements is emphasised in the curriculum for the 
Swedish upper secondary school (Swedish National Agency for Education, 
2013). Peer assessment can improve students’ critical thinking and ability to 
assess (Olsson, 2010). Sadler (1989) argues that self-assessment is an important 
part of the assessment practice, though the students can only achieve a goal if 
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they understand the meaning of that goal and then assess what is needed to 
achieve the goal. This transparency gives the students a chance to gain an overall 
picture of their learning process. Pettersson (2010) emphasises that the students 
need access to strategies about how to work with self-assessment. Both peer 
assessment and self-assessment can have a negative effect on students’ learning 
dependent on the operation and outcome. Assessments that are too negative and 
critical of the students’ performance can affect the learning process negatively 
(Olsson, 2010). According to Black and Wiliam (2012), the use of assessment 
for learning gives the students knowledge of how to learn and how to become 
more independent in their learning process. This can, however, be questioned 
according to Torrance (2007) dependent on how the assessment practice is 
operated and this will be described later in the text.   
 
Portfolio is a tool for assessment that has in a Swedish context been researched 
regarding visual arts (Lindström, 2002; 2007). With a focus on visual art, the 
portfolio has been investigated (Lindström, 2002). The purpose was to explore 
how the portfolio and criterion-referenced assessment could encourage 
creativity. The statement that process criteria would be challenging to assess is 
not supported by this study. Learning process seen from the perspective of 
creativity emphasises the importance of students’ opportunity to view and 
reflect upon their achievements (Lindström, 2002; 2007). A condition when 
working with a portfolio is to use the tool over such a long period that both 
issues and how to resolve them can appear. The study involved around 500 
students from preschool all the way up to upper secondary school students, and 
their portfolios were assessed by the teacher who had taught the students, as 
well as by a teacher who taught the same age, but at another school. Two areas 
of assessment criteria were illuminated, criteria regarding the process and the 
product respectively.  

Assessment as grading 
A grade can be seen as an expression of a student’s summarised achievement, 
and is an expression of what achievement level the student has reached (Klapp 
Lekholm, 2008; 2010; Swedish National Agency for Education, 2013). In the 
Swedish educational context grading should be made in connection to steering 
documents including core content and knowledge requirements. Butler (1988) 
argues that, if students are given information about their achievement level in 
the form of a grade, the students tend to capture and focus mainly on what 
grade was given and in that way misses comments regarding the achievement or 
feedback towards further learning. However, assessment research argues that 
grades also cover areas that are not explicit in the steering documents. In other 
words, students are being assessed as regards other knowledge requirements than 
the ones formulated in the steering document. For example the student’s effort 
in class can be taken into account (Klapp Lekholm, 2008). Research has shown 
that students’ self-perception has most influence on the grade that they achieve 
(Klapp Lekholm & Cliffordson, 2009). When students have faith in their own 
capacity and feel as if they are managing the work in school, it could influence 
their attempts to reach higher level of grades. It is also seen that the students’ 
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motivation to learn can affect the grade in a positive way (Klapp Lekholm, 
2010), and the grade can affect the students’ achievement in a negative direction 
(Klapp Lekholm, 2008). Grades can, as mentioned, have multiple effects on 
motivations, dependent on the individual student (Klapp Lekholm, 2008). 
There can be a difference between the basis for grading for students who show 
achievements connected to lower and higher target achievement in relation to 
knowledge requirements (Klapp Lekholm, 2010). Grading is based on different 
content dependent on the student’s progression level. Grading for students who 
have high target achievement is based on achievement in relation to core 
content, while other factors in the form of personal qualities such as effort are 
taken into account in grading for challenged students.  
 

Research indicates that teachers make subjective assessments of students’ 
knowledge and abilities, and that there is a large difference between teachers 
and schools when it comes to award grades. (Klapp Lekholm, 2010, p.22, 
author’s translation)  

 
The quotation above indicates that teachers make subjective assessments, which 
are connected to the variation in student characteristics, the individual teacher’s 
assessment practice as well as differences between schools (Klapp Lekholm, 
2008). A final summarised appraisal of a student’s achievement that does not 
have the intention of leading towards further learning is commonly called 
summative assessment (Fautley & Savage, 2011; Harlen, 2012; Sadler, 1989; 
Swedish National Agency for Education, 2011b). Lundahl (2011) describes 
summative assessment as an assessment that is made in hindsight of the student’s 
expressed achievement. Information about the student’s achievement level 
could be provided to the teacher through several methods such as daily 
classroom work, test results, judgements, or grades (Swedish National Agency 
for Education, 2011b). Today, the use of summative assessments often has more 
than one aim. Hence, the consequences of the assessment can include tension 
(Lundahl, 2011). The student can use the summative assessment as a measure of 
their aggregated knowledge and as qualification for further education. The same 
assessment is commonly used as a measurement of a specific context such as a 
school, community or even country. According to Sadler (1989), summative 
assessment can be described as a passive process, though it does not directly 
affect the learning. The summative information could have an impact on 
teachers’ and students’ decisions, which in turn affects students. Based on 
Stiggins (2002), Dunn and Mulvenon (2009, p.3) have expressed themselves as 
follows regarding a summarised assessment, ‘Summative assessments are 
assessments designed to determine a students’ academic development after a set 
unit of material (i.e., assessment of learning)’. 

Continual and fixed-point assessment 
In educational assessment, the question of when an assessment is performed can 
divide the assessment practice into continuous and fixed-point assessment 
(Council of Europe, 2001). Teachers register, interpret, value, and respond to 
students’ work continuously in an educational context. Continual assessment 
refers to assessment based on the knowledge a student expresses over a longer 
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period (in the Swedish upper secondary school context it would be during a 
course), for example in the form of tests, home assignments, and classroom 
work. Fixed-point assessment refers to assessment based on what knowledge the 
student expresses at a specific moment, what the student has showed earlier is 
not taken into account. The Council of Europe (2001) argues that both forms 
of assessment have advantages and disadvantages. Fixed-point assessment can 
appear to be a stressful experience, though it can be felt that there is a lot at 
stake at that one specific moment. At the same time, the student has the 
possibility of expressing that knowledge has been embodied even if it was taught 
a while ago. This type of assessment could benefit one type of learner and 
perhaps not be suitable for a learner who has other needs and conditions. 
According to the Council of Europe (2001), creativity and strengths can be 
taken into account more in continuous assessment. This is expressed in the 
following quotation ‘Continuous assessment allows more account to be taken of 
creativity and different strengths, …’ (Council of Europe, 2001, p.185). A risk 
with this assessment practice is that every moment in the teaching activity can 
be perceived as an examination, and the space for exploring within the learning 
process can be challenged. It can also be argued that, from an ethical 
perspective, the students should be informed when and on what knowledge 
domain they are being assessed. So, regardless if the teacher uses fixed-point or 
continuous assessment, they should explicitly communicate when and on what 
the assessment is being made.   
 
As has been shown above, assessment can have various purposes. The validity 
and intended purpose of the assessment are important for the assessment to be 
trustworthy and meaningful (Dunn & Mulvenon, 2009). According to Newton 
(2007), three main assessment purposes can be identified; (i) assessment that 
derives from a standard-referenced judgement, (ii) assessment that includes a 
decision, action or process to be accepted into higher education systems, and 
(iii) the assessment’s impact on the student regarding, for example, motivation 
and the learning process. Another definition of purposes is made by Murphy 
(2007), who defines them as follows: (i) assessment to be able to select between 
students for courses or educations, (ii) assessment to make sure that the goals of 
the course are achieved, and (iii) assessment in order to develop the contexts of 
teaching and learning. There are, of course, similarities as well, but this shows 
one example of the complexity of the assessment practice; hence, one agreed 
upon categorization when it comes to purpose of assessment does not exist.  
 
Within the field of assessment research, scholars argue that the lack of consensus 
regarding the various definitions mentioned earlier (formative assessment, 
summative assessment, assessment for/of/as learning) is seen as rather unclear 
(Frey & Schmitt, 2007; Newton, 2007). It is also argued that the purposes in 
assessment can vary so much that a couple of assessment concepts as mentioned 
above are not enough to cover the variety of uses (Newton, 2007). The various 
ways to interpret and use the definitions makes it somewhat difficult to explore 
and describe assessment practice (Frey & Schmitt, 2007). This confusion and 
difficulty involves researchers as well as teachers.    
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Summative and formative assessment can be described as having two various 
purposes of assessment (Lindström, 2007) and there is a reason to maintain the 
distinction between them, but they should at the same time not be strictly 
separated (Harlen, 2012; Lindström, 2007). Summative assessments should be 
seen as a summary of perceived evidence, not a summary of formative 
assessments that have been carried out (Harlen & James, 1997). A summative 
assessment could also be used in a formative purpose, depending on how the 
information is used and communicated to the students.  
 

Although an assessment may be designed and packaged as a formative or 
summative assessment, it is the actual methodology, data analysis, and use of 
the results that determine whether an assessment is formative or summative. 
(Dunn & Mulvenon, 2009, p.2).  

 
As seen in the quotation above, how assessment is performed determines the 
purpose of the assessment and not the intended design of the practice. The 
distinction between the two concepts summative and formative assessment has 
been questioned. Summative assessment can be used in a formative purpose, and 
in a formative assessment a summary of a student’s achievement level is made. 
Even Atjonen (2014) mentioned summative assessment and assessment of 
learning as concepts that have a similar meaning. 

Teachers’ impacts on the assessment practice 
The teachers can influence their assessment practice, even though the Swedish 
upper secondary school curriculum includes guidelines for teachers’ assignments 
regarding assessment and grades. This section will begin by stating the 
regulations regarding communication of assessments, followed by focusing on 
how teachers’ conceptions of quality and collegiate discussions14 can impact 
assessment practice. Furthermore, the risks with too transparent assessment 
practices will be outlined. As mentioned earlier, communication of assessments 
are regulated in the steering documents. Teachers are required to assess students 
in relation to knowledge requirements, but they also have to give the students 
information about the basis of the assessment (Rinne, 2014). It is not explicit in 
what form this should be communicated, only that information has to be 
communicated in some way (Rinne, 2014). The teacher should regularly 
communicate information to each student about his or her learning process and 
areas that could be developed (Swedish National Agency for Education, 2013). 
The information regarding the students’ learning process and school situation 
should be communicated to the students’ legal guardian. The teacher and the 
legal guardian should collaborate regarding assessment and grades. When the 
teacher is awarding grades, all information that is accessible regarding the 
student’s achievement level in relation to knowledge requirements should be 
taken in account. Even achievements made outside of the current teaching 
context can be included in the assessment. Additionally, the assessment made by 

                                         
14 Collegiate discussions are in this thesis used in the meaning of discussions among teachers that are 
colleagues. 
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the teacher should be an all-round assessment in relation to the course’s 
knowledge requirements.  
 
Commonly, Swedish teachers make assessments of student’s various expressions 
of achievement during their teaching activity in the classroom. The assessment 
should be objective according to the society and not take into account anything 
other than the students’ achievement (Klapp Lekholm, 2010). However, 
researchers within the assessment field argue that teachers are assessing students 
based on diverse bases (Klapp Lekholm, 2010). Teachers’ professionalism is 
based on their personal experiences, formulations of criteria and the students’ 
achievement (Swedish National Agency for Education, 2012b). By shifting 
between these bases for grading, makes it possible for the teacher to improve the 
assessment practice. Classroom activities are affected by various outer 
circumstances such as the teacher’s conceptions of quality. During classroom 
assessments, the teachers comprehend, interpret and appraise achievements that 
are subjective, hence the assessments are based on their individual conceptions 
of quality. The teachers have earlier experiences that affect their viewpoints on 
their life-world and, therefore, affect the assessment practice. Factors such as the 
teacher’s belief, values, education, experiences as a student and teacher and of 
teaching subjects can affect the conceptions of quality. Teachers are interpreting 
the steering documents including core content and knowledge requirements. 
Teachers’ interpretation of these steering documents always includes 
contingency, due to the teachers’ different experiences and conceptions of 
quality. Earlier experiences influence the teachers’ interpretations and how they 
experience the world. Interpretations of curriculum, teaching content and 
methods can differ between teachers and schools, but the assessment, including 
grading, needs to be equal (Klapp Lekholm, 2010). The education should be 
equal, regardless of what school a student goes to, what teacher the student 
meets and when the assessment is being made (Klapp Lekholm, 2010; Swedish 
National Agency for Education, 2013). By equal assessment the Swedish 
National Agency for Education refers to an assessment practice that is 
independent of the specific students or the individual teacher. This include 
modifying the assessment practice for different students’ individual needs and 
not that all assessment practice has to be operated the same way. Klapp Lekholm 
(2010) emphasises the importance of both how teachers assess and the grade’s 
legitimacy. The equality fulfils a purpose for both the individual student and for 
the educational system; this can be seen in the following quotation: ‘It is very 
important for the students’ legal security and for our entire educational system 
that teachers make equal, fair and comparable assessments of students’ 
knowledge and abilities’ (Klapp Lekholm, 2010, p.22 author’s translation). 
Reflection is also seen as necessary in developing new approaches to formative 
assessment (Torrance & Pryor, 2001). In Leahy & Wiliam (2012, p.50) the 
teachers’ practice is described as follows: ‘moves at a fast pace, so that there is 
little time for reflective thoughts, and as a result, the workplace behaviours are 
driven by habits as much as anything else’. The quotation shows some of the 
challenging factors a teacher has to handle in their everyday educational work. 
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As mentioned earlier, the ability to use formulations in steering documents can 
be seen as part of teachers’ profession. Music primary school teachers in the 
study by Zandén & Ferm Thorgersen (2015) experience the criteria in the new 
syllabi in Lgr11 to be narrow and consequently as resulting in limitations 
regarding the teacher’s freedom in their teaching practice. If this space for 
interpretation for teachers to develop their teaching practice is not provided, the 
professional judgment also fails to appear. For music teachers, this has resulted in 
a feeling of distrust regarding their own ability to make professional judgments 
(Zandén & Ferm Thorgersen, 2015). Sadler (1989) expresses himself as follows: 
‘Professional qualitative judgement consists of knowing the rules for using (or 
occasionally breaking) the rules’ (p.124). This is a quotation that relates to the 
fact that qualitative assessments should consist of an assessment of the whole 
assessment domain. Furthermore, can that assessment of the whole domain be 
motivated with relevant criteria. Teachers’ conceptions of quality could be seen 
as based on their experiences within the educational context and therefore not 
be seen as being based on personal preferences (Zandén, 2010). Professionalism 
can also be seen in research where the use of professional language is 
emphasized (Handal, 1999; Zandén, 2010). An observation study aiming to 
investigating whether students’ achievements changed after a year with dance 
education also investigated whether observers could make similar assessments, 
and the result show that the observers’ assessments were in most cases similar 
(Ericson, 1996). This could be seen as in accordance between the participants’ 
conceptions of quality (Ferm, et al, (2014).  
 
In a study of assessment in music education, groups of music teachers have 
watched and conversed about video recordings of music students (Zandén, 
2010). In each group, a common understanding of school music and music 
education appeared. During these discussions, connections to steering 
documents made by the teachers have been exceptions. The teachers have 
emphasized abilities such as to ‘play with joy, engagement, bodily expression 
and ability to play’ even though the teachers at the same time experience that 
they cannot teach in accordance with this content because of moral and ethical 
issues (Zandén, 2010, p.179, author’s translation). Zandén (2010) argues that the 
teachers do not want to teach what they believe is important content and do 
not want to teach the students to describe, reflect and analyse music as it is 
formulated in the syllabi. The teachers value the process towards the musical 
product and the students’ independence. Zandén (2010) argues that 
independence is one of the goals for students’ learning, but that it could be 
problematic if independence becomes the goal of learning instead of the core 
content.  
 
Conceptualization in arts subjects in order to develop a sound assessment 
practice is emphasized in assessment research (Eisner, 2007; Ferm Thorgersen, 
2011; Nyberg, 2015; Zandén, 2010). There is commonly a lack of concepts and 
descriptions of qualities in music assessment contexts (Ferm Thorgersen, 2011). 
The lack of accordance in conceptualizations was also seen in Zandén’s study 
(2010). In addition, Eisner (2007) highlights the importance of how 
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conceptualizations are used and operational in practice. Zandén (2010) 
highlights the fact that written formulations of goals and quality criteria is 
already significant in the school context, and that the ability to make 
formulations about such criteria could be assumed to be included in the practice 
of a professional music teacher. Even if the curriculum includes formulations of 
what knowledge domain that should be taught, teachers’ choices are also 
dependent on how they put these formulations into action in the classroom 
work. If the formulations in the steering documents are too precise, there could 
be a risk of dismantling the teacher’s ability to teach and by that also their 
professionalism (Zandén, 2010). Based on the already mentioned research 
project including music teachers in the Swedish upper secondary school, 
Zandén (2010) points out the importance of music teachers’ professional 
language and clarifies the accordance between formulations in steering 
documents and how teachers interpret values and qualities in music education.  
 
Teachers’ assessments can be affected by their conceptions of qualities (Olsson, 
2010). Reports have shown that there is an insufficiency regarding equality in 
assessment that is most likely dependent on a lack of collaboration between 
teachers (Rinne, 2014). This is in line with how the teachers’ in a combined 
research and development and participatory action research project expressed 
that it is only feasible to acquire equivalence through reflection and 
collaboration (Nyberg, 2015). Collegiate discussions can be seen as one way to 
develop a professional language (Atjonen, 2014; Nyberg, 2015; Zandén, 2010). 
Collegiate discussions are emphasized in Zandén’s (2010) study as a method to 
enable discussions and reflections that make conceptions of qualities visible. Also 
Nyberg’s (2015) study pointed out that sharing experiences, conceptualization 
and communication about assessment is contributes to a professional language. 
When teachers share their experiences in collegiate discussions their experiences 
become intertwined. The intertwined experiences constitute an entirety of the 
students achievements illuminated from various viewpoints. To view the 
students’ achievements form various viewpoints and as a whole, is in line with 
holistic assessment. In holistic assessment, the domain is assessed as an entity 
(Sadler, 2009), which Gy11 embraces (Lundahl, 2011). Holistic assessment of 
music knowledge is complex (Ferm Thorgersen, 2011; Zandén, 2010). Because 
of the cognitive tradition of viewing knowledge, dimensions of music 
knowledge domain have commonly been left out, such as creative, existential, 
emotional and bodily dimensions (Ferm Thorgersen, 2011).  
 
However, conceptualisation and clarity regarding what is being assessed can 
influence the practice negatively if the focus becomes too narrow-minded. 
Torrance (2007) argues that transparency in the assessment practice results in 
instrumentalism. This could be triggered by the schools’ demand for achieving 
good results (Torrance, 2007). Clarity in the assessment practice including 
criteria and processes together with forward-looking teaching gives the student a 
good ground for target achievement. There is a risk with this transparency to 
dominate the teaching and learning processes, and consequently become 
assessment as learning. This narrow way of working with criteria can result in a 
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fragmented view of knowledge (Sadler, 2007). The teachers teach what should 
be assessed, and do not focus on the learning process, which make the focus 
stronger on summative assessment than formative (Torrance, 2011). Torrance 
(2011) argues that the test tradition should not dominate the education, but 
rather the various educational situations. This makes the student too dependent 
on the teacher and loses the independence in learning. This could also result in 
target achievement without understanding.  
 

The clearer the task of how to achieve a grade or award becomes, and the 
more detailed the assistance given by tutors, supervisors and assessors, the 
more likely candidates are to succeed. But transparency of objectives coupled 
with extensive use of coaching and practice to help learners meet them is in 
danger of removing the challenge of learning and reducing the quality and 
validity of outcomes achieved. This might be characterized as a move from 
assessment of learning, through the currently popular idea of assessment for 
learning, to assessment as learning, where assessment procedures and practices 
come completely to dominate the learning experience, and ‘criteria 
compliance’ comes to replace ‘learning’. (Torrance, 2007, p.282) 

 
The quotation above shows that a focus on clarity can affect the learning process 
to comprehend criteria compliance, which makes the teaching and learning 
focus more on compliance to the criteria than to the learning process. Torrance 
(2012) presents four features of a good assessment practice: clarifying both the 
specific task as well as the task’s quality criteria: (i), understanding that criteria 
can be contingent and function differently in relation to each other dependent 
on context (ii), meta-cognition of how to transform criteria into new situations 
including both settings and tasks (iii), and finally, meta-cognition of why criteria 
are being used to legitimate the judgment within a social order (iv).    
 
Assessments that supposedly should work towards further learning can most 
likely come to also affect the teaching (Frey & Schmitt, 2007). Depending on 
the students’ achievement level and the teacher’s assessment of how the 
individual students can improve their learning, the teacher modifies his or her 
teaching to suit the student’s needs to reach a higher target achievement (Klapp 
Lekholm, 2010). If the assessment practices are steering the learning process and 
teaching, can the assessment practice focus more on the product than the 
learning process (Atjonen, 2014). There is a risk though that the students focus 
on “breaking the code” to reach high grades within the assessment process 
(Asp-Onsjö & Holm, 2014). The students will try to figure out what actions 
have most impact, and this decoding of the school can be seen as coming from a 
competent student. According to Asp-Onsjö and Holm’s (2014) study, students 
put a lot of effort into decoding each teacher. Such a social capacity was shown 
to be important as well, though an important ability for high grades among the 
students was to be active and noticeable in the classroom activity. Students can 
be encouraged to choose what grade they want to reach; this is seen in a field 
study including observations and interviews by Asp-Onsjö and Holm (2014) 
carried out in six different schools within the previous curriculum, Lpo94. This 
choice is related to how much time you want to spend reaching a grade, or the 
ability to see what is required for achieving the next progression level. The 
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students believed that their achievement results first and foremost are their own 
responsibility. The study shows that the students experience the criteria 
formulations as hard to understand, which make them ask question about what 
specific knowledge they should embody (Asp-Onsjö and Holm, 2014). As 
mentioned earlier, the grades are steering the schools’ operations, a process that 
could be called governance by marks.  
 
An overview of earlier research regarding educational assessment has been 
presented in this section, prior to which dance educational research was 
presented. This study is situated in an intersection point of these two fields of 
research, where both fields constitute the basis. Assessment in dance education 
constitutes the interface that is a regionalisation of this study’s context.           

Assessment in dance education 
Assessment in dance education can be seen as necessary in learning and a 
teaching activity (Kranicke & Pruitt, 2012). All Swedish dance teachers in the 
upper secondary school are required to assess their students and communicate 
with the students regarding the basis for grading (Swedish National Agency for 
Education, 2011a). When it comes to research regarding assessment in dance, 
three areas are to be found, focusing on communication, student participation 
and clarity. Student participation in the assessment practice will be illuminated 
further in this part of the study as well as communication in dance education, 
where clarity also will be included.     

Students’ participation in the dance educational assessment process  
Dance educational research is emphasizing assessment processes where the 
students are involved and aware of their learning process (Alter, 2002; Andrade, 
Lui, Palma & Hefferen, 2015; Englebright & Mahoney, 2012; Gibbons, 2004; 
Giguere, 2012; Harding, 2012; Hernandez, 2012; Ross & Mitchell, 1993). 
Arguments used are for example that assessment where students are involved can 
increase the students’ motivation, improve their use of dance vocabulary, let the 
students’ voices be heard and provide an opportunity for the teacher to observe 
the students (Harding, 2012). Another benefit from self-assessment, seen in a 
study of a group choreography assignment, is that the students became aware of 
their strengths and weaknesses that led to changes in their choreography 
(Andrade, et al., 2015). As a tool for making self- and peer assessments, the 
students had feedback sheets that constituted a support to connect their feedback 
to criteria, to what gaps were made visible, and to identify strategies to help 
closing those gaps (Andrade, et al., 2015).  
 
Another tool that is brought to our attention in the assessment practice is self-
reflecting journals that teachers and students use together (Alter, 2002; Giguere, 
2012). The writing of the journal should be guided by the teacher, be used 
regularly and include non-judgmental comments from the teacher without 
grading the students. Grades could namely inhibit the students and prevent 
them from sharing their challenges. The journal writing can be explained as 
follows  
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In the context of this discussion, self-reflective writing consists of journal 
entries or other writing activities in which the students engage in goal setting 
and respond to experiences that take place during technique classes on an 
ongoing basis. (Giguere, 2012, p.99)  

 
The journal is suggested to be a natural part of dance technique classes where 
goal setting is a basis in the writing activity. Writing journals makes it possible to 
focus on the process and not only the product in dance. The students can be 
given specific questions to base their writing on, such as ‘What have I learned?’ 
It is possible to integrate the writing activity with the technique classes and 
develop independence in their learning process when writing journals, even on 
those days when they do not have technique classes (Giguere, 2012). The 
students are offered the possibility to express their understanding of a movement 
in writing even if the student cannot yet perform the movement. Using the 
journal at the end of the course to summarize the student’s process could also 
function as a summative tool (Giguere, 2012). The mentioned study about self-
reflective journal writing suggests that each class starts with a moment where the 
students read the latest entry, sometimes sharing the journal entry between the 
peers as well as ending the class with collective thoughts about the upcoming 
class. 
 
Teachers and students in Harding’s (2012) study developed a common platform 
for categories within dance technique classes that were assessed based on 
discussions and video recordings. Together, they created rubrics for the course 
(Harding, 2012). The use of the rubric could be a tool to provide clear 
feedback, and clarity in specific concepts, and student’s ‘error and confusion’ 
could be identified with the rubric (Kranicke & Pruitt, 2012, p.117). Also the 
use of rubrics can limit the teachers’ predicate and concepts get a clearer frame 
of reference (Styrke, 2013a). In Harding’s (2012) study, a holistic rubric where 
qualities where combined and intertwined with each other was used in the self-
assessment practice. These holistic rubrics where used when the students were 
watching themselves on video recordings from the technique class. The teacher 
could see an improvement in the students’ way of thinking of their anatomical 
awareness and deeper understanding of the exercises. Both teacher and student 
fill out the rubric and thereafter compare the two assessments, which makes it 
possible to comprehend differences in the understanding and usage of 
vocabulary (Harding, 2012).  
 
Participating teachers, in workshops regarding assessment developed rubrics 
based on clarified core content (Kranicke & Pruitt, 2012). The process of 
developing the rubric includes three stages that involve identifying and 
clarifying descriptions of the concepts, designing activities where the concepts 
can be assessed (often in a combination of written comments so the student can 
clarify their thoughts), and elucidating how this could be expressed by the 
student at various progression levels (Kranicke & Pruitt, 2012). Such a process 
also gives the teachers an opportunity to evaluate and reflect upon their own 
practice.  
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Reflections that are mentioned above is a method that teachers can use to 
become aware of their assessment practice. Teachers could be encouraged to 
reflect upon the feedback type and form used or how a variety in feedback used 
appears during their teaching (Gibbons, 2004). The reflection can be a support 
to elucidate what feedback is used and how. Teachers’ reflections are also 
highlighted in a study of challenges in assessing dance in physical education 
(Cone & Cone, 2011). Challenges that were revealed were the facts that dance 
is commonly performance-based and that it can be challenging to observe and 
assess a group of students moving at the same time. The researchers argue that 
performance-based assessment requires practice that is reflected and analysed 
upon (Cone & Cone, 2011). For teachers to become aware of their assessment 
practice Gibbons (2004) suggests an exercise in giving feedback where teachers 
decide to use a certain type of feedback each day to be able to get a habit to use 
a variety of feedback methods. 

Communication within the dance educational assessment practice 
The researchers in a study about two teachers’ formative assessment practice 
within primary respective middle school draw the conclusion that feedback is 
helping students to develop in their dancing and ‘formative assessment can be 
seen as an integral part of creation and performance in dance’ (Andrade, et al., 
2015, p.47). Feedback in dance is an important factor for improvement and can 
be directed to the whole group or to individuals and used to motivate, 
reinforce, correct, teach analytical skills and engage students on a meaningful 
level (Andrade, et al., 2015; Gibbons, 2004).  
 
Gibbons (2004) points out three forms of expression used in giving feedback, 
namely verbal, visual and kinesthetic. Verbal feedback includes both sounds and 
words. Visual feedback includes performing the intended feedback as well as 
gestures, written word, images, facial expressions and smaller movements 
symbolizing for example a turn or flexing a foot. Kinesthetic feedback involves 
human contact, which Gibbons (2004) argues is essential in a subject using the 
form of the human body. The body contact can appear in the form of 
contiguity from both students and teachers including that the teacher moving 
the student’s body parts in various ways. Kinesthetic feedback is highlighted as 
common actions in a dance class but Gibbons is also pointing out that not all 
students are comfortable with this type of feedback (Gibbons, 2004). Gibbons 
(2004) argues that for kinesthetic feedback to be meaningful, the student needs 
to be comfortable with it.  
 
Disregarding what forms of expression that is used when of feedback is given, 
the feedback can also appear in four different forms such as valuing, corrective, 
natural or ambiguous (Gibbons, 2004). Feedback that includes values appears as 
judgments in form of an expression through for example words (“Great 
flatback”15), facial expressions (smile) or body contact (high five). The valuing 

                                         
15 Flexion of the hip joint so the spine is parallel to the floor.  
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feedback can be expressions with information that is specific or non-specific. 
Corrective feedback intends to elucidate an error through, for example, words 
(relax your head while releasing the body weight down), demonstration 
(hanging over and looking front to then let go of the head to show the right 
position) or body contact (put pressure on the back of the student’s head to 
move it in the right position). Natural feedback states the student’s achievement 
without judgments, for example, by words (you ended the movement on the 
right leg), demonstration (video recording of the student) or body contact 
(letting the student feel how a muscle is working in a movement). Feedback 
that is ambiguous does not include clear and precise information, for example 
through words (great), demonstration (shrugging shoulders) or body contact 
(contradicting actions such as giving a student a hug and roll your eyes) 
(Gibbons, 2004).  
 
Further Gibbons (2004, p.41) describes the effectiveness of different kinds of 
feedback as follows ‘To improve a student’s performance, specific value and 
corrective feedback are more appropriate than nonspecific value, neural, and 
ambiguous feedback’. Green (2000) points out a challenge for many dance 
educators that want to respect students’ life situations, while the students should 
be assessed based on their achievement without respect to their life situation. 
Both positive and negative feedback can be and not be effective depending on 
the situation, intention, performance and the students (Gibbons, 2004). For self- 
and peer assessment to be effective, the feedback needs to emphasize specific 
skills and movements (Andrade, et al., 2015). Relearning an already embodied 
movement is harder than learning something correctly the first time, which is 
why clear feedback is crucial while learning a material (Gibbons, 2004). If a 
movement is made incorrectly many times there is a risk that the movement 
becomes a habit and, therefore, challenging to relearn (Gibbons, 2004).  

Clarity in the dance educational assessment process 
Documentation of assessment and valid assessment can give dance education 
legitimacy as a subject (Hernandez, 2012; Kranicke & Pruitt, 2012). A study of 
teachers’ assessment in elementary schools points out the importance of 
assessment awareness as invaluable for dance educators (Englebright & 
Mahoney, 2012). The researcher argues that, when the focus on what is being 
taught is motivated by what is being assessed, the content in dance education 
has become assessable. Through the assessment practice, it is possible to 
elucidate that dance has an assessable knowledge domain, and that students can 
achieve knowledge outcomes based on dance education, which legitimize dance 
as a subject (Hernandez, 2012).  
 
In Englund and Sandström’s (2015) study, it is stated that outsiders only to a 
certain extent can perceive verbal communication in dance education. Even if 
the outsider meets challenges in comprehending the meaning, the students seem 
to understand what is being communicated verbally. Through the study, it 
appeared to be challenging for the teacher to verbalize communication of 
performances other than technical aspects (Englund & Sandström, 2015). An 
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American study of assessment practice in Illinois presents a model to assess 
creativity, risk, originality, or artistic thinking in dance education (Kranicke & 
Pruitt, 2012). One of the important tools for assessment practice is clarity in 
language as well as further explanations using concrete examples of how an 
achievement at a certain progression level could appear according to the 
researchers (Kranicke & Pruitt, 2012). These examples and this clarifying 
communication should be adapted to the students’ age and earlier experiences 
(Kranicke & Pruitt, 2012).  
 
That it is important that the assessment practice is adjusted to age, earlier 
experiences and the focused ability and the fact that the assessments are made 
based on up to date information about the students’ achievements is stated even 
by Hernandez (2012) and Kranicke & Pruitt (2012). To use a variety of 
assessments is emphasized by Eisner (2007), Gibbons (2004) and Hernandez 
(2012). Varied assessment is also a way to adapt dance education to individual 
abilities and needs, and offers different ways for students to express their 
knowledge in line with their individual circumstances. Gibbons (2004) points 
out the importance for students to feel acknowledged in dance education, and 
gives one example of the significance of knowing the students’ names. Through 
use of students’ names, it is possible that students feel that their existence matters 
and that what they are doing is important (Gibbons, 2004).  
 
Clarity in the communicated assessment makes it easier for those other than the 
teachers and students to follow the teaching activity, as for example parents and 
administrators (Kranicke & Pruitt, 2012). The information included in feedback 
can appear as unclear and challenging as to take the students earlier experiences 
into consideration and communicate clear goals (Harding, 2012). However, as 
mentioned earlier, the risk that the assessment practice can steer the learning 
process and affect the teaching activity to involve assessment as learning 
(Torrance, 2007). In a study about assessment in the English context of year K-
12, assessment practice is explained to include appraising different expressions 
for students’ outcomes such as discussions, interviews, written work or in form 
of compositions (Hernandez, 2012). In accordance with the English context, the 
content for assessment should be focused on ‘motor skills; knowledge and 
understanding about the arts in personal, historical, cultural, and social contexts; 
and perceptual, technical, expressive, and intellectual/reflective skills’ 
(Hernandez, 2012, p.5).  
 
A common understanding between teachers and students of the core content is 
important to be able to be aware of what is being assessed (Kranicke & Pruitt, 
2012). Sadler (1989, p.121) points out this importance in an article and stresses 
the following ‘The indispensable conditions for improvement are that the 
student comes to hold a concept of quality roughly similar to that held by the 
teacher…’. Clear communication about the goals of the educational activity 
makes it easier for students to grasp the concept and use them in their 
performance (Kranicke & Pruitt, 2012). Andrade, et al. (2015, p.48) highlights 
the use of ‘clear criteria, constructive feedback, and informed revision’. The 
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importance of students’ understanding of given feedback is emphasized in a 
study of assessment in high school technique classes (Harding, 2012), both 
regarding the goals of the course and the assessment practice. Feedback without 
constructive content will not become meaningful (Andrade, et al., 2015; 
Gibbons 2004). However, there could be a risk in providing the students with 
informative and constructive feedback, although the students’ own ability to 
self-assess their learning processes could be challenged (Gibbons, 2004). 
Feedback needs to include specific information for it to become useful in order 
for students to improve their dancing (Andrade, et al., 2015; Gibbons, 2004).  
 
This chapter have presented existing research regarding dance education and 
educational assessment that is relevant fore current thesis. The following chapter 
will focus on the methodological base of the study as well as more specifically 
focus on the methods used to fulfil the aim and answer the research questions. 
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4. METHOD – starting-points and used methods  
 
This section will begin with methodological starting-points in line with life-
world phenomenology, which has constituted the base for a choice of methods. 
Furthermore, methods chosen will be described and discussed generally and 
thereafter as selection of documents, schools and teachers will be explained. 
Then an overview of the methods related to each paper will be given, as well as 
a time chart that shows when the methods were performed. This will be 
followed by a description of how the methods were performed and method of 
analysis will be presented. The section will end with ethical considerations.     

Methodological starting-points  
 

The aim of phenomenology is to transform lived experiences into a textual 
expression of its essence–in such a way that the effect of the text is at once a 
reflexive re-living and a reflective appropriation of something meaningful: a 
notion by which a reader is powerfully animated in his or her own lived 
experiences. (van Manen, 1997, p.36) 

 
Research within the field of phenomenology revolves around how subjects 
experience the world as human beings that are situated in the world (van 
Manen, 1997). This type of research has its starting-point in the life-world. In 
phenomenological studies, a phenomenon is being researched. The 
phenomenon can include both abstract and concrete things as well as human 
beings and course of events (Bengtsson, 2001). In this study, the phenomenon 
of assessment in dance education is described and explored through formulations in 
the syllabi and teachers’ lived experiences.  
	
A researcher should try to perceive the phenomenon as a whole, which makes it 
important not to make limitations. To be able to perceive the phenomenon as 
broad and various as possible the methods of a study need to make it possible for 
the phenomenon to show itself from different angels (Bengtsson, 2001; 
Merleau-Ponty, 2002/1962). That excludes the study from being narrow in its 
design and operation, though it makes it difficult to be adaptable towards the 
phenomenon (Bengtsson, 2005). van Manen (1997) argues that the same 
thoughtfulness that is involved in practical pedagogical tactfulness, should be 
used in phenomenological research. This means that there is not one given 
method that is suited to all phenomenological qualitative investigations. Which 
methods that are suitable is always derived from the phenomenon and chosen 
and carried our through adaptability and openness towards the phenomenon. 
When illuminating a phenomenon from different viewpoints it is possible to 
perceive dimensions of the phenomenon that might not be seen by illuminating 
it from only one angle. In phenomenology, it is important to go ‘back to the 
things’ and let the phenomenon be the base for the design, operation and 
analysis. The phenomenon determines the best suited methods, which the 
researcher needs to be adaptable and open to. The adaptable and open approach 
allows different collection methods to be used and the possibility to revise the 
methods chosen over time. This can result in method pluralism, where the 
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different methods chosen in this study grasp the same phenomenon. For method 
pluralism to become useful in apprehending knowledge about a phenomenon it 
is necessary that all the methods used have the same basis and framework, so 
that the results can be related to one another (Bengtsson, 2005). The different 
materials gathered constitute a basis for the analysis of the study, and create the 
unity of purpose and by that an opportunity to capture different perspectives of 
the phenomenon. 
	
The adaptability and openness to the phenomenon imply that 
phenomenological methods avoid having fixed structures, including fixed 
procedure, technique or concepts that would regulate the research project. The 
reason for not using fixed structures is because such structures could make the 
researcher miss out on dimensions of the phenomenon (van Manen, 1997). The 
methods have a framework that allows adaptability to what is experienced 
during the gathering of material and allows production of material to be 
systematic. Systematic methods are used in the sense that the methods always 
allow adaptability and openness towards the phenomenon. ‘In other words: 
phenomenology is the systematic attempt to uncover and describe the 
structures, the internal meaning structures, of lived experience’ (van Manen, 
1997, p.10). This can be compared to spatial16 ability in dance. To be able to 
master this ability, a condition is to be open and adaptable to the space 
including the geometric space, things and other subjects within it. This can be 
seen as a method to be able to perceive a dance experience. As mentioned in 
Chapter Two, human beings inhabit space and bodily knowledge in dance, 
including sensitivity to space. In order to be able to dance in harmony with 
others as well as not to crash into others, they need to be open and adaptable to 
what appears within the life-world. Through spatial ability in the form of 
openness and adaptability human beings can experience dance as broad and 
various as possible. An example of a commonly used dance education is the so-
called mirror exercise17.  
 
Phenomenological research is not out for an objective truth, empirical facts or 
scientific generalizations so as to answer questions like: How many? When? 
Where? Instead, phenomenology embraces phenomena through lived 
experiences of a phenomenon. This is important to be aware of while the 
methods used in a study are being crystallised. 

Empirical methods used in the research  
Methods to gather the empirical material were over time developed and chosen 
to make it possible to grasp the formulations in the syllabi and the teachers’ lived 

                                         
16 An ability that includes both awareness and interaction with the life-world including physical space, 
things and other human beings. 
17  This exercise can be modified in various ways, but for instance two persons can stand facing each 
other with the other’s palms directed to you without touching.  Their assignment is to move the hands 
without losing connection to the other person’s palms but without touching, talking or knowing who is 
going to lead the movement. In this exercise, openness and adherence is crucial factors.		
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experiences of the phenomenon, assessment in dance education. Based on the 
ontology and epistemology of life-world phenomenology as well as the aim of 
the study, the empirical material was gathered through qualitative methods. The 
study require methods that makes it possible to grasp the phenomenon as varied 
and broad as possible. 
 
The methods used in order to grasp such a variety of expressions, were 
document analysis, observations, teachers’ written and verbal reflections and 
interviews, which can be seen in Figure 3 below. 

 
 

 
 

Figure 3: Image of methods for gathering material of the phenomenon 
from various viewpoints. 

 
Within these methods, different modalities have been used to get access to 
experiences of the phenomenon. Therefore, it is possible to say that material of 
lived experiences of the phenomenon was grasped through multimodal 
expressions. Multimodality has been defined by Kress and van Leeuwen (2001, 
p20) as ‘…the use of several semiotic modes in the design of semiotic product 
or event, together with particular way in which these modes are combined…’. 
Semiotic resources can be explained as something more than the spoken 
language (Gunnarsson & Karlsson, 2007). Multimodality is a theory where 
language is not the only representational mode to understand meaning, and 
where modes could be defined as the outcome of the cultural shaping of 
material. In the current study bodily, verbal, written, facial, and sounding 
expressions were important to grasp in order to get access to the phenomenon. 

Document analysis 
A document can be analysed based on its formulations and how different 
phenomena appears. The formulations in a text implicitly include the writers’ 
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experiences, negotiations, and instructions, which can constitute one way of 
grasping a phenomenon. Through this type of method, it is possible to get 
access to for example views of knowledge through the formulations in 
documents that are written in a context where the researcher was not involved. 
What is possible to analyse is the various descriptions of a phenomenon that the 
document imbues. Phenomenological document analysis aims to reach a 
trustworthy description of a specific phenomenon based on the formulations in 
the document, not the meaning behind. It is how the phenomenon shows itself 
for the researcher through a phenomenological reading (Spiegelberg, 1960) that 
constitute the base for this kind of document analysis.  
 
The school and the operational work that appear within the school context are 
regimented, as mentioned earlier, by different documents, called steering 
documents, at different levels. The steering documents formulate what 
knowledge domain that should be taught and assessed, which in Sweden is 
regulated in the syllabi. To be able to grasp how dance knowledge appears in 
these documents, a phenomenological document analysis was valued as a 
functional method.  

Choices of selection regarding document analysis  
In this study, the documents that were researched were narrowed down to 
steering documents in order to embrace what views of dance knowledge that 
regiments teachers’ teaching and assessments. To be able to grasp the 
phenomenon of dance knowledge seen in Paper I, document analysis was made 
on a selection of upper secondary school syllabi. When the study took place, 
upper secondary school teachers were teaching both by the syllabi of Lpf94 and 
Gy11. The study embraces teachers’ experiences, which makes it important to 
analyse both systems, though the teachers worked with them in parallel. This 
resulted in a selection of syllabi form both Lpf94 and Gy11. The different syllabi 
were chosen based on what courses that were mandatory for dance students to 
participate in, as well as the courses’ similar teaching content. The syllabi of 
Lpf94 that were selected and analysed were Dance and Performance A–C and 
Dance Training together with the overall description of the subject Dance. From 
Gy11 the syllabi selected and analysed were Dance Interpretation 1–2, Dance 
Technique 1–2, and Dance Theory. The formulations in chosen document based 
on the writers’ experiences, negotiations, and instructions constituted the access 
to the phenomenon dance knowledge.  

Observation 
As mentioned in the theoretical framework of life-world phenomenology, a 
subject’s interpretation and understanding of the world are based on earlier 
experiences. This means that researchers’ different earlier experiences influence 
how the phenomenon, assessment in dance education, is interpreted and 
understood during the observation. When performing observation as a research 
method, it is important to keep a distance from what is observed (van Manen, 
1997). The method can capture more than just the spoken or written word, 
which makes it possible to grasp and interpret the subject's various expressions. 
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Through observations the researcher can enter someone else’s life-world while 
collecting material (van Manen, 1997). There are different types of observations 
where the observer is more or less involved and participating in the activity 
observed. The observer needs to have an adaptable and open approach in order 
to grasp the phenomenon as broad and varied as possible. The observer needs to 
distinguish what he or she perceives and how the observed phenomenon is 
being interpreted. 

 
It is crucial that the researcher visits the studied environment for a long period 
of time (Schütz, 1980). To avoid that the researcher’s own lived experiences 
steer what is being grasped, and instead be open for the phenomenon to appear 
in a variety of ways. Being in the context over time make it possible to avoid 
that earlier experiences steer the interpretation to an ever increased extent 
(Ferm, 2004). By being in the context of the subject’s life-world, it is possible to 
grasp the meaning being expressed as the observer gets closer and closer to the 
subject’s experiences. The observer is present in the room, which makes it 
possible for him or her to grasp the whole picture of the activity (Wragg, 2013) 
though the whole body can experience the phenomenon. The presence of the 
observer always affects the context. It is possible that the position makes it 
difficult to see and hear certain expressions. It is important to be aware that this 
can affect what is possible to grasp of a context. The position of the researcher 
is, therefore, crucial. There are procedures of documentation that help the 
researcher to grasp the phenomenon through observation, such as field notes, 
video recordings and written or verbal reflections.  
 
By taking field notes, it is necessary to make a decision right away as to what is 
important to note, and there is a risk that the field notes become superficial 
(Wragg, 2013). To be able to make field notes, it is of interest to find a system 
to capture actions in the chosen context. The purpose is to create a fast method 
of documentation without losing focus on how the observed phenomenon 
appears. The goal is not to get lost as a result of difficulties in keeping focus 
because of time-consuming documentation. Afterwards, the field notes can be 
reread to be able to complement the notes with information and expressions if 
needed (Ferm, 2004). To grasp the observed subject’s reflections of their actions 
and in that way perceive their experiences further, the field notes can be shown 
to the observed subjects. 
 
Video recordings as a form of documenting observations can be seen as an 
extended text concept, which indicates a semiotic view of text as well as 
language (Gunnarsson & Karlsson, 2007).  As mentioned, the whole body takes 
part in communication in a life-world phenomenological way of thinking. Such 
a standpoint implies that it is important not only to capture sounds, but also 
bodily movements, gestures, and facial expressions. Through video recordings, 
it is possible to grasp actual situations and relations between actions, gestures and 
expressions (Ferm, 2005).  
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The reliability of the study can be questioned by the camera’s and the 
researcher’s presence and what information the video recording can capture and 
not capture (Zandén, 2010). Video recordings give the opportunity to focus on 
different situations using the camera and stay focused on that specific situation 
until it is over (Häikklä & Sahlström, 2003). But, on the other hand, there is a 
risk of missing out on details and losing the ability to decide the image’s focus, 
sound recordings and camera angles. Through video recordings, it is not 
possible to grasp any other senses than the visual and the audio.  
 
According to Sadler (1989), a video recording of a performance in, for example, 
dance has differences in character from the primary performance. It is feasible to 
return to the situations and clarify where the phenomenon could be seen. But 
what it is important to be aware of is that each time an individual, in this case a 
researcher returns to this material the coherence changes. 

Choices of selection in relation to observations 
All observations were made within the framework of the course Dance technique 
1. The course was chosen because it is a mandatory course for dance students 
and the first in the progression level out of four courses within the same subject 
(Dance technique). To choose such a course made it likely that most schools 
would offer the course for first-year students starting in the fall of 2011. 
Therefore, it made it possible to observe the phenomenon within the same 
course at all the schools that were observed. Both classroom activities as well as 
grade conferences were observed. 
 
During classroom observations, three schools were chosen based on their 
different conditions, including differences in type of schools, together with 
geographical and demographic variety. The variety made it possible to grasp the 
phenomenon through various perspectives and provide a wide base for analysis. 
The schools consisted of a cutting edge school, a state school and an 
independent school. A cutting edge school can recruit students from the whole 
country and is required to have collaboration with a college or university. A 
state school can only recruit students from the community or from other 
communities if they do not have an equal programme. An independent school 
can recruit students from the whole country. These choices of schools ensured 
the geographic and demographic dissimilarities, though the schools are located 
in different parts of Sweden. Small towns as well as bigger cities are represented.  
 
Other requirements were that the school offered the course Dance Techniques 1 
for first-year students. This allowed me to make observations regularly over two 
semesters within the course Dance technique 1 and it was possible to ascertain that 
that selected teachers actually taught the course. Five teachers were included in 
the study and represented education within three different dance genres: ballet, 
contemporary- and jazz dance. There were three female and two male teachers 
involved in the research project. In total, 24 lessons were observed, and two of 
the lessons from each school were video recorded. The teachers had different 
educational backgrounds. One teacher had a professional dance education, a 
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teaching degree for upper secondary school, experience as a professional dancer 
as well as teaching dance pedagogue students for over ten years. Two teachers 
had a pedagogical education and experience in teaching at upper secondary 
schools. One of them was complementing his or her education to receive a 
teaching degree for upper secondary schools. The other one had a professional 
dance education. Two other teachers had experience as professional dancers, 
where one had experience in teaching upper secondary schools. 
 
To be able to grasp teacher’s experiences of assessment in dance education and 
teachers’ conceptions of quality, grade conferences were also observed. 
Observations of grade conferences were performed as a case study with one of 
the five teachers involved in the classroom study. These observations were 
offered at one school, though the planned observations coincided with when 
the teacher was expected to conduct these conferences. This opportunity was 
only offered and possible to fulfil at this specific school. Ten separate grade 
conferences were observed with the same teacher involved and ten first-year 
students in the upper secondary school. During observations of grade 
conferences in the course Dance technique 1, the students were offered to 
participate in two grade conferences during the spring semester, and grade 
conferences from both opportunities were observed. In total ten separate grade 
conferences were observed. The first conference took place in the middle of the 
spring semester. At the end of the semester, the second conference took place at 
which the students received information about their final grade in the course.  

Teachers’ written and verbal reflections  
To be able to perceive the subject’s experiences of assessment, written and 
verbal reflections can be used. It is possible to make phenomenological 
reflections on past experiences and these need not to concern the immediate 
moment, that is to say retrospective (van Manen, 1997). This means that the 
subjects in a specific study could only reflect on their own lived experiences 
afterwards. Written reflections on a practice make it possible for the researcher 
to grasp lived experiences (van Manen, 1997). The person who is reflecting was 
offered to remember situations from earlier lived experiences. While writing 
reflections subjects have the opportunity to reread and rewrite the text, 
connecting to further reflections. This is a disadvantage when it comes to verbal 
reflections, where one does not always have the same opportunity.  
 
To let the subject chose and come up with suggestions on the mode used in the 
reflection is a way of being adaptable open to the methods as well as to the 
participants. The researcher’s presence during verbal reflections can effect the 
empirical material in another way than written reflections where the teacher is 
alone and not influenced by someone else’s presence, which it is important to 
be aware of. 

Choices of selection regarding teachers’ written and verbal reflections 
All teachers who participated in the observations were offered to write or make 
verbal reflections. To be able to grasp teachers’ experiences of assessment in dance 
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education, the selected teachers were the same ones as participating in the 
observations. In that way the teachers’ reflections were based upon the same 
scenarios. Beside the opportunity to perceive the teachers’ reflections upon their 
experiences this also became possible to get closer to the teachers’ life-world and 
their lived experiences. The teachers themselves chose to use different modes of 
communication and, therefore, the reflections were made both in written and 
verbal form. One teacher chose not to participate with any reflections, because 
of time reasons.  

Interviews 
The interview can have different structures that are more or less fixed and 
predetermined. Semi-structured interviews, aim to grasp the meaning of the 
subject’s lived experiences of assessment in dance education (Bresler, 1995; 
Kvale 1997; Kvale & Brinkmann, 2009). Therefore, the interviews can appear 
more as a conversation than a strict question and answer dialogue towards 
solutions or a correct answer. An interview is a method for grasping subject’s 
lived experiences connected to a phenomenon. The verbal communication 
during an interview can be seen as an interpersonal relationship between at least 
two persons, where one of them is more in control of the settings of the context 
(Alerby, 1998). Documentation of interviews can for instance include sound 
recordings as a support for transcribing the interview. It is a documentation 
method that isolates the sounds that makes it possible for the researcher to focus 
on grasping that specific mode. All other bodily expressions such as gestures are 
left out, but can be documented in an additional method such as field notes.  
 
Questions during the interviews in phenomenological research are developed 
throughout the ongoing interview, based on what appears. As a support to 
semi-structured phenomenological interviews themes can be established in 
advance (Bergmark, 2009; Kvale, 1997; Westman, 2014). Reacting, modifying 
comments and questions depends on the interaction during the actual interview. 
This is a way of grasping various aspects of a phenomenon and not steering the 
participants’ answers in a certain direction. Still it is important not to bias the 
questions towards a certain outcome but to be sensitive and responsive to what 
is expressed.  

Choices of selection regarding interviews  
All observed teachers were asked to participate in interviews. The same teachers 
were chosen in order to grasp these specific teachers’ own reflections upon their 
own experiences of assessment. The purpose was to come closer to the teachers’ 
practice and lived experiences. They all also had experience of being observed, 
which means that it was possible to refer to situations that the observer and the 
teacher had experienced form different perspectives. The teachers had 
experience of teaching dance within the Arts Programme, which was a 
prerequisite to be able to cover the aim of the study. The interviews were 
connected to the teachers assembled experiences in assessment in dance education, 
not to a specific course. Out of five teachers, four were involved in interviews. 
The fifth teacher could not find the time to participate, which excluded the 



 53 

teacher from the interviews. Seven interviews with four teachers, and one 
trilateral discussion were conducted over two semesters.  

Time chart of the collection of material  
Document analysis was the first method to be used, because it was important to 
gain an understanding of the dance knowledge in the syllabi that steer the 
regionalised context for the study. As can be seen in Figure 4 below, the 
document analysis started during the fall of 2010 and the phenomenological 
analysis of the gathered material was made during spring of 2011. The other 
three methods were overlapping each other and were executed parallel to each 
other. All gathering of material ended in June 2012. 
 

 
 
 

Figure 4: Image of the design of gathering material seen in chronological order. 

Carrying out the methods used in the study 
The section below will present how the different methods were carried out. 
Different methods were used in the four papers that are included in the overall 
study, aiming to illuminate the phenomenon from various angles. Figure 5 
outlines which methods that are used in the different papers as well as which 
teachers were involved. A detailed description of each method related to the 
four papers can be found in the respective paper. 
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Figure 5: Image of what methods were used for gathering material in the 
different papers as well as how many teachers were involved in them 
respectively. 

Carrying out document analysis 
In accordance with life-world phenomenology, the aim was to analyse and 
describe dance knowledge as a phenomenon based on how it appeared and was  
seen by us as researchers through syllabi used in upper secondary schools in the 
period 2011–2012. This study did not intend to grasp why the syllabi were 
formulated as they were, nor what lay behind the choices, but to let dance 
knowledge appear through the texts and the writers’ experiences. The 
document analysis was performed together with Cecilia Ferm Thorgersen, 
Professor of Music Education. All parts of the work were done together and 
both researchers were active throughout the process. The analysis process was 
conducted alternating between individual analysis and an adherent process. This 
made it possible to grasp the phenomenon from different angles and let the 
phenomenon be illuminated based on the perceptions of the both researchers. 
The procedure is described in more detail in Paper I.  

Carrying out observations 
The combination of observations, teachers’ written and verbal reflections18 as 
well as documentation through field notes and video recordings became 
important to complement the observations in order to grasp the teachers’ 
experiences. Through the combination, it was possible to grasp how teachers 
performed and reflected upon their assessment practice. The combination of 
methods made it possible to go back to the material and view it from different 
angles and offered various ways of getting in touch with the subjects’ own 
thoughts and reflections about their experiences. Dance can be seen as 
embodied action. To be able to capture the teachers’ experiences regarding 
assessment in dance education, observations offered an opportunity to grasp various 
modalities. This phenomenological study is based on teachers’ experiences of 
the overall phenomenon; assessment in dance education that was observed both 

                                         
18 Described further on p.58. 
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through observations of dance education as well as grade conferences. 
 
The intention was to grasp these experiences of the phenomenon, assessment in 
dance education, and at the same time affect the context as little as possible; 
therefore, the observer was positioned sitting against a wall in one part of the 
room. The observations were documented through field notes and video 
recordings, which will be described below. 
 
Field notes were made during observations as a way to document what 
happened in the observed classrooms and grade conferences. The field notes 
constituted documentation of the observations and the researcher’s experience 
of what appeared. Over time a semi-structured scheme was developed to make 
field notes that seemed to suit the observations and made it possible to capture 
different dimensions of the phenomenon quickly. The page was divided into 
two columns, one for assessment involving individual students and one for 
assessment concerning more than one student. To be able to capture more 
information faster and to be able to capture the different modes that were used, 
abbreviations were used. This was something that was developed over time, 
after perceiving what modes that was experienced. For instance: v= verbal and b 
= body contact. 
 
 After the observation, the field notes were read through and rewritten into a 
text document. That document was divided into six columns: Exercise number, 
Instructions about the dance material or exercise, Cues during an exercise, 
Feedback to more than one student including student’s response, Feedback to 
individual students and My comments and questions (See Figure 6 below). 
Further information and comments were added if needed to explain something 
further or if something was left out in the situation. The rewritten field notes 
together with added comments and information were sent by email to the 
teachers. Hence, the teachers had the possibility to express their views of what 
appeared to the researcher (Bergmark, 2009) and in this way it was made 
possible to grasp teacher reflections.  

 

 
Figure 6: Image showing the structure of the rewritten field notes. 

 

In six observed dance lessons the field notes were rewritten with support from 
the video recordings. In the classroom where dance education takes place, the 
teachers often moves around to different parts of the room. To be able to 
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capture all of that, the lesson was video recorded using a wide angle. Using a 
wall mirror, which most dance studios are equipped with, it is possible to 
capture the whole room by turning the camera toward the mirror. This makes it 
possible to see all the students as well as the teacher, even if the teacher moves 
around. It is important, according to Häikklä and Sahlström (2003), to be aware 
of that the camera angle can miss mime, eye contact, sounds and visual 
performances. The camera setting was stable, which made the video recording 
possible to combine with field notes. The field notes functioned as the main 
data material, and the video recordings made it possible to go back in order to 
see specific situations again.   
 
The procedure in relation to the observed grade conferences resembled the 
classroom observation. Field notes were written, divided into two columns, one 
representing the teacher’s communication and the other one the student’s. The 
phenomenon in Paper III, conceptions of quality, could be grasped though 
access to the communication during the grade conferences. 

Carrying out teachers’ written and verbal reflections 
Based on the rewritten field notes form the observations, the teachers’ 
reflections grasped another angle of the phenomenon. In this study, two 
teachers wrote written reflections continuously during the observation period 
and emailed them to me. Two teachers made verbal reflections, because they 
thought that it would suit them better. The teachers choose what they wanted 
to write/talk about and reflect upon. To be adaptable regarding what modality 
the teacher prefers to share their reflections through is in line with being 
adaptable and open towards the phenomenon. Regardless of which mode was 
used, the teachers’ reflections were emphasising what had appeared during the 
observed lesson, their thoughts about it, their comments on my questions and 
their comments and own reflections on the assessment practice. 

Carrying out interviews 
In this study, participating teachers were given the opportunity to express 
themselves about their own practice in semi-structured interviews. There were 
both interviews with one teacher present from the observations as well as one 
trilateral discussion, which was sound recorded. In the seven interviews, 
themes19 decided in advanced where questions were based on the field notes. 
To be able to be adaptable and open to the phenomenon, the follow-up 
questions were formulated based on what the teachers expressed during the 
interviews. Different questions were, therefore, asked in different interviews, 
which made it possible to grasp the phenomenon from various viewpoints. The 
interviews were transcribed into a text document with support from the sound 
recordings and field notes.  

Analysis method of gathered material 
The gathered material in the study was analysed based on Spiegelberg’s 
phenomenological method (Spiegelberg, 1960). The method that started as a 
                                         
19 See Appendix IV.  
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philosophical method includes seven stages, see Figure 7 below. These stages 
have later also been used in research based on empirical research (Bengtsson, 
2005). In the analytical process, the phenomenon is seen and broadened out, 
varied, and then condensed, in order to find the essence of the phenomenon. 
This process is, therefore, moving between different parts of the material and 
the whole (Bresler, 1995), like zooming in and out with a magnifying glass.  
 
In order to be adaptable to the phenomenon, it is of great importance not to 
force it into a fixed structure. Hence, the analytical method is not to follow the 
seven stages in chronological order. This way to use the method of analysis 
harmonises with both the phenomenon and the theory of life-world 
phenomenology that includes being adaptable and open to the phenomenon. 
The phenomenon shows itself through the formulations in the material by 
reading the text several times before proceeding with the analysis.  
 

 
 

Figure 7: Image over Spiegelberg’s seven stages (Spiegelberg, 1960). 
	
In the four papers, the phenomenon appears through the formulations in the 
different texts (syllabi, field notes, teachers’ reflections, transcriptions) by reading 
it through thoroughly several times with a non-critical attitude before 
continuing with the analysis. The intention was to be conscious of the 
researcher’s own lived experiences so as to be able to be adaptable and open to 
the phenomenon as it was seen. Eventually, aspects of the phenomenon started 
to appear. The material was illuminated through patterns and aspects in a 
narrow and distant view. Through condensation and interpretation, themes 
were crystallised from the phenomenon’s aspects over time. The themes were 
never fixed, but through the analysis, aspects and themes could be seen. 
Through the process of analysis, aspects of the phenomenon could be 
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highlighted. The essences that started to appear were related to each other 
through similarities and differences. The themes were never fixed, but 
eventually themes of the phenomenon started to emerge. Through the analysis 
process the themes became clearer and relations between the essences were 
explored. Furthermore, a first image of the phenomenon started to emerge. The 
image showed both the complexity of the phenomenon and the intertwining of 
the various themes. Furthermore, the phenomenon was seen from various 
perspectives and appeared in the researcher’s consciousness. It is important for 
the researcher to be aware of earlier experiences, so that the phenomenon can 
be illuminated as broad and various as possible.  

Ethical considerations 
All methods and presentations have their strengths and weaknesses, which I 
think of as a gap. The gap could represent a possible space of information or 
use, or validity that the researcher needs to be aware of, i.e. the researcher needs 
to “mind the gap”. To be able to mind these gaps it is important to reflect and 
be aware of the strengths and weaknesses of the chosen methods and/or  
presentations.  
 
Using video recording, both the technical and ethical aspects involved need to 
be considered. Prior to starting this study, I applied for an ethical try out (diary 
number 2364-2015). The participating teachers and students were informed 
about the study both through written and verbal information before the study 
took place (Swedish Research Council, 2002). In line with the Swedish 
Research Council’s ethical guidelines (Swedish Research Council, 2002), both 
teachers and students were informed that they could always terminate the 
agreement prior to and during the study (Appendix I). Before the observation 
started and during the year this was stressed to both students and teachers several 
times. The materials gathered have not been exposed to any unauthorized 
individuals. No names of the schools, teachers or students have been mentioned, 
in order to, as far as possible, give the participants confidentiality. The teachers’ 
different gender was not taken into consideration in the analysis process to be 
able to keep their confidentiality. All teachers were asked to sign a document 
saying that they agreed to participate in the study (Appendix II). Even though 
the study focuses on teachers’ experiences, all students needed to sign an 
agreement about being video recorded (Appendix III). 

Role of the researcher 
It is only possible to grasp the meaning of someone’s actions through an 
individual’s own experiences though they can never have the same exact 
experiences as someone else. A human being experiences the world through 
their earlier experience, which makes it impossible to say that it is possible to 
know the other persons’ lived experiences. It is important to be in the moment, 
to listen attentively and grasp non-verbal experiences (Bresler, 1995). To 
observe the phenomenon over a long period of time also makes it easier for the 
researcher to be aware of his or her own experiences and what is really 
perceived through observations.  
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It is better to make explicit our understandings, beliefs, biases, assumptions, 
presuppositions, and theories. We try to come to terms with our assumptions, 
not in order to forget them again, but rather to hold them deliberately at bay 
and even to turn this knowledge against itself, as it were, thereby exposing its 
shallow or concealing character.  (van Manen, 1997, p.47) 

 
The teachers could be affected and work more explicitly with assessment 
because they know that I am studying this phenomenon. The fact that I was 
observing over such a long period of time makes it less certain that the teacher 
would make an effort to change their teaching method for every observed class. 
As a researcher, I enter the everyday education setting of the teachers and 
students. Wragg (2013) considers that it is not easy to clarify how an observer’s 
presence will affect the classroom activity, because there are so many factors that 
could influence it, which it is important to be aware of. Our sentient bodies are 
intertwined within the flesh. My intention is, however, to minimize the effect 
of my presence. I chose to be bodily present though, in line with life-world 
phenomenology, the body and all its senses perceive what is being observed. 
Other experiences would have missed out if video recordings for example were 
the only method used.  
 
Even though I tried to interfere as little as possible, I still needed to be aware 
that my presence affected the setting. My intention was to be adaptable and 
open to the phenomenon in order to diminish the impact of my presence on 
the classroom activity. A spot against one wall in the classroom was chosen with 
an overview of the whole room and with an intention of affecting the classroom 
activity as little as possible, though the teacher and students could move around 
in the room without me blocking or interrupting their movements. To get 
access to material about the phenomenon that might possibly be missed from 
my position, a video camera was positioned to acquire material from the 
opposite angle.  
 
As mentioned earlier, my perceptions are always based on my earlier 
experiences. That makes it very important to be aware of my different roles and 
earlier lived experienced to get hold of my underlying assumptions. In this study 
I am the researcher, but I cannot ignore the fact that I am also a dance teacher. 
My experiences of working with dance education, assessing dance and teaching 
in upper secondary school have made it possible to be aware of my reflections as 
a teacher and researcher. Therefore, I can keep a professional distance from my 
material. The fact that I am a dance teacher could be seen as a strength 
regarding designing, choosing methods and follow-up questions during the 
interviews. I have knowledge of the framework regarding presuppositions about 
how dance education could be constituted, which helped me to navigate in the 
design of the study. It is also comforting to know that I am a dance teacher and 
therefore have experience of teaching dance. That could also affect the observed 
teachers negatively and make them feel judged. That is why it has been crucially 
important to clarify my role as a researcher and the aim of the study, and also to 
let the teachers read my field notes.  
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I am a researcher as well as a dance teacher, a part of my lived experiences, with 
my own experiences in assessing dance that one needs to be aware of so that 
they do not dominate my perceptions. The different modes of accessing material 
have been helpful. Together, they made it possible to experience the classroom 
activity in various ways and therefore be a support to me in being critical of 
what I experienced. I have observed with my whole sentient body, written field 
notes, used video recordings as a support to the field notes as well as letting the 
teachers express their lived experiences through written/verbal reflections and 
interviews.  
 
Reflections make it possible to perceive the subject’s lived experiences from a 
deeper level (van Manen, 1997). Based on life-world phenomenology, different 
modalities were taken in account during the observations. These written/verbal 
reflections on what I observed constitute a complement to and in some case a 
clarification of what the lived bodies expressed.  
 
I am my own analysis instrument, which can be problematic. I am always a 
human being with my lived experiences, and it is not possible to free myself 
from them. But it is an alternative to use methods to be aware of them as well as 
finding frameworks that elucidate how my earlier experiences influence the 
analysis process. I have tried to make myself aware of my earlier experiences 
through the different methods of collecting material. I have, through the 
different material, questioned what I really have seen. Also my constant cyclical 
variation between being distant and close to the material have made it possible 
to experience the material from various angles. By being narrow I have been 
able to explore small unit of meaning. By distancing myself I can explore the 
material perceiving a bigger picture and broader brushstrokes.  
 
This chapter has presented the methodological base of the thesis as well as the 
methods used in this study. The chosen methods were used in four papers that 
will be summarized in the following chapter. After the summary of the papers, a 
presentation of the overall findings of the thesis will be presented. In that 
chapter the findings from the four papers are being intertwined and will 
together answer the aim and research questions of the thesis.  
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5. SUMMARY OF PAPERS 
 
This chapter include summaries of the papers I-IV.  

Paper I:  

From a Dualistic Towards a Holistic View of Dance Knowledge – A 
Phenomenological Analysis of Syllabuses in Upper Secondary Schools 
in Sweden 
The knowledge that should be taught in upper secondary schools is regulated in 
steering documents, which include laws and guidelines for school activity. The 
syllabi include formulations that specify what students should learn, that and are 
expressed particularly in the core content and knowledge requirements. Therefore, 
these formulations also show what knowledge should be assessed and can, 
furthermore, be seen as a condition for assessment in dance education.   
 
The aim of this paper was to analyse and describe dance knowledge as a 
phenomenon based on how it appeared and was seen by the researchers through 
syllabuses used in upper secondary schools in the period 2011–2012. Material 
about the phenomenon of dance knowledge was gathered through choice of 
documents, and two researchers performed the analysis. The document analysis 
was carried out based on Spiegelberg’s (1960) phenomenological method of 
analysis, which consists of seven stages. The researchers conducted some stages 
of the analysis individually, while some of them were carried out together.20 
The documents that were analysed were syllabi from both Lpf94 and Gy11.  
 
Dance as a subject in Swedish upper secondary schools was introduced in the 
1994’s curriculum as a part of the Arts programme (Styrke, 2013a). The upper 
secondary school system was reformed in 2011, and this resulted in a new 
curriculum, Gy11. The new Gy11 curriculum included new syllabi in all 
subjects as well as a new scale of grading. Dance, as viewed in Gy11, continued 
to be a part of the Arts programme, where the orientation included three 
subjects Dance interpretation, Dance techniques, Dance theory and Dance 
orientation.21 
 
Dance knowledge as expressed in Lpf94 was seen as a distinction between 
Knowledge in dance and Knowledge about dance. Knowledge about dance did not 
include any embodied movements, but rather theoretical knowledge about 
dance. Knowledge in dance involved embodied movement in relation to 
different dimensions. It was only in the knowledge criteria for the higher grades 
that these two themes were intertwined. Dance knowledge in Gy11 appeared 
more holistically as an Overall essence of dance as a form of expression. The 
knowledge domain is constituted by different aspects that can be related to each 
other in various ways. The knowledge domain was viewed and developed based 
                                         
20 For more information, see Paper I.  
21  For more information, visit http://www.skolverket.se/laroplaner-amnen-och-
kurser/gymnasieutbildning/gymnasieskola/sok-amnen-kurser-och-program 
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on the roles of the performer, choreographer and audience. Through these 
roles, generic abilities were used in relation to subject-specific knowledge areas. 
Dance as a form of expression is emphasised in the syllabi in the form of 
formulations regarding arts as well as communication.  
 
The study showed that dance knowledge is constituted differently in the two 
curriculums, and constitute two views of knowledge, one more dualistic and 
one more holistic. The paper discusses the complexity of holistic assessment, 
where a balanced consideration can appear to be challenging. What is also 
discussed is what teacher competence assessment demands according to Gy11.    

Paper II:  

Assessing dance: A phenomenological study of formative assessment 
in dance education 
Teachers’ assessments in Swedish upper secondary schools are required to relate 
to formulations in steering documents (Swedish National Agency for Education, 
2011a). The teachers are also required to make equal assessments and are 
expected to offer a balanced review of the students’ achievements in order to 
generate the possibility of different interpretations. 
 
This paper includes a study into how the phenomenon of formative assessment 
in dance education is constituted in three Swedish upper secondary schools. The 
aim of the study was to explore how formative assessments in dance education 
are constituted. The empirical material was gathered through observations that 
took place in three Swedish upper secondary schools. The empirical material 
was gathered from observations of the phenomenon of formative assessment in 
dance education over one academic year. Five teachers were involved who all 
taught the course Dance technique 1 but had different backgrounds, education 
and experiences. Spiegelberg’s (1960) philosophical method was used as a basis 
for phenomenological analysis of the material gathered.  
 
Formative assessment can be seen as assessment that focuses on the students 
learning process. In the formative assessment practice, it is important to have 
explicit goals for the education (Hattie, 2009; Stobart, 2012), awareness of the 
students’ achievement in relation to the course goals, and of how students can 
improve their achievement on the course (Swedish National Agency for 
Education, 2011b). Explicit criteria can make the assessment practice more 
transparent by facilitating the student’s understanding of the given assessment 
(Sadler, 2009). The Swedish curriculum stresses the students’ own responsibility 
for their studies and the important presupposition of clear goals for education, 
content and working forms (Swedish National Agency for Education, 2013).  
 
The findings appeared as three themes: Function of formative assessment, Modes of 
communication and Dance-related knowledge. These themes of the phenomenon 
constitute the ingredients necessary for formative assessment in dance education. 
All three themes and their associated aspects are intertwined with each other 
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and are able to be combined in various ways. The first theme, Function of 
formative assessment, appeared as the teachers’ actions in the formative assessment 
practice. The second theme, Modes of communication, was constituted by teachers’ 
various ways of communicating. The third theme, Dance-related knowledge, 
appeared through the knowledge that the teacher communicated in the 
formative assessment. The phenomenon, formative assessment, became 
meaningful within the weave of intertwining themes and their aspects. 
 
Communication of course goals was discussed in relation to conditions of 
learning and assessment and implicit expressions of the goals of the course 
through embodied actions. Various ways of communicating feedback were 
discussed, where the quality of feedback was emphasised as well as the teacher’s 
and students’ common understanding of the meaning of the feedback.    

Paper III:  

Teacher’s conceptions of quality expressed in dance education through 
grade conferences  
Teachers in Swedish upper secondary schools are required to work towards 
equal assessment (Swedish National Agency for Education, 2011a). Each student 
should be provided with information about his or her progression and how to 
develop in their studies. How the teachers communicate the basis of grading 
and grades is not regulated. One way that is commonly used is grade 
conferences (Rinne, 2014).   
 
The aim of the paper was to illuminate a teacher’s conceptions of quality 
expressed through verbal and non-verbal actions in relation to summative 
assessments of dance knowledge. Material about the phenomenon of 
conceptions of quality was gathered through observations of ten separate grade 
conferences and the teacher’s written reflections. The observations took place 
during the course Dance technique 1 at one Swedish upper secondary school and 
involved one teacher’s lived experiences of assessment.  
 
The Swedish schools equal assessment should embrace the individual students’ 
needs and documentation of assessments and also communicate the basis for 
grading to the students. Torrance (2007) emphasises a risk of focusing too much 
on the criteria formulated, resulting in assessment as learning where the 
assessment practice steers the learning process. The teachers’ conceptions of 
quality also influence the teachers’ assessment practice (Zandén, 2010).  
 
Through the analysis based on Spiegelberg’s (1960) seven stages of 
phenomenological analysis, two themes appeared. The two themes were 
conceptions of quality expressed through the teacher’s focus on abilities and conceptions of 
quality expressed through views on the progression of dance knowledge. Through the 
findings, the teacher’s conceptions of quality were seen through what abilities 
were emphasised, both abilities that focused on dance-specific knowledge and 
general abilities, i.e. abilities not directly connected to dance knowledge. The 
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findings also made visible the teacher’s conceptions of quality regarding how 
they valued the students’ progress in dance knowledge as well as how progress 
in dance knowledge was seen in understanding of the students’ conceptions of 
quality. The teacher assessed the students’ achievement higher than the students 
did themselves; thus, the students had high expectations of their own 
achievements.	 
	
The paper discusses what the teacher’s conceptions of quality are based on and 
how it appeared in the study. What is also discussed is the use of rubrics within 
the dance subject with a focus on understanding and modalities used in the 
assessment practice.  

Paper IV:  

Making space for assessment – dance teachers’ experiences of learning 
and teaching prerequisites  
In Sweden, the teachers themselves grade the students from year 6 based on a 
criterion-referenced grading system. In the upper secondary school, dance 
education is included in the Arts programme and has specific syllabi. The 
teachers are responsible of interpreting the syllabi. Collegiate discussions are 
emphasised as a tool to reflect on the teachers’ own conceptions of quality 
(Zandén, 2010).   
 
The aim of the paper was to illuminate and discuss assessment within dance 
education in upper secondary schools through teachers’ reflections. Material was 
gathered through interviews, teachers’ written and verbal reflections, and one 
trilateral discussion. Four teachers were involved in the study, and they were all 
also included in Papers II and III.  
 
Using varied feedback is one way of reaching an unbiased assessment (Atjonen, 
2014). It is possible to argue that assessment should be communicated to the 
students more than once (Atjonen, 2014; Brown, 2004). The student’s 
involvement in the assessment has been emphasised in assessment research, 
where one argument is to build confidence, which could be regarded as a 
condition for learning to take place (Atjonen, 2014; Gipps, 1999).  
 
The material gathered was analysed based on Spiegelberg’s (1960) seven stages 
of analysis of the phenomenon. In the analysis process, the phenomenon of 
assessment in dance education was seen, broadened out, varied, and then condensed 
into two themes, Conditions for assessment for learning and Making space for 
assessment. All aspects of the themes could be seen as intertwined and 
concerning factors that constitute conditions regarding assessment. The themes 
included different conditions for assessment that showed various modalities, 
methods and tools included in assessment. The teachers’ different ways of 
relating to and using the syllabi became visible. The teachers also emphasised the 
need for collegiate discussions about assessment, which requires logistic 
conditions for making it possible. 
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The teachers’ different use of the syllabi was discussed in the paper and related 
to the students’ understanding of what is being assessed. The paper also discusses 
variation in assessment methods as well as the meaning and shared 
understanding of communicated feedback. Collegiate discussions stand out as 
being useful in the assessment practice.  
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6. OVERALL FINDINGS – intertwined results based on 
the four papers   

 
The overall findings of the project, stemming from the results of the four 
research papers are presented in this section. The presentation starts with a 
narrative that should be read as a paradigm case (Alerby & Hörnqvist, 2003; 
Benner, 1994). The narrative is emanated from an interpretative analysis of the 
four papers’ results (See Paper I, II, III, and IV), and has been woven together 
into one school situation. In the narrative the five teachers involved in the study 
have fictional names, teaching other genres in an attempt to maintain their 
confidentiality. Thereafter the findings are presented through two themes that 
appeared in the overall results of the papers, namely: The design of the assessment 
practice	 and Communication within the assessment practice. But first, teachers’ 
experiences of assessment in dance education will be presented in the narrative 
below.  
 

In the dowdy teachers’ staff room, five dance teachers are sitting around the 
wooden table sipping coffee between their lessons. The names of the teachers 
are Nancy, Samantha, Angelina, Joe and Luis. It is early September and the 
semester has just begun; the sun shines in through the dirty windows and 
there are teachers running in and out of the teachers’ staff room. Four of the 
dance teachers have taught at the upper secondary school’s dance orientation 
before and one is new teaching in this school form. They all have different 
backgrounds, educations and experiences. Nancy, who is teaching the genre 
classical ballet, has a professional dance education as well as a teaching degree 
for upper secondary school. She has experience as a professional dancer and 
has been teaching within this school form since the start of the programme in 
1994. Nancy also has experience of teaching dance pedagogue students for 
over ten years. Samantha teaches contemporary dance and is right now 
studying to complement her dance pedagogical education to receive a 
teaching degree for upper secondary schools. Samantha has seven years of 
experience in teaching at upper secondary schools. Angelina also teaches 
contemporary dance, but is new as of this semester to teaching in this school 
form. Angelina has experience of teaching dance teacher students sporadically. 
Joe, who teaches classical ballet, has an education as a professional dancer. Joe 
has experience as a professional dancer and a couple of years’ experience in 
teaching upper secondary school students. Luis teaches jazz dance and has 
been teaching at the upper secondary school for five years. He has a 
professional dance education as well as a dance pedagogical education.   
 
Nancy gets up from her chair to run to her lesson that starts in a couple of 
minutes while she is finishing her thoughts about how she uses the syllabi. As 
she collects her things on the table, she is explaining that she has read the 
syllabi before and thinks that the formulations are equivalent to what a dance 
lesson embrace traditionally. Therefore, she is not using the syllabi during the 
semester but she relies on her experience as a teacher. She argues that, based 
on her own experience, she knows that the core content of the course will 
imbue her teaching. Samantha and Luis explain that they are using the syllabi 
and try to work with it as an active document during the semester. Towards 
the students, Samantha lets the syllabi become explicit through verbal 
presentation at the beginning of the semester and by letting the students fill 
out a rubric before individual grade conferences. Nancy leaves the room at a 
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fast pace to be in time for her lesson. Angelina and Joe both say that they have 
not read the syllabi at all, but Joe says that he relies on his experience in dance, 
that he knows how to teach a dance lesson and that he embodies the 
knowledge domain. Samantha and Joe realize that they have to run to their 
lessons and leave the room in a hurry.	
 
Samantha runs into her rectangular classroom that has two full walls with 
mirrors that she quickly covered with black curtains. The students are sitting 
in different positions and groups on the floor that are covered with a black 
plastic broadloom. It is pretty warm in the room though the students just 
finished a jazz class a few minutes ago within another course. The students get 
up from the floor as soon as the teacher comes in and some are taking off their 
thick sweaters, some are pulling their hair up and others start to stretch their 
muscles slowly. Samantha asks the students to spread out in the room and find 
an individual direction and clear focus; she then ask them to start walking in 
strait lines and make a distinct change of direction at any time. The music 
starts pumping through the speakers that has a house music vibe and a distinct 
bass. Samantha gives the students different things to focus on and changes the 
assignment based on her perception of the students’ performances, while the 
music keeps playing. She instructs them with words, sounds as well as gestures 
with her own body. Samantha’s way of using her voice highlights qualities 
and nuances in the movements while she visualises this in her body. ‘Work 
through your feet; try to listen and embody the pulse of the music; use the 
whole room; be aware of each other; feel the floor, see each other; take the 
focus to your spine and find various ways to move the spine grunge, smear 
around’. After around five minutes the students gradually lower their speed 
and all end up spreading out in the room facing one of the long walls. 
Samantha opens the curtains and the mirrors appear in front of the students. 
The students appear to know what is coming next, though they position 
themselves in the same way with legs parallel, hips width apart, and they start 
with the same movements after Samantha has counted five, six, seven, eight 
out loud to the music. Samantha talks during the exercise, saying what will 
come next and points out things to think about. The students start from the 
top of the head rolling down the spine until the top of the head is facing the 
floor. Samantha goes up to a student named Carmen who does have the top 
of her head facing the wall in front of her instead of the floor. Samantha 
touches her neck and moves her hand towards the floor. The student 
responses in her body by moving the top of the head further towards the floor 
and relax her head weight. The students start rounding up her spine to a 
standing position. When they have done the movement and come up 
standing, Samantha puts her hand on another student’s lower back. The 
students repeat the same sequence all over again. When the students have 
their body weight released down again Samantha told Carmen to relax her 
head weight, and with excitement in her voice Samantha bursts out saying 
‘Good, Carmen’. The exercise continues to the music and Samantha varies 
giving feedback verbally to the whole group or to individual students through 
various modalities. She goes around the room during the exercises talking, 
touching, demonstrating, making sounds to clarify the rhythms and accents in 
the movements. 

  
As mentioned in the introduction of this chapter, the theme of The Design of the 
assessment practice and Communication within the assessment practice emerged 
through the overall analysis of the study. These themes can also be identified 
and exemplified in the narrative above, when the teachers discussed how they 
use the syllabi and assessment in their teaching. For example The Design of the 
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assessment practice appeared in the narrative in the form of the continuous 
assessment that Samantha gave her students in the classroom. Communication 
within the assessment practice could be seen in the narrative when Samantha gave 
feedback through different modalities and in the various ways the teachers 
worked with the syllabi. In the section following the themes will be further 
presented. In an attempt to highlight the teachers’ experiences the presentation 
of the overall results will be connected to the teachers in the narrative.  

The design of the assessment practice 
One crucial aspect of the phenomenon assessment in dance education was the 
influence of conditions for design in terms of assessment practice. It became 
clear that some of the conditions were already predetermined by higher 
instances, and other possible for the teacher to affect. This section will start with 
an exploration of overarching conditions for assessment general to the Arts 
Programme within dance orientation, which is followed by a description of 
conditions that could be influenced by individual teachers.  

Overarching conditions for the dance orientation 
In the current system, Gy11, the result showed that the dance knowledge 
domain was constituted in a holistic structure. As seen in Chapter Two, the 
holistic view of knowledge harmonises well with life-world phenomenology 
and the view of a phenomenon as an entity with intertwined essences. It 
appeared in the study that the new syllabi were more specific in their 
formulations, and possibly used as support for equal assessment. Dance appeared 
as a form of expression, where art and communication emerged as emphasised 
dimensions. The students were supposed to relate subject-specific knowledge 
and generic abilities to the three roles of performer, choreographer and 
audience. New concepts were introduced, such as dance quality in the form of 
direction, flow, stylistic features, weight, level, dynamics, nuances, time, variety, 
in various styles and genres. Approaches22 were new subject-specific knowledge 
that included artistic, ethical, ethnic, aesthetic, professional, scientific, 
choreographic, and musical (dance) approaches. All the aspects of dance 
knowledge that appeared were interwoven with each other and emerged in 
various combinations. Such a weave of aspects of knowledge has to be taken 
into consideration in teachers’ assessment work. Moving between the whole 
knowledge domain and parts within the domain is part of how holistic 
assessments are carried out (Sadler, 1989). This process can be compared to a 
phenomenological way of analysing a phenomenon (Spiegelberg, 1960). Just as 
in the holistic assessment process, the phenomenon is analysed by varying 
between zooming the phenomenon in and out to viewing it as a whole as well 
as parts (broaden out, vary, condense). In the study, the various aspects of the 
knowledge domain seen in the syllabus of Dance technique 1 appeared during the 
observations in the teachers’ choices of exercises, feedback and demonstrations. 
In the grade conferences, the specific domain for this course was seen in the 

                                         
22 In Paper I this subject-specific knowledge was mentioned as Attitudes/Approaches. In the overall 
findings this subject-specific knowledge is called Approaches. 
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given rubric and communication, even though the conferences also included 
aspects that were not seen in the syllabi.  

Documentation within the assessment practice 
An artefact of a performance can be seen as a secondary source (Sadler, 1989); in 
the result video recordings is one example of documentation in the form of an 
artefact. Documentation can fill a function in the assessment practice to enable 
analysis, reflection and judgment of students’ achievements (van Manen, 1997). 
In the observation study, the teachers used no documentation of student 
performances, except two video recordings. However, in the interviews the 
teachers verbally expressed that they documented the students’ expressions of 
knowledge in dance in the form of written notes, video recordings, students’ 
written reflections and journal communication. It was stated that the teachers 
document their own experiences, which the teachers gave examples of in the 
interviews for instance in form of written notes. Even so, the teachers’ 
documentations functioned as secondary sources of documentations of the their 
experiences of the students’ achievements, and not documentations of the 
students’ actual performances. Therefore, teachers and students had nothing else 
than these secondary sources to support their learning process or to provide a 
basis for assessment other than their own lived experiences. Consequently, 
bodily experience of the student’s performance is something the teachers have 
to take into account. This is in line with life-world phenomenology and the 
view that the whole body embraces perception of a phenomenon. Through 
their body-subjects, the teachers embrace the world and in this case the 
students’ achievements.  
 
Earlier in this section, holistic assessment was mentioned, and the floating action 
between the whole and parts of the dance knowledge domain. The teachers 
have no possibility of going back to the students’ achievements to check details 
(parts) or missed content, only to their own experiences of the performances or 
through secondary sources. In phenomenology, a starting-point is to turn ‘back 
to the things themselves’. In this case, the thing is the student’s performance.  
 
Some of the teachers used rubrics as a way to grasp the aspects of achievements, 
which were expected to be assessed. In the observations, this way of working 
only occurred during the grade conferences, but the use of rubric was 
mentioned in the interviews with the teachers as well. Except for the rubrics, 
one school used written journals where the students wrote reflections of their 
dance performances. As mentioned earlier, written rubrics were used in the 
grade conferences. The written rubrics included excerpts from core content and 
knowledge requirements. During the grade conferences, both students and 
teachers used this tool, but the benefit depended on how accurate the students 
actually understood the rubric. In the study, it was clear that the teacher would 
work differently with the rubric if the teacher were to do it again. In the 
interviews, it was obvious that the teachers participating found it challenging to 
work with a written rubric in a subject such as dance, where the achieved 
knowledge is mostly bodily expressed. The narrative shows that Samantha used 
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the rubric as a tool to make the goals of the course explicit to the students. In 
the results of the study, it appeared that the formulations in the rubric were 
challenging to understand for the students, which, according to the teacher, 
unfortunately ruined the aim of using the rubric.   

Conditions connected to assessment methods  
One prominent result is that the teachers emphasised assessment for learning 
clearer than assessment of learning. According to this research project, most 
assessments took place continuously during the school year. Only one school 
performed a final test to embrace the students’ achievement in the course. The 
rest of the assessments were made continuously during the dance lessons. 
Examples of continuous assessment could be seen in the narrative, when 
Samantha gave feedback to the whole group as well as the individuals. The 
variation regarding towards whom the feedback was directed is seen in the 
quotation below:  

 
When they have done the movement and come up standing, Samantha puts 
her hand at another student’s lower back. The students repeat the same 
sequence all over again. When the students have their body weight released 
down again Samantha told Carmen to relax her head weight, and with 
excitement in her voice Samantha bursts out saying ‘Good, Carmen’. 

 
Samantha’s feedback seems to be based on her assessment of the students’ 
achievements. Based on a phenomenological way of thinking, the idea is to 
interpret and understand phenomena through experiences. This process is to be 
executed without abusing the perceived phenomena. Seen through observations 
of dance education, the teachers were responsible for the different on-going 
learning processes, to guide the students forward and to comprehend students’ 
expressed knowledge simultaneously. According to the teachers in the study, it 
is required that the students learn the dance material in order for them to 
express their knowledge independently. While the students independently 
expressed their dance knowledge, the teacher had the opportunity to 
communicate feedback as well as to focus on apprehending the students’ 
achievements. The narrative gave an example of what is seen in the quotation 
below, though the students knew what exercise that was coming including the 
movement sequences. Samantha could, therefore, walk around and focus on the 
students’ various needs of feedback and guidance.  
 

Samantha opens the curtains and the mirrors appear in front of the students. 
The students appear to know what is coming next, though they position 
themselves in the same way with legs parallel, hips width apart, and they start 
with the same movements after Samantha has counted five, six, seven, eight 
out loud to the music. Samantha talks during the exercise, saying what will 
come next and points out things to think about. 

 
As mentioned previously, knowledge becomes internalised through the lived 
body, which means that the whole body is involved in a learning process. The 
human being perceives phenomena through her senses as a sentient being. 
While making assessments of the students’ achievements, the teachers argued 
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that it is easier not to demonstrate the dance material at the same time. The 
teachers in the study saw few advantages in being physically active in the dance 
material at the same time as the students, when the teacher had the intention of 
assessing the students. Even though the teacher was not physically active in the 
dance material, it did not seem possible for the teachers to place themselves 
outside the life-world in the form of an observer. Human beings, teachers and 
students, are intertwined with each other and the world, the so called flesh 
(Merleau-Ponty, 1968). The teachers emphasised the importance of the 
students’ responsibility as a condition for assessment. This refers to the students’ 
motivation and responsibility for embodying the dance material as well as to 
their use of the lesson time effectively.  
 
As mentioned in Chapter Two, intersubjectivity is seen as a condition for 
learning to take place. In the material it was seen that the students were 
involved in the learning process. The following are examples of methods that 
were described: working in pairs, video recording with a camera as well as 
mobile phones, dividing the material into smaller parts, watching the material 
from another viewpoint, and grasping different parameters of the material. The 
teachers emphasized that the students constantly had to find ways to be 
challenged and motivated so as to be able to develop their achievements and not 
only rely on what the teachers could do for them. The observed dance lessons 
were always designed to consist of teaching activity with the whole class, which 
was also the case in the narrative. The students performed the dance material in 
a class, smaller groups or in pairs. Never did the students perform individually, 
which means that the teacher had to be able to assess students’ achievements 
simultaneously. One question that was asked in the study was in what ways it is 
possible to make accurate and adequate assessments under these conditions. The 
teachers pointed out that it was their intention to distribute feedback equally to 
all individual students, while the class was performing different exercises. The 
teachers in the study as well as in the narrative walked around the room, which 
enabled them to give feedback to different students. In the observed lessons, the 
students were imitating the teacher’s movement to a great extent. This required 
the teacher’s ability to express movement, posture, expression and presence in 
their body. Subjects interpret phenomena through their earlier experiences 
(Bengtsson, 2001), which means that the students’ earlier experiences are 
involved in the interpretation and memorisation of a dance material. It is 
through human beings’ experiences that things become meaningful; in this case 
the things were movements.  
 
The teachers communicated various methods for assessment both explicit and 
implicit. Self-assessment and peer assessment appeared in the result as tools for 
the students to be able to reflect on their own learning process and understand 
the assessments. The result implies that verbal reflection can be used to give 
students a chance to express themselves verbally about their achievements, but 
as seen in the result of the study it could be challenging for teachers to let 
everyone be heard. As mentioned earlier, documentation in the form of rubrics, 
written notes, video recordings, and students’ written reflections were used and 
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could also be seen as methods for assessment. Dance recital was another method 
of assessment, which also includes collegiate assessment. The teachers 
emphasised the importance of being open and flexible to the individual’s needs 
and different abilities. Adaptability and Openness are emphasised in 
phenomenology as ways to let the phenomenon appear as broad and varied as 
possible. Adaptability is another approach that is emphasised in phenomenology, 
which was not made explicit by the teachers, but could be seen in the 
communication between the teachers and the students. For instance, in the 
narrative this could be seen when the teacher was giving instructions at the 
beginning of the class. Samantha was adapting her instructions to the students’ 
performances and how they reacted to her communication. This can be seen in 
the following quotation from the narrative, ‘Samantha gives the students 
different things to focus on and changes the assignment based on her perception 
of the students’ performances, while the music keeps playing.’  In 
phenomenological research, it is emphasised that one should experience the 
phenomenon from various angles so as to illuminate the phenomenon as broad 
and varied as possible. The same idea was seen when teachers were using 
various methods to collect information as broad and varied as possible while 
making assessments. According to the teachers, participating is necessary to 
modify and adapt the feedback to the individuals in the group so as to be able to 
work with assessment for learning. The student’s capacity to embrace feedback 
can vary and be in need of development. Feedback that follows up earlier 
communication about the student’s achievement was emphasised as a condition 
for understanding the next step in the learning process. 

Communication within the assessment practice  
This theme involves communication as a condition for assessment in dance 
education. Communication between the teacher and the student, understanding 
of the meaning of the communicated assessments and communication between 
teachers will be presented in the sections following.   

Communication between teachers and students 
One crucial precondition for assessment in dance education showed to be the 
communication between teachers and students. This section will focus on 
communication regarding subject-specific goals of the education as well as 
various expressions for communication in assessment. The result showed that it 
was not only important to know the formulations of the goals, but also 
important for teachers and students to develop a common understanding of 
meaning. The teacher’s non-verbal communication became an important part of 
making the syllabi explicit and gave clarity to how a satisfactory achievement 
could be performed. Based on a life-world phenomenological starting-point, 
knowledge is embodied through learning, which emphasises the importance of 
that the goals for the course are communicated by various modes and not only 
through verbal or written communication. This is seen in the following 
formulation in the narrative:  
 

Samantha varies giving feedback verbally to the whole group or to individual 
students through various modalities. She goes around the room during the 
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exercises talking, touching, demonstrating, making sounds to clarify the 
rhythms and accents in the movements.  

 
Students’ achievements were perceived through the teacher’s whole body and 
feedback was communicated through various bodily expressions. This is in line 
with Merleau-Ponty’s theory of the body-subject and that learning takes placed 
through interaction with others (Merleau-Ponty, 2002/1962).    
 
In the observations, it emerged that the teachers were not referring to the 
specific goals, dance knowledge or progression levels in the syllabus. But goals, 
dance knowledge, and progression levels were still visible as parts of the 
teaching practice through the teachers’ verbal and non-verbal communication. 
Samantha was demonstrating a satisfactory achievement and she was also making 
goals explicit through the various expressions of feedback given during the 
exercises. In the first exercise, one of the goals was interpreted as being spatially 
aware and follow the musical pulse, see quotation below.  
 

Samantha’s way of using her voice highlights qualities and nuances in the 
movements while she visualises this in her body. ‘Work through your feet; try 
to listen and embody the pulse of the music; use the whole room; be aware of 
each other; feel the floor; see each other; take the focus to your spine and find 
various ways to move the spine grunge, smear around’. 

 
Samantha did not explicitly express the goals of the course to the students, but 
communicated the goals through verbal cues. But that she emphasised what 
were important abilities to focus on. Parviainen (1998) emphasises the 
importance of the teachers’ ability to know how to move their own body, as 
well as to incorporate communication skills to share their knowledge with 
others. Additionally, the importance of making the syllabi explicit for students 
was pointed out in the results. One important aspect of communication in 
assessment settings stressed by the participants is the impetus to have the same 
point of reference when it comes to what is being assessed. The intention of 
having the same point of reference can be connected to the teachers’ different 
approaches regarding how they used the syllabi in their teaching. In the 
narrative, this could be seen in the discussions between the five teachers about 
their relations to the syllabi. Angelina and Joe had not read the syllabi because 
they believed their experience made them qualified to recognise a satisfactory 
performance, while Samantha and Luis based their teaching on the syllabi. 
Additionally, Nancy argued that the syllabi commonly contain parts used in 
dance education, which made her read it once but not used it as an active part 
during the school year. These different ways of using the syllabi influenced the 
possibility for the students and teachers to have a common point of reference.  
 
Formative assessment in dance education appeared to be conducted with various 
modes for communication of dance-related content, such as sound, body 
contact, and visual expressions. Samantha used different modalities to 
communicate the same feedback in different ways. The teachers emphasised the 
use of body contact in dance education. In the narrative, this was visualised 
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when Samantha uses her hand to let the student’s head weight relax, seen in the 
following quotation from the narrative:  
 

Samantha goes up to a student named Carmen who has the top of her head 
facing the wall in front of her instead of the floor. Samantha touches her neck 
and moves her hand towards the floor. 

 
How well the feedback functioned in formative assessment settings seemed to 
be dependent on to what extent teachers’ earlier experiences as well as 
conceptions of quality, were reflected. Awareness of values and earlier 
experiences was perceived as improving teacher’s assessment practice. The 
teacher’s perceptions, in this case of a student’s expressed knowledge 
achievement, appears and becomes meaningful in relation to the teachers’ earlier 
experiences (Bengtsson, 2001). Since interpretations of perceptions are based on 
earlier experiences, it is crucial to be aware of how teachers’ own experiences 
can influence the assessment practice. The way the teacher prioritised what 
aspects should be taught and what core content should be paid more attention 
to, were also expressions of the teacher’s conceptions of quality. The teacher’s 
conceptions of quality could be seen when the teacher emphasised the student’s 
effort in class, even if effort as a skill cannot be seen in the syllabi. However, 
effort was still something that was communicated to the student during grade 
conferences. The students’ efforts could affect their further work to reach a 
higher achievement level. Still does effort not communicate anything about the 
achievement level in the course because it was not formulated as a goal or 
knowledge requirement in the syllabi. 

Shared understanding between teachers and students 
It appeared in the results that a shared understanding between teachers and 
students was crucial for the assessment practice to fulfil its purpose. In this 
section, contexts will be presented where shared understanding was shown to be 
an important part of the assessment practice. First, shared understanding 
between teachers and students in relation to feedback and then understanding 
related to rubrics is presented.  
 
During observed dance lessons, feedback appeared in the form of general as well 
as individual feedback, which can also be seen in the narrative. When the 
teacher communicated general feedback to the students as a group, the students 
needed to decide and analyse whether the feedback concerned them personally 
or not. This did not seem to be a problem if the teacher and the student had a 
common understanding of what the student needed to continue working on, as 
the student could sift through the given general feedback. But, it could be a 
problem if the students lacked awareness of already expressed achievements and 
how further achievement could be developed. Regarding both general and 
individual feedback, the shared understanding between teacher and student 
appears if the student can grasp and understand the meaning of the feedback and 
verse versa. In the observations, it was not always possible to understand 
whether there was a common understanding between the teacher and the 
students nor what earlier experiences it was based on. In the narrative, an agreed 
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upon common understanding was seen when the student dropped her head after 
the teacher’s body contact. This action showed how subtle touch or sound 
embraced a meaning for the participants. It was also possible to perceive as an 
observation. In the first quotation on p.71, different examples are presented that 
are dependent on the shared understanding between teacher and student. What 
does a hand on the lower back mean to the student? Maybe they have 
communicated this matter before and the student was aware of the teacher’s 
intention. When Samantha verbally expressed to relax her head, this could have 
a meaning for, for instance, Carmen, who had just been given a correction 
regarding her head weight.  
 
The communication between the teacher and the students could be seen as 
intersubjective and multimodal, where the common understanding between 
them is crucial for the feedback to become meaningful. When the students 
repeated the sequence and Samantha said ‘Good Carmen’, it was interpreted as 
if there was a shared understanding of what ‘Good’ referred to, then the 
feedback could be seen as a follow-up on earlier feedback. The encouraging 
feedback to Carmen communicated that she had done something “Good” that 
included dance-related content, if she related that feedback to her correction of 
her head weight. But, when Samantha put a hand on a student’s lower back, it 
was challenging as an observer to interpret whether the student understood 
what the feedback referred to. The interpreted meaning of this action could be 
a way to show the student that she needed to reduce the lumbar curve and 
support her lower back, as the student was standing too swayed in the lower 
back. One common way to reduce the curve is namely to move the spine 
towards the teacher’s hand and reduce the lumbar curve. But it can have been 
something else that was in focus as well.    
     
As mentioned, encouraging feedback appeared without explicit connection to 
dance-related content. There is a possibility that there was a common 
understanding existing between the teacher and the student regarding what the 
feedback referred to. Body contact was mentioned as a commonly used 
feedback in dance education which required the student’s understanding about 
what the meaning of different kinds of body contact are, depending on, among 
other things, pressure. Also, verbal feedback seems to have multiple meanings 
depending on variation in tempo, volume, dynamics, and intonation. Samantha 
was expressing this in her teaching, and enhanced the movements’ qualities 
through her voice and demonstration. The teachers’ and students’ earlier 
experiences of work with specific movements, qualities, postures or technical 
aspects could have been clear to both teacher and student even though it was 
not possible to grasp as an observer. But, there is a risk that the teacher knows 
exactly what dance content the feedback refers to, while it is not as clear for the 
student. Even this could be referred to the phenomenological view of how 
human beings perceive the world. Based on human beings’ earlier experiences, 
feedback can contribute to meaning-making (Bengtsson, 2001; Merleau-Ponty, 
2002/1962). The teachers expressed that the students need to learn how to use 
and work with feedback for it to become meaningful and fulfil its purpose. 
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Understanding feedback could be seen as a condition for covering the content 
regarding codes and conventions. A gap can appear in the flesh and the student’s 
perception is double regarding the feedback (Merleau-Ponty, 1968). While 
dancing, the student is experiencing their dancing and simultaneously receiving 
feedback from the teacher or by watching themselves through other dancers or 
in a mirror. The student is dancing and being danced (Kozel, 1994; Parviainen, 
1998). Dancing by embodying dance movement in their own body, danced by 
being intertwined with the other dancing subjects, for example the teacher.  
 
Both the teacher and students did fill out a rubric prior to the grade conference, 
and it emerged that the students were assessing themselves lower than did the 
teacher. This could be seen as an expression of that the common understanding 
between them was lacking. The rubric that was used in the grade conferences 
did, as mentioned, lose its purpose to enable a common understanding between 
teacher and student because the rubric was hard for the students to comprehend. 
If there is no shared understanding about the goals of the course or what is 
being assessed, it seems to be very challenging for students to understand the 
assessment process and be a part of it. As mentioned previously, four teachers in 
the study were not explicit in their communication about the goals of the 
course and had different approaches regarding how to use the syllabi. Even 
though the core content can be seen through non-verbal communication in the 
dance lesson, the question is whether the students perceive this information and 
understand the meaning of it.  

Collegiate discussions 
Collegiate discussions are seen as one method of being able to get different 
views on the assessment practice and acquire a common understanding of what 
should be assessed and how. In this section various conditions and ways to 
achieve a common understanding between teachers and students will be related 
to collegiate discussions.  
 
As mentioned the view of knowledge has changed in the current syllabi, Gy11. 
To be able to re-evaluate the teachers’ own views on knowledge the change has 
to be reflected upon. One way to do that could be through collegiate 
discussions where the teachers together could develop common understanding 
of the new syllabi formulations. As seen in the research and as expressed in the 
narrative the teachers do not have the same background, education or earlier 
experiences. Therefore it is possible to assume that they do not interpret the 
meaning of the formulations the same way. According to the teachers, 
prerequisites for collegiate discussions to take place include both time and 
logistic requirements. The narrative showed that the teachers start their classes at 
different times, which makes it challenging to find time for discussions. Nancy 
had to run off to her class while she is finishing her thoughts. She did not have 
time to listen to her colleagues’ responses or discuss their different use of the 
syllabi. In the study, it became obvious that lack of time was one challenge as 
well as the limited possibilities to arrange meetings between colleagues. One 
school had the possibility to conduct collegiate assessment in connection with 
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dance recitals. Both teachers got to embrace the students’ achievement in the 
same context and could then discuss the assessment based on their respective 
experiences.  
 
The rubric that was used during the grade conferences also expressed the 
teacher’s conceptions of quality through the teacher chose what part of the 
syllabi that was presented in the rubric. What the teacher chose to present could 
emphasize for the students what the teacher gave more focus to and values 
highly. It seemed that the teachers’ different backgrounds, educations and 
experiences, influenced their different conceptions of quality. In the narrative, 
the variation was explicit and it was possible to see that the teachers Joe, 
Angelina and Nancy who worked as professional dancers did rely on their 
artistic experience more than the syllabi. In the grade conferences, it appeared 
that there was a difference in how satisfactory performance both the highest and 
lower grades were valued. A higher achievement level was perceived if the 
students could use their subject-specific ability in their dance. In the lower 
levels, it revolved around finding the ability in their performance. To acquire a 
common understanding within a teaching staff, collegiate discussions is one 
method. To be able to emphasise how different teachers value and assess 
according to progression levels, could be a way to develop the assessment 
practice.     
 
As seen in the four papers, the teachers’ awareness of several aspects were crucial 
for the assessment practice. One way to become aware of their conceptions of 
qualities, that possibly affect the assessment practice in many ways, is discussions 
between teachers. During these discussions, opportunities and challenges 
concerning assessment have an arena where they can be highlighted. These 
discussions could also be a way to gain an understanding of the meaning of what 
should be assessed and how methods for assessment can be operated and 
developed. The study showed that the teachers’ variety in dance educational 
background and dance genre taught, were two factors why they have different 
experiences that influenced their conceptions of quality. To be able to have 
collegiate discussions about assessment could be a way for teachers to embrace 
other teachers’ experiences.  

Summary of overall findings  
The findings presented various conditions for assessment in dance education. Two 
themes appeared, namely: The design of the assessment practice	 and Communication 
within the assessment practice. These conditions included what dance knowledge is 
expressed in the syllabi, teachers’ conduct of assessment as well as 
communication within assessment. The syllabi could be seen as a condition for 
the design and operation of dance education in the upper secondary school. 
Teachers’ conduct of assessment involved conditions for formative assessment to 
emerge that included documentation and feedback. Communication is a 
condition in order to make the communicated assessment meaningful for the 
students, where a shared understanding between teachers and students are 
emphasised. The teachers expressed various conditions for the assessment 
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practice that involved the students, themselves as well as the overall school 
context. The overall findings presented in this chapter will be discussed in the 
next chapter in relation to earlier research within the field.  
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7. DISCUSSION OF USED METHODS AND 
OVERALL FINDINGS  

 
In the findings of the study, the phenomenon of assessment in dance education was 
presented, where the design of and communication within assessment practice 
was declared. The aim of the study, which is to describe and explore the 
phenomenon of assessment in dance education within Swedish upper secondary 
school, is through the four papers (Paper I, II, III and IV) and the intertwined 
overall findings fulfilled. The first research question about in what ways dance 
knowledge appear through the syllabi used in upper secondary schools in the 
period 2011–2012 is answered in Paper I, where the dance knowledge in the 
syllabi was analysed. In the Overall Findings of the study, dance knowledge as it 
emerged in the syllabi was also presented as one of several overall conditions and 
communication between teachers and students. The second question regarding 
how assessment in dance education is carried out and reflected upon is answered 
in Paper II and IV. How teachers performed assessment was explored through 
observations of dance education and presented in Paper II. Paper IV laid out 
teachers’ reflections on the assessment practice and how they carried out 
assessments in dance education. In Chapter Six, Overall Findings, the second 
research question is answered in both themes and connected aspects. The third 
research question revolving around how teachers’ conceptions of quality 
become visible in the assessment practice is presented in Paper III. In Overall 
Findings, the third question is answered through the theme about 
communication between teachers and students, as well as collegiate discussions. 
 
This chapter is divided into three parts where the method, crucial aspects of the 
overall findings of the study and finally suggestions for further research will be 
discussed and related to earlier research and dance education practice.  

Method discussion 
This part of the discussion will ventilate the chosen methods of the study; 
document analysis, observations, teachers’ written and verbal reflections and 
interviews. The design of the study and what the study both enabled and made 
limited based on choices and operations will be discussed. This section will also 
discuss actions carried out and how they could have been performed differently 
will be discussed.     
 
The life-world phenomenological approach has influenced how the methods 
have been designed and carried out. It became visible that the study answers the 
aim and research questions and that chosen methods were functional when it 
came to experience the studied phenomenon. The life-world phenomenological 
approach has made it possible to perceive the phenomenon even though it 
involved different expressions (Kranicke & Pruitt, 2012;). Dance was seen as an 
embodied action which life-world phenomenology embraced. Furthermore, 
assessment could be seen as a multilingual practice (Eisner, 2007; Orr, 2010). To 
use a theoretical framework that embraces a wide view of language made it 
attainable to experience assessment within dance education. It is possible that 
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another approach would have led to similar findings or to differences in 
gathered material and findings of the research. What may be worthy of 
consideration is how the reflections and interviews could have gathered even 
broader and more varied material through teachers’ expressions. One risk, 
however, was that the method leads to steering, which prevents the researcher 
from being adaptable and open to how the phenomenon appeared. A too 
steering approach is, therefore, not in line with life-world phenomenology.  
 
The document analysis made it conceivable to embrace how dance knowledge 
appeared in the syllabi. The writers’ experiences, negotiations, and instructions 
were seen through the document and were perceived by us as researchers. It 
was conceivable to experience the phenomenon through our perception, 
thinking and imagination. Because the analysis was made individually in some 
stages and in others interwoven, the material gathered was analysed from 
different viewpoints and, therefore, more likely to give a more broad, varied 
and valid result. Because earlier experiences influence our reflections and 
interpretations, it is possible that the findings may have appeared differently if 
researchers with other experiences and viewpoints had been involved.  
 
The intention behind the chosen methods of observations, teachers’ written and 
verbal reflections and interviews, was to embrace the participating teachers’ life-
worlds and experiences, which were shown to include challenges. In order to 
fulfil the aim and answer the research questions of the study, steering documents 
and dance teachers’ experiences were researched in order to perceive the 
phenomenon assessment in dance education. The intention with the research has 
not been to compare the five teachers’ experiences, but to gather as broad and 
varied material about the phenomenon as possible. The selection of teachers 
offered a variety of schools, geographical and demographical contexts, gender 
and dance genres. It might have been interesting to regionalise further to get a 
richer material in a less wide context, for example, regarding dance genres or 
type of schools. To regionalise further can give the study intentionality towards 
a narrower context. The findings become less general and richer regarding a 
certain context. It is possible to compare this to using a microscope’s zoom 
function while studying the constitution of a lawn. Either you zoom out and 
grasp a wider picture of the lawn and how it is constituted. Or you zoom in and 
regionalize to a smaller area that could be the specific tree that grows on the 
lawn. This study had an ambition to grasp different viewpoints of the 
phenomenon and had therefore included a variety of teachers and schools. The 
intention was to research a wide view of the phenomenon, which resulted in a 
zoomed-out focus of the phenomenon.  
 
A weakness with observations of dance education is that the teachers’ 
experiences are not explicitly verbalised, but are dependent on a subject’s 
interpretation of actions during the dance lesson observed. The teachers in this 
study were offered to reflect upon their own lived experiences, based on their 
own assessment practice. The teachers’ written and verbal reflections that were 
based on field notes from observations gave valuable information about their 
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experiences and the opportunity to ask questions and make comments to 
embrace the teachers’ experiences further. My background as a dance teacher 
made me able to interpret the teacher’s actions based on my earlier experiences. 
During the observations, I had a hard time interpreting whether the students 
understood the communicated assessment. My own experiences of perceiving 
students’ performance made it conceivable to interpret what the teachers 
possibly intended to communicate. For instance, I was able to interpret that, 
dependent on how a student was standing, the teacher’s hand on a student’s 
lower back can relate to her need to reduce the lumbar curve and support her 
lower back. The teachers’ possibility to read, comment and reflect upon my 
documentation of the observations enabled the teachers to adjust, clarify or 
question my observations. This was a very important factor for the validity of 
the study and to make me aware of my own experiences in dance education. 
The study showed that the teachers have different, educational backgrounds and 
therefore different experiences that affected the teachers’ reflections. The variety 
of experiences gave a diverse view of the phenomenon. Other teachers would 
have had other backgrounds, educations and experiences, which would have 
influenced the findings of the study. 
 
One challenge in the study has been to translate embodied actions in the 
classroom to written text. Even though life-world phenomenology embraces 
various expression of language, it has still been challenging to transpose 
movements into words. In the study it also emerged that the teachers 
experienced a challenge to transpose an embodied expression into words. 
Furthermore, a variety of expressions in the study’s presentation would have 
been valuable to show the complexity of the phenomenon. Now the research 
project is only communicated through written expressions that present a 
challenge to show the different expression and complexity of assessment in dance 
education. Video recordings have been used as documentation of observations 
together with field notes. As the field notes were rewritten into a document, the 
video recordings were analysed to see whether what was written down in the 
field notes emerged in the recordings and if information should be added, 
changed or deleted. Because the video recording was embracing the observed 
phenomenon from the opposite angle of me, it was also a way to analyse 
whether other material could be viewed from that angle. It became visible that 
the video recordings did not change the field notes particularly but were a good 
support to view situations again and verify the field notes. Only six lessons were 
recorded because of technical difficulties and the thought that it would be 
enough to support the field notes. Though it appeared to be challenging to 
transform embodied actions into written text, additional video recordings might 
have been preferable. Also, during the interviews video recordings would have 
fulfilled a purpose. A risk would be that the material would have become too 
extensive to be able to handle within the research project.  
 
The method of analysis gave tools to embrace the material as broad and varied 
as possible through several readings to embrace the phenomenon. In order to be 
conscious and aware of my earlier experiences, the material was read several 



 84 

times and I wandered between parts of and the whole gathered material which 
gave me the possibility to view the phenomenon from various angles. The 
wandering between part and whole made me go back to the original material 
gathered and to make sure that the crystalized themes and aspects were seen in 
the original material, and that my earlier experience did not steer what became 
visible. My earlier experiences were a source to approach the context and 
interpret the phenomenon. Experiences acquired prior to and during the 
research project influenced how the phenomenon was perceived and 
interpreted. I was present in the research contexts over an entire academic 
year.23 Being present in the dance educational contexts has also influenced the 
context because of the teachers and my communication and the teachers’ own 
reflections. 

Discussion of overall findings 
The most significant findings of the study emerged as various conditions for 
assessment in dance education through two themes The design of the assessment 
practice	 and Communication within the assessment practice. The conditions included 
dance knowledge that is seen in the syllabi, teachers’ conduct as conditions for 
assessment, students’ involvement in assessment, and meaningful communication 
in assessment. The above-mentioned findings will be discussed; furthermore 
educational implications will be presented as well as thoughts about further 
research within the field of assessment in dance education.  
 
The result of the study showed how dance knowledge appeared in the syllabi 
analysed as conditions for the design and operation of dance education in the 
upper secondary school. The older curriculum, Lpf94, covered a view of 
knowledge where the domain was divided into knowledge in or about dance. 
This view of knowledge also emerged through the progression levels, where the 
lower grades included knowledge about dance and the higher levels required a 
combination of knowledge including knowledge both in and about dance. 
Traditionally, there has been a cognitive tradition in viewing knowledge (Ferm 
Thorgersen, 2011), which could also be seen in how knowledge in and about 
dance were distinguished and how the different types of knowledge were valued 
as higher and lower achievements. The implementation of the new curriculum 
Gy11 (Styrke, 2015) included a change of view of dance knowledge in Gy11, 
towards a holistic knowledge domain requires the teachers to re-evaluate their 
own view on knowledge and assessment in dance. Gy11 requires teachers who 
have knowledge within and are able to develop knowledge regarding assessing a 
holistic view of dance. When this study took place in 2011, Gy11 including the 
syllabi were new to the teachers, which made their interpretation of the syllabi 
of interest.  
 
One important part of formative assessment is that both teachers and students 
know the goals for the education (Frey & Schmitt, 2007; Dunn & Mulvenon, 
2009; Leahy & Wiliam, 2012; Lundahl, 2011; Swedish National Agency for 

                                         
23 For further information regarding the design and operation of methods see p. 46-56 
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Education, 2011b; Torrance & Pryor, 2001). Such a statement could be an 
argument for the goals of the course, as well as the different progression levels in 
the knowledge requirements, to be introduced during the education. In order 
to do so, teachers need to be able to communicate the goals and this in turn 
means that they need to be familiar with the goals formulated in the syllabi. 
Communication of the goals of the course became especially important 
considering the fact that teachers and students were teaching or studying parallel 
courses with separate goals and knowledge requirements at the same period. 
The students had one dance lesson after the other in different courses. All 
teachers needed to interpret the syllabi, which always included some kind of 
contingency, though interpretation and reflections of something are based on 
earlier experiences that are different for different human beings (van Manen, 
1997). To be able to assess holistic knowledge, it is not possible to check-off 
one criterion at a time, which makes the assessment practice rather complicated 
(Sadler, 1989). The teachers need to develop a holistic understanding of the 
knowledge content, as well as understanding of how the knowledge domain is 
interconnected. Styrke’s (2015) study shows that upper secondary school 
teachers find it challenging to transform the intentions of the curriculum and 
express a desire for models to use in this transformation process. The complexity 
of assessment has been seen in the result of this study, including the variety of 
aspects to take in consideration. Therefor I see a challenge in creating models 
for assessments, rather develop what aspects teachers and students can take in 
consideration to develop the assessment practice.  
 
According to the results of this study, the teachers had different approaches to 
the syllabi, which also affected the teachers’ ability to communicate their 
content (Atjonen, 2014). The teachers who argued that they read the syllabi, 
but had not necessarily worked explicitly with their goals, might be able to 
communicate the goals anyway. Earlier research emphasises that the use of the 
goals is dependent on the implementation of syllabi, which in turn is dependent 
on an understanding of the meaning of movements (Atjonen, 2014; Meiners, 
2001). It can be argued that it is hard to understand how it is possible to do this 
without even reading the syllabi, though they do differ from each other in 
generic abilities, dance specific content and what role the student could take 
(Swedish National Agency for Education, 2011a). Even though it was possible 
that both teachers and students understood that the teachers’ performance 
showed what was required in the goals, it was not explicit to individuals outside 
the classroom.   
 
Not only is it of interest how the teachers interpreted the steering documents in 
teaching actions, but also how the students interpreted them based on their 
experiences (Blumenfeld-Jones & Liang, 2007). Assessment can be seen as a 
social process (Black & Wiliam, 1998; Gipps, 1999; Klapp Lekholm, 2010) 
where the teachers are the ones making the final decision about the assessment 
outcome, even though both parts’ involvement is important. To be perceived as 
a “good student” include to understand the teachers’ directions and do what 
they were communicating. That is to say, dependent on the students’ ability to 
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decode what actions have most impact on the assessment (Asp-Onsjö & Holm, 
2014). The ability to decode can be regarded as a competence. However, 
research in dance education show that it is the teachers’ responsibility to make 
learning to take place, based on the view that all students have the capacity to 
learn (Stinson, 2005). A challenge is to embrace all students regardless of 
achievement level (Stinson & Risner, 2010). It also appeared in the result of the 
current study that the teaching was organised with no individual teaching or 
performance. To view more than one student’s achievement level a time 
appeared challenging and required tools for assessment and documentation. To 
individualise the education to meet the students’ different needs is also part of 
offering an equal education. The result shows the teachers’ understanding and 
importance of individualising the education, but also that the individual student 
has a responsibility. To be able to take responsibility, the students’ involvement 
in the teaching activity and assessment practice emerged as a condition. The 
teachers’ responsibility for learning to take place was also interpreted to embrace 
the responsibility for involving the student in the process.   
 
In the observations, the teachers’ multimodal actions showed the goals of the 
course through the teachers’ actions. The question is whether the students 
interpret the goals of the course through these explicit actions. Teaching in 
dance commonly involves a demonstration of movement in the learning process 
(Englund & Sandström, 2015). Seen in earlier research, teachers are by tradition 
demonstrating the dance material and, especially in contemporary- and jazz 
dance, the material is personally connected to the teachers (Notér Hooshidar, 
2015). This makes the teachers’ backgrounds, educations and earlier experiences 
influence what the students will be presented for in their education. Teachers’ 
conceptions of quality are based on their earlier experiences and, therefore, vary 
between them (Zandén, 2010). Teachers’ backgrounds, education and earlier 
experiences are important for them to be able to operate teaching and 
assessment in dance educational contexts. The new demand for a teacher ID 
(SFS, 2010:800) is an attempt from the government to ensure teachers’ 
academic competence in the form of education.   
 
Based on teachers’ different experiences and conceptions of quality, how can 
the Swedish educational context ensure equal assessments? Assessment research 
and regulations from the Swedish National Agency for Education show that 
Swedish education is to be equal regardless of which school a student goes to, 
which teacher the student has and when the assessment is being made (Klapp 
Lekholm, 2010; Swedish National Agency for Education, 2013). Existing 
support material consists, as mentioned earlier, of national tests and assessment 
support material. No aesthetic subjects in upper secondary schools have either of 
these supports for equal assessments. The teachers’ experiences seen in the 
findings of this study make it clear that the development of assessment support 
material for the national Arts programme’s dance orientation is needed. Another 
reason and argument for a national assessment support material in dance is the 
lack of time for collegiate discussions regarding assessment. The teachers both in 
Styrke’s (2013a; 2015) study as well as in the current study emphasise time as a 
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challenging factor for the assessment practice. The study show that the teachers’ 
lack of time was one challenge another was to arrange opportunities to meet 
colleagues. As emerged in the research, the difference in conceptions of quality 
require reflection and discussions in order to work towards a common 
conceptualisation and to elucidate teachers’ own conceptions of quality 
(Nyberg, 2015; Zandén, 2010).  

Shared understanding of communicated assessment 
As seen in the result, shared understanding is crucial and determines how the 
student interprets the assessment. The communicated feedback needs to be 
meaningful for the recipient (Hattie & Timperley, 2007). The study showed 
that a condition for assessment to be communicated in a meaningful way is a 
common understanding between teachers and students. For a shared 
understanding between teachers and students to appear, a common view of 
concepts’ meaning, and students’ awareness of present achievement level is 
required.  
 
The result implicated that a shared understanding of concepts make a condition 
for equal assessment to appear. Rubric was one method that emerged in the 
study, where the students’ understanding of the formulations appeared crucial 
for the rubric to become meaningful as a tool. It became clear in the grade 
conferences of this study, that the teacher’s and the students’ conceptions of 
quality actually influenced how they assessed dance knowledge in relation to the 
rubric. To gain insight in and knowledge about each other’s conceptions of 
quality seems to be important in order to reach a common understanding of 
formulations, achievements and assessments. My experience as a student and 
teacher is that it is common for schools to demand teachers to write some kind 
of judgement each semester and conduct a grade conference. The demand for 
documentation is regulated in the curriculum and seen and questioned in earlier 
research (Zandén & Ferm Thorgersen, 2015; Hofvendahl; 2012; Swedish 
National Agency for Education, 2011a). Other researchers argue that 
documentation in dance education can give the subject legitimacy (Hernandez, 
2012; Kranicke & Pruitt, 2012). The teachers in the study emphasise the 
challenge of working with written documentation, for instance rubrics, in a 
subject such as dance where the expression of knowledge in dance is mostly 
bodily and not in written form. Finding a way of documenting and 
communicating the student’s achievement and input toward further 
development can constitute feedback for both parts, a deeper meaning and a 
great tool for working with assessment.  
 
Researchers argue the importance of communicating with individuals outside 
the dance field and, therefore, suggest a development of verbalization in dance 
activity (Englund & Sandström, 2015). The written or verbal communication 
also appears as important to elucidate the subject’s core content. Clarity in 
communication could also be a tool for how a certain progression level could 
appear (Kranicke & Pruitt, 2012). Verbalized communication appears to be 
important to these researchers, but another view is also that it is important to 
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adapt the assessment practice to the subjects and not adjust the subject to fit an 
in common framework for assessment (Cronbach, 1971; Crueton, 1951; Kane, 
2006; Messick, 1993/1989). The latter could lead to assessment as learning 
(Torrance, 2007; 2011; 2012), where the assessment steers the education. It is 
possible to believe there has to be a balance between making criteria visible and 
letting the formulations control the teaching activity, which also results in a 
fragmented view of knowledge (Sadler, 2007; Torrance 2007; 2011; 2012). The 
arguments that too much focus on transparency and check-off criteria has to be 
considered to the students’ benefit of knowing what they are working towards. 
Holistic assessment in dance seems to work well with the holistic view of dance 
knowledge in Gy11 (Sadler, 2009). The approach lets the assessor zoom in and 
out of the phenomenon to view the student’s whole expressed achievement to 
move into parts and specific core content. In the analysis process of this study, I 
zoomed in and out of the phenomenon. What was noticed was that this method 
required that I was familiar with the material gathered. In an assessment practice, 
it is conceivable to translate this into the condition that the teacher would have 
documented the student’s learning process and that they would be well 
grounded in the core content as well as the knowledge requirements.   
 
Also seen in validity theory, the consequences of using tests as well as soundness 
of interpretations, decisions and actions in educational assessment are important 
to embrace (Messick, 1993/1989; Moss, Girard & Haniford, 2006). What is 
important is to reflect, discuss, perform and evaluate modalities, and methods 
that seem suitable to what is being assessed. Also Klapp Lekholm (2008), Olsson 
(2010), Pettersson, (2010) and Rinne (2014) emphasise the importance of using 
various modalities in teaching, assessing and documentation. It is conceivable 
that different subjects and core content can benefit from communication that 
involves varied expressions in rubrics. The specific core content’s conditions, 
such as circumstances, modes and students’ needs could determine the 
assessment practice. The students learn through various modes and will, 
therefore, benefit from being offered to express their knowledge through 
different modes. It is possible to argue that it is, therefore, necessary for teachers 
to use various methods and opportunities while working with feedback 
(Council of Europe, 2002). Various methods also concern whether the 
assessment includes continuous or fixed-point assessment situations. As outlined 
in the earlier research, these two variations both have strengths and weaknesses 
(Council of Europe, 2002). To guide the student towards higher target 
achievement and perceive a student’s knowledge, various methods make it 
possible to acquire a wide base for assessment and grading. Various methods can 
be a tool for teachers’ work with adequate, accurate and equal assessment. The 
teachers in the study also wrote or verbalised the importance of various methods 
for assessment. The variety in the methods gives the teacher information 
regarding a student’s achievement from various viewpoints. To be adaptable and 
open to the assessed phenomenon and the subject is crucial (Lindqvist, 2007).    
 
One additional crucial finding is the student’s participation in the assessment 
practice, which is supported by earlier research (Alter, 2002; Andrade et al., 
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2015; Englebright & Mahoney, 2012; Gibbons, 2004; Giguere, 2012; Harding, 
2012; Hernandez, 2012; Pettersson, 2010; Ross & Mitchell, 1993; Sadler, 
1989). The teachers in the study emphasised the students’ own involvement, 
responsibility and motivation in the assessment practice. Self-assessment and 
peer assessment can be used for the students to be able to reflect on their own 
learning process and understanding assessment. One example in visual art is 
working with a portfolio (Lindström 2002; 2007). Dance performance is an 
action that takes place in the moment and does not result in artefacts (Sadler, 
1989), but the performance can be documented in various ways. A dance 
performance that is perceived through secondary sources leaves out aspects of 
the performance, which makes it important that the teacher also perceives the 
student’s bodily expression with his or her own body.   
 
As mentioned earlier, the formulations in the steering documents offer 
interpretation and a contingency. Such interpretations allow and are dependent 
on teachers’ professionalism. Too precise formulations, instructions about 
teaching and assessment could undermine the teachers’ professionalism (Zandén 
& Ferm Thorgersen, 2015; Zandén, 2010). However, as emerged in the 
findings of this study, there are different approaches to using the syllabi and 
challenges to clarify goals of the course. Collegiate discussions are one way to 
reach a shared understanding about teachers’ interpretations (Zandén, 2010). 
The teachers in this study emphasised the importance of collegiate discussions 
and the fact that the logistics around these discussions are inadequate. One 
school had the opportunity to do collegiate assessment in connection with 
dance recitals. Both teachers got to perceive the students’ achievement in the 
same context, and could then discuss the assessment based on their respective 
experiences. It is possible to argue that school management has the responsibility 
of creating conditions for this kind of discussions.  
 
Research about assessment argues that feedback that relates to the student’s 
personality can have a negative affect (Lundahl, 2011, Zandén, 2010), feedback 
that does not explicitly communicate a subject-specific content loses its value. It 
could also be argued that feedback will not become meaningful without a 
constructive content (Andrade, et al., 2015; Gibbons 2004). This could be seen 
in grade conferences in this study as well as in Rinne’s (2014) study. 
Encouraging feedback is argued not to be useful for the student’s development 
in the subject. On the other hand it could fill a purpose by encouraging the 
student to work harder. According to Gibbons (2004), feedback in dance is an 
important element and she breaks down feedback into different focuses. 24 
Regardless of different definitions of feedback and ways of communicating 
assessment, a shared understanding between the teacher and student is the key to 
communicated assessment becoming meaningful (Harding, 2012; Kranicke & 
Pruitt, 2012).  

                                         
24 Further information about Gibbon’s (2004) way of breaking down feedback can be found in p.40-43.  
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Educational implications  
In this section, implications for dance education to which attention should be 
drawn are reflected. Based on the study and in relation to earlier research, 
educational implications will be discussed.  
 
What has appeared over and over again in the study is that teachers and students 
need to reflect on and discuss the assessment practice in order to develop a 
common understanding and consciousness regarding conceptions of quality. 
The findings show that reflections about intention, consequences and 
conceptions of quality are important. For example, it was seen that teachers used 
encouraging feedback with no direct connection to dance-related content or 
feedback that referred to the student’s effort in class. These types of feedback 
could be valid, but in my view they need to be reflected upon regarding 
consequences for the students. In dance educational research, reflection is 
emphasised as a method for assessment (Cone & Cone, 2011; Gibbons, 2004). 
To be able to make subjective assessments and still make equal assessments, 
teachers need to reflect upon their practice and find strategies and methods for 
the assessment process (Klapp Lekholm, 2010). It is also possible to believe that 
these collegiate discussions could be a tool for sharing of various assessment 
methods that suits dance education. A national assessment support material 
would be an anticipated tool for dance teachers in the assessment process and at 
least a support to the work towards equal assessment.  
 
In teacher education it seems important to offer a variety of teaching and 
assessment methods so that student teachers get an embodied experience of the 
differences. Teacher education needs to prepare upcoming teachers to increase 
their holistic way of thinking regarding assessment and learning (Sadler, 1989), 
both through how the education is build up and also as core content in the 
education. The student teachers are already trained to discuss with colleagues in 
their education. They would also benefit from further discussions about 
assessments and involvement in their own assessment process. Student teachers’ 
own experiences and discussions regarding different types of assessment can 
open up for consciousness and awareness of their conceptions of quality as well 
as strengths and weaknesses in different assessment methods.     
 
As mentioned earlier, collegiate discussions became visible as a tool for teachers 
to develop assessment practice and become aware of own earlier experiences. 
One condition is that the school management creates opportunities for these 
discussions to take place. It could also be of interest to meet colleagues in other 
schools to discuss this matter, as an attempt to conceptualise the core content 
and knowledge requirements, but also to reflect upon own conceptions of 
quality with other people than the closest colleagues.   
 
Dance teachers who had a degree as a dance pedagogue from before 2003 but 
had worked in the upper secondary school for many years have been forced to 
complement their degree so as to be eligible for a teacher ID (SFS, 2010:800). 
The government has, in my view, decided that a dance pedagogue degree is not 
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enough to be able to teach in upper secondary schools, regardless what 
knowledge these teachers have acquired as working teachers. My experience is 
that several teachers who have been complementing their degree (not all) have 
been able to utilize courses about grades and assessment. Assessment is an area 
that has been changed through several reforms, and a new grading system was 
recently implemented (Klapp Lekholm, 2010; Styrke, 2013a). A course about 
grade and assessment would have been a good foundation and common ground 
for dance teachers to have in order to communicate and discuss these matters. 
So it is interesting to reflect upon what exactly these teachers with a dance 
pedagogue degree have not been able to embody during their years of working, 
considering that knowledge of assessment could be utilized. In this study, the 
teachers who had no educational training were also the ones that did not read 
the syllabi at all. Based on the study and research about clarifying the goals of 
the education, it is possible to argue that it would be preferable that the assessor 
has experience of the specific core content and knowledge requirements the 
course embraces.   
 

The embodied actions in students’ dance performances, as mentioned earlier, do 
not result in an artefact. The thesis have emphasised documentation in order to 
go back to and reflect upon expressed dance knowledge. A requirement seen 
and mentioned is to develop a way to do this through various modalities and 
methods for the documentation to become individualised for the students. 
Based on earlier research and this study, it is possible to argue that there is not 
one single method in which this could be done. The professional teacher 
determine what method/methods are best suited for perceiving knowledge 
qualities in a specific subjects and core content. The process of deciding 
methods can be supported by collegial discussions about possibilities and 
challenges regarding assessment in dance education. The drawing of the thesis’s 
cover page is an image showing the various possibilities offered to the teacher in 
the assessment practice, illustrated as branches. The branches are changing, 
growing and adapting to the world it is a part of.  

Further research 
Based on the current study, suggestions for further research within the dance 
educational field will be highlighted in this section.  
 
As mentioned in Chapter Three, it is visible that research about assessment 
within dance education in the Swedish context is rather limited. Dance is a 
subject at the upper secondary school and exists as an orientation in the teacher 
programme at two universities in Sweden.25 The fact that dance exists in these 
institutions makes it relevant to research the area further. There is national and 
international research about dance education, but when it comes to assessment 
the national research is limited. Research about assessment within the Swedish 

                                         
25 Luleå University of Technology and University of Technology and Stockholm University of the Arts, 
School of Dance and Circus in collaboration with Stockholm University. In the fall of 2016 University 
of Gothenburg will also give a teacher education in dance for upper secondary school.    
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dance education and all research additions would be beneficial for the practice 
of dance. The research that exists about the phenomenon based on the Swedish 
context has a teacher perspective. I believe that it is important to also illuminate 
the phenomenon, assessment in dance education, from the students’ perspective to 
be able to perceive their lived experiences of assessment. One of the results of 
this study is the importance of shared understanding between teachers and 
students. If we really want to illuminate, understand and analyse assessment in 
dance education both involved parts’ (teacher and student) experiences are of 
interest to embrace in order to let the phenomenon become visible from 
different viewpoints.  
 
What would also be of interest for the field of research is to zoom in the lens of 
the magnifying glass to a phenomenon such as assessment in upper secondary 
jazz dance education. The context of the research is more specific and not 
general for upper secondary dance education. For instance the core content and 
conceptions of quality of a specific genre such as jazz dance could be described 
and analysed. Because the limitations in this research field in a Swedish context I 
see a need for both investigating more specific phenomena and more general 
phenomena.  
 
Based on the findings of this study, collegiate discussions were seen as an 
important approach for valid assessment in dance education. Therefore the 
phenomenon collegiate discussions in dance educational assessment would be 
interesting to explore further. The study has settled that the collegiate 
discussions are importance but not focused upon experiences of carrying them 
out. To let teachers meet through group interviews about conceptions, methods 
and communication within the assessment practice could be one way to 
embrace their lived experiences of collegiate discussions about assessment. The 
aim would be to explore their experiences to develop a deeper understanding of 
the assessment practice. Another interest is to let teachers co-assess students in 
order for the teachers to reflect on and discuss the same expressed achievement. 
The aim would be to assess quality in assessment and analyse conceptions of 
quality further. 
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8. SVENSK SAMMANFATTNING 
 
I denna avhandling utforskas fenomenet bedömning i dansundervisning. 
Bedömningspraktiken regleras i vissa avseenden av styrdokument, vilket centralt 
innehåll som undervisningen ska fokusera på samt vad som ska bedömas. Även 
att eleven ska få information om sin måluppfyllelse och information om 
underlag för betygsättning är reglerat av styrdokumenten. Hur denna 
bedömning ska gå till är emellertid inte framskrivet utan baseras på lärarens 
tolkning av styrdokumenten och de egna kvalitetsuppfattningar läraren bär med 
sig. Denna studie speglar därför formuleringar i kurs- och ämnesplaner samt 
lärares erfarenheter av bedömning i dansundervisning.  
 
Det övergripande syftet med avhandlingsstudien är att beskriva och utforska 
fenomenet bedömning i dansundervisning inom den svenska gymnasieskolans 
dansinriktning. De huvudsakliga forskningsfrågorna är; På vilka sätt framträder 
danskunskap i kursplanerna för gymnasieskolan under perioden 2011-2012? Baserat på 
lärares erfarenheter, hur genomförs och reflekteras det över bedömning i dans? Hur 
synliggörs lärarens kvalitetsuppfattningar i bedömningspraktiken? Fenomenet 
beforskades utifrån formuleringar i kursplaner för estetiska programmet 
inriktning dans samt lärares erfarenheter av fenomenet. Avhandlingen består av 
fyra artiklar som tillsammans med kappan besvarar syftet och forskningsfrågorna.  
 
Teoretiskt ramverk är livsvärldsfenomenologin och då framför allt Merleau-
Pontys teori om den levda kroppen. Livsvärldsfenomenologin utgör således 
basen för hur studien är designad, genomförd och analyserad. Följsamhet och 
öppenhet mot det studerade fenomenet genomsyrar hela studien. Olika 
datainsamlingsmetoder användes för att belysa fenomenet från olika vinklar och 
på så sätt få ett fullödigt insamlat material. De metoder som användes i studien 
var dokumentanalys (artikel I), observationer (artikel II och III), lärares skriftliga 
och muntliga reflektioner (artikel II, III, IV) samt intervjuer (artikel IV). 
Insamlingen av material under observationerna dokumenterades genom 
fältnotiser och videoinspelningar, medan ljudinspelningar användes för att 
dokumentera intervjuerna. Genom dokumentanalysen analyserades kurs- och 
ämnesplaner från både Lpf94 och gällande Gy11. I observationerna och 
intervjuerna deltog totalt fem lärare i studien från tre olika skolor. Fem lärares 
dansundervisning i kursen Dansteknik 1 observerades under ett läsår, en lärares 
betygsamtal observerades och fyra av de fem observerade lärarna deltog i 
skriftliga eller muntliga reflektioner om sin bedömningspraktik och intervjuer. 
Analysen av det insamlade materialet utgick från Spiegelbergs metod, som i sin 
tur utgår från sju steg där analysen av materialet pendlar mellan del och helhet 
varierat och kondenserat.  
 
Den första artikeln presenterar på vilka sätt den danskunskap som lärarna ska 
bedöma i gymnasieskolans estetiska program inriktning dans synliggörs i kurs- 
och ämnesplanernas formuleringar. Syftet med studien var att analysera och 
beskriva fenomenet danskunskap så som det framträder i kurs- och ämnesplaner 
för gymnasieskolan undre perioden 2011-2012. Resultatet visade på en 
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förändring av hur danskunskap som domän träder fram i styrdokumenten, en 
mer dualistisk bild (Lpf94) och en mer holistisk bild (Gy11). I Lpf94 
synliggjordes en skillnad mellan kunskap i dans och kunskap om dans. Det senare 
innehöll med skillnad från kunskap i dans inga förkroppsligade rörelser utan 
teoretisk danskunskap. I Gy11 framträdde danskunskapen som en 
kunskapsdomän bestående av olika aspekter av kunskap som kunde relatera till 
varandra på olika sätt. Danskunskap synliggörs och utvecklas genom rollerna 
dansaren, koreografen och åskådaren. Dessa roller kombineras på olika sätt med 
allmänna förmågor och ämnesspecifika kunskapsområden. 
 
Syftet med den andra artikeln var att utforska hur formativ bedömning 
konstitueras i dansundervisning, vilket fokuserar på lärarnas erfarenheter av 
formative bedömning i kursen Dansteknik 1. De fem lärarna som deltog i 
studien observerades under ett läsår där observationerna dokumenterades genom 
fältanteckningar och videoinspelningar. Resultatet visar på tre teman som är 
nödvändiga ingredienser för formativ bedömning i dansundervisning; Den 
formativa bedömningens funktion, Uttryck för kommunikation och Dansrelaterad 
kunskap. De tre temana inkluderade lärarnas handlingar i den formativa 
bedömningsprocessen, lärarnas olika uttryck för kommunikation och vilken 
danskunskap som den formativa bedömningen tog upp.   
 
För att synliggöra lärares kvalitetsuppfattningar i bedömningspraktiken 
observerades tio betygsamtal mellan en lärare och dennes tio elever. Syftet med 
den tredje artikeln var att belysa lärarens kvalitetsuppfattningar uttryckta genom 
verbala och icke-verbala handlingar som relaterar till summativ bedömning av 
danskunskap. Två teman utkristalliserade sig genom analysen: 
Kvalitetsuppfattningar uttryckta genom lärarens fokusering på förmågor och 
Kvalitetsuppfattningar uttryckta genom synliggjord progression av danskunskap. De 
förmågor läraren fokuserade på var både relaterade till dansspecifika förmågor 
och allmänna förmågor. Även hur läraren värderade elevernas kunskapsnivå samt 
hur värderingen av kunskap överensstämde med elevens kvalitetsuppfattningar 
och syn på sin egen prestation synliggjordes i materialet. Det visade sig bland 
annat att läraren värderade elevens måluppfyllelse högre än vad eleverna 
värderade sin egen prestation.    
 
Den fjärde artikeln hade som syfte att belysa och diskutera bedömning i 
dansundervisning inom gymnasieskolan utifrån lärares reflektioner. Material 
samlades in genom intervjuer med fyra lärare. Utifrån analysen synliggjordes två 
teman: Förutsättningar för bedömning för lärande och Skapande av utrymme för 
bedömning. De olika förutsättningarna inkluderade olika uttryck, metoder och 
verktyg för bedömning. Lärarnas olika sätt att använda ämnesplanerna samt hur 
lärarna betonade behovet av kollegiala diskussioner om bedömning 
synliggjordes.  
 
Analysen av det sammanvävda resultatet från de fyra artiklarna, vilken gjordes i 
kappan, tyder på olika förutsättningar för bedömning i dansundervisning. Det 
sammanvävda resultatet visade sig genom två teman, Bedömningspraktikens design 
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och Kommunikation inom bedömningspraktiken. De förutsättningar som framträdde 
var: den danskunskap som synliggjordes i styrdokumenten, lärarnas 
genomförande av bedömning och kommunikation i bedömning. 
Ämnesplanerna kan ses som en förutsättning för designen och genomförandet av 
dansundervisning i gymnasiets estetiska program med inriktning dans. Lärarnas 
genomförande, deras handlingar och uttryck för bedömning är en förutsättning 
och möjliggör bedömning, som inkluderar att använda dokumentation och 
feedback.  För att kommunikationen av bedömning ska bli meningsfull för 
eleverna är en förutsättning att det finns en förståelse för meningen av den 
kommunicerade bedömningen. Den gemensamma förståelsen betonas som en 
viktig del i bedömningsarbetet. Elevernas deltagande i bedömningsprocessen har 
betonats av lärarna som en förutsättning för elevernas förståelse för 
bedömningen samt motivation och ansvar för sitt lärande. Vidare är 
begreppsliggörandet viktig, men även förståelse för lärarens 
kvalitetsuppfattningar samt lärarens kommunikation. Lärarna lyfte även fram 
betydelsen av att få tid och förutsättningar att samtala med kollegor om 
bedömning.  
 
Studien visar även att den professionella läraren avgör vilken/vilka metoder som 
är bäst lämpade för att fånga kunskapskvalitéer i ett specifikt ämne. Ett sätt att 
stödja lärarens beslut gällande bedömningspraktiken och lärarnas reflektioner är 
kollegiala samtal om möjligheter och utmaningar i dansundervisningen.  
 
Bilden på framsidan av avhandlingen visar olika möjligheterna en lärare har i 
bedömningsparktiken illustrerat av de olika grenar trädet har. Dessa grenar kan 
förändras, växa och anpassar till en värld som trädet är en del av.    
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APPENDIX I 
 
Information rörande forskningsstudie inom dansområdet 
Bakgrund och Syfte 
Mitt namn är Ninnie Andersson och jag är doktorand inom dans och lärande 
vid Luleå tekniska universitet. Under mitt arbete med att skriva nya kursplaner 
för den nya lärarutbildningen väcktes mitt intresse för bedömning inom dans. 
Jag har valt att forska om bedömning inom dans på gymnasiets estetiska 
program. Jag kommer att skriva en sammanläggning, med fyra artiklar och en 
sammanlänkande "kappa" som binder samman artiklarna till en helhet. Jag 
kommer att skriva min avhandling på engelska, men det är ingenting som 
kommer att påverka er.  Mina huvudhandledare är Eva Alerby, professor i 
pedagogik och biträdandehandledare Cecilia Ferm, filosofie doktor och docent i 
musikpedagogik.  Min forskning har för avsikt att genom observationer 
undersöka lärares bedömning av danskunskap.  
 
Förfrågan om deltagande 
Jag hoppas att __________________ ställer sig positiv till att delta i forskningen 
och att ni ser fördelarna med att få vara med i forskning inom dans och lärande. 
 
Hur går studien till? 
Under läsåret 11/12 kommer jag att genomföra observationer där jag kommer 
att samla in data för att kunna uppfylla forskningens syfte. Och jag skulle gärna 
göra en del av mina observationer vid Södra Latins gymnasium. Tanken är att 
jag ska observera undervisning inom kurserna dansgestaltning 1-2, dansteknik 1-
2 och dansteori. Beroende av hur kurserna ligger ute på skolorna kommer jag 
att avgöra vilka kurser jag kommer att observera. 
 
Grundtanken är att jag ska observera skolorna var tredje vecka, ungefär 1-2 
dagar beroende på hur lektionerna ligger. Flest besök i början, mitten och slutet 
av kurserna. Exakt hur många tillfällen måste jag få återkomma om när jag 
samlat in hur skolorna lägger ut sina lektioner. Denna forskningsstudie är utifrån 
ett lärarperspektiv. I anslutning till vissa observationer kommer jag föra någon 
slags kommunikation med lärarna. Inte helt klart ännu om det kommer att ske 
genom loggbok eller samtal. 
 
Har ni frågor får ni gärna höra av er. 
 
Hälsningar 
Ninnie Andersson 
___________________________________________________ 
Doktorand, dans och lärande 
Mobil: 070-2414829, e-post: ninnie.andersson@ltu.se 
Institutionen för Konst, Kommunikation och Lärande 
Luleå Tekniska Universitet 
www.ltu.se/mme





 

APPENDIX II 
 

           

2011-08-24 
Informationsbrev till lärare 
 

Forskningsstudie om lärares bedömning av danskunskap inom estetiska programmet 
i gymnasieskolan  
 
Jag är doktorand inom dans och lärande vid Institutionen för Konst, kommunikation och 
lärande vid Luleå tekniska universitet (LTU) och genomför en forskningsstudie om bedömning 
av danskunskap på gymnasiets estetiska program. Ett övergripande syfte är att studera och 
observera hur lärare använder sig av formativ respektive sumativ bedömning av danskunskap. 
Tanken med studien är att se lärandemiljön ur lärarnas perspektiv. Jag avser därför att observera 
och videofilma lärare i deras undervisningsmiljö under läsåret 11/12, låta lärarna skriva egna 
reflektioner kring bedömning av danskunskap, samt samtala med dem om detta. Observationer 
kommer ske 2 dagar var tredje vecka. Då observationer och videodokumentation sker i 
autentiska undervisningssituationer där elever förekommer krävs även elevernas godkännande 
till medverkan. Du som lärare kommer även att få skriva ner dina egna reflektioner 
kring bedömning av dans i en loggbok. 

Studien följer forskningsetiska principer vilket bl.a. innebär att deltagandet i studien är helt 
frivilligt, forskningspersonen har rätt att när som helst avbryta sin medverkan utan att behöva 
ange anledning. Det insamlade materialet kommer att behandlas så att inte obehöriga kan ta del 
av det.  

Min fråga är om du som lärare godkänner att jag tar del av ditt arbete med bedömning av 
danskunskap. Det skulle vara ett viktigt bidrag till utvecklandet av likvärdig bedömning inom 
skolans verksamhet. LTU, institutionen för Konst, kommunikation och lärande, ansvarar för 
forskningen och ansvarig för studien är doktoranden Ninnie Andersson, tillsammans med 
handledarna: professor Eva Alerby och docent Cecilia Ferm.  
 
Var vänlig och svara genom att skriva på talongen nedan och sedan lämna den till Ninnie 
Andersson, senast 2011-09-30. 
 
Med vänlig hälsning, 
Ninnie Andersson 
 
Om du/ni har frågor kontakta mig gärna: 
ninnie.andersson@ltu.se, 070-2414829 
Institutionen för Konst, Kommunikation och Lärande vid Luleå tekniska universitet 
 
 
 
Namn:____________________________________________ Skola: ____________ 
 
Jag godkänner att mitt deltagande i studien:  ¨ 
 
Jag godkänner inte att mitt deltagande i studien: ¨ 
 
Underskrift: __________________________________________





 

APPENDIX III 
 

  
           
        Luleå september 2011 

 
Forskningsstudie om bedömning av danskunskap inom estetiska programmet i 
gymnasieskolan  
 
Jag är doktorand inom dans och lärande vid Institutionen för Konst, kommunikation och 
lärande vid Luleå tekniska universitet (LTU) och genomför en forskningsstudie om bedömning 
av danskunskap på gymnasiets estetiska program. Ett övergripande syfte är att studera och 
observera hur lärare använder sig av formativ respektive sumativ bedömning av danskunskap. 
Tanken med studien är att se lärandemiljön ur lärarnas perspektiv. Jag avser därför att låta 
observera lärarna i deras undervisningsmiljö under läsåret 11/12 samt låta lärarna skriva egna 
reflektioner kring bedömning av danskunskap. Observationer kommer ske 2 dagar var tredje 
vecka. Då observationer och videodokumentation sker i autentiska undervisningssituationer 
där elever förekommer krävs även elevernas godkännande till medverkan.  

Studien följer forskningsetiska principer vilket bl.a. innebär att deltagandet i studien är helt 
frivilligt, forskningspersonen har rätt att när som helst avbryta sin medverkan utan att behöva 
ange anledning. Det insamlade materialet kommer att behandlas så att inte obehöriga kan ta del 
av det.  

Min förfrågan är om du som elev godkänner att jag genom fältanteckningar och 
videoinspelningar observerar och dokumenterar lärarnas arbete på lektioner som du deltar i. 
Det skulle vara ett viktigt bidrag till utvecklandet av likvärdig bedömning inom skolans 
verksamhet. LTU, institutionen för Konst, kommunikation och lärande, ansvarar för 
forskningen och ansvarig för studien är doktoranden Ninnie Andersson.  
 
Var vänlig och svara genom att skriva på talongen nedan och sedan lämna den till Ninnie 
Andersson, senast 2011-09-30. 
 
 
Med vänlig hälsning, 
Ninnie Andersson 
 
Om du/ni har frågor kontakta mig gärna: 
ninnie.andersson@ltu.se, 070-2414829 
Institutionen för Konst, Kommunikation och Lärande vid Luleå tekniska universitet 
 
Elevens namn:____________________________________________  
 
Skola: ___________________________________ 
 
Jag godkänner att studien bedrivs på lektioner som jag deltar i:  ¨ 
 
Jag godkänner inte att studien bedrivs på lektioner som jag deltar i: ¨ 
 
 
Underskrift: __________________________________________ 
  





 

APPENDIX IV 
 
Themes for the interviews 
Din bakgrund 
- utbildning, erfarenhet av gymnasiet, annat 
 
Fältanteckningarna 
- upplevelse av att läsa? Bekant? Tillägga, ändra, förtydliga ? 
 
Styrdokument 
Hur? Varför?  
 
Insamling av betygsunderlag 
- Vad? Hur? När?  
 
Bedömning när flera lärare undervisar samma kurs 
- Hur? Svårigheter, möjligheter? 
 
Elevernas medvetenhet om kursens mål 
- Hur? Varför?     
-Förmedling av lektionsmaterial?  
 
Formativ bedömning 
- Varför? Hur? Svårigheter, möjligheter? 
 
Bedömning i dans 
- Vilka? Hur? Fördelar, svagheter?  
 
Kommunikation kring bedömning 
- med eleven? Förståelse? Svårigheter, möjligheter? 
 
Annat som du vill ta upp 
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ABSTRACT This article examines how dance knowledge is seen through syllabuses
in Swedish upper secondary schools. A starting point is life-world phenomenology.
A phenomenological way of thinking allows that human beings are intersubjective,
linked with and within the world, which influences the view of dance knowledge
and how research is elaborated. A basic rule and starting point for research within
phenomenology is to turn toward the things themselves and to be adherent. Dance
knowledge constitutes the phenomenon studied, as revealed in dance syllabus steering
documents. Spiegelberg’s philosophical method is used as a base for phenomenologi-
cal text analysis. The study is limited to syllabuses from two different curricula, labeled
by The Swedish National Agency for Education as Lpf94 and Gy11. The analysis results
in two images of how the essence of dance knowledge is manifested. Finally, the differ-
ent constitutions are discussed and related to a life-world phenomenological view of
dance knowledge.
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Address correspondence to Ninnie
Andersson, MA, The Department of
Arts, Communication and Education,
Luleå University of Technology, Box
744, 941 28 Piteå, Stockholm, Sweden.
E-mail: ninnie.andersson@ltu.se

Summer wind subsides, the freshly cut lawn is replaced with the springiness of the floor of
my dance studio, and my books are replaced with lesson plans and syllabuses. It’s time for
the term to start. I realize that I am involved in many different courses this year and, in
addition, there are new syllabuses with new goals and knowledge requirements, but is dance
still dance? I have read the new syllabuses in Gy11, and what I usually do in my teaching can
be linked to the syllabuses’ content. So what is new, according to the new syllabuses that my
students should face? Does it require anything else of me as a teacher than it did before? As
I said, the courses start now and the time to familiarize myself with the documents is limited,
so I let the dance conduct me in the jungle of words and letters.

This article presents a study with the research focus on assessment within the specialist
dance programs in upper secondary schools and specifically how dance knowledge
is seen through syllabuses in Swedish upper secondary schools. Teachers in upper
secondary schools have to relate to steering documents, which include laws and
guidelines for school activity. The steering documents specify what students should
learn, for example, in the form of goals and grading criteria. Therefore, formulations
in the steering documents have consequences for the content and structure of what is
taught. In the higher grades of the Swedish school system, the teacher evaluates the stu-
dents and must know what knowledge needs to be assessed. The purpose of this study is
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to analyze and describe dance knowledge as a phenomenon
based on how it appears and is seen by the researchers
through syllabuses used in upper secondary schools in the
period 2011–2012. The documents are studied with a phe-
nomenological method of text analysis, and the results are
related to a life-world phenomenological way of thinking
about knowledge and learning.

One challenge for teachers is to relate to goals and
achievement-level criteria that encourage and value holistic
learning processes and at the same time encourage feelings of
“I can dance” among students. The challenge concerns tak-
ing into account different dimensions of dance knowledge
and the variety of possible types of dance experience. To be
able to relate actively to steering documents requires a prior
understanding of how to express performed achievements.
We ask ourselves this: How is dance knowledge expressed in
current steering documents and what dimensions of dance
knowledge are included?

DIFFERENT VIEWS OF DANCE AS
THREE-DIMENSIONAL KNOWLEDGE

Earlier research has shown that assessing holistic knowl-
edge in aesthetic subjects is complicated and does not
often take place. For example, creative, existential, emo-
tional, and bodily dimensions of aesthetic knowledge are
often neglected (Sandberg 2005; Eisner 2007; Burnard and
Zsolt 2010; Zandén 2010). Among other things, this can be
caused by the dominating position that the cognitive ver-
sion of Benjamin Bloom’s taxonomy (Bloom 1956; Korp
2006; Hanna 2007) has in the field of education and assess-
ment. If affective and motor skills, as Bloom defined the
“noncognitive” skills, had a comparable position to cog-
nitive ones, the picture would probably be different. This
implies that holistic approaches to teaching and assess-
ment of dance knowledge are needed. Research that focuses
on dance knowledge appears in different ways in different
kinds of research focusing on dance. There exists a rather
common agreement about dimensions of dance knowl-
edge among researchers independent of which theoretical
framework or in which context they have performed their
research. The existential dimensions are the ones that shift
the most in the different descriptions. Overall, there is lit-
tle space for explicit theoretical or existential dimensions
of dance as knowledge. A common way to look at dance
knowledge is that it involves different dimensions of dance
experience. It includes creating dance, performing dance,
and experiencing dance as an audience, where dance is an
embodied sensory experience (Sheets-Johnstone 1979; Press
and Warburton 2007). According to Janne Parviainen (2003),
there is a difference between knowledge in and about dance,
but they are often interlaced in dance.

Several phenomenological scholars have emphasized
dance knowledge through diverse dimensions such as body,
space, time, music and rhythm, presence and concentration,
and energy and dynamics (Sheets-Johnstone 1979; Fraleigh
1987; Engel 2004; Schmidt 2006; Lindqvist 2010). Another

way of defining dimensions in assessment of dance knowl-
edge has been explored based on John Gardner’s theory
(Ericson 1996). Gertrud Ericson emphasized motoric skills,
energy, movement, posture, musicality and rhythmicity,
gesture interpretation, delight, attention and concentration,
and social atmosphere as dimensions that can be assessed in
dance.

The importance of the body and bodily knowledge is
something that is seen as a central part of dance knowl-
edge (Fraleigh 1987; Engel 2004; Lindqvist 2010; Parviainen
2003). For Lis Engel (2004) and Carol Press and Edward
Warburton (2007), dance is an embodied experience and
expression. According to Åsa Unander-Scharin (2008), the
physical body has measurable characteristics such as the
dimensions of location, speed, mass, inertia, gravity, and
rotation. By using the concepts of force, momentum, accel-
eration, pressure, density, weight, and energy, it is possible
to define interaction between these dimensions. Movement,
in her study, is described in terms of either moving in
three-dimensional space or rotating. When it comes to the
context of dance knowledge, aspects such as cultural, histori-
cal, and personal are mentioned (Parviainen 2003; Press and
Warburton 2007; Lindqvist 2010).

According to Donald Blumenfeld-Jones and Sheaun-
Yann Liang (2007), there is a need for scientific research
about curriculum assessment in dance education. Much
curriculum research focuses on evaluation, in particular psy-
chological issues about attitudes and self-esteem and dance
as a creative activity. Scholars in the field of curriculum agree
on the two main questions: What shall we teach? Who shall
decide? In accordance with the syllabuses, this article focuses
on the first question, “What shall we teach?,” and is part
of a larger phenomenological study of assessment of dance
knowledge in upper secondary schools in Sweden.

BACKGROUND

The Swedish school system has been governed by vari-
ous versions of curricula and consequently by different
syllabuses over the years. The view of knowledge in cur-
ricula for upper secondary schools has changed since their
establishment in the 1970s. The first curriculum, Gy70, was
dominated by a modern, positivistic view of knowledge with
an element of democracy, which implies that knowledge
is something that should be mediated by the teacher for
the student. The content as well as the teaching form is
described in detail. The second curriculum, Lpf94, on the
other hand, represents a postmodern constructivist view,
where the students are expected to construct their own
knowledge. The content as well as assessment criteria are
superficially described (Korp 2006).

The specialist dance program started in Sweden dur-
ing the late 1980s. In the 1990s, there was a reformation
in the upper secondary schools, and the so-called aes-
thetic programs were introduced. A specialist dance program
with syllabuses in dance was established in 1994 in the
curricula Lpf94 (Swedish National Agency for Education
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1994). The system had a goal- and knowledge-related grad-
ing system, which consisted of the progression levels that
were commonly communicated through abbreviations: Pass
(G), Pass with Distinction (VG), and Pass with Special
Distinction (MVG). In July 2011, a new curriculum, Gy11,
was introduced and included an additional grading system,
consisting of an alphabetical system, A through F. The
Gy11 curriculum is accompanied by graduation goals, which
are followed by the syllabuses. Both Lpf94 and Gy11 have
subject-specific syllabuses including the aims of the subject
activities, each course that is part of the subject, the core con-
tent, standards, and how many credits each course covers,
together with knowledge requirements that are described for
each course (Swedish National Agency for Education 2011).

A PHENOMENOLOGICAL PERSPECTIVE

This study is based on phenomenological philosophy, which
functions as a base for both how the study is designed and
how (dance) knowledge can be viewed as a mirror of what
is presented as a result of the study. A basic rule and the
starting point for research within the philosophy of phe-
nomenology is a turn toward the things themselves and
being adherent to them (Husserl 1970). The chosen design
is phenomenological text analysis, where the phenomenon
“dance knowledge” shows itself through current syllabuses
for the upper secondary school.

The lived world is complex as it consists of human beings
and things situated in, and related to, social, cultural, and
historical contexts. All human beings, including researchers
as well as people who are the focus of studies, are associated
with their own lived world. Life-worlds consist of a variety
of different characteristics, preferences, meanings and val-
ues, dimensions, and regions that are intertwined with each
other. According to a life-world phenomenological perspec-
tive, there are no distinctions among body, mind, and soul;
rather, they form an entirety. The lived body constitutes
human beings’ access to the world (Merleau-Ponty 2004).
Consequently, the only way to gain insight into the world
is through human experience. This requires the researcher
to be open to the world’s complexity in which various life-
worlds, subjects, and things are intertwined, and it requires a
holistic approach. Through our lived bodies, we experience
time, place, and other people. To be able to investigate the
world in which we live, we need to bracket earlier everyday
and scientific experiences of the world and let the phe-
nomenon show itself to us. That in turn demands strict
methods, which we describe later.

The phenomenon of this study is dance knowledge as it
appears in the subject-related syllabuses. The study involves
analysis of the curriculum that allows the phenomenon to
appear in various ways. The analysis results in two differ-
ent descriptions of the phenomenon. As mentioned earlier,
the phenomenon as it shows itself in the syllabuses will be
mirrored in a life-world phenomenological view of dance
knowledge, which will be described in detail later on in
the article. A starting point in this way of thinking is

that learning takes place through interaction within the
world (Merleau-Ponty 2004). Our entire body is involved in
learning opportunities through which habits, by interaction
with the world, become internalized. Briefly, a life-world
phenomenological view of dance knowledge entails the
inclusion of theoretical, practical, and existential dimen-
sions, which cannot be distinguished from each other, but
instead are interrelated and dependent on each other.

Dance Knowledge Viewed From a
Life-World Phenomenological Perspective

A life-world phenomenological view of dance knowledge
implies that it is based on and created through bodily
lived experience, that it consists of several dimensions of
knowledge that are dependent on each other, and that the
experiences take place in social, cultural, and historical con-
texts. Additionally, dance knowledge includes theoretical,
practical, and existential dimensions. Dance learners expe-
rience dance as viewers, performers, and choreographers,
which also can be seen as roles within which students can
gain dance knowledge. In Martin Heidegger’s terms, being-
in-the-dance world, or dance dwelling, should result in a
feeling of being able to handle the (dance) world—or a feel-
ing of “I-can-dance,” or in a set of “I cans.”1 The set of
“I cans” can, for example, be constituted of “I can express
myself through dance,” “I can choreograph,” “I can perform
dance,” and “I can view and experience dance.” In inter-
actions among viewers, performers, and choreographers in
the dance world, human beings experience and learn to deal
with dance in specific traditions or styles.

Dance Knowledge as Bodily Experience

Dance is an art form consisting of commonly used parame-
ters such as space, time, body, and force, which relate to each
other and constitute dance structures. On a specific occa-
sion, some of the parameters can be in the background and
others in the foreground, depending on what the subject is
directed toward and how the dance is allowed to show itself,
but all parameters are always there. According to Maxine
Sheets-Johnstone (1979), a phenomenological way of think-
ing implies that all movement includes spatial, temporal,
and energy qualities. Space and time are seen as inherent
and integral to dance, and the two cannot exist apart from
each other. How the parameters should be related to each
other and what is defined as dance or not is decided through
communication in specific social, cultural, and historical
contexts, which in turn consist of experiencing bodily sub-
jects. From human beings’ bodily being-in-the-world, dance
is incorporated and given meaning (Merleau-Ponty 1962).

Dance activities are, in their basic forms, perception and
expression and combinations of both. Further, the activities
can be formulated as movement expression, choreography,
and reflection. Human beings as bodily subjects are in
the center of these activities. Inspired by Michel Dufrenne
(1953/1973), dance knowledge can be defined as including
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presence, representation, and imagination, together with
emotions and reflection.

Lived experience of dance can never be one-dimensional.
Earlier experiences and awareness of the same, in relation to
the mentioned contexts, influence the dance experience and
what will be possible to learn and to what extent subjects
can be engaged in dance activities (Thorgersen 2009). Let
us take an example: An adolescent’s experience of a specific
dance tradition or situation determines what knowledge he
or she has internalized regarding how to behave as a dancer
in the specific situation, what repertoire or style of dance
is expected, how it should be expressed or performed, what
communication is used between co-dancers, and finally what
symbols are usually used in communication and what they
mean. Consequently, this knowledge influences how active
the adolescent can be and, in turn, how dance can be lived,
experienced, and learned.

Holistic Dance Engagement as Aesthetic
Experience

Dufrenne’s (1953/1973) thinking about aesthetic experience
underlines the fact that human beings are always directed
toward something at the same time as something appears to
them. Aesthetic experience and aesthetic objects are insep-
arable according to Dufrenne. The aesthetic object exists
thanks to the beholder, and vice versa. An aesthetic object
is defined by the perception of it: It can be perceived as an
aesthetic object if it presents itself as such to the beholder
while the beholder perceives the object as an aesthetic
object. To be able to handle and be part of processes where
dance is expressed and perceived as an aesthetic object,
dance knowledge has to include presence, imagination, and
representation, together with emotions and reflection.

In perceiving, performing, and choreographing dance,
humans are not concerned with its “matter” (substance)
per se, but with what Dufrenne calls “the sensuous” (the sen-
sible). The sensuous is defined as what the matter becomes
when perceived aesthetically; in other words, the being of a
sensuous thing is realized only in perception. The aesthetic
object can be defined by Dufrenne (1953/1973) as “a coales-
cence of sensuous elements” (13). According to Dufrenne,
meaning is not transcendental, nor nonexistent; it is “imma-
nent in the sensuous, being its very organization” (13).

Maurice Merleau-Ponty (2004) stated that (aesthetic)
meaning is constituted where the parameters meet in the
flow of expression, in the gaps (see Figure 1). In expression
we combine the parameters in conscious ways and create
meaning. The parameters of dance are, as mentioned earlier,
space, time, body, and force. In the combinations of those
parameters in a holistic expression, there are always gaps,
openings for making meaning: gaps among the parameters,
but also among the creator, the dancer, and the dance, as
well as between the beholder and the dance. The dancer as
well as the choreographer and the perceiver become present
in the dance as aesthetic objects. Through feelings the dancer
engages himself or herself in the expressed world.

PHENOMENOLOGICAL TEXT ANALYSIS

A selection of documents, syllabuses for dance courses,
was chosen from the current steering documents for upper
secondary education: Lpf94 and Gy11. The documents
were chosen partly because they were mandatory for the
specialist dance program in upper secondary schools, and
partly because they communicated the most similar teach-
ing content among the texts available. From Lpf94 the
syllabuses for the courses Dance and Performance A–C
and Dance Training, together with the overall descrip-
tion of the subject “dance,” have been reviewed.2 From
Gy11, the syllabuses for Dance Interpretation 1–2, Dance
Technique 1–2, and Dance Theory have been chosen for
analysis.3

The method used for document analysis is built on
Herbert Spiegelberg’s (1994) seven stages of phenomeno-
logical analysis. The phenomenon was revealed by the two
writings in the two different systems of syllabuses. The def-
initions and expressions of dance knowledge, based on the
syllabus writers’ experiences, negotiations, and instructions,
became our access to the phenomenon. The motive for the
choice of method was an impetus toward pure descriptions
of the phenomenon. Hence, we were not interested in ana-
lyzing what powers had influenced the formulations, nor in
interpreting what ideologies had steered the writings, or in
trying to interpret what kind of people were behind the cre-
ation of dance knowledge as teaching content. Originally,
Spiegelberg’s seven stages were a philosophical method and
not meant for analysis of existing material. The seven stages
should not be seen as a formula for how a phenomenological
analysis should be performed. Nevertheless, the description
of the different ways of thinking in relation to the phe-
nomenon can be used as a guideline in the analytical process.
Based on the starting point that human beings are inti-
mately interwoven with the world, the method helps the
researcher to be distanced from the material and so lets the
phenomenon show itself. Such a distance is a prerequisite
for becoming able to analyze and describe the phenomenon.
The scholar does not need to follow the stages in a chrono-
logical order, but all stages must be included in the process
(Spiegelberg 1994).

The seven stages are defined as follows:

1. Experience: Experiencing the phenomenon through phe-
nomenological attitude.

2. Generalization of essences: Seeing their existence and
conceptualize. (An “essence” in the phenomenological
sense refers to a structure of essential meanings, or a
concept, that explains a particular phenomenon; the phe-
nomenon of dance knowledge consists of several of these
essences.)

3. Relations among essences: Apprehending essential rela-
tionships among essences.

4. Eidetic (free) variation: Trying different modes of appear-
ing.

5. Constitution: Exploring the constitution of phenomena
in consciousness.
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FIGURE 1 Schematic illustration of a life-world phenomenological way to explore dance knowledge. The subject in the middle is in inter-
action with the parameters of dance and dimensions of an aesthetic object constituting dance knowledge. Based on Sheets-Johnstone,
Dufrenne, and Laban’s theory of analyzing movement, the image shows a life-world phenomenological way of discussing knowledge in
dance.

6. Phenomenological reduction: Validating of the
phenomenon by epoché (earlier understandings,
experiences, and theories).

7. Interpreting: Interpreting the meaning of the
phenomenon.

The first stage of Spiegelberg’s description of phe-
nomenological analysis consists of three phases—an
intuitive/seer phase, an analytical phase, and a descriptive
phase—that are described in more detail later. The researchers
have worked individually in the initial stages and together
interactively in the later stages. The syllabuses related to
Lpf94 and Gy11 were processed separately and, thereafter,
compared and interpreted in the final stage.

Stage 1

Intuitive/Seer Phase (Individual)
In the first stage, the researchers individually let the phe-
nomenon of dance knowledge show itself through the
formulations in the texts. The researchers tried to be open
to the phenomenon in a noncritical way to allow the var-
ious aspects of dance knowledge to reveal themselves. The
researchers read the syllabuses and marked aspects of dance
knowledge in the texts as they appeared.

Analytic Phase (Individual/Combined)
Furthermore, the first stage concerns the structure of
the phenomenon. Aspects of the phenomenon were

individually related to each other in preliminary structures.
The primarily visible essences of dance knowledge and how
they seemed to be related to each other were individu-
ally visualized as general essences of the phenomena. The
researchers thematized the essences based on the individ-
ual primary structures. Both researchers saw a difference
between knowledge in and about dance in Lpf94 but not in
Gy11, which made an important base for how the essences
were structured in relation to each other in this first phase.
The structure of the phenomenon, as it showed itself based
on the reading of syllabuses connected to Lpf94, divided
theoretical and practical knowledge, whereas the structure
based on Gy11 had dance as a form of expression in the
middle. The two individual structures of the phenomenon
were brought together into one—one with mutual themes.

Descriptive/Descriptive Phase (Together)
The third operation of investigating particular phenom-
ena was undertaken after phenomenological seeing had
been accomplished through intuiting and analyzing the
phenomenon. By controlling the essences as well as their
structure in relation to each syllabus, the researchers formed
a first image of the phenomenon as it showed itself through
the formulations in the steering documents.

Stage 2 (in Interaction)

In the next stage, the general essence of the phenomenon
was examined and conceptualized. Each particular essence
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was related and compared to the others through similarities
and differences. What characterized each particular essence?
What made it complete? How did it differ from the other
essences, and how did it contribute to the whole picture?
Some essences were merged and others were added. The
expressed formulations used in the steering documents were
used as much as possible. In some cases new concepts
had to be defined to cover the content of one essence.
The researchers’ individual structures were combined and
then overall concepts were constituted. For example, the
first structure based on Lpf94 included Field of knowledge,
Dance as art form, Functions in action, Expression, and
Necessary skills for practicing dance.

Stage 3 (in Interaction)

In the third stage, the relationships among the essences
were investigated. How did they belong to each other?
What relations were revealed between the different essences?
This operation refined the first image of the phenomena
and made the connections, as well as the nonconnections,
amomg the different essences more clear. For example, the
analysis based on Lpf94 showed how essences of dance
knowledge in and about dance were related to each other.
In addition the analysis based on Gy11 made it clear that
several dimensions of dance knowledge were expected to
develop through different roles, such as performer, chore-
ographer, and audience.

Stage 4 (in Collaboration)

The fourth step, the eidetic variation, can be seen as a devel-
opment of the third step. Here the relations among the
essences were investigated even more deeply. How did the
essences, related to each other in different ways, present the
phenomena as a whole? Different images of the structure
were tried out, where the essences as well as their relations
were placed in different ways. Here the images presented in
the result were established.

Stage 5 (in Interaction)

How were the phenomena constituted in our conscious-
ness through our interaction with the syllabus texts? As
the researchers had a continual, ongoing dialogue with each
other as well as with the curriculums, they could see how
the different structures grew based on their different and
similar perceptions of the phenomena in the texts. In the
Lpf94 syllabuses, a pattern based on a clear dichotomist
view of knowledge influenced its constitution, and in the
later texts a more holistic view was noted. The images show
the complexity of the phenomena as shown through the
different texts.

Stage 6 (in Interaction)

How could the phenomena become trustworthy through
phenomenological reduction? What was the real essence?

At this stage the researchers went back to the syllabuses
and tried to check that all dimensions of dance knowledge
were taken into account, as well as the ways that they were
presented. This stage also included a separation from the syl-
labuses toward an independent general description of the
phenomenon. Was it possible to talk about dance knowl-
edge based on its description without referring to the texts?
This stage also functioned as a precondition for a compar-
ison and interpretation of the different descriptions of the
phenomena.

Stage 7 (in Interaction)

The seventh step included interpretation of the phenomena.
The researchers compared the images of Figures 1 and 2, aim-
ing to see differences and similarities in the essence of dance
knowledge in Gy11 and Lpf94. What was hidden behind
them, and how were the two structures related to each other?
What were the differences between the two images, and what
consequences for teaching dance and also for dance teacher
education could be expected? This step is presented in the
discussion section of the article.

DANCE KNOWLEDGE AS EXPRESSED IN
LPF94

During the analysis of the syllabuses, the distinction between
knowledge about and in dance emerged. Therefore, the fol-
lowing text and Figure 2 are divided in the same way.
We begin with a summary of how knowledge about dance
showed itself through the syllabus and then give a descrip-
tion of knowledge in dance. This is followed by a pre-
sentation of how connections among the essences were
constituted in the syllabuses.

Knowledge About Dance

Knowledge about dance is constituted by two different
essences, namely dance as field of knowledge and dance as
art form (see Figure 2). The essence of dance as a field of
knowledge consists of three aspects: working environment,
career paths, and training. The essence of dance as an art
form consists of four aspects: concepts and terminology,
basic technique, historic and cultural context, and analysis.
The different aspects appear in the following ways in the
syllabuses.

Dance as a Field of Knowledge
This essence is divided into three aspects of knowledge:
working environment, career paths, and training. Knowledge
about the working environment is treated in the syllabuses
as anatomy and physiology and occupational injury, which
includes aspects of safety. Copyright can be seen as a sub-
theme under the career paths and fields headings. The syl-
labuses include information about copyright when it comes
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FIGURE 2 Schematic illustration of dance knowledge based on Lpf 94.

to laws for both the dance and theatre field. According to
the syllabuses, training includes aspects of methods, systems,
forms, and theory.

Dance as an Art Form
Aspects of knowledge about dance concepts and termi-
nology, basic technique, historic and cultural context, and
analysis constitute the essence of dance as an art form.
Knowledge about concepts and terminology are mentioned
but not defined in the syllabuses. The aspect of dance
knowledge defined as basic technique appears in the syl-
labuses as, for example, body functions and movement
related to dance as an art form. It also appears as knowl-
edge the students should develop during the course and
use in their own dancing. When it comes to historic and
cultural contexts, the text analysis implies that variations
in forms of expression and genres are important theoreti-
cal factors. Genres that are specifically mentioned are ballet
and modern dance. Analysis as “knowledge about dance”
includes movement analysis, interpretation, and dramaturgy
(dramatic composition).

Knowledge in Dance

Knowledge in dance is constituted by three different
essences: dance as communication, expression in dance, and
necessary skills for practicing dance. Dance as communica-
tion consists of three aspects: communication, analysis, and
process work. The essence of expression in dance is described
through three aspects: language, personality, and perfor-
mance. The essence of necessary skills for practicing dance
consists of two aspects: training and ability. The different
aspects appear in the following ways in the syllabuses.

Dance as Communication
Dance as communication, as mentioned earlier, consists
of three aspects: interaction, analysis, and process work.
Knowledge of different aspects of dance interaction is viewed
in the syllabuses as performances in different projects in
front of an audience. Interaction is also seen as collaboration
among different art forms and in the conveying and teaching
of dance. When it comes to dance as communication, analy-
sis appears practically in connection with the student’s own
dancing in the present. Knowledge of analysis appears in the
syllabus as knowledge in the analysis of dancing by self and
others. The syllabus makes process work visible through the
student’s own composition in dance, often in collaboration
with others. The syllabuses stress that the goal for the student
is to create a dance, from idea to completed result.

Expression in Dance
The essence of expression in dance has three aspects: lan-
guage, personality, and dance performance. The syllabuses
contain aspects of form, movement, personality, and qual-
ity. This essence describes different ways of varying dance
as a language and of combining dance with other art forms.
The syllabuses also show the importance of new thinking
when it comes to expression in dance and the student´s
own language in movement. The aspects of dance knowl-
edge defined as dance performance appear in the syllabuses
when it comes to creating, executing, and expressing oneself
on stage, together with collaborations with other art forms.

Necessary Skills for Practicing Dance
The essence of necessary skills for practicing dance, as
mentioned, consists of two aspects of knowledge: training
and ability. Training as knowledge in dance is defined as
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developing technique. The syllabuses include technique in
general and specifically in classical ballet and contempo-
rary dance. Technique is also expressed as body awareness.
Knowledge in dance in terms of necessary abilities is made
visible in the syllabuses as forms of spatial, musical, and ana-
lytical skills. Dance as a kinetic skill and the ability to use the
body as a tool are also seen in the syllabuses.

Connections Among Essences
For a higher grade in the course Dance Training, it is evident
in the syllabus that students should be able to combine their
practical and theoretical knowledge in and about training.
Students are expected to build and analyze the result of the
training based on underlying theories. The syllabuses show
that the student should obtain knowledge about both analy-
sis and the experience to analyze movement. The dimension
of dance knowledge, which is defined as analysis, asserts itself
in the syllabus as theory, practice, and ability.

According to the syllabuses, knowledge of anatomy and
physiology will be put into practice when students use
these skills in dance performance with consciousness. More
advanced students should also integrate their dance tech-
nique and expression. The syllabuses also focus on the ability
to use theatrical expression in dance performance and com-
munication. One example of connections is the relation
among moving images and the possibility to use this as a tool
for analysis. The ability to express oneself in dance appears
in different dimensions, often in combination with other
art forms. In addition to that, these dimensions of dance
knowledge are combined with technique, as it appears to be
a necessary skill to practice dance.

DANCE KNOWLEDGE AS IT APPEARS IN
GY11

Unlike how the phenomenon of dance knowledge appeared
in the Lpf94 syllabuses, the dance knowledge viewed in the
Gy11 syllabuses seemed to be more holistic and can be
titled dance as a form of expression, constituted of different
aspects that can be related to each other in different ways.
The form of expression can be grasped from three roles: per-
former, choreographer, and audience. The generic abilities
that are developed in the different roles are discovery, discus-
sion, investigation, choreography, training, interpretation,
communication, and reflection. To be able to develop these
generic abilities, different subject-specific areas of knowledge
have to be treated, namely dance qualities, approach and
attitude, performance, technique, and analysis. From our
analysis it seems that the different parts, or essences, relate
to each other in a dynamic way, as schematically illustrated
in Figure 3.

The analysis implies that dance knowledge as a form of
expression is central when it comes to the formulations
in the Gy11 syllabuses, where art and communication are

underlined, and where technique, performance, creativity,
experience, and function in society are tightly knit together.

Overall Essence of Dance as a Form of
Expression

Knowledge in the syllabuses is seen through different pro-
fessional roles in the dance community. Students should
develop knowledge through experiencing dance in different
roles, such as performer, choreographer, and audience. It is
obvious in the texts that dance knowledge can be viewed
from and developed within different roles, and that future
professional tasks are seen as parts of dance knowledge. All
the different subject-specific knowledge areas can be viewed
from the perspectives of the different roles combined with a
number of generic abilities.

Generic Abilities

Generic abilities represent abilities that are not possible to
define as dance knowledge, but that are necessary to handle
and develop dance knowledge within all areas of subject-
specific dance knowledge. Such abilities valued in the
syllabuses are discovery, discussion, investigation, choreog-
raphy, training, interpretation, communication, and reflec-
tion. The different abilities seem also to be interrelated and
dependent on each other.

Subject-Specific Knowledge Areas

The subject-specific areas that show themselves in the mate-
rial are dance quality, approach and attitude, performance,
technique, and analysis. In the following we detail how the
different areas of dance knowledge arise in the syllabuses.

Dance Quality
According to the analysis, one dimension of dance knowl-
edge can be defined as dance quality. This kind of knowledge
includes concentration, direction, flow, stylistic features,
weight, level, dynamics, nuances, time, and variety, in var-
ious styles and genres. These aspects can be combined with
each other in different ways.

Dance Analysis
Different aspects of dance analysis knowledge show up in
the syllabuses as a focus for different kinds of dance mate-
rial. Tools that are used in analysis are the terminologies of
expression, presence, form, structure, and approach. More
overarching concepts such as gender, body, ethnicity, and
culture and history are also treated. The syllabuses include
the ability to analyze and the methods for analysis, in groups
as well as individually, both when it comes to the student´s
own dancing and others’ (professional) performances and
choreographies.
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FIGURE 3 Schematic illustration of dance knowledge based on Gy11.

Performance
Performance as a form of dance knowledge is in turn consti-
tuted by the following essences: expression, improvisation,
composition, creation, choreography, interpretation (which
can include aspects of analysis), communication, scenic and
social work, and change. Composition ability includes the
ability to relate levels, directions, dynamics, repetition, and
variation individually and in group settings. The commu-
nication essence includes the interaction with co-dancers,
the choreographer, the music, and the audience. The change
essence concerns the ability to vary expressions and move-
ments in relation to different ideas and genres. The scenic
and social work essence involves different kinds of collab-
orative work with performances and presentations (also in
collaboration with other art forms), where leading, participa-
tion, and development are valued equally. When it comes
to choreography and composition, different methods are
mentioned as related knowledge.

Approach
Approach as a form of dance knowledge contains dif-
ferent ways of being in and with and in relation to
dance. Mentioned in the material are scientific, aesthetic,
professional, artistic, ethical, choreographic, and musical
(dance) approaches. The scientific approach includes his-
toric and cultural dance knowledge; the aesthetic approach
includes musical knowledge such as sound, dynamics, pulse,
and form. The professional approach includes responsibility

for training and injury prevention, as well as working
environment, copyright, and law knowledge. The artistic
approach includes reflected convention and style knowledge.
Ethical approaches are closely connected to professional
approaches, which include how to behave in relation to
others in specific dance situations.

Technique
The dimension of dance knowledge defined as technique
appears in the syllabuses as knowledge of placement, coordi-
nation, agility, and body functions. Students are expected to
know and demonstrate style-specific movements, anatomic
prerequisites, spatiality, body, and physical memory and
improvisation techniques.

DISCUSSION

In the following text, we compare the syllabuses from
Gy11 to the ones in Lpf94 and then relate the differences to
an abstract of the view of dance knowledge in earlier research
and the phenomenological holistic picture. We also discuss
what teachers are expected to teach in upper secondary spe-
cialist dance programs and what they need to be able to do in
relation to teacher education. Finally, we relate this to aspects
of (equal) assessment.

One aspect that becomes visible in the new syllabuses
is that dealing with the role of the performer, as well as
those of choreographer and audience, is valued as dance
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knowledge. In addition to that, all the roles are concerned
with all five aspects of subject-specific knowledge areas
and generic abilities in relation to dance. For example, a
performer needs to be able to handle analysis in a reflec-
tive way, just as a choreographer is expected to discuss
issues related to technique. In the syllabuses from Lpf94,
where the content is divided between in and about dance,
the activities and abilities were also more divided. It is
only in the description of the higher degrees of profi-
ciency that the connections between theory and practice
are made explicit. This view of relations between in and
about dance is underlined in the research of Parviainen
(2003) as well. We ask ourselves these questions: When
were the abilities to make that kind of connection devel-
oped? Which kind of teaching does each syllabus imply? Has
the description of the higher levels of proficiency encour-
aged a more holistic teaching than the content description
expresses?

The syllabuses from Gy11 value theoretical, practical, and
existential knowledge equally, whereas “knowledge areas” in
the documents from Lpf94 are concerned with the theoreti-
cal dimension of dance solely. One new form of knowledge
that is obvious in Gy11 is “approach,” which in turn is
connected to several aspects of dance: ethical, aesthetical,
professional, ethnic, scientific, choreographic, and musical.
It will be interesting to see how teaching will encourage
dance students to develop and become aware of these dif-
ferent kinds of approaches. This kind of dance knowledge is
not explicitly identified in the different categorizations that
were presented earlier. What is identified is attitude, which
we interpret as more directly connected to expression and
expressiveness.

Another area that existed in the old syllabuses, and that
has grown widely in the syllabuses from Gy11, is dance qual-
ity. Whereas personal expression seems to be much more
common in the syllabuses from Lpf94, dance quality, which
is seen as a subject-specific knowledge area in our analysis,
includes qualities used in expression such as nuance, flow,
direction, and concentration, which earlier research has also
emphasized in different ways (Ericson 1996; Engels 2004;
Unander-Scharin 2008). These specifications might make
teaching easier to handle and in the longer term make assess-
ment easier. This is one example where the subject-specific
areas in the Gy11 syllabuses are formulated in more detail
than those in Lpf94.

When relating the syllabuses to the holistic phenomeno-
logical picture of dance knowledge, there are strong matches
to Gy11 and weaker matches to Lpf94. Theory, practice,
and existential issues are interrelated in Gy11, which is
fundamental from a holistic point of view. The focus on
approaches in the new documents implies that existential
issues will be included in the teaching. For example, ethi-
cal approaches include existential questions. One important
aspect of holistic knowledge is the ability of imagination.
Perhaps this is encompassed by “reflection,” but it is not
explicitly mentioned, and what consequences does that
bring about?

Another interesting issue is emotional skills, which are
important in a holistic view of dance knowledge and which
are stressed in definitions developed in earlier research as
well, but have been diminished in the syllabuses from Gy11.
Unlike dance qualities, aspects of emotional skills as well as
the existential dimension are hard to formulate and mea-
sure, which might be one reason why they are invisible in
the Gy11 syllabuses.

Connections Between Dance Knowledge
and Assessment

Assessing holistic aesthetic knowledge is complicated, espe-
cially when aiming to ensure fair assessment. A teacher is
faced with different aspects of knowledge, and it can be hard
to make a balanced consideration. That opens up a number
of interpretations. A teacher cannot assess one criterion at a
time and make a checklist of teaching and assessment. It is
important to value different criteria in connection to each
other to be able to assess holistic aesthetic knowledge. That
requires a holistic understanding of what knowledge should
be assessed and how it interconnects. Holistic assessment
values different aspects of knowledge and is able to obtain
a better overall picture of students’ knowledge, not simply
the details. A teacher needs to be aware and make sure not
to get stuck in the details.

What competencies do dance teachers have to develop
to be able to plan, teach, and assess dance in the way that
the syllabuses within Gy11’s specialist program demands?
They have to develop a holistic view of dance, based on
knowledge concerning the different roles, different generic
abilities, and subject-specific areas together with the imagi-
nation to make infinite combinations of these aspects. It is
therefore important that teacher training includes these dif-
ferent dimensions of dance knowledge from the perspective
of a performer, choreographer, and audience member. This
demands that teacher trainers master these different roles as
a community and that the new teacher education develops
based on Gy11.

In teacher training it is important to follow the new
steering documents of the upper secondary schools. The
universities have a responsibility to educate teachers in the
holistic way of thinking as is seen in Gy11. Teacher training
needs to encourage upcoming teachers to embrace a holis-
tic way of thinking regarding assessment and learning in
accordance with the steering document in Gy11. University
syllabuses and assessment criteria should be adapted to a
holistic way of thinking that harmonizes with Gy11. There
are complex problems though, as the grading system of the
university does not assess holistic dance competencies. The
students do not experience a holistic way of assessing their
own education, but are expected to work in a holistic way
in their profession of dance education. The universities have
the task of providing future teachers with the tools needed
to work with the new upper secondary school assessment
system, which values an entirety of knowledge.

10 N. Andersson and C. F. Thorgersen



NOTES

1. The conceptual and nonconceptual influence each other and are
closely intertwined. We experience phenomena in the world as
nonconceptual, before we know their names, and before they are
incorporated in the structures of the intersubjectively constituted
world (Ford 2010).

2. For exact formulation of the syllabuses go to http://www.skolverket.
se/forskola-och-skola/gymnasieutbildning/amnes-och-laroplaner/sok-
program-och-amnesplaner (last accessed September 20 2012).

3. For exact formulation of the syllabuses go to http://www.skolverket.
se/forskola-och-skola/gymnasieutbildning/gymnasieskola-fore-ht-
2011/kursplaner/sok-amnen-och-kurser (last accessed September 20,
2012).
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Abstract: This article includes a study that examines how formative assessment in dance education is 
constituted in three Swedish upper secondary schools. The starting-point for the study is life-world 
phenomenology.  A Phenomenological way of thinking entails that the human being is intersubjective, 
linked with and within the world and that learning requires the bodily subject´s active experience. To 
turn towards the things themselves and to be open and adherent to things in the world is a basic rule 
and the starting point for research within phenomenology. This study is based on empirical material 
from observations of the phenomenon formative assessment in dance. Spiegelberg´s philosophical 
method was used as a base for phenomenological analysis. The analysis results in three themes: 
modes of communication, dance-related knowledge and function of formative assessment. Formative 
assessment was observed in the study to commonly involve teachers´ verbal communication and 
visualisation. The assessment practice is a continuous activity and very rarely involves any kind of 
self-assessment or tests. The results were discussed and related to a life-world phenomenological 
view of learning and earlier research.  

Keywords: dance education, assessment, formative assessment, Upper secondary school 

 

Introduction 
This paper presents a study about teachers’ assessment of dance knowledge in Swedish upper 
secondary schools. The focus is on teachers´ experiences of formative assessment in dance, through 
classroom observations, with an analysis based on life-world phenomenology. Teachers in Swedish 
upper secondary schools are required to assess their students according to related steering documents 
(Swedish National Agency for Education, 2011). Assessment is an essential, extensive component of 
teaching, and in order to assess, teachers must be aware of the specific knowledge that needs to be 
assessed (Cone & Cone, 2013). Their next challenge is how to assess and the identification of 
assessment validity (Blumenfeld-Jones & Liang, 2007; Eisner, 2007; Gardner, 2012; The SAF 
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Foundation & Swedish Teachers´ Union, 2010). The research area of assessment in dance provides 
international research and additionally relevant research about assessment in other subjects. 
Assessment in dance in Swedish upper secondary schools is almost completely unresearched, and this 
study attempts to address this research deficit. The overall aim of this study is to explore how 
formative assessments in dance education are constituted. To pursue this aim, the study asks three 
research questions: what teaching and learning goals are made visible? In what ways does the teacher 
make student achievement visible in relation to the goals of the course? In what ways does the teacher 
indicate what the students need to be aware of to improve their achievement in the course?  

Background 

Dance knowledge in the course Dance Techniques 1 

In 2011, Sweden implemented Gy11, a new curricula and grading scale, including new syllabuses in 
the upper secondary school system (Swedish National Agency for Education, 2011). Dance knowledge 
in the Gy11 syllabuses is seen from a holistic perspective whereby dance is understood as a form of 
expression. The course Dance Techniques 1 covers parts of the overall domain of dance knowledge in 
Gy11. The value implication of what is important in the subject of dance is already decided, and there 
is an appraisal of what knowledge should be represented in this specific course in the context of the 
larger domain of dance. The students are expected to approach knowledge as performers, using the 
generic abilities of discovery, investigation, reflection and training. The subject-specific areas covered 
in the syllabus are dance quality, approach/attitude and technique (Swedish National Agency for 
Education, 2011). In the field of education, a comprehensive and equal assessment of holistic aesthetic 
knowledge is complex (Ferm Thorgersen & Zandén, 2013). Despite the fact that teachers handle 
different forms of knowledge, they are expected to offer a balanced review in order to generate the 
possibility of different interpretations. 

In accordance with this holistic view of knowledge, the teacher creates assessments based on a 
general impression of student achievement. This assessment should, with support from the syllabus’ 
formulations of explicit aspects of the entirety of dance knowledge and knowledge requirements, resist 
the use of checklists (Swedish National Agency for Education, 2001). The Swedish National Agency 
for Education (2012) thus emphasises the importance of making an overall judgement of student 
achievement.  

Educational assessment 

Assessment is a complex assignment, a social phenomenon in which the understanding between the 
student and the teacher is important (Gipps, 1999; The SAF Foundation & Swedish Teachers´ Union, 
2010). Assessments of student learning could be seen as multilingual, thus requiring more than a letter 
grade, and should include a narrative evaluation of their learning (Eisner, 2007). In the arts, adequate 
thought should be given to determine the qualities of the abilities under assessment. Assessment based 
on clear reasons might require a method other than, for instance, tick-box forms. Educational 
assessment is commonly divided into summative and formative assessment or assessment of learning 
and assessment for learning (Gardner, 2012). As Gardner (2012) observes, formative assessment dates 
back to 1967 while assessment for learning is a more modern concept. The Assessment Reform Group 
(2002, p. 2) describes assessment for learning as ‘…the process of seeking and interpreting evidence 
for use by learners and their teachers, to identify where the learners are in their learning, where they 
need to go and how best to get there’. According to Gardner´s (2012) argument, assessment for 
learning is less likely to be used to describe summative assessment and more likely to include the 
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concept of formative assessment. Based on the Swedish Ministry of Education’s conceptualisation of 
the assessment practice, I have chosen to use the term formative assessment instead of assessment for 
learning.  

The phenomenon of formative assessment 

The Swedish National Agency for Education (2011) describes formative assessment as a tool for 
students and teachers to enhance student learning. Several researchers have stressed that formative 
assessment can improve student learning (Gardner, 2012; Hattie, 2009; Sadler, 1989). The significance 
of being conscious about the student’s perspective within education has been emphasised by Hattie 
(2009) who also stresses the importance of explicitness regarding the aims of education, the criteria as 
well as the importance of varying the forms of teaching and feedback. Formative assessment is used to 
assist the student with taking the next step in his/her learning process (Gardner, 2012). The practice of 
assessment requires that the goals of education are made explicit, that it develops a consciousness of 
where the students are in relation to the course goals and how students can reach a higher level of 
achievement in the course (Swedish National Agency for Education, 2011). Formative assessment can 
be seen as the use of judgement as it is intended to shape and improve the student´s proficiency 
(Sadler, 1989). Rubrics can be used to quantitatively evaluate complex performances and assist 
formative assessment (Warburton, 2010). According to Black and Wiliam (2009), evidence and 
decisions are connected in classroom practice: 

Practice in a classroom is formative to the extent that evidence about student achievement is 
elicited, interpreted, and used by teachers, learners, or their peers, to make decisions about the 
next steps in instruction that are likely to be better, or better founded, than the decisions they 
would have taken in the absence of the evidence that was elicited. (Black & Wiliam, 2009, p. 
9) 

The concept of feedback can be seen in numerous formulations relating to formative assessment 
(Black & Wiliam, 2009; Gardner, 2012; Klapp Lekholm, 2008; Sadler, 1989). Definitions of feedback 
include both the informational content as well as the effect of the feedback (Sadler, 1989). Since 
feedback is designed to alter the achievement level of the student, one way to define it is to look at it 
as a gap between the student´s current achievement level and a referenced level (Ramaprasad, 1983). 
Additionally, Sadler (1989) describes how a feedback loop should define what the student should 
learn, defines and communicates an excellent performance as well as how to improve an inadequate 
performance. Formative assessment takes place when teaching is modified to respond to students’ 
needs (Gardner, 2012). In dance education, there can be a tendency for students to rely on teachers´ 
feedback rather than their evaluation (Leijen, Lam, Wildschut, Robert-Jan Simons, & Admiraal, 
2009). Students’ reflection can improve body awareness and develop dance skills. The task of giving 
all students within a dance class individual attention as well as regular, adequate and accurate 
assessment is significant for teachers (Kassing & Mortensen, 1981). In group activities, such as dance, 
an awareness of offering equivalence in assessment is needed though the performance to be assessed 
can appear in various forms (Brown, 2004). 

The validity of the assessment can challenge the appreciation for the value of knowledge. One way 
to look at validity in formative assessment is to ascertain whether stimulation to further learning has 
been achieved as a consequence (Stobart, 2012). Validity can be described as an indication of how 
well a test measures what it is intended to measure and the specific purpose with the test (Cureton, 
1951). The meaning of the concept of validity has been enlarged from a theoretical view to one which 
is more operational (Kane, 2006). The concept now embraces the entire assessment process, including 
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consequences, and the soundness and trustworthiness of an assessment (Cronbach, 1971; Messick, 
1993).  

It is important to understand what to work towards as well as what a successful performance can 
be. This requires the teacher to communicate with his/her students. Students often depend on the 
teacher´s decoding of the steering documents (Stobart, 2012). For teachers with a significant amount 
of experience in dance assessment, additional ways of collecting evidence will be available (Cone & 
Cone, 2013). Importantly, the Council of Europe (2001) divides assessment into fixed-point and 
continuous assessment and argues that both forms have advantages and disadvantages. In dance 
education, it is not common to use standardised papers or tests for dance performances. In subjects 
other than dance, the student´s achievements sometimes end up as an artefact which can be separated 
from the learner (Sadler, 1989). This artefact makes it possible for the teacher to go back to the work 
of the student in the process of assessment. In dance performance, the teacher cannot go back to an 
artefact in the assessment process in the same way. According to Sadler (1989), a video recording of a 
student’s performance is different in character from the primary performance. Performance 
assessments take place during the actual performance (Klapp Lekholm, 2008).  

Cone and Cone (2013) emphasise that the question of who will perform the assessment needs to be 
addressed: is it performed by the teacher, is it peer-to-peer, or is it a self-assessment? It is 
recommended that a variety of methods for assessment in dance are used, for example, tools such as 
documentation of students´ performances, self-assessment and an evaluation of the teaching 
performance (Hernandez, 2013). Teachers’ reflections are important in improving teaching practice 
(Warburton, 2010). Ross and Mitchell (1993) emphasise the importance of verbal communication 
between the teacher and the student to foster insights into the student’s capacity to think about the art 
form. Verbal feedback during class and after a performance can be described as an oral quantitative 
evaluation technique (Hernandez, 2013). Students more often express their learning through 
demonstration rather than through explanation (Alter, 2013). The students in Ross and Mitchell’s 
(1993) study understood that evaluations based on video recordings helped them visualise their 
performance and develop a more profound understanding of peer and teacher evaluations, including 
their own. A study on video-based learning points out that students felt that video recordings were 
effective in self-assessment (Leijen et al., 2009). Moreover, Gipps (1999) emphasises that teachers’ 
and students’ mutual involvement in the assessment process is important.  

Life-world phenomenology as a base for educational assessment  

Based on a life-world phenomenological way of thinking, the subject is seen as the living body, and a 
life-world phenomenological approach allows the body to represent something more than just the 
physical body. The body comprehends the body-mind-soul, which constitute an entirety (Merleau-
Ponty, 2006). Merleau-Ponty (2006, 1962) describes the lived body as a subject-object. When I 
experience the world with my dance in front of other people, I am the subject and object 
simultaneously: a subject by being-the-world with my dancing and an object by other people 
experiencing my dancing. The subject coexists with people in the world in the form of 
intersubjectivity. The subject experiences other people as psycho-physical, social and historical 
entities that cannot be separated from each other or from the world. One conclusion is that this 
intersubjectivity is, in accordance with life-world phenomenology, a prerequisite for learning to take 
place. A life-world phenomenological way of thinking follows that human beings are intersubjectively 
linked with and within the world. The intersubjective human being is a condition of the assessment 
practice, a practice which is also a social activity. The space of learning is something experienced as 
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the subject of our lived body. The different horizons that these spaces offer are in coexistence with 
other subjects in the space.  

According to Merleau-Ponty (1962), the only way to gain an insight into the world is through the 
human experience of it; I have access to the world through the lived body. Through active experience, 
the bodily subject can acquire knowledge. The whole body is included in a learning process. In dance, 
the whole human being experiences and expresses dance knowledge (Alerby & Ferm, 2006). From the 
life-world phenomenological way of thinking, knowledge in dance consists of several interdependent 
dimensions of knowledge as well as where experiences take place in the world (Alerby & Ferm, 
2006). In dance, one is the beholder, the performer, the creator or a combination of these different 
aspects of participation.  

Methodology to Grasp the Phenomenon 
To be able to grasp the phenomenon of formative assessment in dance, material was gathered through 
classroom observations using field notes and video recordings. The subject of the phenomenological 
study was the observed teacher. The material generated constituted a basis for the analysis and created 
opportunities to capture different perspectives of the phenomenon. A basic rule and the starting point 
for research within life-world phenomenology is to turn towards the things themselves and to become 
an adherent to them. To grasp the phenomenon as it occurs, I turn towards the things themselves. I 
used the method that was intended to grasp the whole thing without narrow delimitations.  

Context of the study  

The classroom observations took place during two semesters in three Swedish upper secondary 
schools offering the course Dance Techniques 1 (Swedish National Agency for Education, 2011). To 
capture different perspectives of the phenomenon and provide a wide base for analysis, I chose schools 
with different conditions: cutting edge education, a state school and a private school. The selection 
ensured geographic and demographic dissimilarity. Among the requirements were that the school 
would offer the course Dance Techniques 1 for first-year students, allow me to make observations 
regularly and that the teachers selected should actually be teaching the course. Five teachers were 
selected, and three different dance genres in 24 lessons were observed. Two lessons from each school 
were video recorded.  

During each classroom observation, I hand-wrote structured field notes, which were later 
transcribed in six cases with support from the video recordings. During the observations, I sat in a 
corner of the room to minimise the affect on the classroom activities. Despite this, I was always part of 
the classroom activity. The video camera was directed from the opposite angle to grasp information 
that I might miss from my own position. I observed the phenomenon over a long period. In accordance 
with Ferm (2004) and with reference to Schutz, this is a prerequisite for the study of a process like 
didactic interaction. More importantly, I needed to be aware that my presence in the classroom could 
affect the phenomenon. It was my intention to be an adherent and as open as possible to the 
phenomenon in order to reduce the impact of my presence on the classroom activity. However, 
regardless of my intentions, it is imperative to always be conscious of the potential risks.  

Analysis of material 

The method used to analyse the material was inspired by Spiegelberg's (1960) stages of 
phenomenological analysis. It was originally a philosophical method (Spiegelberg, 1960). In the 
following analytical process in this study, the phenomenon is seen and broadened out, varied and then 
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condensed to find the essence of the phenomenon of formative assessment in dance. The stages can be 
seen as guidelines in this analytical process where the researcher might not need to follow them in 
strict chronological order (Alerby, 1998; Ferm, 2004). In accordance with life-world phenomenology, 
it is important to be adherent to the phenomenon. To do so, and in order not to force the phenomenon 
into a fixed structure, I chose not to follow the analytical method in strict chronological order. I first 
gathered material and then, through interpretation, I was able to crystallise the themes of the 
phenomenon.  

At first, I let the phenomenon of formative assessment in dance reveal itself to me and allowed 
various aspects to show themselves through the formulations in my field notes. Three preliminary 
themes crystallised, and the relations between aspects and within the theme were investigated. I 
created an image of the general essence of the phenomenon as it revealed itself through the 
formulations in the field notes (see Figure 1). The image illustrated both the complexity of the 
phenomenon and the intertwining of the themes. Each aspect was related and compared to the others 
through similarities and differences. The constitution of each aspect was investigated to refine the 
specific essence of each theme which, in some cases, changed the content within the theme.  

I interpreted how the essence of the phenomenon of formative assessment in dance was seen. How 
are the relations constituted between the different dimensions of the phenomenon and their aspects? 
What limitations of and possibilities for formative assessment in dance might emerge? How does the 
phenomenon relate to validity? This is presented in the discussion section of this paper.  

The Phenomenon of Formative Assessment in Dance 
Based on the phenomenological analysis, three themes of the phenomenon of formative assessment in 
dance emerged: function of formative assessment, modes of communication and dance-related 
knowledge (see Figure 1). Various aspects constituted these themes. The different themes and aspects 
of the phenomenon should not be seen as distinguished from each other but as various sides of the 
phenomenon that could be interwoven. These sides always exist but can be illuminated and combined 
with each other in various ways. 

 

 

Figure 1. Image of the three themes of the phenomenon of formative assessment in dance. 
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The function of formative assessment 

The theme function of formative assessment was observed in the teachers’ actions in the formative 
assessment practice in dance. I could see various aspects of the theme function of formative assessment 
in the material: teaching goals, student achievement, action to improve achievement and non-
constructive feedback. Each aspect consisted of specific traits and could be both distinguished from 
and intertwined with each other. This appeared to be reliant on what aspects of the theme the teacher 
expressed. In some cases, it was observed that the teachers expressed a specific aspect of the theme, 
and in others, the teachers emphasised various aspects concurrently, which intertwined the theme´s 
aspects.  

The aspect teaching goals was seen when the teacher variously expressed the goals of the dance 
class. The teachers never referred to the goals outlined in the syllabus, but my earlier experience of the 
syllabus helped me get glimpses of these formulations, for example, when the teacher embodied how 
the students should be aware of the room and the people in it. Student achievement was based on the 
students’ achievement in relation to the goals of the course and was manifested in the way that the 
teacher identified this achievement. This aspect included general feedback both to the entire group and 
to individual students. Action to improve achievement was defined as how the teacher made the 
student aware of how to improve. Also included in this aspect was the teacher’s communication as to 
how the student could improve his/her performance. Non-constructive feedback covered feedback that 
was unclear in terms of what it was based on, for example, a positive verbal or visual 
acknowledgement that something was performed well but without sufficient explanation of what this 
actually meant, such as when the teacher verbally communicated nothing more than the word ‘good’ 
to the whole group or to an individual student.  

Modes of communication 

Modes of communication grasps the teachers´ communicative aspect of formative assessment. This 
theme included the aspects: significance of sound, use of body contact and visual part of 
communication. These aspects were distinguished from each other as well as in combination with one 
another, that is, intertwined. The significance of sound included verbal communication using words, 
rhythmical sounds and body sounds. The words were expressed with different intonations, force and 
volume, depending on the teacher and the situation. Rhythmical sounds were made by mouth, and 
body sounds included snaps and claps. Body and rhythmical sounds were seen as highlights within the 
quality and timing of the movement, commonly used to mark the beat of the music or the rhythm 
pattern of the exercise. The use of body contact included changing the student’s postures through 
physical contact, such as when a teacher used pressure and force to move the arm from one position to 
another; it also appeared between teacher and student in the form of contiguity. The visual part of 
communication appeared as the teachers’ embodied actions, images (pictures) and video recordings of 
the students. The teachers used their own bodies to demonstrate postures, patterns, movements and 
qualities. A picture was used to imagine the energy of a person’s movements in relation to the room. 
Video recordings of the students’ own performances and exercises were shown to them.  

Dance-related knowledge 

Dance-related knowledge embraces the knowledge that teachers focused on in the formative 
assessment practice. The intertwined aspects that emerged within this theme were ability to embody 
dance technique, nuances of movement, physical science in dance, relation to music in dance, 
conventions in the classroom of dance and reflection in and about dance performance. The ability to 
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embody dance technique covers placement with reference to positions and technique concerning 
movements. This aspect involved dance techniques regarding how the body could be seen in static 
positions as well as the proficiency and ability of dance movement. Nuances of movement were seen 
both as generic dimensions of dance genres and specific dimensions of dance genres, including 
qualities, idioms and spatial abilities. Qualities and idioms were intertwined to such an extent that it 
was impossible to separate them. Idioms were seen as the form of the performing body, and quality 
was seen as different qualities of movement regarding weight, time, force and flow. Spatial ability was 
constituted by dance both in relation to the physical room and other subjects in the room. Physical 
science in dance encompassed the function of the physical body and the process of training dance. 
Processes of training included emphasis on different parts of the process and where and how the 
students could relate to these phases. Memorisation dominated the aspect of physical science in dance 
while relation to music in dance included the dimensions of rhythm, pace and style, which 
encompassed relations between the music and the performance. Knowledge of rhythm referred to how 
the dance material was rhythmically put together, which could involve counting different movements. 
Pace was the speed at which the dance material was to be performed. The teachers used different 
musical styles which affected and influenced the dance performance. In conventions in the classroom 
of dance, dimensions relating to discipline emerged in connection with attention level and the group’s 
dress code. Attention in the classroom was demonstrated by the students’ focus on the teachers´ 
communication of the dance material or on other students’ questions or corrections. The dress code 
included how the students arranged their hair or whether their clothing made it possible for the 
teachers to see their bodies clearly. Reflection in and about dance performance referred to the 
students’ own development and achievement in different aspects of dance, such as when a teacher 
encouraged students to reflect on what they had achieved with respect to the goals of the course.  

Formative assessment – combinations of the themes in action  

The teachers combined different modes of communication with aspects of the themes of the function 
of formative assessment and dance-related knowledge. The communication to the students was both 
individual and general in the presentation of a satisfactory performance, the difference between a 
satisfactory and an unsatisfactory dance performance, corrections and negation. The themes were 
combined in various ways, and the aspects of these themes were often intertwined. The teachers used 
the mirror in their visual communication with the students, both for their own demonstration of 
performance and for the students to see their own and other students’ performances. All three themes 
were incorporated with at least one aspect per theme in the formative assessment in dance. There was 
always some sort of dance-related knowledge involved with at least one aspect of the function of 
formative assessment that was communicated in at least one mode of communication. The themes 
were not separated from each other and appeared in various combinations. For example, when the 
aspects of the function of formative assessment emerged in combination with reflection in and about 
dance performance, the action was interwoven to communicate the ability to embody dance technique 
and nuances of movement.  

In the function of formative assessment, verbal communication appeared in words, including 
different body parts. I could not identify which aspect of the function of formative assessment or 
dance-related knowledge that the verbal communication related to. The physical contact and 
visualisations were sometimes difficult to interpret although they could have the same consequences. 
For instance, the teacher could place a hand on the student´s lower back, but the intention regarding 
the function of formative assessment or the dance-related knowledge could not be identified. 
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In goals of the course, the classroom work mainly included verbal and visual modes in relation to 
all aspects of the theme dance-related knowledge and was always in the form of general feedback 
directed at the entire group of students. Action to improve achievement also consisted of all the aspects 
of dance-related content, but there was a difference in the use of modes, and included both general and 
individual feedback on how to improve student achievement. All modes of the teachers´ 
communication appeared in the function of formative assessment but varied within the various aspects 
of dance-related knowledge. The most common mode was verbal communication where the teacher 
explained the movement with words or rhythmical sounds. Rhythmical sounds often related to dance-
related knowledge or the relation to music in dance. Only in the dance-related knowledge regarding 
nuances of movement, which focused on idioms and quality, did all modes emerge. The teachers’ 
visualisation could also be seen quite extensively and often in combination with verbal 
communication. All concepts were expressed through the mode of verbal communication and at least 
one aspect of the visual part of communication. Nuances of movement, relation to music in dance and 
conventions in the dance classroom included more dimensions of the mode of rhythmical sounds and 
body sounds than verbal communication. The use of body contact was often seen in this aspect of the 
phenomenon.  

In relation to student achievement, all aspects of the theme dance-related knowledge included both 
general and individual feedback except the content of reflection in and about dance performance, 
conventions in the dance classroom and nuances of movement. Only the ability to embody dance 
technique and nuances of movement regarding idioms and qualities included other modes of 
communication beyond verbal communication. The ability to embody dance technique included the 
visual part of communication from the teacher while idioms and quality were visualised in the video 
recordings of the students.  

Physical science in dance and conventions in the dance classroom included the function of the 
physical body most often seen through the teachers´ verbal communication in combination with the 
visualisation of embodied action, such as when the teacher explained a function of the body while 
demonstrating the action through embodiment. The teachers commonly used the terminology of dance 
movements and the order of the exercises.  

In relation to music in dance, rhythms were commonly seen through the teachers’ use of 
rhythmical sounds and body sounds, such as snaps and claps, using these to accentuate the movements 
that in many cases were intertwined with nuances of movement. In addition, style could frequently be 
seen in relation to nuances of movement.  

Summary of the phenomenon of formative assessment in dance 
The formative assessment practice in dance can be seen as a complex phenomenon whereby embodied 
dance knowledge constitutes the basis of what should be assessed. The phenomenon appeared as three 
themes, function of formative assessment, modes of communication and dance-related content, which 
could be seen as necessary dimensions of formative assessment in dance. These themes are intertwined 
and can be combined in various ways; this weaving together of themes emerges as meaning within the 
phenomenon. No use was made of written communication during class by either the teachers or the 
students, but one teacher referred to a journal that the students wrote outside of the lesson. 

Communication regarding the students’ achievement appeared to be multimodal in the form of the 
significance of sound, body contact and visual communication. The different dynamics in and quality 
of the teachers’ multimodal expressions gave the actions different meanings to the student. This 
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interpretation of meaning is dependent on the level of accord between the teacher and the student, 
which allows the communication to be meaningful for the student; without it, there is a huge risk that 
the student fails to understand the communicated formative assessment.   

The teachers´ actions in the formative assessment practice did not explicitly elucidate the goals of 
the teaching, but the goals were implicitly expressed in the teachers’ actions. I was able to see the 
course goals in the teachers’ actions, but they did not refer to the goals of the course. Some 
communication was not constructive though it did not explicitly refer to a particular function or dance-
related content.  

Discussion and Further Thoughts on Formative Assessment in Dance 
Education 
Here, I further discuss and relate the findings on formative assessment in dance to earlier research and 
life-world phenomenology. The teachers’ use of different modes regarding the functions of formative 
assessment and dance-related content are discussed in relation to challenges in assessing dance and 
equal assessment. The discussion is presented through the following areas: communication about the 
goals of the course, moment of assessment, quality of feedback and dance as a group activity.  

Communication about the goals of the course 

Through the observed teachers’ visual performance and verbal communication of the dance material, 
the students could understand the goals of the course. It is important that the students know what they 
are working towards and have the knowledge of what a successful performance can be (Sadler, 1989). 
The importance of explicit course aims and explicit criteria has been emphasised by several 
researchers (Hattie, 2009; Swedish National Agency for Education, 2001, 2011, 2012). Teachers are 
expected to embody an approved performance or communicate this expectation using other modes. 
Communicating the goals is very important and is often dependent on the expertise of the teacher, 
his/her communication skills, and his/her communication of the course content. One aspect of learning 
in dance is imitation of movement; that is, learning happens from body to body. It is therefore 
necessary that the movement, posture, expression, presence etc. be imitations that give the students 
information about the goals. According to life-world phenomenology, the whole body is included in 
the learning process (Alerby & Ferm, 2006), and the lived body is a part of learning. In the space of 
learning, the student experiences dance as the subject of his/her lived body in coexistence with other 
subjects in the room. None of the teachers referred to the specific goals of the course through the 
verbal or visualised communication of the material. The students needed to relate the goals of the 
course by themselves though I could see the course goals being expressed without overt descriptions. 
The understanding between the student and the teacher that Gipps (1999) emphasises is an important 
factor in this social phenomenon. As Stobart (2012) observes, students often depend on teachers’ 
decoding of the steering documents. This is necessary because the documents are sometimes difficult 
for students to understand. Teachers require good communication skills and the ability to interpret the 
construct of an assessment.  

Moment of assessment  

The moment of assessment refers to the point at which the assessment takes place. This period could 
differ in length. In an upper secondary school context, students usually study several courses while the 
teachers teach and assess at least as many different courses. Is it realistic to think that both teachers 
and students can memorise the goals of each course? This is a major challenge for students and 



N. Andersson: Assessing dance 

InFormation 34    Volume 3, No 1 (2014) 

teachers, yet it is a condition for valid formative assessment. I cannot see how it is possible to 
continually assess without knowing specifically what is to be assessed and the unique grading criteria. 
Only one of the observed schools referred to a test on the students’ achievement at the end of the 
course. In this case, the class performed as a whole while two teachers observed and assessed them. I 
did not personally observe this class, but the teacher referred to it in another class I observed. The 
formative assessment during those observations occurred continuously in the classroom on the basis of 
the material provided by the teacher. On the one hand, the consequence is that the student is 
continually being assessed without the specific material, goals or abilities on which to focus. 
Assessing without the use of a checklist and communicating what is assessed and when present a 
challenge. On the other hand, there are many challenges as to whether tests or examinations truly 
reflect the domain. Is the test really measuring what is intended (Cureton, 1951)? If the students´ 
technique in jazz dance is to be tested according to the syllabus, the teacher can create material that 
provides the students with the opportunity to fulfil the criteria. It is important to reflect on the 
consequences as well as the soundness and trustworthiness of assessments when different occasions 
for assessment are created. Are the students able to show their achievements in the course? Does the 
task/test/performance etc. require relevant abilities? When and how often are students assessed? How 
does a teacher get a picture of the entire domain to be assessed? Does the test or examination 
underrepresent the domain?  

Quality of feedback 

An essential part of formative assessment is the feedback given to students (Black & Wiliam, 2009; 
Klapp Lekholm, 2008; Sadler, 1989). In this study, I saw non-constructive feedback given verbally as 
single adjectives like ‘good’, ‘nice’ and ‘better’. These comments communicate positive feedback to 
students but say nothing about the goals of the course, where the students are in relation to the goals or 
how the students should continue working towards the goals. This lack of clarity is also common in 
verbal corrections, such as ‘stronger centre’ or ‘spread out your feet’. The student gets an indication 
that something should change to reach the course goals but does not receive detailed information about 
how. Additionally, can the teacher be sure that the student really understands what he/she needs in 
order to change? Does the student get the message? What does the term ‘strong centre’ mean? Where 
is the ‘centre’ located? If validity in formative assessment is about supporting further learning 
(Stobart, 2012), validity might have failed in such cases. I was not able to identify the meaning of that 
feedback or whether the teacher and/or student had a mutual comprehension of its meaning from 
earlier experiences.  

Hernandez (2013) and Ross and Mitchell (1993) address verbal communication in feedback, and 
the latter study points to the possibility of gaining an insight into the student´s thoughts about the art 
form. One requirement is the student´s ability to express those thoughts verbally. Alter (2013), on the 
other hand, describes the use of demonstration as when students show their learning. If the whole body 
is included in the learning process, how is it that this knowledge can only be represented in verbal 
communication? Is it possible that students have adequate reflections and can express themselves in 
their performances? I believe it is important for teachers to reflect on which methods of 
communication are offered to students and how those can improve student achievement. Two of the 
teachers had their students either reflect in a group, view themselves in video recordings once or twice 
during class or through the use of a journal. In some cases, this might be useful and necessary with 
verbal or written assignments, and sometimes, this might also be able to express reflections through 
other modes, such as embodied actions. Teachers´ reflection is an important part of improving dance 
education (Warburton, 2010).  
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The observed teachers commonly used general feedback directed at the entire group. The students 
needed to select for themselves whether that feedback was relevant to them and whether it was useful 
to pay attention to it. Based on the same principle of awareness of what could be individually useful, 
even individual feedback could work as general feedback for the rest of the group. Embracing this 
feedback could be a challenge if the students are not conscious of their own level of knowledge and 
achievement or if the student and the teacher do not have accordance on the meaning of the feedback. 
Understanding between the teacher and student is important (Gipps, 1999; The SAF Foundation & 
Swedish Teachers´ Union, 2010). It seems almost impossible for the teacher to know how each student 
reflects upon his/her own achievement level and how he/she embraces general feedback. My own 
experience, both as a student and teacher, is that general feedback to the entire class is commonly used 
in dance, and I suspect it is more a tradition than a well-thought-out pedagogical method. It seems that 
for feedback to be meaningful for the student, there has to be agreement about its meaning. 

The teachers commonly used embodied actions and body contact, sometimes in combination with 
other modes, such as verbal communication. In Sweden, many teachers are required to apply written 
rubrics in their assessment practice, but I saw no signs of this in the observed dance classes. This could 
be one method used in formative assessment in dance (Warburton, 2013). The teachers used different 
modes of communication in their formative assessments, but no one used written communication in 
the classroom. One school worked with a journal outside the classroom where the students could 
reflect on different questions posed by the teacher. Can the non-verbal dimension of dance be 
represented in written form, or do these dimensions require other modes? As mentioned earlier, Alter 
(2013) argues that students more often express their learning through dance performance rather than 
explanation, thus suggesting that dance might require a way of working with rubrics that include 
embodied action instead of written communication. I believe this is an area to develop in dance though 
a rubric offers a way to capture a complex performance (Warbuton, 2013).  

Sadler (1989) observes that one does not often get an artefact in dance that can be assessed unlike 
in, for example, a history class where students produce an essay or a test result or art students produce 
paintings or a sculpture. One cannot return to the performance to check for details or missed content. 
In dance classes, the students are required to grasp the feedback in the moment; they have nothing to 
use as a support in their learning process apart from the video recordings that in my observations were 
used in only two of the lessons. Teachers face the same dilemma; with the exception of video 
recordings, they have nothing to refer to. Sadler (1989) makes it clear that a video recording cannot be 
adequately compared with the primary performance; therefore, the assessment must happen in the 
moment. In the studies by Ross and Mitchell (1993) and Leijen et al. (2009), the students themselves 
thought that video recordings of their own dance performance helped them better visualise their 
performance. Cone and Cone (2013) argue that the more experience teachers have in dance 
assessment, the greater the means by which evidence can be collected. In this study, the collection of 
evidence in the classroom only appeared through the video recordings. I assume and hope that the 
teachers documented the students’ achievements outside of class; but then this would only consist of 
the teachers’ documented assessment, not evidence of the students’ achievements. I believe that video 
recording in combination with methods such as peer-to-peer assessment and self-assessment could 
help students be more conscious of their learning process and can be used as a means by which 
evidence is collected for assessment. Reflection can be seen as an important activity to develop 
awareness and dance skills (Leijen at al., 2009). In dance, students can rely on teachers’ feedback 
instead of their own evaluation, and I argue that video can be a method and a support basis for 
students. In accordance with Hernandez (2013), I maintain that the use of different methods for 
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assessment in dance is preferable. I also believe that this will develop the assessment practice in dance 
and possibly contribute to a variety of teaching methods and the gathering of evidence of achievement. 
Life-world phenomenology posits that the subject´s active experience is a condition for learning 
(Merleau-Ponty, 1962). Self-assessment can be one way for the bodily subject to grasp an experience 
of his/her individual achievement level, and as Leijen et al. (2009) emphasise, reflection is an 
important part of their learning in dance. One cannot rely only on video recordings as they are poor 
substitutes for primary performance (Sadler, 1989). Based on my observations, I can conclude that 
settings for conscious self-assessment by students were rare though I was not able to discern any of the 
reasons for this. As Cone and Cone (2013) state, in the variation of assessment methods, it is relevant 
to decide who is making the assessment and with what consequences; the soundness and 
trustworthiness of the assessment might emerge with these choices.  

Dance as a group activity 

Dance is often performed in groups, and students can perform different dance material because of the 
choreography. However, teachers commonly assess all students at the same time. Is it possible to do so 
and still obtain a valid assessment? This is a huge challenge for teachers as dance is most often taught 
and performed in groups, and teachers are obligated to give each student individual attention and make 
adequate assessments (Brown, 2009; Eisner, 2007; Kassing & Mortensen, 1981). I see a validity issue 
regarding consequences, soundness and trustworthy assessment practices. To assess an entire group in 
one moment without an artefact could affect the assessment. Is it possible for a teacher to make 
accurate and adequate assessments under these conditions?  

It should be noted that I only observed exercises performed in groups or by couples. Is it possible 
that working individually with the students could be a useful complement in dance education? In 
music education, individual teaching is more common. To work with assessment and the students’ 
own consciousness of knowledge, individual teaching could be a complement to group teaching and 
the assessment practice. To develop the professional role of an assessor, I believe that consciousness 
and analysis of one’s own assessment practice is necessary. Discussions between teachers are one way 
to become more aware of their own practice. The students´ involvement and discussions on the 
assessment practice are also important as a way of working towards transparency. I also strongly 
believe that further research on this matter could shed some light for teachers in terms of the different 
dimensions of assessment in dance.    
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Abstract: The aim of the study is to illuminating teacher’s conception of quality expressed 
through verbal and non-verbal actions related to summative assessments of dance knowledge. 
The study has following research questions: How do conceptions of quality appear through 
grade conferences? How do conceptions of quality appear through teacher´s expressions of 
knowledge hierarchies? How do the teacher’s and student’s conceptions of quality relate to 
each other? To grasp the phenomenon, material was gathered through observations in a 
Swedish upper secondary school and the teacher’s written reflections. The observations took 
place during separate grade conferences between one teacher and ten students for the course 
Dance technique 1. In the analytical process, the phenomenon was seen, broadened out, 
varied, and then condensed into two themes: The conceptions of quality expressed through the 
teacher´s focus on abilities and The conceptions of quality expressed through views of dance 
knowledge progression. 
 
Keywords: conceptions of quality, assessment, grade conference, life-world phenomenology, 
dance education.	
 
Introduction 
 
This paper will present a study of a teacher’s conception of quality in dance knowledge 
assessments in a Swedish upper secondary school. The study is based on life-world 
phenomenology with the aim of illuminating teacher’s conceptions of quality expressed 
through verbal and non-verbal actions 1  related to summative assessments of dance 
knowledge. The teacher’s conceptions of quality is made visible through grade conferences in 
the upper secondary school. The following research questions are intended to cover the aim of 
the study: How do conceptions of quality appear through grade conferences? How do 
conceptions of quality appear through teacher’s expressions of knowledge hierarchies? How 
do the teacher’s and student’s conceptions of quality relate to each other? 
 
Swedish upper secondary schools are obligated to work towards equal assessment with 
explicit demands on documentation and guidelines regarding assessment practice (Swedish 
National Agency for Education, 2011a). Equal assessment refers to assessments with the same 
base for grading that corresponds with the subject, but does not have to be operated the same 
way (Swedish National Agency for Education, 2011b). Torrance (2007) argued that it could 
be a risk that assessment for learning is now moving towards assessment as learning, where 
explicit criteria and assessment practice dominate and steer education because of its 
instrumental approach. The importance of student–teacher conferences concerns student’s 
achievements (Swedish National Agency for Education, 2011b). On each course, it is 
                                            
1 None-verbal actions involve gestures, facial expressions, movement demonstration, sounds made with the body 
such as snaps.   
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mandatory to have parent–teacher conferences regarding the students’ learning, but it is not 
required for these to be related to grading (Rinne, 2013; Swedish National Agency for 
Education, 2004). The teacher is obligated to ‘regularly provide each student with information 
about their progress and the need for development in their studies’ as well as ‘inform students 
of the basis on which grades are awarded’ (Swedish National Agency for Education, 2013, 
p.13). There are no regulations for how teachers should communicate grades and the basis for 
grading. To fulfil that requirement, it is common but not mandatory that teachers offer grade 
conferences with a focus on the final assessment of a course or subject (Rinne, 2014).  These 
grade conferences are constructed as a conversation between the teacher and the student 
concerning the student’s achievement in relation to a specific course and can be seen as 
meaningful communication in a specific contextualised life-world.  
 
Teachers have developed conceptions of quality that are based on their earlier experiences 
and become visible in their teaching and assessments. The word ‘quality’ can incorporate both 
descriptive and normative aspects (Nielsen, 2002). Both aspects are assessed in dance. In 
dance technique, a descriptive aspect could be the angle of the dancer’s leg to the floor, while 
a normative aspect could be the sharp accent of the leg while lifting the leg of the floor. In this 
paper, the concept of quality is used normatively, and seen as based on a subject’s perception 
and earlier experiences. Therefore, quality is always seen in relation to a context (Zandén, 
2010) where the quality gets a meaning and is not measured instrumentally. These 
conceptions of quality constitute an important aspect in assessment practice, because 
assessment of a specific ability can affect how a teacher interprets concepts and appraises 
different progression levels. How do teachers interpret qualities such as weight and flow? 
What does it mean to perform movement vocabulary that relates to weight and flow with 
some certainty? Conceptions of quality are related to human beings, traditions, and contexts. 
Zandén (2010, p.26, author’s translation) described conceptions of quality as follows: 
‘Conceptions of quality come into existence both through bodily and linguistic actions, 
through what we pay attention to and how we perform it’. Through actions, human beings 
embody their conceptions of quality. Just by deciding what should be paid attention to or not, 
conceptions of quality are revealed as well as how they take place in a given context. The 
qualities we choose to pay attention to and value in an assessment depend on the specific 
context in which they arise. The teacher’s choice of context can be made consciously or 
unconsciously, and is, in either case, an important factor for what qualities are attended to. 
This can give a signal to the student as to what qualities and abilities are being assessed, and 
can in that way affect the prerequisites, content and performance of the assessment practice 
including both formative and summative assessment.  
 
Sweden’s upper secondary school curriculum is called Gy11 and was implemented in 2011. 
The syllabi include the aims of the subjects, goals, core content and knowledge requirements 
(Swedish National Agency for Education, 2012). The grading scale is A–F, where F is a fail 
grade. The core content shows what the teaching should cover and is based on the goals of the 
course, while the knowledge requirements contain quality aspects of attained achievement. 
The Swedish school system has a criteria-based grading system, which means that students’ 
target achievements should be assessed according to the levels as described in the knowledge 
requirements. This can take place at a specific moment, continuously throughout a course, or 
as a summary of achievements at the end of the course.  
 
The paper begins by highlighting the assessment field followed by the method for grasping 
the phenomenon of teacher’s conceptions of quality in dance education. After that, the result 
will be presented through two themes consisting of the themes’ inherent aspects and will lead 



 3 

into a section where the result is discussed in relation to life-world phenomenology and earlier 
research. 
 
Educational Assessment 
 
Torrance (2007) raised the question of whether assessment practices have become too narrow 
and criteria-based and, therefore, too focused on the assessment practise instead of the 
learning process and where criteria-compliance becomes more important. The goal in this 
kind of assessment is to understand and tick off the criteria through the use of tick-box forms, 
rather than focusing on their area of understanding as a whole. This so-called analytic grading 
system has a tendency, among other things, to be limiting because the criteria affect each 
other and are hard to isolate (Sadler, 1989). A holistic way of grading includes assessing the 
domain as a whole (Sadler, 2009), which the present curriculum for Swedish upper secondary 
schools Gy11 embraces (Lundahl, 2011). In holistic grading, responses become complex 
since they demand mastery of specific aspects as well as having an overall understanding of 
the studied area as a whole. The assessor has to base their assessment on the overall 
perception of knowledge being assessed and decides on an appropriate grade based on their 
knowledge base (Sadler, 2009). Having too narrow a perspective on criteria and assessment 
can result in a fragmented view of knowledge, which moves away from a wider 
understanding of the specific knowledge (Sadler, 2007). A fragmented way of working with 
assessment can have the consequence of less independent students.  
 
Assessment as an intersubjective setting 
 
The teacher’s ability to tune into the students’ knowledge is a prerequisite for appreciation of 
knowledge, feedback, and assessment. This requires openness, empathy, and awareness 
(Ferm, Thorgersen, 2011). According to life-world phenomenology, there is no distinction 
between body–mind–soul; they constitute an entirety of the body-subject (Merleau-Ponty, 
1962/2002). The body-subject inhabits the world and gives access to the world through the 
human experience of it: ‘The body is our general medium for having a world’ (Merleau-
Ponty, 1962/2002, p. 169). Human beings cannot, therefore, be separated from the world. The 
lived body—that is, the subject—is always situated in and connected with the life-world. The 
body and the world are intertwined and inseparable from each other. Bengtsson (2001) 
emphasised that the life-world ‘intends the world that is living currently in our perceptions 
and hence is inextricably linked with a perceiving subject’ (Bengtsson, 2001, p.70, author’s 
translation). Through the subject’s intentionality and actions, in different contexts (such as 
dance) subjects are intertwined with other human beings, things, and phenomena in contexts. 
Intersubjectivity in dance education can be seen as communication through verbal and non-
verbal expressions, where dance can be seen as embodied experiences and expressions 
(Engel, 2004). In dance knowledge the importance of body and bodily knowledge is seen as a 
central part (Fraleigh, 1987; Engel, 2004; Lindqvist, 2010; Parviainen, 2003). Based on a way 
of thinking of the world as communicating intersubjectively, assessment can be seen as a 
social phenomenon where the understanding between the teacher and student is central 
(Gipps, 1999). 
 
Teachers experience a student’s expression of dance knowledge in an intersubjective setting, 
such as in a meeting, which concerns the student’s achievement. As a living subject, the 
teacher perceives the student’s dance performance and is required to be open to how they 
express various combinations of knowledge as it is formulated in Gy11. This, in turn, requires 
imagination and fantasy, as well as continuous collegiate discussions about how dance 
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knowledge can be expressed in a variety of ways, grasp, conceptualise and critically reflect on 
the basis of the syllabi. Some kind of description or conceptualisation is needed to ascertain 
where the student’s knowledge relates to the learning outcomes, which requires having an 
appreciation of knowledge, feedback, and further assessment (Eisner, 1998).  
 
Assessment is commonly divided into formative and summative assessment.  Formative 
assessment focuses on assisting the student to move forward in their learning process 
(Gardner, 2011) and includes the explicit goals of the education, consciousness of where the 
student is in relation to the course goals and how the student can reach a higher level of 
achievement in the course (Swedish National Agency for Education, 2011). Summative 
assessment was initially described as summarised appraisals of a student’s achievement 
(Sadler, 1989; Swedish National Agency for Education, 2011). According to Swedish 
National Agency for Education (2011b) the assessment is summative when the result of the 
assessment is described in form of a progress rapport such as grades. In a grade conference 
the teacher communicates a summative assessment and can also present the basis for grading. 
Also, the grade conference may include formative assessment if the summative result is being 
used as a basis for further learning. The summary could be based on test results, provided 
judgments, or grades (Swedish National Agency for Education, 2011). Sadler (1989) 
highlighted that this kind of action is a passive assessment process, as it is not used to enhance 
student learning. Even though summative assessment in most cases does not affect the 
learning process, it could have an impact on decisions regarding education and still affect 
students. 

Communicating feedback within the assessment practice 
 
A student’s achievement in a summative assessment can be communicated by the teacher 
based on a student’s various expressions of holistic knowledge in a course or at a specific 
moment (Lundahl, 2011). Working towards the student’s increased self-confidence and target 
achievement demands noting the student’s strengths and which competencies can be further 
developed (Hofvendahl, 2010). For feedback and assessment to be meaningful, understanding 
between the student and teacher is important (Andersson, 2014; Ferm Thorgersen, 2011; 
Gibbons, 2004; Swedish National Agency for Education, 2011b). Assessing students’ 
learning could be seen as multilingual and therefore requires more than a letter grade, and 
should include a narrative evaluation of the students’ learning (Eisner, 2007). Based on 
research about assessments, it can be said that feedback is an important part of learning 
(Black et al, 2009; Gardner, 2011; Hattie, 2009; Klapp Lekholm, 2008; Lundahl, 2011; 
Sadler, 1989). In dance, feedback serves the purpose of motivating, reinforcing, and 
correcting (Gibbons, 2004). For feedback to be effective, the focus should be on learning and 
problem-solving, not on the student as a person, though it is not explicit in the knowledge 
requirements. Feedback focusing on the personality can have a negative effect (Zandén, 
2010). Gibbons (2004) argued that positive feedback could give the student motivation while 
highlighting their improvement.  
 
When it comes to grading coursework, a common way of giving feedback is through 
communicating a completed grade with written comments (Holmgren, 2010). According to 
Butler (1988), comments combined with grades do not provide the intended effect on student 
performance, and in fact give the poorest results. Students tend to focus more on the grade 
than the comments, even though the grade offers the least information about further learning 
(Butler, 1988). Lundahl (2011) pointed out that grades are unclear because they do not 
contain any information or guidance about preceding work; Lundahl therefore argued that, 
based on research, it is not easy to know in which way grades can have a pedagogic function.   
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In Swedish grade conferences, there is a tendency towards an increase in documentation. A 
study shows that music teachers in primary school motivate their increased documentation as 
a tool in grade conferences (Zandén & Ferm Thorgersen, 2015). Hofvendahl (2012) argued 
that it is important to reflect on how these documents affect the grade conference’s structure 
and actions. There is a risk that these documents prevent the conference from being open and 
active. Feedback can be seen as including both the informational content and the effect of the 
feedback (Sadler, 1989). Rubrics can rather be used as a method of working with formative 
assessment in dance and offer a way to capture complex performances (Warburton, 2010). 
The teacher, other students and the students themselves can communicate informative content 
and have an effect on the feedback. If the students do not receive training in self-assessment, 
there is a risk that the students then over-rely on the teacher (Swedish National Agency for 
Education, 2011b). Self-assessment can result in enhanced learning through the students 
reflecting on the quality of their own work, assessing whether these achievements fit the 
knowledge requirements, and then deciding about further learning processes (Swedish 
National Agency for Education, 2011a). Grade conferences can be seen as intersubjective 
settings for feedback. According to existing research, grade conferences have focused more 
on personal qualities than on knowledge-related qualities (Rinne, 2013). Several researchers 
and the Swedish National Agency for Education (2011a) emphasise student involvement in 
the assessment practice (Dochy et al, 1999; Lan, 2005; Lundahl, 2011; Rinne, 2013; Sadler, 
1989). One goal of Swedish schools is to encourage student responsibility for their own 
learning (Swedish National Agency for Education, 2011b). Rinne (2013) described how a 
teacher’s action in an observed grade conference can be interpreted as a way of obscuring 
negative feedback; the teacher based her assessments on knowledge requirements that both 
the teacher and student perceived as abstract and that seemed to make the assessment even 
more confusing. The content in Rinne’s observed conferences did not initially focus on 
reasoning about subject-specific knowledge.  
 
Methodology for Grasping the Teachers’ conceptions of Quality 
 
A starting point for life-world phenomenological studies is to turn to the things themselves 
and to be open and adaptable to how the thing is made visible to a subject. The phenomenon 
of this study in teacher’s conceptions of quality in dance knowledge assessment and in order 
to grasp the phenomenon material was gathered through observations of grade conferences 
and written teacher reflections. Generated material constituted a basis for the analysis and 
created opportunities to perceive different aspects of the teacher’s lived experiences of the 
phenomenon.  
 
The observations took place at the upper secondary’s Arts programme during ten separate 
grade conferences between one teacher and ten first-year students in the dance orientation 
within the course Dance technique 1. The teacher offered the students two grade conferences 
each during one semester, which were observed. At the first grade conference, the students 
were given information about what grade they had achieved on the course so far. At the last 
grade conference, the students received information about their final grade on the course. 
Before the first grade conference, the student and teacher filled out a rubric regarding the 
student’s achievement level. The teacher had constructed the rubric that presented ten core 
contents based on the formulations in the syllabus. Written in the left-hand column; the 
various core contents required in the syllabus each had a separate row. The column of the core 
content followed by columns with knowledge requirements for each grade and core content. 
The grade conference took place in the teacher’s office in the presence of the teacher, student, 
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and me. The teacher and the student sat facing each other on a couch, and I sat on a separate 
chair by the little side table. I needed to be aware that my presence would affect the setting. 
Through observations of the grading conference verbal and visual material could be 
comprehended and the teacher’s conceptions of quality were afterwards made visible through 
analysis. During the observation, I handwrote structured field notes. The structure could be 
seen in that I had one column for the teacher’s communication and one separate column for 
the student. I noted all verbal communication and non-verbal actions that I was able to 
embrace.  Thereafter, the field notes were rewritten into a text document and I added 
questions and comments about the observations. Afterwards, the field notes, which included 
my comments and questions, were emailed to the teacher who wrote reflections based on the 
written content and sent them back. The teacher’s written reflections made it possible to 
further comprehend the teacher’s experiences, thoughts and reflections. This study follows the 
Swedish Research Council’s ethical guidelines and the participants were informed that it was 
optional to participate (Swedish Research Council, 2002).    
 
The method used for analysis is based on Spiegelberg’s (1960) phenomenological method, 
which offers a guideline for phenomenological analysis. The method is interpretive and 
involves a search for meaning. This method for analysis harmonizes well with the basic 
statements in phenomenology, namely openness and adaptability to the phenomenon. A base 
in phenomenology is to come into contact with the phenomenon’s general essence (Patocka, 
2013). The phenomenon, teacher’s conceptions of quality, is seen and broadened out, varied, 
and then condensed, in order to find the essence of the phenomenon. To be able to be 
adaptable to the phenomenon, it is important not to force it into a fixed structure. Hence, I 
chose to follow the analytical method in a none chronological order.  
 
First, the phenomenon was experienced through a phenomenological attitude. This was done 
through letting various aspects of the phenomenon show themselves to me through the field 
notes and embracing the material in a non-critical way. My intention was to be aware of my 
own lived experiences and to be able to be as adaptable and open to the phenomenon as 
possible. The material was reviewed several times, which made different aspects appear in the 
text, and eventually essences of the phenomenon were highlighted. 
 
Furthermore, through condensation and interpretation the essences of the phenomenon were 
related and compared to each other based on their similarities and differences, and themes of 
the essences started to appear. These essences were broadened out, seen through their 
variations including differences and similarities, and then the essences were condensed by 
exploring which essence might be connected or not connected to each other. In this process, 
themes of the phenomenon started to appear clearer and relations between essences were 
investigated before the first image of the phenomenon became crystalized. The themes and 
their aspects were not fixed from the beginning of the analysis, but through the analysis they 
emerged over time.  
 
Additionally, the process included identifying different modes that appeared by further 
investigating the relationships between the themes and their aspects. Images of the relation 
between themes and aspects became clearer and were clarified in the way described in the 
results of the study. The phenomenon was then viewed from different perspectives and 
appeared as a complex form in the researcher’s consciousness. The researcher has to be 
conscious of earlier experiences of the phenomenon by being aware of them in the analysis 
process. That is also why it is so important to read the material several times as well as zoom 
out and in of the material. That is why you can see the material from different views without 
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letting your earlier experiences take over the analysis.  The purpose of the analysis was to 
explore various dimensions of the phenomenon, which was related to the original material. 
Interpretations of the phenomena were made in order to perceive its meaning which is seen in 
the results below. 
 
The Phenomenon of Teacher’s conceptions of Quality  
 
Through the analysis, two themes of the phenomenon appeared: The conceptions of quality 
expressed through the teacher’s focus on abilities and the conceptions of quality expressed 
through views of dance knowledge progression. Different aspects of the teacher’s conceptions 
of quality regarding dance knowledge are exemplified with quotations from formulations and 
non-verbal actions between the teacher and student during the grade conferences observed. 
All quotations were originally in Swedish, but for this paper all quotations have been 
translated into English.  
 
The conceptions of quality expressed through the teacher’s focus of abilities  
 
Within the theme Conceptions of quality expressed through the teacher’s focus of abilities, 
two intertwined aspects could be seen: Expressed dance abilities and Expressed general 
abilities. In the conferences, the teacher expressed conceptions of quality through verbal and 
non-verbal communication. The teacher was getting up and down from the couch to 
communicate through the different modalities.  

Expressed dance abilities 
 
The aspect Expressed dance abilities included the teacher’s conceptions of quality regarding 
the students’ performed dance abilities. The expressed dance abilities seen in the students’ 
achievement concerned embodied qualities2 and idioms3 in movement, including the students’ 
control over movement in performance and connection between movements4. Awareness in 
the non-verbal incorporated spatial ability. Conceptions of quality were also shown as 
placement5 and technique6 in more static positions as well as in movement. These chosen 
dance abilities emphasised the teacher’s conceptions of quality by showing what the teacher 
valued as meaningful dance knowledge in the specific course (Zandén, 2010).  
 
At the beginning of the conferences, the teacher opened the dialogue by asking, ‘How was it 
for you to fill out the rubric?’ The students expressed that it was hard to understand the 
meaning behind the rubric’s formulations by saying things like, ‘[I] didn’t understand 
everything … [It was] hard to understand’. The rubric was based on the formulations in the 
syllabus and also included quotes from the syllabus. This is an example from the rubric where 
the letters represent grading levels of knowledge requirements: 
 

                                            
2 Quality refers to the dynamic of the movement. How the movement is performed, and with what movement 
qualities. Common qualities can vary between genres. 
3 Idioms can be described as the bodily positions, shapes, movement in space. Common specific idiom can vary 
between genres. 
4 Connection between movements is regarded as how movements are connected and intertwined with each other 
in contrast to separate movements from each other. 
5 Placement refers to bodily placement in relation to space. Both anatomically how the skeleton is placed in a 
space as well as the bodily subject in relation to space, other human beings and things within the space.     
6 Technique can be described as how the movements should be articulated in a certain context. 
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Figure 1: Schematic illustration of a rubric based on the course Dance Technique 1 

 
In the syllabus, the core content seen above is formulated as ‘Codes and conventions in 
technique training’ (Swedish National Agency for Education, 2011a). In the knowledge 
requirements, there are more detailed formulations, but the formulations in the rubric are 
defined with quotes. The students were not familiar with the rubric, and it was clear that the 
teacher would have preferred to work with the rubric differently if they were required to use 
rubrics again.  
  

We had not talked about the rubric beforehand because we lacked time, which was very 
unfortunate. It was almost thrown at the students. NOT good! [I] Won’t do that again, because 
it barely had a function. Many students thought it was hard. I think that I will redo it. If you 
don’t understand it, you blame yourself. 

 
The teacher is the one who chooses what exact formulations that are quoted in the rubric 
based on the core content and the knowledge requirement. The teacher makes the rubric’s 
formation.  
 
Flow and weight in movements7 were qualities of movement expressed by the teacher. At the 
same time, the teacher verbalised the sentence, ‘Flow, work with that to save energy and to 
connect [movements]’, she or he embodied the meaning with the sentence. The teacher 
embodied the meaning by performing movements that were connected and that condensed the 
amount of energy that was required to perform that specific movement. Here, ‘flow’ was seen 
as a tool for the training process in dance but also as a way to connect movements. This 
aspect also includes the importance of being specific in a movement but without losing 
connection between movements. The ability to connect movement was also seen in 
combination with flow in the text above. The teacher communicated the ability to connect 
movements by visually embodying the movement between different positions and finishing 
the movement, while saying: ‘Think of the way there’. The teacher showed two positions and 
the transition between them with her body to give a visual picture of the difference between 
whether or not you work with how movements connect.   
 

Teacher: [You need] Exactness in [your] movement, you sometimes sail away. You seem to 
flap a bit.  
Student: [I] need more control.  
Teacher: Yes, but not smaller [movements]. It’s about how you connect the movements. How 
you move on [starts showing movements that flow into each other like a weave], come 
together without stopping. Can you recognise this?  
Student: Yes, not too staccato. Yes, [I can be] a little incomplete [in my movements].  

 
In both the verbal and non-verbal actions, communication of the qualities flow and weight 
was embraced by idioms based on contemporary dance tradition. Both the teacher and some 

                                            
7 Flow and weight in movement are commonly used formulations in dance that are based on Laban’s analysis of 
dance movements that describe movement quality that can be in general terms and can vary in different genres. 
Flow relates to control and bodily tension including speed, energy, frequency/rhythm and pause (Camurri, et al., 
2003; Zhao & Badler, 2001). Weight is regarding the impact of the movement including tension and dynamic 
(ibid)  
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of the students expressed that the achievements refer to one genre— contemporary dance. For 
example, the students expressed that they have not danced contemporary dance before.  
 
The teacher said to the student, ‘You need to find the weight’. Through the embodied 
movements of the teacher, the expressed qualities of movement were related to the specific 
movement vocabulary in contemporary dance. The teacher emphasised the importance of 
control in dance performance8, ‘You have an ability to let yourself go, but [you] need to be in 
control’. To show the student what the outcomes meant in movement, the teacher made 
sounds and curved movements that moved in space, and then said ‘slurp’, and all movement 
stopped in one static form in her body. The teacher also said that control was needed in 
extreme positions. In the conference, the importance of using momentum9 in movements and 
the ability to catch the movements with control while finding dynamics in the movements 
appeared. 
 
The importance of awareness in dance performance was another conception of quality that 
appeared. The teacher answered a question, which was added in the rewritten field notes 
about how she or he knew that the student worked with more awareness, and in what way 
they felt able to assess awareness. From the quotation, his or her point of view was that it’s 
not possible to see awareness as merely a cognitive activity—that’s not an option in dance. 
Awareness is also something that is expressed in and through the body. This is in line with 
Merleau-Ponty’s (1962/2002) view on embodied knowledge that the whole body is involved 
in learning. In this quotation from the grade conference, the teacher emphasised that 
awareness cannot be delimited to involve only cognitive activity.    
 

I see bodily progression/awareness in her- I see that she can make choices when she dances. 
Awareness is not only in the -mind but also in the body. It’s tricky ;)  

 
In the grade conference, the teacher communicated how spatial ability could be seen as 
intertwined with awareness, both concerning the geometrical room, other subjects in the 
room, and the difference between dance materials. The importance of being aware also 
appeared in this context in the teacher’s communication. ‘Sometimes you sail away, try to 
make choices about how you will relate to others with awareness. Take off your blinkers, 
open up, and see’.  
  
When it comes to placement and technique, the teacher focused on how the student worked 
with placement and technique overall and not in specific movements in their dance 
performance. The teacher emphasised the ability to vary between working the leg’s rotation in 
parallel and turned out10 positions. The teacher talked specifically about technique during 
movements that used the floor, she or he called this floor technique in contemporary dance, 
‘You and the floor are like best friends’.   
 

You have found the floor nicely, especially in the choreography. You have to find your 
centre11 in your body’s placement. You are falling forward [with your body]. You have found 
a lot in your torso towards the end. But you still need my help, just keep on working. 

 

                                            
8 Control in movements here refers here awareness over your body, conscious usage of different movement 
dynamics and the ability to combine contrasts in movement quality.    
9 Momentum is the movement’s inherent force. A movement continues in the same direction it started from.   
10 Turnout refers to the lateral movement in the hip joint. 
11 Working with centre is about engaging the core muscles to find stability in the torso.  
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The teacher’s conceptions of quality appeared through the choices of focused dance abilities, 
which also emerged in the formulations in the syllabus. For example, qualities and idioms in 
movement were mentioned in the core content in the syllabus:  
  

Movement vocabulary in relation to time and space as well as qualities such as weight and flow. 
The idioms of dance technique. (Swedish National Agency for Education, 2011a, author’s 
translation).   

 
In the core content, it was stated that dance knowledge should be related to two genres. In this 
study, dance abilities were solely related to the contemporary dance genre. The students had 
two dance genres in the course, namely: contemporary dance and hip hop. Yet the 
conceptions of quality show that the dance abilities in contemporary dance were the ones that 
were valued during the grade conferences.    

Expressed general abilities 
 
The aspect Expressed general abilities was constituted by the student’s work during the 
course — for example, the process and effort they made during class. This communication 
was about how the students worked in class and included their effort, ability to memorise 
dance movements, and the students’ reflections. These general abilities were communicated 
without expressing what dance knowledge the students’ achievements were related to. The 
teacher expressed this as:  
 

You are finding [the movements] fast [in your body] and copying. Sometimes it’s hard to know 
if you are working correctly or if you are copying … Put work into your verbal reflection.  

 
The teacher emphasised the importance of memorising the movements and expressed a 
distinction between copying movements and working correctly within the movements. 
Copying involves doing the same movement as someone else, but to work further on 
interpretation of the movement is referred to as working correctly. What is important is not 
the value of a student’s dance performance, rather it is the process of learning the movements. 
Memorisation was a requirement in the core content of the course and was also a part of the 
knowledge requirements. The quotation above was the only time the teacher talked about 
reflections and I asked whether all other students had reached that goal. The teacher 
answered: 
 

Yes, actually, now that you mention it, I have been working actively with this student 
throughout the year to make her reflect more verbally. She can reflect and is learning quickly 
with her body, but she is a bit shy. I have actually pointed this out in conversation and will try 
to push her a little extra in the upcoming year. Sometimes, things can develop when they are 
left alone for a while during [the] summer [holidays]. 

 
The aspect Expressed general abilities also included communication about work that was not 
always connected to any specific ability, such as: ‘You are working really nicely with your 
body … You are a beautiful dancer … You have come a long way’. These quotations 
embraced the process in dance performance where the students’ efforts in class were valued. 
Expressed conceptions of quality could not be derived from the syllabus of the course, but 
show that it is something that is still conceptions of quality for the teacher.  

The conceptions of quality expressed through views of dance knowledge progression 
 
The teacher communicated various conceptions of quality, which verified that the student had 
reached a certain level of knowledge. Different conceptions of quality appeared through 
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various combinations of teacher appreciation of knowledge in levels of grading. Two aspects 
appeared: Expressed progression levels of achieved knowledge and Relation between the 
teacher’s and the student’s expressed conceptions of quality. 

Expressed progression levels of achieved knowledge 
 
Conceptions of quality were seen in how different levels of knowledge regarding students’ 
abilities were expressed. Within the aspect, it was apparent that the appreciation of knowledge 
appeared differently regarding lower and the highest achievement levels. There was also a 
difference in which abilities were explicit in a lower (grades B and C) versus the highest 
(grade A) achievement level. These two achievement levels emphasised the same abilities, 
with the addition that the lower achievement level also emphasised control over movement in 
performance and awareness in the embodied action. Appreciation of knowledge in the lower 
achievement level was expressed through the student’s acknowledgement of the ability. In the 
highest achievement level, appreciation of knowledge was expressed through how the 
students’ used the ability.  
 
In the lower achievement level, the student’s acknowledgement of ability was seen through 
communication during the grade conference where the students’ recognition and 
acknowledgement of abilities in their dance performance were assessed. Regarding technique, 
for instance, the teacher pointed out that the student had to find their centre by saying ‘In your 
placement, you have to find your centre; you are falling forward’. It was enough for the 
student to find the different abilities in their dance performance; the quality of the 
performance was not appreciated in terms of their knowledge. Concerning the quality of 
movement, the importance of finding flow and weight in the performance was stressed. The 
teacher emphasised placement through finding the centre strength in the core muscles in order 
to find weight and flow in the dance performance, ‘Weight in flow, centre is high up; find the 
weight’.  
 
The use of ability included how the students used their ability in performance, which was seen 
in the highest achievement level. The students acknowledged their ability in their dance 
performance and the appraisal regarded the way the student was exploring variation and 
gradation of the use of the ability. The student had to be able to acknowledge the ability in the 
dance performance as well as develop the use of this ability. In addition to finding their 
centre, the student had to be able to use the ability of working with their centre to find other 
ways of using their placement, ‘Lift up your centre; find length, and turn out’. Regarding 
quality of movement, the goal was to explore the movement based on different qualities.   

Relation between the teacher’s and the students’ expressed conceptions of quality  
 
The teacher’s conceptions of quality also appeared when verifying students’ achievement in 
accordance with a certain level of knowledge. According to the completed rubric, the teacher 
assessed the students higher than the students did themselves; I observed the students putting 
higher expectations on their achievements. The conceptions of quality appeared in the way the 
teacher valued how dance knowledge progressed as well as how this progress in dance 
knowledge was seen in accordance to the students’ conceptions of quality. 
 
In the conferences, it appeared that the students demanded a lot of themselves in their 
assessment, and the teacher encouraged them to see what they were good at. The teacher 
expressed this by saying, for example: ‘You are hard on yourself. Maybe we should work on 



 12 

that? … It's good to have willpower, but not when it gets in the way of other achievements’. 
The teacher also said: 
 

Sometimes you should give yourself encouragement. We talked about it last autumn; have you 
done it? Shall we have a routine where you tell me you are doing this? No buts! We could 
make it a routine to get it started.    

  
The difference in the teacher and students’ assessment showed that they have different 
conceptions of quality in relation to the knowledge requirements. The progression of the 
teacher’s conceptions of quality was reconciled with the students’. They did not discuss 
specific areas in the assessment, only an overall assessment for the course. The difference in 
assessment was not problematized in any way other than that the teacher saying that it was 
due to the students’ high expectations of themselves.   
 
Discussion and further Thoughts about Conceptions of Quality 
 
Here, I further discuss and relate the findings to earlier research and life-world 
phenomenology. The teacher’s conceptions of quality seen in the choice of focused abilities, 
communication and interpretation of achievement levels are discussed in relation to 
challenges in assessing dance.  
 
The abilities that the teacher chooses to focus on or disregard can highlight their conceptions 
of quality (Zandén, 2010) and constitute what the teacher values as important qualities to 
assess. These conceptions of quality are based on earlier embodied experiences. Even though 
the syllabus had already decided what abilities to focus on, the teacher’s conceptions of 
quality appeared in what space and time different knowledge was given during the lesson. 
The abilities the teacher focused on can depend on his or her own experiences or lack of 
experiences based on background, education, dance tradition and context. The different 
meanings can be influenced by the teacher’s experiences of the genre’s history, traditions, 
genre-specific content and movement vocabulary, as well as the teacher’s education. Different 
qualities, such as weight and flow, can be expressed differently based on genre and on one’s 
conceptions of quality. In the study, it was seen that the body was a major part of 
communication and expressing knowledge.  
 
Awareness was a focused ability, which could be improved by self-assessment and peer 
assessment. The teacher emphasised that awareness can be expressed with and through the 
body and in the students’ choices in their dancing. A life-world phenomenological point of 
view is that awareness cannot be isolated to a certain part of the physical body (Merleau-
Ponty, 1962/2002). A life-world phenomenological approach could influence the way of 
working and assessing so that the body as a whole would be taken into account. Because 
dance is a bodily expression, it is important that the whole body is included in the 
communication. The students did not express themselves through dance performance and did 
not try out what the teacher was communicating as a way to understand the grading or as a 
way to achieve a higher grade. In teachers’ conceptions of quality, there is a tradition and they 
are situated in a context that affects our decisions and actions. There can be benefits for the 
student’s learning process to be involved in the assessment practice through various 
modalities, including dance performance. In line with life-world phenomenology adaptability, 
flexibility and openness are important in research. This could be seen in the teacher’s various 
modes for communication.   
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With regard to the risk of becoming too criteria-based (Torrance, 2007) and students 
becoming less independent (Sadler, 2007), how can we, as teachers, be clear about what 
abilities they focus on and at the same time not be counterproductive when it comes to student 
learning? In this case, the student did not understand the rubric. Creating an understanding 
between the teacher and student is an important factor (Gipps, 1999) for learning and can 
make it easier for students to be involved in their own learning (Dochy et al, 1999; Lan, 2005; 
Lundahl, 2011; Rinne, 2013; Sadler, 1989). The difference between the teacher’s and the 
students’ assessment may have appeared differently if the students had a better understanding 
of the rubric and the steering document, or depending on how habituated they are to assessing 
themselves. In order to develop this ability, assessment needs to be discussed and practiced in 
order for it to become embodied. In a grade conference, assessments should be used by using 
the mode that appears best-suited to express the assessment of the area of knowledge. As 
mentioned in the paragraph above, adaptability, flexibility and openness to what is being 
assessed, students’ needs and the context can be tools in the assessment practice. The 
teacher’s reflection about working differently with the rubric, because it did not achieve the 
desired effect, can be seen as an important questioning about the teacher’s own assessment 
practice. What choices we make are based on well-reasoned decisions or/and our context and 
tradition. In collegiate discussions among dance teachers that I have been part of in the role of 
both dance teacher and researcher, they have sometimes argued that modes other than dance 
performance are necessary to perceive some core content and knowledge requirements, such 
as students’ reflections about their own processes. However, self-reflection is a long-term 
process related to earlier embodied experiences. The teacher expressed student’s assessment 
through various modes, which gave students the possibility of grasping the meaning of the 
assessment in various ways.  
 
In the grade conferences, students’ efforts in class were paid attention to, which not 
necessarily related to the goals of the course, but still showed the teacher’s conceptions of 
quality. Feedback that focuses on personality traits instead of the task can have a negative 
effect on the student (Zandén, 2010). But can it have other functions that are important for the 
student’s learning process? Perhaps the teacher uses it to develop the student’s self-
confidence in their dance performance. Positive feedback can give the student motivation and 
communicate students’ areas of improvement (Gibbons, 2004). The understanding between 
teacher and student determines how the student interprets the meaning of communicated 
feedback. If a grade conference is communicating a summative assessment, depending on 
context and usage of encouragement, discussions of the student’s effort in class could become 
somewhat confusing. Encouragement can be a way of obscuring negative feedback (Rinne 
2013). As a teacher, it is important to reflect upon the intention, consequences of such 
encouragement as well as the conceptions of quality in an assessment in order to be able to be 
adaptable, flexible and open. In this process, the collegiate discussions are significant 
(Zandén, 2010). Through discussions about what teachers focus on in their teaching and their 
assessments, awareness about their own practice is possible. 
 
The teacher did communicate the student’s achievement level using the rubric and gave each 
student a grade. Earlier research argues that the student focuses on the grade even if 
commentary also is communicated (Butler, 1988), but also that rubrics are a way to 
communicate complex performances (Warburton, 2010). The rubric could have been used to 
communicate the goals of the course, the student’s achievement level, and how the student 
could improve their learning outcome, a more nuanced approach to movements was needed 
and the focus was on how the student worked with this ability. The difference in requirements 
to receive the highest verses lower grades is showing the teacher’s conceptions of quality 



 14 

regarding expressions of knowledge hierarchies. For a C grade, it was required to 
acknowledge weight in their embodied expression. To receive the highest grade, weight 
needed to be used with gradation in the embodied performance and the focus was on how the 
student worked with this ability. The same content was brought up with different levels of 
progression, except awareness in the embodied action and connection of movements, which 
only appeared in communication regarding a lower achievement level. There is a question as 
to whether awareness in the embodied action and connection of movements can be seen as a 
prerequisite for a different content focus in the highest achievement level. It is possible that 
awareness and control are needed to be able to perform dance with nuances, such as the 
example of flow and weight; at least this was seen in the assessment in the highest 
achievement level. It would be interesting to explore further how teachers perceive their basis 
for assessment and interpret the achievement level in relation to conceptions of quality. As 
mentioned above, the teachers’ collegiate conversations can be a way of making them aware 
of their own conceptions of quality and exploring how they manage assessments. 
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Making space for assessment – dance teachers’ 
experiences of learning and teaching prerequisites  
 
Ninnie Andersson 

Abstract 
This article illuminates and discusses assessment within dance education in 
Swedish upper secondary schools through teachers´ reflections. The study 
focuses on the assessment practice within the subject-specific art program in 
dance. Different methods were used to be able to grasp the phenomenon from 
different horizons, namely written and verbal teacher reflections, seven 
interviews with four teachers, and one trilateral talk. The teachers’ lived 
experiences about their assessment practice are captured trough these different 
methods. In the analytical process, the phenomenon was seen, broadened out, 
varied, and then condensed into two themes. The first theme includes 
conditions for assessment for learning	 that	 embraces	 conditions	 that	 are	
necessary	for	the	assessment	to	take	place.	The	second	theme	revolves	aspects	of	
making space for assessment	both	as	self-assessment,	teacher	assessment	and	the	
use	of	syllabi.	The	findings	show	that	important	factors	to	take	in	consideration	
regarding	 the	 assessment	 practice	 are	 the	 understanding	 in communication 
between teacher and student, modes used in feedback, interpretation of syllabi 
and collegial conversations about the assessment practice 

 
Introduction 

 
I believe grades are mechanical goals in dance education. The students enter 
this education with their bodies, experiences, preconceptions and difficulties, 
which makes them vulnerable. As teachers we should affirm students’ 
development, both in dance and in their identities. It is an emotional and 
affective process and I believe the scale of assessment in dance should be 
formulated in such a way that a performance can be graded as either 
satisfactory or not satisfactory.  

 
The quote above comes from a Swedish upper secondary school teacher and 
expresses that assessment in dance education can be experienced as an emotional 
process, and that the scale of given grades should include only two progression 
levels. Whether teachers agree or not to the assessment system, they are 
obligated to assess and grade their students in the Swedish school context.  
 
Black and Wiliam (2010) emphasises that the importance of assessment is the 
teachers’ work with education, which can appear as an interactive process. 
Interactive assessment processes within education include: an action expressed 
by the teacher, embracement by some kind of response and based on the 
response the forthcoming learning is constituted. Lack of response will equally 
have an impact on the learning process. In the assessment process the teacher 
needs to analyse the divergence between the current achievement and the 
defined goal or goals. Such a process always incorporates interpretation; to 
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identify the students’ achievement in relation to the goal/-s. The interpretation 
in itself means that the results can be haphazard since the interpretation is 
dependent on the person’s earlier experiences and affects how we experience 
the world. The teachers assess their students themselves and are required to 
communicate the assessed achievement level and basis of grading to the students. 
Furthermore, teachers are required to make equal assessments with an explicit 
demand on documentation (Ferm Thorgersen, et al., 2014; Styrke, 2015; The 
Swedish National Agency for Education, 2011). Equal assessment refers to 
assessments with the same base for grading that corresponds with the subject, 
but does not have to be operated in the same way. Swedish students are being 
graded by the teacher himself/herself from year six inline with a criterion-
referenced grading system. Dance is not a mandatory subject in the Swedish 
comprehensive school, but possible to chose within the Arts programme in the 
upper secondary school1.  The dance orientation in Swedish upper secondary 
school started in connection to the implementation of curriculum Lpf94, which 
took place in 1994. A new curriculum named Gy11 was gradually implemented 
in 2011. Dance knowledge as it is described in the current curriculum for the 
Swedish upper secondary school, Gy11, is described in a holistic way 
(Andersson & Ferm Thorgersen, 2015). 3  
 
The aim of this study is to illuminate and discuss assessment within dance 
education in upper secondary schools through teachers’ reflections. Due to the 
implementation of Gy11, it is relevant to research how teachers reflect upon 
possibilities and difficulties in their assessment practice. The paper will briefly 
explore and contextualise assessment. Thereafter the methodology will be 
described as a base to the chosen method of analysis, followed by the result of 
the study, discussed in relation to earlier research and life-world 
phenomenology.  

The use and interpretation of syllabi within an assessment practice  
Syllabi can be described as a line of agreements and living documents where a 
need for further knowledge in interpreting steering document can be seen 
(Styrke, 2013). According to Sandberg (2012) the curriculum can be 
apprehended as a cultural document that relates earlier experiences to the future. 
Formulations in the syllabi are based on the writers’ experiences, negotiations, 
and instructions (Andersson & Ferm Thorgersen, 2015).  
  
Teachers’ relation to steering documents4 can change over time and therefore 
transform the use of the syllabi within education. The use of given criteria in 
education is dependent on how teachers implement them (Atjonen, 2014), both 

                                         
1  The Arts programme is a national programme and is a higher education preparatory 
programme. 
3 The syllabi include various competences that should be included in the education. Based on 3 The syllabi include various competences that should be included in the education. Based on 
three roles the syllabi include generic abilities and subject specific knowledge areas, For exact 
formulations of the syllabi see http://www.skolverket.se/laroplaner-amnen-och-
kurser/gymnasieutbildning/gymnasieskola/sok-amnen-kurser-och-program (last accessed 
November 18, 2015) or what knowledge should be assessed could be found in the paper: 
Andersson & Ferm Thorgersen (2015).  
4 Different documents that regulate the school activity. Steering documents consist of laws, 
statutes, curriculum, goals, prescriptions and guidelines.  
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in clarity of the goals as well as to what extent the teacher covers the 
curriculum. In order to implement syllabi in dance it is necessary for the 
teachers to develop an understanding of the meaning of movement elements 
and structuring elements (Meiners, 2001). Hence implementation can be 
interpreted  as a way of emphasising the importance of teachers’ interpretation 
and understanding of a syllabus where a professional approach might be 
required. A professional approach can be described as being aware of one’s 
conceptions of quality while interpreting and implementing the syllabus into the 
teaching practice. The way teachers chose to work with the interpreted syllabi 
can have consequences for and determine the assessment practice. According to 
Klapp Lekholm (2010), it is the teachers’ own responsibility to interpret steering 
documents, to assess and grade students. This process has commonly higher 
validity through collegial assessment. The importance of collegial discussions are 
emphasised in assessment research (Atjonen, 2014; Zandén, 2010). Zandén 
(2010) argues that reflections within collegiate discussions can make teachers 
aware of their conceptions of qualities. By embracing other teachers’ assessments 
through collegiate discussions, teachers can question and evaluate their own 
teaching, including assessment (Atjonen, 2014).  
Assessment can have different purposes depending of the intention and 
operation. Assessment of learning refers to conclusive assessment of a specific 
domain, assessment for learning involves assessment that result in further learning 
and assessment as learning revolves assessment that steer the learning process 
(Torrance, 2007). The assessment practice can become too narrow and criteria-
based, which moves the practice towards assessment as learning instead of 
assessment for or of learning (Atjonen, 2014; Torrance, 2007). This could mean 
that an explicit criteria and assessment dominates and steers the education. The 
focus becomes to understand the knowledge requirements and to check off 
students’ work in relation to the criteria. One example is using tick-box forms 
instead of taking into account the area of knowledge as a whole. Also Sadler 
(2007) stresses the risk that a too narrow perspective on criteria and assessment 
makes the view of knowledge fragmented, which influences the way teaching 
will be drawn up. Hence, criteria-based education can have negative effects 
(Torrance, 2007), such as diminishing independence for the student and could 
challenge to what degree the student is dependent on the teacher (Ferm 
Thorgersen, et al., 2014). Observed dance teachers shows that their teaching 
activity is not strictly controlled by goals and knowledge requirements, although 
they are visible in their teaching (Andersson, 2015). Teachers’ teaching and 
assessment practice are also affected by their tradition in dance. Their 
experiences are part of the design and practice of dance education and therefore 
dance assessment. Buckroyd (2000) is questioning the traditional role of the 
teacher, seen as the one with total responsibility for the students’ achievement 
and shows an interest to develop different teacher roles where the students also 
have responsibility over his or her learning process. 

Tools for assessment 
Sadler (2009) highlights two different approaches of grading, namely analytic 
and holistic grading. The analytical grading is based on separate assessments of 
different parameters of a domain. Subsequently these separate assessments are 
being summarised to a final assessment of the entire domain. As a critique of the 
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analytical model, Sadler (1989) states that the criteria are intertwined and cannot 
be separated though they affect each other. Holistic grading emphasises that the 
teacher embraces the domain as a whole. Additionally, the teachers can verify 
their assessments by referring to separate criteria if necessary. For the criteria to 
become clear they need to be used in a concrete situation. In these different 
concrete situations, formulations can be interpreted in different ways depending 
of the context, which makes the ground rules for assessment impossible to 
decide in advance. Sadler (1989) expresses this as follows: ‘Professional 
qualitative judgement consists of knowing the rules for using (or occasionally 
breaking) the rules’ (p.124). Qualitative assessments should involve an 
assessment covering the whole domain that can be verified by contextually 
relevant criteria (Zandén, 2010).   
 
The most traditional assessment practice in schools is constituted by a summary 
of an individual’s achievement and progress (Atjonen, 2014). This process can 
become visible as assessment for progression and completion (Brown, 2004), 
which can have positive effects on motivation, pressure to improve and 
constitute a guideline for pupils, teachers and parents (Atjonen, 2014). The risk 
could be that those students that will not come out of this potential competition 
as winners, might not see the purpose in trying. So the positive outcomes that 
are described above might not include those who have a lower target 
achievement.    
 
Feedback is an important factor in assessment and essential in the learning 
process (Andersson, 2014; Andersson, 2015; Brown, 2004). Assessment should 
include information about goals for the education, the student’s target 
achievement and guidelines towards an improved achievement (Lundahl, 2011; 
The Swedish National Agency for Education, 2011). Various use of feedback is 
one way of reaching an unbiased assessment (Atjonen, 2014). According to 
Atjonen (2014) and Brown (2004), assessment should be communicated to the 
students more than just once and therefore be communicated before the final 
summarised grade. In assessment, feedback, including follow-up feedback, fulfils 
a purpose and can give the students a steady stream of information about the 
on-going work and give them the possibility to acknowledge their own learning 
process (Andersson, 2014), which can function as motivation. Motivation is also 
linked to why the student is working. The students need to be sure that they are 
training for themselves, not doing it because of some external factor or person 
(Buckroyd, 2000). 
 
Both individualised and general feedback to the whole group is used in dance 
education (Andersson, 2014). Both individual and general feedback is dependent 
on the student’s understanding behind the meaning of the feedback. To make 
feedback meaningful for the student, it is necessary for them to understanding 
the given feedback. Inline with a life-world phenomenological starting-point 
this communication can be seen as intersubjective, where language including 
various modes creates meaning.  The meaning of the communication is due to 
shared understanding between teacher and student. Based on shared 
understanding of expressed feedback, communication is constituted. An 



 
Authors version: re-submitted for minor review in Reserach in Dance Education. 

 5 

understanding of someone’s experiences can appear through sharing each other’s 
being-in-the-world (Bengtsson, 1993).  
 
Rubrics, self-, peer- and group-assessment can function as tools in assessment. 
Depending on how they are operated will determines if the outcome have a 
positive effect or not. These tools for assessment can apprehend as tools for the 
teachers to grasp information about the students’ achievements. Such forms of 
assessment, where students are involved, make it possible to capture different 
experiences of the world that teachers are inseparably intertwined with. Rubrics 
can be seen as a tool to make students aware of their own learning. Andersson 
(2015) emphasises that to grasp knowledge in dance, embodied actions should 
be included in the rubric, as a complement to written communication. Even 
using these tools, where the student is involved in the assessment process, and 
teachers and students are intertwined there is still a powerful relationship 
between them that is important to be aware of (Gipps, 1999).  Teachers are 
finally the ones who will decide whether the grade is correct in relation to the 
student’s achievement level or not, which makes the intersubjective relation 
somewhat unequal. Brown (2004) specifically points out that students’ 
understanding of the criteria can be an outcome from working with these 
variations of assessment (Brown, 2004). Student’s involvement and engagement 
in the assessment has been emphasised in assessment research (Andersson, 2014; 
Atjonen, 2014; Gipps, 1999). One reason mentioned for using student 
assessment is to develop confidence, which could be apprehended as a condition 
for learning to take place (Atjonen, 2014).   

Making space for learning 
For learning of specific dance knowledge to arise some conditions are crucial. 
The embodied subject that is situated in the world is central for meaning 
making in dance to appear and cannot be separated from the world (Andersson 
& Ferm Thorgersen, 2015). Body-mind or body-soul forms an entirety of the 
body-subject. The body- inhabits the world and is therefore inseparable from 
the world (Alerby, 2009; Merleau-Ponty, 1962).  
 
According to a life-world phenomenological view on learning, learning takes 
place as we are experiencing the world through our lived bodies. As body-
subjects we are situated in various contexts (such as dance education), where we 
- through our intentionality and actions - constitute a weave by being 
intertwined with other human beings, things, and phenomena in contexts 
(Andersson, 2015). Education can be seen as an interactive process, which gives 
the teacher necessary information about the students’ learning disabilities and 
learning progression (Black & Wiliam, 2010). In this interactive process 
teachers, students and different phenomena are intertwined. In dance education 
communication appears as intersubjective through verbal and non-verbal, 
expression (Andersson, 2014). Within this intersubjective communicative 
setting, assessment emerges as a social phenomenon where common 
understanding between the teacher and student is central (Andersson, 2015; 
Gipps, 1999). Through the intersubjective setting teachers can experience the 
student’s expression of his or her achievement in dance knowledge. As a body-
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subject, teachers capture the student’s achievement based on the student’s 
expressed dance knowledge.  
 
Learning in arts school subjects, such as dance, is seen as complex learning 
processes (Andersson 2014; Eisner, 1998; Sadler, 1989). Nevertheless, arts 
school subjects are being assessed using direct qualitative judgements made by a 
person. This human being is both the source to the student’s achievement 
progress and level and the one who interprets the achievement. 
 

Methodology to grasp teachers’ experiences of their assessment 
practice 
To be able to grasp the phenomenon assessment in dance education, material was 
gathered through written and verbal teacher reflections consisting of seven 
interviews with four teachers, and one trilateral discussion. These methods 
enable to apprehend teachers’ own lived experiences of the assessment practice. 
The methods allow follow-up questions, which make it possible to grasp the 
teachers’ experiences further. The reason why some teachers made written 
reflections and others verbal ones was because the teachers had different 
requests. Some teachers simply preferred verbal reflections before written ones. 
Their different requests were taken into account in order to be adaptable to the 
study. Four teachers are included in the study from three different upper 
secondary schools and they all work within the Arts programme in dance. The 
teachers’ educations and experiences of teaching in Swedish upper secondary 
schools varied. One teacher had a teacher degree directed towards the upper 
secondary school and had taught within this school form since the start of the 
programme in 1994. S/he also had experience of teaching dance pedagogue 
students for over ten years.  Further more this teacher had a professional dance 
education and experience as a professional dancer. Two teachers had a dance 
pedagogue education where one of them was complementing his/her education 
by studying for a degree for teaching in upper secondary schools. This teacher 
had seven years experience in teaching at upper secondary schools. The other 
teacher had been teaching within this school form for nine years. One teacher 
had no teacher or pedagogue education, but had experience as a professional 
dancer. As mentioned, the teachers had different educational background as well 
as experiences in teaching. However, the intention of this study is not to 
compare the teachers’ different experiences in relation to their experiences, but 
to illuminate and discuss assessment in dance through teachers’ reflections.  
 
During the interviews notes were made, that additionally were rewritten in a 
text document. One sound recorded trilateral discussion was carried out and 
thereafter transcribed. The participants were informed that it was optional to 
participate, inline with the Swedish Research Council’s ethical guidelines 
(Swedish Research Council, 2002).  
 
The method used for the analysis is based upon Spiegelberg's  (1960) seven 
stages of phenomenological analysis (see Figure 1). These stages of analysis offer 
a method that makes it possible to grasp the phenomenon without using a strict 
fixed structure. The method of analysis includes a systematic work by always 
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allowing adaptability and openness towards the phenomenon. This analysis 
method allowed me to embrace assessment in dance education in a broader sense as 
well as to vary, condense and make the essence of the phenomenon visible 
through themes and aspects. To be able to be adaptable to the phenomenon this 
method of analysis was used as a guideline. As human beings we are intimately 
interwoven within the world, the method helps the researcher to approach the 
material with openness and adaptability. An awareness of my own earlier 
experiences of the phenomenon can appear as a prerequisite for being able to 
see, analyse and describe the phenomenon.  
	
 
 

 
 

Figure 1:Image over Spiegelberg’s seven stages. 
 

The first stage is about investigating the phenomenon through phenomenological 
attitude that consists of three phases. The material was reviewed several times in 
a non-critical way and various aspects of the phenomenon showed itself in the 
analysis. Eventually aspects of the phenomenon were highlighted. Furthermore, 
the essences of the phenomenon were related to each other in preliminary 
structures as general essences. Additionally, based on the highlighted aspects, 
themes of the essences appeared. The essences as well as the structure in 
between them in relation to the material were explored. The phenomenon was 
visualised as the essences showed themselves through the intuited and analysed 
material. The second stage involves generalisation of essences. The essences were 
related and compared through noticing similarities and differences and by 
examining and conceptualising the phenomenon. Some of the essences of the 
phenomenon were put together, and others were added. Through the 
connections between essences, themes of the phenomenon started to appear 
clearer. Additionally the third stage includes relations between essences and a first 
image was crystallised as the phenomenon showed itself. This process refined 
the first visualisation of the phenomena. The fourth stage includes eidetic 
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variation, an attempt to identify different modes that appeared. The essences' 
relations were continuous investigated. Questions that were asked in the analysis 
process were: What aspects become visible in each theme and how do they 
relate to one another? How does the phenomenon appear as an entirety? Images 
of the relation between themes and aspects were explored and eventually 
crystallised in the way it is described in the result of the study. The themes that 
appeared were; Conditions for assessment for learning and Making space for assessment. 
The fifth stage includes exploring the constitution of phenomena in 
consciousness. The phenomenon was explored how it was constituted in the 
consciousness for me as a researcher through interaction with the material. The 
phenomenon was apprehended from different perspectives and in the 
researcher’s consciousness the phenomenon appeared as a complexity of the 
entirety. The sixth stage embraces phenomenological reduction; validation of the 
phenomenon by epoché. Translations of Husserl have explained epoché as 
putting your earlier experiences in brackets (2004). Merleau-Ponty disclaims an 
idealistic approach and an idea that separating yourself from your consciousness 
can be seen as problematic. Instead I have strived to be aware of my experiences 
of the phenomenon. Not to separate myself from them, but to be aware of 
them in the analysis process so that the phenomenon appearance moved towards 
an independent general description of the phenomenon. The phenomenon with 
themes and aspects was related to the original material aiming to explore if all 
dimensions of the phenomenon were taken into account and also in what ways 
they were appearing. Additionally the seventh stage involves interpreting the 
meaning of the phenomenon assessment in dance education. The phenomenon 
was interpreted to grasp the meaning within the different themes and connected 
aspects. A question that was asked was the following: Within the assessment 
practice, what consequences for teaching dance and also for dance teacher 
education could be expected? This step is presented in the discussion section of 
the paper. The result will be presented in the following section.  

 
The phenomenon assessment in dance education  
In this section the result of the study is presented. During the analysis two themes 
emerged; Conditions for assessment for learning and Making space for assessment. Each 
theme, which will be presented without any relative order of precedence, consists of various 
aspects.  

 
Conditions for assessment for learning 
Through the analysis different conditions for assessment were seen. The theme 
embraces conditions that are necessary for the assessment to take place through 
four aspects; Embodied dance material, Student motivation and responsibility 
for learning in dance, Students’ various needs and abilities and The meaning of 
communicated feedback.  

Embodied dance material 
In order to enable teachers to assess students' dance knowledge, students' 
embodiment of dance material showed to be important. According to the 
teachers, a condition for making assessments is to be able to watch the students, 
which requires that the students can perform the material/exercises 
independently. In analysing the material different methods of embodiment are 
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made visible, which appeared as a condition for being able to assess students’ 
achievements in dance knowledge. Independence in the assessment process can, 
according to Torrance (2007), be threatened if the assessment practice moves 
toward assessment as learning. It hangs by a single thread between making 
criteria explicit to the students and not letting them control the practice.  
 
Teachers in the study highlight the importance of working with different modes 
and methods while communicating with the students. An important part of 
embodiment of dance and a way to influence students' embodiment is the 
teacher’s own embodiment of the dance material, i.e. teacher's own ability to 
perform the dance material. One teacher describes a need for students to see the 
teacher's embodiment though it becomes ‘... the only template they [the 
students] can follow, ’ and that there is a need to review the material several 
times. The teachers express that one goal is that students reach independence in 
their performance. That can for instance mean that teachers do not need to be a 
visual support for them to remember and perform a specific dance material. One 
teacher expresses how students can work with learning dance material and 
indicates that this why of working is something to aim at. 
 

It's some kind of a perfect specimen in how you want them [the students] to work. 
You want them to embrace the material, not just embrace it but to get it into their 
body and preferably give their own unique quality to it, that it should become 
personal and come from within. 

 
The teachers mentioned that one method is to vary which class material the 
teacher is embodying for each class. When the teacher steps out of the material 
the students are left to remember the sequences without a visual guide. In this 
respect, it is relevant for the students to know themselves whether they need to 
practice more on the class material or not. In this way students have the 
opportunity to practice to see, interpret and recreate dance in their bodies. 
Another method that was brought to attention as letting the students comparing 
two different performances of a material, students can get an idea of how dance 
material can be embodied in various ways and what is desirable. A comparative 
approach could for instance include working with images connected to the 
teacher’s performances and questions about similarities and differences. While 
the teacher is embodying the relevant material, verbal communication is used in 
addition to find different approaches to reach and clarify material. Beyond the 
teachers’ own performance, the teachers emphasise the importance of embracing 
other students’ performances in order to grasp and reflect about the dance 
material. One teacher wrote:  
 

They [students] visualise in how many various ways a movement can be performed 
and are forced to analyse what makes it right. They can step out of their own 
performance (and my present) for a moment and observe what they should learn 
without producing themselves all the time.  

 
Beyond the teachers’ performance other factors that have impact on the 
students’ embodied dance material were emphasised by the teachers’ reflections. 
This is communicated to the students by methods such as; working in pairs, 
video recording with mobile phones, dividing the material into smaller parts, 
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watching the material from another view, to grasp different parameters such as 
space and written notes were emphasised.  

Student motivation and responsibility for learning in dance 
It became visible in the material that the teachers emphasised motivation and 
responsibility as important aspects of students' development and that they play 
an important role in terms of enabling assessment for learning. The meaning seen 
in the teachers’ reflections emphasised motivation and responsibility as a 
condition in relation to assessment for learning. In other words motivation and 
responsibility in this sense are significant for assessment for learning.  
 
In the teachers' reflections it was crystallised that student’s motivation is 
connected to the student's responsibility for their own development. The 
teachers emphasised that it is not enough that the teachers are doing their own 
job as teachers but it also requires actions from the student. In dance education, 
exercises and movements are repeated a lot to make inhabitation of the 
movement possible. The motivation for learning is crucial for this to become 
meaningful. The teachers expressed a hope that trust exists between students and 
teachers, which allows students to take initiative and responsibility for their own 
work. In order to develop students’ ability to embrace knowledge, they need to 
be able to constantly challenge and motivate them in their dance performance. 
One teacher said ‘They are the ones who need to work to reach further and we 
assume that they want to.’ For this to take place, the teachers mentioned that 
clarity and framework in dance education is important aspects in order to 
facilitate a comfortable and safe environment for learning.  
 
The teachers also emphasised student's usage of time management in relation to 
motivation and responsibility. In dance technique classes it is common that all 
students do the exact same exercise together with the teacher’s initiative. If a 
teacher get into communication to one student, the rest of the class need to 
keep working. One teacher expressed the following ‘If I am engaging in a 
private conversation with one student, I want the rest of the class to work on 
either the previous activity or stretching.’ While the teacher give individual 
corrections to one student in one end of the dance studio the rest of the group 
becomes cold and passive if they don’t take responsibility of their own learning 
and find something to work on. The students’ work while the teacher is 
occupied, is connected to the student's own responsibility for development 
toward higher target achievement. The student’s continued work is based on 
reflections and feedback of their own performance, which is part of the process 
of assessment for learning. The teachers point out that it is important to express 
this at the beginning of the students’ education, to make it a natural part of 
dance education. This could also pertain to the students independence in their 
work, as one teacher expressed; ‘My absolute stance in my work with students is 
that they should become independent.’ The teachers also emphasised 
independence and the student's own work regarding memorising the dance 
materials of the class.  
 
According to Atjonen (2014), grades can have positive effects on motivation for 
students and be an important guideline for their achievement but grades 
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themselves does not create a reason to try if it is not possible to also see your 
own personal improvements. Teachers in this study are not emphasising grades 
as a factor for motivation, rather the opposite, as mentioned in the introductory 
quotation of the paper. Motivations that are brought to attention here are more 
communicational factors as well as the student’s own responsibility. The social 
aspect of assessment and learning is important according to the teachers to be 
able to motivate and letting the education be an interactive process.      

Students’ various needs and abilities  
Teachers’ ability to individualise education and feedback were emphasised as a 
prerequisite for working with assessment for learning. The importance of 
individualising, that the teachers highlighted, is about meeting students' different 
abilities and needs such as learning difficulties and different bodily conditions. 
For example there can be a difference in students’ receptiveness towards 
feedback. The teachers emphasised that the students can have different abilities 
to assimilate feedback because of health status or driving force. For students who 
have a health condition and are not able to take part in regular education, 
teachers have the ability to make specialised modifications. According to the 
teachers, which will make it possible to assess parts of the course content for 
these individual students. To be able to receive corrections for future learning 
and development, the teachers’ stressed that students have different capacities to 
absorb these corrections. One teacher verbally expressed the following:  
 

 Overall I think I'm doing different things because some can handle corrections and 
some can’t handle corrections, they must first learn what a correction is and how to 
be in receipt of it. There are always a few who are unable to receive a correction. In 
the beginning you must sometimes give some students a little time and then there can 
also be the case that some are even stressed if you touch them. 

 
According to the teachers, body contact is important for assessment for learning. 
However, it is apprehended that some students are sensitive to this level of close 
interaction. Some teachers do not use body contact at the beginning of a term 
to avoid students’ negative reactions. Teachers expressed that they try to detect 
and check out whether it is ok for students to be touched.  
 
Education has long-term and short-term goals, and the teacher shows some 
flexibility as well for the individuals as for the group. The adaptability to the 
intersubjective learning context is therefore important. This has to be in relation 
to the power relation that exists within a teacher-student relation (Andersson 
2015; Gipps, 1999). According to the teachers’ reflections the balance between 
teaching towards goals and students' needs and abilities is something that 
teachers constantly need to be receptive to, in order to find harmony between 
teaching goals and individualisation. Teachers in the study clearly emphasised 
the importance of using a variety of feedback methods in order to individualise 
education, based on students' needs and abilities. Teachers emphasise various 
types of feedback as a condition for assessment for learning (Atjonen, 2014). The 
teachers’ feedback can be about spurring students, the students’ understanding 
and experience of feedback, the quality and purpose of feedback. To push 
students to develop themselves and to use their full capacity is emphasised by 
teachers, where individual praise is given as an example aiming to encourage 
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students. The purpose of various methods is to find as many opportunities as 
possible to improve students’ learning. A teacher expressed this by saying ‘I 
know it’s important with many roads to learning, and by using several roads, 
you can increase the chance that the students will have an a-ha experience.’ The 
teachers stressed that the expressed feedback depends on the students’ daily 
physical shape and that they need to be responsive to the student's 
impressionability, which can change from a day-to-day basis. Students’ 
development could be facilitated if the teacher encourages the student's ability in 
dance performance. By encouraging students to spread their wings out, it 
increases the opportunities for learning and improved target achievement, which 
is part of assessment for learning. 

The meaning of communicated feedback  
Feedback requires shared understanding between teacher and student in order 
for the student to understand how to improve his/her achievement (Andersson, 
2015; Gipps, 1999). Teachers and students must have a common understanding 
regarding corrections to avoid misunderstandings. In order to achieve effective 
communication, it needs to relate to the student's frame of reference. Just as 
teachers introduce body contact at the beginning of a term, to be able to meet 
students' needs, the teachers point out the importance of introducing what a 
correction means and how to handle it. One teacher used images as a 
background to a discussion about different placement of bodies in order to give 
mutual references for the body placement target. To use feedback that involves 
body contact is seen by the teachers as a “natural” part of dance education. 
Body contact can be used as a form of feedback in which the student's 
embodied response can provide an indication of the student's understanding of 
the meaning of the feedback. As a teacher it is difficult to make sure that the 
students really understand. It is clear that students’ communicated response 
based on feedback can be a bit unclear. One teacher wrote the following: 
 

I usually ask to see if they understand. Sometimes I feel that body contact makes it 
easier to explain though I physically can see that the student understands when she or 
he makes corrections. It is tricky as a teacher to know if the student has understood 
because it is certain, even though the student makes a physical correction. 

 
Based on the student's continuing work with already given feedback, follow-ups 
can function as continuous work with understanding. These follow-ups can play 
an important role letting students know that they are on the right path. This 
could be seen as adaptability between student’s learning and the teacher’s 
communication as a form of feedback, to see feedback as something recurring 
instead of a one-off. The teachers emphasised that students are embodying 
general feedback directed to the whole group, as a way to get the knowledge 
into the body. The teachers expressed the significance of who the feedback is 
being directed towards. To make the direction clear, the teachers sometimes say 
the student’s name concerning aimed feedback or in communication use their 
bodily focus directed to a specific student. By diversifying to whom the teacher 
directs his/her communication to, in different exercises, the teachers can meet 
all the students during class. ‘I try to distribute corrections evenly between 
students and emphases on different exercises during different lessons, so that 
students themselves have the opportunity to work on corrections in peace at 
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certain times.’ Teachers also emphasise that prioritising their work is important. 
The purpose of teaching is one thing, but it is additionally important to 
prioritise different aspects of dance knowledge that need to be developed in 
order for students to have the opportunity to achieve higher target achievement. 
Within the core content of the course, different areas can get different priorities. 
Understanding can be created as a condition for assessment if students are being 
introduced to the purpose of corrections. Corrections can be seen as something 
positive and something students should expect to get. One teacher verbally 
expressed in the quotation below that the teachers' underlying purpose in using 
corrections is not always clear to the students. 
 

It [correction] is a reward, they take it often as a punishment, and that it’s a way to be 
told that you are doing something wrong. I usually have to explain to those that it is 
when one is not corrected at all it should feel unfair, not the other way around. 

 
Encouragement such as “good and nice” is justified by the purpose to spread 
positive energy and a fighting spirit. This can become intertwined with the 
acknowledgment and confirmation to increase learning that is made visible as an 
aspect of individualisation. This type of feedback can be provided to strengthen 
this particular person or follow up what the teacher and student worked on 
previously. The teachers emphasised that self-confidence can have positive 
effects on the learning process and the students’ involvement and engagement 
can be one way to accomplish that (Atjonen, 2014). One risk that is made 
visible is the teachers’ spontaneity in their communications, for example by 
saying “good”. Some teachers express this type of communication 
spontaneously, despite being aware that this could be considered non-
constructive feedback. Subsequently, some teachers clarify themselves by adding 
further specific information to the feedback to clarify the purpose. The 
importance of pinpointing feedback was seen in the gathered material, where 
communication such as “good” is not always communicated as precise feedback.  
 
The meaning behind the corrections can appear as help for students and a way 
for teachers to guide students further in their development. Through using 
variation in verbal feedback different tempo, volume, dynamics, intonation, can 
convey the qualities of movements and can function as guidance for the student 
what to focus on. Another way to understand corrections is that they are a code 
in dance education, and codes are a part of the criteria in the syllabi. A teacher 
verbally expresses this as follows:  
 

It's something they have to work on, like the codes that are part of the criteria, they 
should be able to take a correction and be able to use it and if they cannot even get a 
correction then we have nothing to ... there is no development and we have nothing 
to grade either. It [correction] is such a big part of coping with a dance lesson.  

 
Based on the quote above corrections can become visible as a prerequisite for 
obtaining material as a basis for grading but also seen as a natural part of the 
dance class. As mentioned, feedback is apprehended as a “natural” part of a 
dance lesson and also a main ingredient in assessment. In this study teachers 
emphasise assessment for learning clearer than assessment of learning, which does 
not follow Atjonen’s  (2014) argument that summary of assessments are more 
conventional.  
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Making space for assessment 
This theme is constituted by various ways of working with assessment seen 
through three aspects. The aspects include the teachers’ experiences of enabling 
assessment in dance. The three aspects that appeared were Self-assessment as tool 
for assessment of dance knowledge, Teacher assessment of dance knowledge and 
Syllabi as tools for assessment. 

Self-assessment as tool for assessment of dance knowledge  
Self-assessment was highlighted in different ways by teachers who saw it as 
opportunities to use it as different tools for assessment. The teachers expressed 
that the students who cannot participate physically in dance education can 
instead observe actively. The purpose is to reflect upon their own learning and 
to create strategies for further learning. According to the teachers, active 
observation could be that the student writes down reflections based on goals and 
purposes of the class content. Subsequently, they assess what they need to work 
on with their own learning outcome. The teachers expressed that they then take 
part of these notes and make comments to the student. It creates a 
communication about the assessment of the student's dance knowledge based on 
the student's own self-assessment. By making the goals of the syllabi visible, 
students can gain an understanding of the assessment practice.  
 
The teachers emphasise the importance of observing other students. One 
teacher says: 
 

They also work in pairs at times, and students are forced to understand the core of the 
movement, so they do not talk about insignificant things. Or conversely, a student 
can demonstrate this understanding more than the body is able to show. That is to say 
the understanding is in the head, but not yet in the body (e.g. due to physical 
barriers).  

 
An active observation of other students can also, according to the participants, 
be used to make a self-assessment that can shape up the student's understanding. 
One teacher expressed the following ‘Sometimes they actively look at each 
other, observe and learn how to correct themselves.’ Students also get the 
opportunity to work with the assessment of one another, so-called peer-peer 
assessment. Atjonen (2014) argues that this dialogue between peers can be 
beneficial. By communication with other peers it is possible to get perspective 
and reflect upon your own learning process, which is an important part of 
assessment.  
 
When it comes to verbal reflection about students’ own learning, it is difficult 
for students to make themselves heard and to take a position in discussions. The 
teacher is responsible for creating opportunities for all to be heard, but it could 
be difficult to get the discussion to “flow naturally”, as one teacher expressed. 
Students’ self-assessment could be part of dialogues between teacher and student 
about grading. Teachers emphasise the importance of students’ own 
responsibility for their learning, which is also intertwined with the theme 
Conditions for assessment for learning, see above.  
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Teacher assessment of dance knowledge 
To step out of the process of embodying the material creates an opportunity for 
the teacher to embrace students’ achievement, work and communicate 
feedback. According to the teachers, there are few advantages of embodying 
dance material when teachers make assessments. Observing students’ dance 
performance enables the teacher to assess the performances in different ways. By 
finding tools that make it easier to step out of the role as a visual demonstrator, 
the teacher can focus on observing the students and being able to assess. One 
teacher expresses that it involves ‘scanning students’, which could be interpreted 
as different ways of assessing student performances.   
 
Organizing the students in smaller groups enables the teachers to assess the 
students one at a time. For instance, the teachers expressed that students can 
work in pairs across the diagonal of the room. One teacher says ‘For me it’s 
about seeing how they [the students] are placed and that I’ll get to see them one 
by one. That means that sometimes they have to do an exercise many times for 
me to get to see everyone.’ Another tool that can be discerned is collegial 
assessment, where teachers assess student performance together. One example 
that was mentioned was when teachers have trainees taking over the teaching. 
Allowing the trainees to assess students and then comparing these with the 
teachers’ own assessments. Another way is to use dance recital, which offer 
possibilities for a collegium to observe students’ performance. Furthermore the 
teachers can have discussions with one another about their experiences of 
students’ performance. The teachers express the importance of collegiate 
discussions, but emphasise the lack of time to make that possible.  
 
According to the teachers, documenting student performances could be a basis 
for assessment, and also a tool for assessment. Teachers use written notes, video 
recordings, students’ written reflections and journal communication. This is 
used to remember students’ feedback and to document assessments made during 
class. By using a longer period of notes the teachers can follow the progress. 
The teachers emphasised that it is common to use rubrics in documentation. 
One teacher expressed the following, ‘How can we use rubrics and words in 
dance without disrupting the class by taking out pen and paper and start writing, 
how can we instead make it a part of our education?’  
 
The teachers that used rubrics used it as a method for working with assessment, 
documentation, and communication with students. The purpose is to constitute 
tools that will help clarify the students’ achievement level. Rubrics are also used 
as a tool in the grade conferences during the academic year, but as the quotation 
above shows, it can disturb an influence the actual teaching, and may not be a 
well-suited tool to enable teacher assessment of dance knowledge.  

Syllabi as tools for assessment 
The participant teachers had different ways of relating to steering documents 
and how the syllabus is used in the assessment practice. It occurs that several 
teachers split the teaching actions within the same course, and together cover 
the goals of the course. The teachers therefore also assess the course together. 
The teachers emphasise the responsibility to make the syllabus explicit for 
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students, in order to have the same point of reference when it comes to 
assessment. Different approaches to steering documents are based on how 
teachers perceive the syllabus and its function. Some of the teachers said that 
their teaching is based on the syllabi, and that the syllabi support their 
assessment.  One teacher stressed that the syllabi describe common steps in a 
dance class, and is therefore not used as a living document during the school 
year because the teacher feel confident that the core content is a “natural” part 
of dance education. One teacher had not read the syllabus because in his/her 
opinion, his or her dance teaching experience enables them to recognize a good 
performance.  

Discussion 
Even if the assessment criteria are obvious to dance teachers, they may not be 
obvious to the students. According to assessment research, implementing the 
criteria and making them explicit for the students is important, and may become 
meaningful in the communication between students and teachers. In this study 
it was noticed that the teachers had different approach when it came to using 
the syllabi and therefore different prerequisites and strategies to communicate 
course goals to the students. The different approaches regarding steering 
document that are seen depend on variations of uses of criteria between teachers 
and schools (Atjonen, 2014). The teachers are responsible for interpreting the 
steering documents (Klapp Lekholm, 2010) and these different approaches can 
lead to diversity between students, depending on who the teacher is. The 
teachers have usually more experience of dance education from different 
perspectives than the students. In research of assessment it is obvious that the 
students’ awareness of the education’s goals is an important part of their learning 
(Lundahl, 2011). Teachers’ experience becomes an important part, though the 
implementation of syllabi is dependent on interpretation of the meaning behind 
the different formulations (Meiners, 2001).  
 
To be able to understand the given feedback in relation to the goals of the 
course, it is essential that goals, criteria and education are intertwined and 
constitutes part of the intersubjective setting. But as Torrance (2007) emphasises 
a balance between focus on criteria and on the learning process as a whole is 
necessary. Students’ independence can be related to understanding the goals of 
the course and their own work and progress in relation to these goals. But a too 
wide focus on criteria can control the practice, and influence the students’ 
independence negatively. Neither this study nor life-world phenomenology can 
provide one single answer to this challenge. Teachers‘ openness and adaptability 
is crucial in order to find solutions for each specific situation and student, as well 
as to make sure that the students are involved in the process (Atjonen, 2014). 
 
Follow-up feedback can fill an important purpose in students’ learning as well as 
the development of teaching practices (Lundahl, 2011). Documentation can also 
contribute positively to teachers’ and students’ communication and help giving 
accurate feedback. Dance teachers commonly teach students in groups and meet 
the same students in different courses. Without documentation, the teacher is 
dependent on the embodied experiences and the intersubjective communication 
between them and students, which could be challenging. Tools for 
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documentation and communication between teachers and students can give 
intersubjective communication and feedback a deeper meaning and improve the 
understanding of the assessment. It is important to specify and build 
understanding about the meaning behind the feedback (Andersson, 2015; Gipps, 
1999). Feedback is emphasised by the teachers in the study as a “natural” part of 
dance education. Based on this study and my own experiences as a dance 
student and teacher I believe that feedback, by tradition, is a huge part of dance 
education (Andersson, 2015). It could be of interest for teachers and students to 
reflect upon the content and quality of this communication, to question and 
reflect upon earlier experiences and traditions.  
 
Assessment must be communicated more than once (Atjonen, 2014; Brown, 
2004), which requires that dance recital is not a one-time activity. By 
intertwining the individualising of the assessment practice and make the activity 
more frequent, a variety of assessment methods could be used during the term 
according to Brown (2004). This is also seen in the teachers’ reflections and the 
variety of tools for assessment that are brought to attention. In this study, the 
teachers emphasised different tools they use to assess. For example one method 
mentioned was to modify and adapt the assessment to the individual students. 
To be adaptable to a student’s needs and abilities can make education equal by 
giving all students an opportunity to equally make progress through learning, 
which is inline with the Swedish National Agency for Education (2011). Seeing 
students as one homogenous group of people in an already set context can 
diminish the social phenomenon assessment. Teachers are required to be open 
and adaptable in the meeting and communication with students. Their different 
lived experiences constitute various prerequisites to the assessment practice. 
Variety in feedback methods (Atjonen, 2014) can be one option to accomplish 
equal assessments. For example, the development of rubrics is highlighted in this 
study. As I see rubrics, they can fill a purpose in holistic assessment depending 
on how they are used and with what purpose. Holistic assessment involves 
returning to specific criteria (Sadler, 1989; 2007). We can view the core content 
of a specific course as a puzzle that constitutes various aspects, which together 
create the meaning of the puzzle. Hence, the rubric is the puzzle and the 
different criteria are the various pieces within the puzzle that you can hardly 
visualise when you embrace the entirety. Dance is an embodied action that 
needs to be transformed from movements into written words when we work 
with rubrics (Andersson, 2015). Using a digital video-based rubric with video 
documented performances of students instead of written words could be a way 
to find a solution to incorporate documentation into dance education. To use 
digital video-based rubrics in such way could be a way to incorporate the 
embodied action in assessment.  
 
Collegiate discussions were pointed out as useful for assessment , which in line 
with earlier research about assessment (Atjonen, 2014; Zandén, 2010). The 
teachers expressed their need to engage into collegiate discussions, but time 
management was an issue.  Based on the study, time and logistic prerequisites 
are conditions needed to make collegiate discussion possible to appear and a way 
to develop adequate and equal assessments. According to research it is important 
that teachers critically reflect over their earlier experiences to become aware of 
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their conceptions of quality (Zandén, 2010). Collegiate discussions might be 
helpful in this process towards a professional approach. As mentioned earlier in 
the paper this process can be connected to the phenomenological method of 
analysis, to be aware of your earlier experiences regarding a specific 
phenomenon.  
 
This study shows teachers’ experiences regarding conditions for assessment of 
dance knowledge and how the teachers reflect about possibilities and difficulties 
in their assessment practice. Shared understanding between students and teachers 
is an important condition for assessment to become meaningful. This 
understanding and the teacher’s openness and adaptability can also result in an 
equal and therefore individualised assessment. To be able to grasp the 
possibilities and difficulties with assessment, collegial discussion might be a 
valuable tool. A support for assessment in dance from the Swedish National 
Agency for Education could be a help and starting-point for teachers and the 
development of their assessment practice. Based upon such discussions and 
reflections can lead towards making space for assessments in dance education.  
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