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Executive Summary

It’s using your imagination. [It’s] like writing off the paper.

It’s more physical so you can actually instead of writing 

it down you can actually show what you are thinking.

(Intermediate school arts student, 2003)

This research investigated the characteristics of student learning in the arts, and implications for teachers of the arts. The study revealed some indicators for teaching and learning beyond the arts. Central to the findings are the following key characteristics and indicators:

· Students learn in the arts in an environment of ‘structured chaos’, in which critical reflection and deeper understanding about their lives can occur

· The arts provide pedagogical contexts where more human and negotiated relationships can exist

· The arts provide co-constructed learning environments in which students and teachers have permission to experiment and learn from each other

The arts therefore provide opportunities for teachers to use the arts to: 

· Shift from traditional transmission models of learning, environs and routines

· Plan and deliver units to enhance non-linear, chaotic learning cycles

· Develop mutually respectful, negotiated, co-constructive learning relationships

· Practice skilful interventions which lead to critical understandings

· Facilitate high levels of student interaction and sharing of ideas.
This model of student learning and teaching shifts teaching practice towards the model suggested in the Ministry of Education’s Best Evidence Synthesis (2003). The model provides opportunities for re-thinking teaching and learning with diverse students and in other curriculum areas.

Learning in the arts seems to invite the imagination, presence and engagement of participants in a more holistic way than traditional transmission models of learning.  These disciplines are regarded by students and teachers alike as qualitatively different from other learning at school. This different quality in arts learning is recognised by teachers as demanding a more flexible, informal approach to teaching than is required or perhaps even possible in traditional transmission models. While the parameters of this research prevented us from exploring the extent to which these claims are true, there were indications that other learning areas would benefit from the different relationships, expectations and techniques typical of quality teaching in arts classrooms. 

Learning Dimensions

In order to have a basis for investigating the learning of students in arts classrooms, a framework of learning dimensions was used for categorizing student behaviours. It was also used as a springboard for discussion with teachers. This framework highlighted students’ movement in and through different dimensions of learning (generating, applying, reflecting, refining, connecting and transforming), and, as such, could be applied to any curriculum area. Teachers found these dimensions a useful way of looking at how their students were learning. However, in classrooms where teachers were new to teaching in the arts or where relationships, expectations and techniques were more akin to traditional transmission models, teachers tended to focus on generation and application, and students tended not to engage in the more complex dimensions of reflection, refining, connecting and transforming. Below are some key findings from the research:

1.
Structured Chaos

The research found that, in the arts, movement in and through the different learning dimensions was not necessarily sequential or linear, but ‘chaotic’, in terms of entering, leaving, and returning to each learning phase. That is, learning in the arts is characterised by engagement in different iterative cycles of learning. For instance, in skilfully managed classrooms, teachers and students might generate new ideas and approaches, leading to meta-cognitive connections, refinements, further reflections and new applications. In such learning environments, reflection occurs throughout the learning process rather than at the end phase of the learning, and students continuously refine and critically reflect on their own and others’ work as they generate and apply new understandings.

2.
Negotiated Relationships

Students in this research commented frequently on the shift of relationship inherent in arts teaching, a shift away from the traditional hierarchal student teacher relationship to a more negotiated relationship. It was described as a risky business that allows teachers to be less ‘teacherly’. Students and teachers reflected on the positive manner in which arts teaching allowed for more human interaction. This relationship is shaped by, and shapes, the less formal physical, social and pedagogical context. The informal environment of the arts classroom is such that a great deal of flexibility is demanded of teachers. Students move about in rooms where desks are often absent. They sometimes work outside the classroom, and seldom work entirely on their own. This represents either a more relaxed or a more threatening environment for teachers.

3.
Co-construction and Co-Artistry in Learning

Students with students and teachers with students are actively engaged in the co-construction of learning, as students are often equal partners in the creation of new knowledge and new art. Indeed, teachers acknowledge that some students may possess at least as much knowledge of the subject as the teacher through extra-curricular activities. Both teachers and students feel they have permission to experiment and take risks. In the arts learning environment, students have permission to talk purposefully, share ideas and to allow others to use those ideas. They are aware that there is no right and wrong, and that copying is legitimate. Skilful teacher interventions encouraged reflection and maximised the quality of that co-construction, through positive critical dialogue about the work.

What does this mean for professional development?

Developing open relationships with students, more flexible approaches to learning dimensions, and skilful interventions to encourage critical reflection in these disciplines, can be a challenge to teachers new to teaching in the arts. For those teachers seeking such a co-constructive environment, teacher guidance can be offered to strengthen their ability to manage and facilitate:

· The shift from traditional transmission models of learning, environs and routines

· The planning and delivery of units to enhance non-linear, chaotic learning cycles

· Mutually respectful, negotiated, co-constructive learning relationships

· Learning within high levels of student interaction and sharing of ideas
· Skilful interventions which lead to critical understandings.

Benefits and limitations of the research

Teachers learned professionally from their engagement in this research. Teacher feedback to facilitators indicated that involvement in the research had encouraged them to reflect more on their teaching. Facilitators developed their research capabilities during this research. However, they noted that further development of this role would be useful. Some issues impacting on the quality of data gathered, included:

· Lack of quality arts teaching in some classrooms of selected schools

· Insufficient time to adequately train facilitators for their research role

· Tensions for facilitators between professional development and research roles

· Tensions experience between time commitment for professional development and research

· Lack of continuity of researcher presence in schools

· Lack of data available to draw useful conclusions about gender and ethnic differences.

Further research

It is hoped that this research will provide useful data for teachers and the Ministry. However, a more in-depth exploration is needed to capture specific teaching strategies which impact positively on arts learning in the classroom and in the school, and of how these strategies can benefit other curriculum subjects. This could be achieved through a larger, more ethnographic approach to the research, in which researchers worked continuously developing case studies in arts-rich classrooms. It is suggested that such research might focus on how arts teaching relationships, methodologies (e.g. informal learning, flexible learning) and processes (in particular the structured chaotic cycle of learning) can impact on learning in all curriculum areas.

Report Outline

This report is divided into four sections. 

Section one establishes the context for the research and explains the broad methodological approach taken. It includes a literature survey.

Section two presents the general, and discipline-specific literature related to this research.

Section three presents the research findings and discussed these in relation to other recent research.

Section four draws conclusions from the findings to inform both professional development and further research. 

An appendix, containing a full literature review in each arts discipline is included.

Section One

1.
Project Description and Objectives

This research study aimed to investigate:

· The characteristics and factors that contribute to effective student learning in the arts, identifying the teaching strategies that increase achievement in the arts

· The implications for improving teaching in the arts

· Some indicators for improving teaching in other curriculum areas.

This research follows an evaluation of professional development to support the Arts in the New Zealand Curriculum. (Beals et al., 2003), which explored teachers’ experiences of arts professional development in relation to the New Zealand arts curriculum, as well as their subsequent views on teaching in the arts. This publication, through a primary focus on student learning in the arts, it is able to draw implications for effective learning and teaching in the arts. It is supported by a review of international literature paying particular attention to the New Zealand context.
1.1
Research Objectives

This study will help inform the Ministry with regard to their considerations in:

· Building capacity and capability in teachers for effective teaching in the arts

· How facilitators can further support the schools towards effective student learning the arts

2.
The Research Team

The Auckland College of Education (ACE) Research Team were: Chris Holland (Co-director and Principal Researcher), Dr Peter O’Connor (Principal Researcher, Arts Advisor, and National Coordinator: Drama), Dr Tina Hong (National Coordinator: Dance), Ann Brodie (National Coordinator: Visual Arts), Merryn Dunmill (National Coordinator: Music) and Arts School Support Service regional facilitators (see below).

2.1
Facilitators

The role of the facilitator researchers (supported by the Ministry of Education National Coordinators in the Arts) was to work in association with the arts research team to gather data through participant observation and interviews, and to support teachers to work with students in the development of learning journals (Ely, Vinz, Downing & Anzul, 1997; Taylor, 1996; Fraleigh & Hanstein, 1999). Their role was not to evaluate the performance of teachers, but to work with them to interpret student observations, learning journal entries and interviews in an interactive action/reflection cycle. In order to complement the research team and to build research capability in the arts, it was necessary to support the roles of the school support facilitators as researchers as they worked through the interpretive action reflection process.

	Name
	Region 
	Position

	Catherine Kelly
	Auckland
	Dance - Primary

	Judy Inkster
	Auckland
	Music - Primary

	Kathie Boyd
	Auckland
	Arts Coordinator - Visual Arts - Primary

	Sarah Marino
	Auckland
	Drama - Primary 

	Celia Stewart
	Christchurch
	Music - Primary

	Greg Pearce
	Christchurch
	Dance - Primary

	Helen Moore
	Christchurch
	Visual Arts - Primary

	Kerri Fitzgerald
	Christchurch
	Dance - Secondary

	Kirsten Price
	Wellington 
	Visual Arts - Secondary 

	Vicki Thorpe
	Wellington 
	Arts Coordinator - Music

	Gayle Dowsett
	Whangarei
	Music - Primary

	Kathy Spicer
	Whangarei
	Visual Arts - Primary

	Vivien Smith
	Whangarei
	Dance/Drama

	Liz Mechior
	Wellington
	Dance

	Delia Baskerville
	Wellington
	Drama


3.
Methodology

3.1
A Multi-Method Model

This research draws upon many sources of rigour which include the use of multiple methodologies, multiple sources of information and multiple processes for data collection and analysis. A range of research tools have been used to capture the multiple voices and layers of meaning that exist simultaneously in arts education, and these tools provide an opportunity to crystallize rather than triangulate the study (Taylor 1996:43). The crystal analogy or metaphor suggests different lenses, affording different perspectives by which we can view, describe and analyse the work. This methodology is distinguishable from triangulation in that it “does not set out to discover indisputable facts about a single social reality". Rather, the different lenses of the crystal provide us with a “deepened, complex, thoroughly partial, understanding of the topic” (Richardson cited in Taylor 1996:44). Viewing the teaching and learning through different lenses or parts of the crystal throws some areas into sharp relief, and conflicting and troublesome light onto other areas.

The study uses an action research model. Most forms of action research seek to involve higher levels of participation than those which involve participants only as informants, and this is seen to increase participant commitment (Kemmis & McTaggart 1988). When participants are involved as co-researchers the advantages can become greatest. In this research study, participants are informants, but are also invited to interpret the data. This enables participants and researchers to challenge weak or inconsistent data or interpretations (Argyris and Schön, 1996). These methods are also reflected in ethnographic style methodologies (see for instance Garfinkel 1967; Heath, 1983; Barton & Hamilton 1998). An ethno methodological approach is primarily concerned with accurately representing the meanings expressed by the range of participants. Shirley Heath claims that doing ethnography can engage students (and teachers) in collecting and analysing examples of their own practice, while at the same time providing them with a meta-Ianguage for understanding their learning. In this study, teacher participants were offered a typological ‘tool’ (learning dimensions) which enabled them to engage with facilitators in the interpretive analysis of student observations, and to identify discrete dimensions in their own students’ learning.

3.2
The Research Process

The research project involved two major phases: the trial period and the actual research period, hereinafter ‘the trial’ and ‘the research’. It was decided that a trial was necessary to enable school support facilitators who, as a group, had little experience of conducting research, to practice the use of some of the research tools, and to test the usefulness of the tools. It was not designed specifically to provide data for the project. Thus the trial was conducted over five weeks between May and June 2003.

The Trial

Facilitators established and implemented the following research tools with teachers and students:

· Observations of students working together or on their own over part or all of a lesson (dependent on time available and length of lesson)

· Teacher feedback discussions based on the observation

· Student learning journal entries made over the five-week period.

The trial involved using the tools with a small sample of teachers and students (see Table 1). The observations were of two or three students (selected for varying ability) working together over a period of approximately 30 minutes. The learning journals were collected, after discussion with the teacher, from two students in each arts discipline. All participants were informed about their rights and confidentiality through the use of information sheets and consent forms .
These forms ensured that the participants knew:

· What was expected of them and that they could withdraw up until the time of analysis

· That consent forms would be held with the data for a period of up to three years

· That a copy of the report would be available to participant schools to read and verify that they were happy with the level of identification in the report.

The tools were trialled in the following schools during the first semester of the professional development:

Table 1.
Trial Schools
	Discipline
	School

	
	Paihia Primary
(Northland)
	Riverina Primary (Auckland)
	Evans Bay Intermediate
(Wellington) 
	West Melton Primary
(Christchurch)

	Visual Arts
	1 observation
& teacher feedback
	2 learning journals

	1 observation
& teacher feedback
	(2 learning journals)


	Drama
	2 learning journals

	1 observation
& teacher feedback
	(2 learning journals)

	(1 observation
& teacher feedback)

	Dance
	(No facilitator working in dance Semester 1)
	(2 learning journals)

	2 learning journals

	(1 observation
& teacher feedback)

	Music
	2 learning journals

	1 observation
& teacher feedback
	(1 observation
& teacher feedback)
	(2 learning journals)



The trial period provided invaluable practice opportunities for the facilitators and important information about the tools for the research team. The data collected during the trial phase was useful for reshaping the focus for second semester data collection. Some key learning from the trial was that more professional development assistance was necessary for teachers in schools, and that more grounding in research methodology was necessary to support facilitators to continue the research work. It also showed that there needed to be more frequent contact between researchers (both facilitators and research team) and teachers and students, in order to ensure rich data.

The following adjustments were made for semester two research, in response to these trial findings:

· Schools were selected which had been or were currently engaged in the professional development programme and which taught as many of the arts disciplines as possible.

· School support facilitators, as part of their professional development role, worked with teachers to develop quality units in which students could be observed learning

· School support facilitators were released from part of the research role, and now conducted observations and teacher feedback interviews only

· National coordinators worked with observed students in their discipline only, as they developed their learning journals. This enabled them to help the students to reflect more deeply on their learning

· Two members of the research team (combining discipline and research strengths) worked together to conduct teacher focus group interviews and student interviews. This improved the richness of data that could be gathered.

The Learning Dimension Framework

Observations and interviews were also loosely based around a synthesised framework of learning dimensions (Bloom, 1956; Gagne, 1970; Biddulph & Osborne, 1984; Alton-Lee & Nuthall 1988; Harland et al., 2000; Darvell, 1992) which created a meta-Ianguage for facilitators, students and teachers to understand and discuss learning in the arts. It was used as a means of categorizing student learning behaviours. Offered as a kind of ‘artefact’, the synthesised framework was also used to guide student observations and student learning journal entries, then used as a collaborative tool in teacher feedback discussions, teacher focus interviews and student interviews. The framework contains six dimensions of student learning, based on a range of learning models in the literature: generating, applying, reflecting, refining, connecting and transforming. These dimensions are not necessarily sequential. They are cyclic and some or all were observed in a single lesson or were demonstrated through learning journals written over a series of lessons.

While the researchers, national coordinators, facilitators and teachers shared a common understanding of what it meant to generate, apply, reflect and refine in relation to all the arts disciplines, there was some useful discussion about different interpretations of connecting and transforming in terms of individual disciplines. Transformative learning might be reflected in the ability to interpret and reinterpret the world in personal ways i.e. that the student has dealt with the conflicts, found resolutions, related their work to real world examples and transformed sounds or movements into their own creative expression. Other understandings of transformation involve the ability to reflect at a meta-level on the arts in the world, resulting in students gaining an understanding of their real lives, and being able to (re-)create themselves, and to change as human beings. Both views involve change. In this study, ‘transformation’ means that change which significantly alters the student’s world view as a result of learning in, through and about the arts. The learning dimension framework (see below) developed during the first phase of the research was revised and expanded upon throughout the research process.
Table 2.
The Learning Dimension Framework

	Dimensions
	Evidence in speech and actions

	Generate
	Trialling, improvising, exploring, experimenting, building on, imagining, inventing, responding, identifying.

	Apply
	Active demonstration of skill/concept being taught to a specific context, copying, imitating, demonstrating, responding, interpreting, using, creating.

	Reflect
	Thinking/verbalising in/on/after action, a pause/moment, crystallizing.

	Refine
	Social or individual – adjusting, negotiating, regenerating, shifting focus, adding, discarding.

	Connect
	Linking, threading, interweaving, making connections, synthesising ideas from peers, others, making links to other curriculum areas. Talking about links (across contexts).

	Transform
	Interpreting meaning, articulating, communicating new understanding, talking, showing, presenting, using arts language, learners see themselves as being part of a community of arts learners.


Dialogue with participants about the interpretations and explanations emerging from the research should be an integral part of any action research. Schön (1995) has written extensively on the importance of practitioners reflecting on their practice. In this research study, participants are informants, but are also invited to interpret the data. This enables participants and researchers to challenge weak or inconsistent data or interpretations. Researchers and participants, in a safe, collaborative environment, explore how learning in the arts occurs, with a view to improving the quality of learning for all students in the arts. Finally, the process enabled teachers to reflect on and steer adaptations to practice, in ways that maintain their sense of agency while building their expertise. 

It was reported that collaborative facilitator dialogue with participant teachers and students encouraged reflection and deepened both parties’ understandings of student learning in the arts. Further, in their professional development role, facilitators found that interventions to teaching practice (Shacklock & Smyth, 1998; Kemmis & McTaggart, 1988) were more likely to be 'owned' by teachers, as a result of the interpretive dialogue. Thus formative developments within the project as well as summative outcomes were enabled (Davidson & Tolich, 1999).

Second Semester Research Methodology

Research was conducted between late July and late November 2003, in the following schools:

Northland
Waipu Primary, Waipu, Northland

Auckland
Rutherford Primary, Te Atatu, Auckland

Christchurch
Cobham Intermediate, Christchurch

Wellington
Kuranui College, Wairarapa

These schools were selected because they had been, or were at the time of the research, engaged in Ministry-funded professional development, and were offering a range of arts programmes in which students could be observed learning. The schools provided a range in terms of student age, geographical spread, urban-rural mix, ethnic diversity and decile rating. The research data gathered during this phase was as follows:

· Observations of three or four students working together or on their own, over at least three lessons in each discipline, conducted by facilitators

· Teacher feedback interviews with facilitators, based on observations

· Three or four learning journals in each discipline (a total of 12-16 learning journals) monitored and discussed with students by national coordinators

· Teacher focus group interviews in each school (a total of 15 teachers), conducted by the principal researchers
· Focus group interviews with observed students in each discipline (a total of 14 focus groups), conducted by principal researchers.

Observations and Teacher Interviews

The facilitators worked with teachers to help them develop quality learning units in which three or four students were observed as they learned in each arts subject. This formed part of their professional development role. In their researcher role, they conducted at least three sequential observations of up to 30 minutes each. After each observation, the facilitators discussed their findings with the teacher, using the learning dimension framework (refer Table 2) and eliciting her/his comments on the observed students’ learning.

Learning Journals

Each of the national coordinators (NC) worked in one school only, focusing on students who had been observed in their discipline. To strengthen this part of the research, NCs talked with the students in order to help them to use the journals to reflect on their learning process. Thus the journals were working documents in which ideas were constantly being revised, rather than being prepared as finished products.

Focus Group Interviews

The principal researchers conducted focus group interviews with teachers and students separately, based on the data emerging from the first student observations and teacher feedback interviews. They were interested in:

· Signals the teachers looked for, which indicated to them that their students were learning

· Ways teachers have observed that students generate, apply, reflect on, and refine the arts

· Any differences noted between students in the way they learn, e.g. in terms of gender, ethnicity, extra-curricular involvement, age

· The order of processes (e.g. acting/discussing)

· Whether there was any difference between boys and girls in the way they ‘physicalise’ their thinking responses 

· Action/reflection/action cycles that occur within a phase (e.g. of generating)

· The extent to which students engage in independent talk/decision-making about their work, in each discipline

· The extent to which students feel they have more or less freedom to try things out in each arts discipline

· The willingness of students to refine their thinking

· The extent to which students show that they care for (a) authenticity (b) meaning

· How ‘transformation’ occurs within a process as well as at the end of a process

· The extent to which doing (the art form) has helped children’s general learning

· The value of fun for learning in the arts.
3.3
 Gaining Consent and Ensuring Project Integrity

The project ensured that informed consent was gained before involving participants (students, teachers, principal) at each stage of the research (observations, individual interviews, focus groups). In order to achieve integrity, the project needed to create a climate in which both students and teachers felt safe to recount actions, to express perspectives and to critically reflect on the outcomes of learning and teaching in ways that transformed their practice. The processes of data collection and writing, and the power relationships involved have been problematised in the literature (e.g. Lankshear & Knobel, 2004) and have pointed out the moral consequences not only of how we gather data, but also of how accurately we represent participants' perspectives.

The research team was concerned to develop new power-sharing strategies that not only involved participants in the decision-making process of the research, but also gave proper voice to individual views in the writing up of the data. Teachers, probably more than students, were likely to feel vulnerable in the research situation since, despite assurances of confidentiality and accurate reporting, they risked that their practice would be judged, and this might be perceived to have consequences in terms of their esteem and position in the school. Thus a strong trust relationship was vital in gaining critical interpretations of the data from teachers. It was envisaged that the school support facilitators, who had been working with the teachers to support their professional development, would have enough teacher confidence and trust to work sensitively in classrooms. It was also envisaged that school support facilitators would have a stronger trust relationship with students than traditional researchers.

As Silverman (1997) notes, the social distance and consequent power imbalance created by studying groups with whom we do not share membership (i.e. age, gender, class, race) can create mistrust, misunderstanding or resistance on the part of the research participant. The research team was aware of the shortcomings of being mainly Pakeha, female and middle-class adults. To go some way to addressing this, we established Pasifika and Maori advisors to the project.

Lankshear and Knobel (1997:6) document the negative consequences of an uneven power balance in research projects where the researcher is backed by a government agency. They detail what it means to establish participants' trust in the research and in the integrity of the project itself:

"This includes letting them know the purpose for conducting the research and to what ends it was most Iikely to be put once it was completed… seeking, obtaining, documenting and honouring informed consent are indissolubly related to issues of trust and honesty, and bring with it demanding researcher obligations to protect the privacy and to respect the dignity of every study participant."

(1997:16).19

The team prioritised the safety and trust of participants above the gathering of rigid quotas of data. In one instance, a teacher felt uncomfortable with observations and interviews, and in another instance, a teacher preferred not to release her students for interviews. The team was able to flexibly accommodate these teachers through the use of multiple data collection methods. 

The information provided by student observations and individual teacher interviews was supplemented by student reflections on their learning in "learning journals", and by student and teacher focus group interviews. The national coordinators discussed their journal entries with the students. During focus group interviews, students were also encouraged to interpret their learning in terms of the arts learning model.

Discussion Group for Facilitators

This facility was set up for facilitators to assist them in their second semester research. However, facilitators tended to prefer email, the telephone, and face-to-face encounters, as a means of communication with the research team and with each other. Partly this was due to the limitations of the technology, such as the time it takes to get into the site and navigate one’s way around it, and not being able to edit documents online. Email and telephone afforded a better opportunity to have one-to-one interaction, which was often what was required.

4.
Methodological Strengths and Limitations

Over the course of the research there were some personnel and role changes. In September 2003 Dr Tina Hong, co-director of the research project and national coordinator for dance, took up a new position with UNITEC. Due to personal circumstances, Joce Jesson withdrew as adviser for the project.

Dr Peter O’Connor was subsequently appointed as principal researcher and arts advisor. In addition, Ann Brodie and Merryn Dunmill assumed stronger research roles (see below). Thus the research quality was maintained and, in some respects, strengthened.

A Bonus in Terms of Professional Development

Facilitators and teachers commented on the professional learning that resulted from this research methodology. Teacher feedback to facilitators indicated that the engagement in the research process had encouraged them to reflect more on their teaching. 

The Selection of Schools

The initial selection of schools was made by the Ministry of Education, and gave schools who had participated in the professional development programme, an opportunity to be part of the research. These semester one schools were used to trial the research tools only, and to provide practice opportunities in research for the facilitators. The Ministry chose the schools not only on the basis of their involvement with the professional development programme, but also on the basis of geographical spread and decile range. During the trial the team was alerted to the difficulties of working in classrooms where teachers were not yet confident in the arts, and there was some attempt to address this in the selection of second semester schools, through consultation with school support facilitators.

Facilitator Training for Research

The facilitators had participated in a general workshop on research methodology before the contract was offered to the Auckland College of Education. They participated in two more training days during the period of the contract, one for the trial and one for the second semester research. These training days were specifically designed to assist the facilitators with managing the research tools devised for this project. Since many facilitators lacked experience in research, the trial period acted not only as a trial for the tools but also as a training period for the facilitators. Although this meant that the trial produced little useful information about student learning in the arts, it did ensure that research in the second semester was conducted with a greater understanding of processes (including the learning framework) and familiarity with the tools.
Research: A Different Role

The use of school support facilitators for conducting part of the research had strengths in terms of local experience and knowledge of the school and an established trust with teachers and students. However, the professional development and research roles were essentially distinct. In their professional development role, facilitators were required to model arts teaching and to work with teachers in the classroom in order to build confidence and expertise among their colleagues, many of whom had insufficient understanding of teaching in this area. Several facilitators were new to research. They found that the different demands of observing and recording the behaviours and speech of small groups of students in the classroom challenging. Engaging teachers in interpreting the observations in terms of student learning and working with students to develop meaningful reflections of their learning in learning journals, was a new experience for many of them.

Teachers’ Ability to Provide Quality Learning Environments

Facilitators and national coordinators reported that classroom teachers were often too new to the discipline and this meant that they needed help to set up and maintain quality learning environments for students in the arts. Since students in their classrooms were being observed for how they were learning, teachers were under some strain in the trial period. This was addressed to some extent in the second semester with a deliberate and considered choice to work in schools which were strong in the arts (i.e. those where there was known to be strong teaching in at least some of the arts disciplines). It was also addressed through allowing a period of unit development (with facilitators and national coordinators working alongside the teacher) to precede the research. This considerably increased the confidence of teachers. However, professional development is not an instantaneous matter, and some groups of children were observed in environments which did not facilitate quality learning. Alton-Lee suggests that “what happens in classrooms through quality teaching and through the quality of the learning environment generated by the teacher and the students, is the key variable in explaining up to 59%, or even more, of the variance in student scores.” (2003:8). A follow up study situated in quality arts classrooms would possibly offer better evidence of learning.

Time Constraints

Facilitators were invited by the Ministry of Education to contribute to conducting the research. While a number of facilitators were interested, it was not possible to predict the degree of time commitment required for this work over and above professional development responsibilities, and therefore the time available was not always adequate. This meant that facilitators ‘squeezed’ their research commitments into their professional development time in schools, or made separate trips to the school (this sometimes involved significant travel) for the research. Both options proved stressful for facilitators. To ease this situation and to enable facilitators to focus on observations, the national co-ordinators took responsibility for the learning journals.

Continuity

The observations, interviews and learning journals were affected by the lack of continuity of researcher presence in schools, such as would be afforded by a more ethnographic study. Thus facilitators had only short timeframes in which to do their observations and interviews, and were therefore able only to get ‘snapshots’ rather than the fuller picture that would be gained by the continuous multiple lens on the development of student learning The lack of continuity also impacted on the development and maintenance of relationships with the students. The expanded role of the national coordinators, in discussions with students about their learning journals, partially addressed this issue.

5.
The Advisory Group

The research team is grateful for the assistance given to us by members of the advisory group, who provided us with support and valuable advice following the results from the trial period of the research. They were:

	Name
	Role

	Dr Jenny Poskitt
	Senior Lecturer, 
Dept of Learning and Teaching
Massey University

	Dr Susan Tiakiwai 
	School of Education
Waikato University

	Dr Airini
	General Manager, 
Pasifika Development, ACE

	Camilla Highfield
	Curriculum Facilitator, the Arts
Curriculum Teaching and Learning
Ministry of Education

	Ngaire Bennie
	Senior Research Analyst
Research Division
Ministry of Education

	Dr Joce Jesson
	Director of Research Development, ACE


Feedback from Advisory Group Meeting

The advisory group supported the work carried out in the trial, endorsing the continuation of approaches that were working, and suggesting the implementation of some changes to strengthen the research. These included developing and maintaining stronger relationships with the students. It was acknowledged that facilitator researchers and the principal researcher had only short timeframes in which to do this. The expanded role of national coordinators was seen as going some way to addressing this issue, as they were able to bring a depth of expertise and experience and can identify the learning and make the connections with the students.

The arts research team reduced the time commitment and complexity of the facilitators’ role by assuming responsibility for the learning journals and thereby freeing facilitators to concentrate on observations and teacher interviews. 

6.
Analysis

The analysis was based on the framework of learning dimensions (Table 2), which identified student behaviours as fitting within one or more broad definitions of student learning dimensions. The data from observations, interviews and learning journals was qualitatively and quantitatively analysed against this framework. Findings were then cross-checked to ensure that the different angles from which student learning was explored, revealed similar key findings. The data was also checked against findings in the literature search. Thus the data was subjected to various levels of analysis, described below.

Pattern Analysis

Patterns are “regularities of behaviour or forms of interaction which occur over and over again” (Altrichter et al., 1993:134). Pattern analysis assumes that “patterns are surface symptoms of fundamental relationships” (Altrichter et al., 1993:139). Altrichter suggests that in categorising patterns emerging from the data of qualitative research it is important to initially “code deductively - using the prior theoretical knowledge and searching for relevant passages”. Data analysis in this study sought to identify emergent themes and patterns across the four disciplines. In order to code deductively using prior theoretical knowledge and identifying relevant passages, a simple keyword search was employed, based on the literature and on readings and research team discussions of indicative themes emerging from early data.

Following this process, the team conducted a quantitative analysis of student activity in terms of the initial learning dimensions, as a further lens into the emerging data. For instance, where there were indications from observations and interviews that teachers’ skilful and challenging interventions resulted in deeper reflection and led to higher levels of refinement, connectivity and transformativity, instances of students’ actions and interactions demonstrating each type of learning were counted, as were instances and types of teacher intervention. These indications were explored through a quantitative analysis. There was also an attempt to learn more about gender and ethnic differences relevant to these dimensions, but this data was insufficient and therefore inconclusive. The search for patterns enabled the research project to “unravel the intricate and messy happenings which characterise the pedagogical moment(s)” of teaching and learning (Taylor 1996:30) and thus to reach a deeper understanding of the processes of learning in the arts.

In the final stage of the pattern analysis, the team coded inductively, whereby categories were chosen during and after scrutinising the data. They were able to establish key themes both from the literature and from the empirical data and to focus on how this research provided new information or affirmed other recent findings.

Section Two

7.
Literature Review 

7.1
Introduction

This literature review was developed during the early phases of the project. The databases and catalogues searched included the catalogue of the University of Auckland Library, catalogues of the Auckland, Wellington and Christchurch Colleges of Education Libraries, the ERIC Database (1992-2000/1), the British Education Index and the Index to New Zealand Periodicals.  A full literature review with sections developed by each of the four national coordinators in the arts on each of the four arts disciplines, is included in the appendix. 

7.2
Student Learning in the Arts

The arts are powerful forms of personal, social, and cultural expression. They are unique ‘ways of knowing’ that enable individuals and groups to create ideas and images that reflect, communicate, and change their views of the world. 

The Arts in the New Zealand Curriculum (2000:9)

In Aotearoa New Zealand all children have the right to an education in the arts as part of their schooling (Ministry of Education, 2000: 10). The national curriculum statement for the arts, The Arts in the New Zealand Curriculum (2000) identifies the four separate disciplines of dance, drama, music, and the visual arts. Learning within each discipline is approached through four interrelated strands: developing practical knowledge in the arts; developing ideas in the arts; communicating and interpreting in the arts; and understanding the arts in context.

As they learn in and about the arts, students develop skills, knowledge and attitudes, and understanding about a broad range of traditional and contemporary art forms. Students learn to generate ideas, to express, and to communicate them in a range of artistic forms. They come to understand the significance and purpose of art and art-making to diverse peoples and cultures. Through meaningful engagement in the arts disciplines students learn that dance, drama, music, and the visual arts are each unique as ‘ways of knowing’ that impact in vital ways on their thinking and feeling, and their understanding of others and the world. (Beals et al., 2003) 

Philosophical arguments concerning the nature and value of the arts as ‘ways of knowing’ have been evident since the time of Plato. In contemporary times, various authors (for example, Best, 1992; Eisner, 1994, 1998; Gardner, 1993, Dissanayake, 1995; Greene, 1995, 2001) have articulated their respective understandings with regard to the rationales that underpin the arts in society and in education. These philosophical rationales, their implementation, and their impact on student learning and achievement in school-based arts education and cross curriculum terms have increasingly become the focus of quantitative and qualitative research studies.

Substantial research that investigates the nature of arts learning and the impact of arts learning in general, on the lives of students has been systematically and vigorously pursued in recent years. International research studies emerging from the United States and England (see Fiske, 1999; Colwell, 1999; Harland, Kinder, Lord, Stott, Schagen, Haynes, Cusworth, White, & Paola, 2000) provide evidence that quality learning experiences in the arts contribute in significant ways to social success and impact positively on education and the academic achievement of students. For instance, Colwell (1999) identifies seven key teaching strategies for quality teaching in arts. These have been utilised within the Ministry of Education’s arts strategy.

7.3
Key Studies in Individual Disciplines

Many studies that have focused on individual disciplines have relevance for the arts in general, and reveal common themes. An important feature of current research in drama is the exploration of the concept of transformative learning and how children develop these deeper understandings in, through and about the discipline. Bolton (1986) asserted that, for drama, the principle educational purpose was to understand, from having ‘lived through’ an emotional experience, and from sharing that experience with others. According to Schechner (1993) transformative understanding occurs for students when, through reflection on, and ‘living through’ experience, they can create themselves to become something they were not. 

Much current research in Music is concerned with the cognitive, emotional and aesthetic impacts of learning an instrument, or of music appreciation. Deasey summarises a range of studies that show connections between music learning and spatial reasoning, maths, reading and verbal and creative thinking. Cutietta’s (1996a) literature review revealed a connection between the development of musical and linguistic skills. However, Arostegui (2003) emphasises the importance of interpretative knowledge, and of construction through social interactions, in helping to shape our understanding of the world.

In Visual Arts, Duncum (1999) defines art as essentially about making meaning, and concludes that drawing helps children with the challenges in their lives. Various ideal conditions are claimed to result in effective learning, such as teacher student dialogue around the student’s work (Smith, 1983); and interchanges among children including legitimised copying (Sless, 1978; Wilson, 1982). 

Individual research projects in drama, dance, music and visual arts which have investigated teaching practice, have relevance for all teaching in the arts, as well as for other curriculum subjects. O’Neill held that teachers and students are co-artists in the creation of drama in the classroom, and this concept of co-artistry has implications for how teachers build relationships with students. Research in dance education has shown that a deep and broad teacher knowledge base influences the dance learning environment in a positive way (Fortin and Siedentop, 1995), and that appropriately timed and positive or motivating feedback can increase student learning (Minton 1996). Lazaroff’s (1998) study stressed the importance of collaborative learning, and of reflection on the experience of dance. Stinson’s (1993) research identified that relationships, particularly with a caring teacher, were a critical factor in all learning, including dance. Buck (2003) emphasised that the meaning of dance resides in negotiated classroom relationships. Pariser (1979), Arnheim (1974), Golumb (1989) advocate training students to ‘see’ through specific questioning about what is perceived before and during the drawing and planning for students to make connections and engage in higher order thinking (Kowalchuk, 1999).

The common features regarded as important to learning in individual disciplines, include:

· meaning making and transformative learning
· negotiated classroom relationships 
· co-construction and co-artistry and collaborative learning (student-student, teacher student)

· teacher student dialogue and appropriately timed feedback

· legitimised copying

· critical reflection, leading to higher level connections

These are reflected in findings for the arts in general, and provide a basis for initial explorations in this research study.

Some of the above research has been reviewed in the Ministry of Education’s Quality Teaching for Diverse Students in Schooling: Best Evidence Synthesis  (Alton-Lee, 2003). The Ministry of Education commissioned a report on Evaluation of Professional Development to Support the Arts in the New Zealand Curriculum (Beals, et al., 2003) which found that students felt they learned well in the arts because it is fun, they could work cooperatively, and because there is no one right way. Further, it found that learning in the arts impacted on their other subjects and on students’ lives. For instance, it enabled them to develop empathy, to try new experiences and to think more deeply about their environment.

The Harland et al. publication Arts Education in Secondary Schools: Effects and Effectiveness is a UK-based three-year research project which identified broad categories of outcomes attributable to arts education, including:

· A heightened sense of enjoyment, excitement, fulfilment and therapeutic release of tension

· An increase in the knowledge and skills associated with particular forms

· Enhanced knowledge of social and cultural issues

· The development of creativity and thinking skills

· The enrichment of communication and expressive skills

· Advances in personal and social development

· Effects that transfer to other contexts, such as learning in other subjects, the world of work and cultural activities outside and beyond school

· Institutional effects on the culture of the school

· Art itself as an outcome (p. 565).

These learning dimensions have been represented graphically by Harland et al., to illustrate the importance of each to the learning process. Swanick and Tillman (1986) developed a learning model which suggests that there are twelve iterative cycles of musical development, moving from concrete to evaluative.

The Harland et al. study found that the most influential factors contributing to effective teaching and learning in the arts included:

· Enjoyment and perceived relevance of the arts

· Specialist arts teachers

· Practical task-based activities

· Performance, display, evaluation and symbolic ‘celebration’ of what is produced

· A praise culture

· Pupils’ own contribution, background and parental support (p. 568-571).

Champions of Change: The Impact of the Arts on Learning was released in October 1999 by the Arts Education Partnership and the Presidents Committee on the Arts and Humanities. Champions provides important evidence of enhanced learning and achievement when the arts are an integral part of the educational experience, both in and out of America’s schools. The report (available online at www.aep-arts.org) compiles the results of seven major research projects involving students, educators, artists, and others in New York, Boston, Chicago, Los Angeles and the San Francisco Bay area. The following conclusions are revealed in the research findings:

· Students with high levels of arts participation outperform ‘arts-poor’ students 

· The arts have an impact on students in ‘high-poverty’ and urban settings

· The arts in after-school programmes guide disadvantaged youth towards positive behaviour and goals

· Learning through the arts has significant effects on learning in other domains

· Arts experiences enhance critical thinking abilities and outcomes

· The arts enable educators to reach students in effective ways.

Research revealing the cognitive capacities and achievement motivations engaged with and developed in arts learning also includes a publication by the Arts Education Partnership released in 2002 entitled, Critical Links: Learning in the Arts and Student Academic Achievement edited by Richard Deasey (available online at www.aep-arts.org). The purpose of this compendium of 62 studies is to identify strong arts education research that would make a contribution to the national debate over such issues as: how to enable all students to reach high levels of academic achievement; how to improve overall school performance; and how to create the contexts and climates in schools that are most conducive to learning. A parallel purpose is to provide designers of arts education curriculum and instruction with insights found in the research that suggested strategies for deepening the arts learning experience. 

Deasey (2002) noted the positive impact of arts learning on basic reading skills, language development and writing skills and the strong relationships between learning in the arts and cognitive skills used in mastering other school subjects. In the introduction to the publication, Deasey describes the structure of the publication which includes five essays which trace the common threads found within the studies grouped around dance, drama, music, visual arts or multi arts. He observes that, “All of the essayists agree that future research define with greater depth, richness and specificity the nature of the arts learning experience itself and its companion, the arts teaching experience. They agree that the compendium studies suggest that well-crafted arts experiences produce positive academic and social effects…” (p.6).

This research study is significant in that it acknowledges the need for quality research in the arts in New Zealand schools that investigates, firstly, how students learn in the arts, and, from this, the contributing factors for effective teaching in the arts. Finally, the research aims to provide some indicators for how learning in the arts impacts on achievement in other curriculum areas.

Section Three

8.
A Discussion of Findings

Using the learning framework (Table 2) for catagorizing different student learning behaviours developed based on the literature and refined in the research process, and as a springboard for discussion, this research identified characteristics and factors that contribute to effective student learning in the arts. It also identified some teaching strategies that improve learning. Specifically, it identified a number of characteristics of teaching and learning in the arts.
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8.1
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Structured, chaotic cycles of action and reflection occur throughout the learning
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8.1.4
The preparedness of students to take risks in their art making depends on age and classroom environment

8.1.5
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8.2
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8.2.1
The quality of the learning was dependent on the quality of the learning environment

8.2.2
Relationships between teachers and students impact on the quality of learning, and these relationships are qualitatively different in the arts

8.2.3
Teacher generated reflection generates new layers of artistic exploration.

8.3
The Effect of the Research

8.3.1
The action research tools have been useful for facilitators in their professional development role

8.4
Gender / Ethnicity

Our findings are detailed under each of these headings. However, each area overlaps the other, and so the findings are best read as a whole.

8.1
Student Learning

8.1.1 Structured, chaotic cycles of action and reflection occur throughout the learning

For teaching and learning in and across the strands of this curriculum, action and reflection are integral to making, presenting and evaluating art works. As they work within and across the strands, students will increasingly evaluate their progress and make informed plans for future learning.
The Arts in the New Zealand Curriculum (2000:89).

Bloom (1956); Gagne (1996); Harland et al. (2000), Darvell (1992), Alton-Lee & Nuthall, 1998), Biddulph & Osborne (1984) and Cosgrove & Osborne (1985) have each developed dimensions or cycles of learning which move from ‘simple’ learning (such as generating and applying) to higher level dimensions such as refining, connecting and transforming. O'Toole (2003) defines the stages of arts making as the initiation phase where students generate new ideas; the experiential phase where students apply their knowledge and skills in the making of a particular art form; and the reflective phase where the students reflect, and refine their work. Finally the teacher structures opportunities for transforming the knowledge gained by “making the implicit knowledge explicit” (O’Toole 2003:23). Biddulph and Osborne’s (1984) interactive teaching approach, the generative learning model designed by Cosgrove and Osborne (1985) and the knowledge generation process described by Alton-Lee and Nuthall (1998:46-49), describe classroom learning phases which are linear and non-iterative. That is, in each of these models, teachers and students pass through a linear template of pre-planned activity from an initiation or preliminary phase to a reflective or meta-cognitive conclusion. However, the arts curriculum suggests that learning is cyclic rather than linear:

Reflection is both a result of action and a prompt for further action. As they work within and across the strands students will increasingly evaluate their progress and make informed plans for future learning.

The Arts in the New Zealand Curriculum (2000:89)

In this study, students learned in structured, chaotic cycles of action and reflection, and there was evidence of advancement through each stage or phase (see Table 2) within some lessons as well as across a whole unit of learning. However, it is expected that more sustained learning occurs when understandings are deepened through consolidation over time.

Generating and Applying

Generating (trialling, improvising, exploring, experimenting, building on, imagining, inventing, responding, identifying) and applying (active demonstration of skill/concept being taught to a specific context, copying, imitating, demonstrating, responding, interpreting, using, creating) were behaviours in which most students participated. In a quantitative analysis of behaviour in each of the four disciplines, students were engaged in just over 50% of the time in generating or applying behaviours.

Although there were variations across disciplines, it could not be ascertained whether the variation was due to the discipline or the classroom learning environment. The general rule was that students spent little time engaged in reflection and refinement or or in connective and transformative behaviours. Reflection or refinement dimensions accounted for 33% of the students’ activity. Connective and transformative learning accounted for only 8% of the students’ activities. The vast majority of these connective and transformative activities were as a direct result of teacher intervention.

Generally at all year levels, there was evidence that teachers focused on clarifying instructions and developing technical competence, with fewer ‘why’ or ‘how’ questions inviting student reflection. (see p. 22).

Reflection

Reflection was observed occurring not only at the end phase of the learning, but throughout the process. This differs from other models, in which reflection is seen as supporting “the final stage of knowledge generation” (Alton-Lee & Nuthall, 1998). Others, such as Biddulph & Osborne (1984), Cosgrove & Osborne (1985) offer similar linear taxonomies. Reflection in action, on action and as action is a particular feature of arts education. Smith (1983) commented on the value of verbal reflection, where development occurs through teacher student dialogue around critical appraisal of the child’s work. In this research it was noted that reflective questions were used specifically to generate new application or refinement of work undertaken by students. Students themselves were observed refining or reflecting on others’ work as they generated and applied new understandings about their work.

For example, students were observed in a drama class preparing a still image of a wedding ceremony. The students generated a range of ideas about what this might look like and then refined their decisions as they looked for the dramatic potential within their image.

Refining and Connecting

Teacher questions which sought deeper understanding refocused and generated further cycles of learning. For example, the teacher questioning the students about their still image of the wedding photo asked how the image revealed the unsaid things in the family relationships at the wedding. This question prompted the students into refining their initial still image and also to consider issues about family relationships. Conversely, teachers and students would generate new ideas and approaches, understanding that these processes would lead to meta-cognitive connections. One student, for example, on viewing another group’s still image recognised that the bride’s parents were unhappy and that this would doom their daughter’s marriage. This led to a discussion of the impact of parental separation. The teacher focused attention on this issue by asking the group in the still image to refine and focus on the manner in which the parents held hands in the still image.

Transformation

One group of students recognised the transformative potential of learning in the arts:

It’s logical but it’s using the writing part of your brain. It’s using your imagination. [It’s] like writing off the paper.  It’s more physical so you can actually instead of writing it down you can actually show what you are thinking.

Intermediate school arts student, 2003

However, there were few indications of transformative learning in the lower primary school. Although it was expected that this evidence could be obtained from the actions and interactions of students during observations and interviews, younger students had difficulty articulating these understandings. In this study, teachers and students at the secondary level described the arts as discrete and technical in nature. There was little evidence of a connection between arts subjects and other curriculum areas or life outside the classroom.

8.1.2
Peer reflection and co-construction was a significant aspect of learning in all the arts

The learning community concept (see, for instance, Brophy, 2001), involving strong peer co-constructive learning has gained favour in recent years. Such learning was evidenced in this study by the level of supportively critical reflections students made of each others’ work. Generally, peers intervened more often than teachers in the work of other students, and students relied on this input as much as that from their teacher. An intermediate level school child explains:

We share each others’ ideas and stuff. It gives us ideas of like what we should do next time.

Another explains that he would go to his friend first for advice: 

Because they might know it and not the teacher, or the teacher might be busy or something.

A high acceptance of, and reflection on, peer interventions was more likely to occur where the learning environment included opportunities for trial and error, where judgements were not made by the teacher about the ‘correctness’ of a work, and where copying was an accepted part of learning. Peer critical reflections tended to help students to move beyond the simpler dimensions of generation and application, to refinement and sometimes to connection, but were not as effective as skilful teacher interventions. Teachers acknowledged the place of peer teaching in the arts classroom:

While I say that English is bums on seats… the whole thing with music is because it’s such a practical subject, I might teach a concept but in actual fact it will be that kid there showing the other kids how you play that guitar chord…

Students at intermediate level were keenly aware of the importance of working together to create their work:

You go into a group and figure out ideas, and you’re told an idea then that will quicken your brain, then suddenly we have all these ideas and you’re kind of taking them to delve deeper. And the disadvantage of working by ourselves is it would be sometimes you’re stuck and you have no idea of what you’re going to do and you can’t go deeper, you don’t think you can, and then someone just twinges something and it sends you down there and then it branches off again, then you start again and just keep going.

One teacher suggested that co-construction of ideas was central to working in the arts:

I think giving the children opportunities to create their own ideas I think that’s what the arts does. It makes children’s ideas valuable and relevant and in fact it makes them necessary. 

8.1.3
Arts classrooms are full of purposeful and social talk

All students interviewed considered that there was quantitatively more talk in arts classrooms than in other curriculum areas.  This included both on task purposeful talk and social talk. Analysis of the teacher observations indicated high levels of student to student purposeful talk as they reflected and refined their own and others work.  For example a group of lower primary children working on a collage unit:

A)
I think I’ll just do this for the sky

B)
Is that enough for the sky do you think?

B)
I didn’t realise you could do this

A)
Mines working

C)
I don’t know if this will work

A)
I need something heavy to hold it

In a recent study by Gersten, Baker, Pugach, Scanlon & Chard (2001), the importance of student dialogue in enhancing performance is emphasised. Colbert and Taunton (2001) concluded that the effects of student-student interactions were as important as student teacher interaction. Both students and teachers commented on the higher noise level in arts classrooms and discussed how talk was a necessary part of their learning, yet observed benefits were related to how focused student-student talk was.
Those students are always talking together and if they’ve got any problem, they are always talking about it in groups with peers…

[The teacher] lets us do more talking in art… in like language you wouldn’t be able to walk around and… talk to your friends and ask them, like, how they’re doing… in language or maths you can’t.

You can’t wait to do art at school 'cause you’ve got someone to talk to at the same time.

In the interviews, students at all age levels commented on how much of the school day was usually spent in silence and how much pleasure they derived from taking arts subjects where they were positively encouraged to talk.   Students commented on how teachers and students were more likely to engage in social talk as part of or during their art making.  Students commented on how this impacted on their positive experiences of both the discipline and the teacher.  Simply allowing a space where people are allowed to converse is a more natural and pleasant environment.

8.1.4
The preparedness of students to take risks in their art making depends on age and classroom environment

Taking risks is about experimenting with the art form and a willingness to get things wrong in the process.  It is to be more engaged and interested in process rather than product. Davis (1998) notes that the art of young children has the modernist qualities of expressivity and formalism, yet after eight years, the work becomes awkward and constrained by notions of realism. The aesthetic qualities of the work of the young reappear only in the work of a few adolescents. If we look at the work of young children in terms of modernist criteria i.e. formal and expressive, we find it does rather well. It is vivid, expressive, and creative. The work of children from the age of eight and above is, in contrast, awkward, and constrained by notions of realism. Interestingly Davis also notes that children in middle childhood increasingly can notice elements of style and qualities such as unity and balance in the work of others. Increasingly they can perceive those same aesthetic qualities that are disappearing from the art works they produce themselves. This research project found this was linked to the ability of children to feel comfortable with taking risks and to avoid their own or others’ judgements of right and wrong ways of doing the art form. Students in this study confirm these findings:

I take risks.  I don’t care.  Because in art its just there is no right or wrong.  I reckon and if you make a mistake it doesn’t really matter. Just try again and fix it up, it is just cool..

Say if it was in English and you mucked up an essay it would matter.

8.1.5
Students make connections from learning in the arts to other curriculum or life areas

Students and teachers often sought connections between what was being studied in their arts class and to other curriculum areas and their own lives. Several students perceived the Arts on the one hand as “not a real subject” and on the other hand as more relevant to their lives:

You feel like you’ve got a job with dancing… you don’t even think like you’re at school.

With quality teaching, students did make connections to other areas of their lives. The connections they made to other curriculum subjects such as health, social studies, and English (examples of linked curriculum areas by several teachers) were generally tenuous and rather superficial. However, at primary level, teachers, however, believed that crossovers did occur, and occasionally sought these, for example between subjects such as dance and physical education, and drama and social studies. Teachers reported that students volunteered connective observations in regard to other curriculum subjects.

Students and teachers at the one secondary school in this project saw little connection between their arts disciplines and other curriculum areas. In classroom observations no evidence was found of teachers making links to either other curriculum areas or to the real world. Teachers commented that students ‘switch off’ between one curriculum discipline and the next. This approach that treats knowledge as ‘discrete’ perhaps reflects the more instrumental structures of secondary school learning. Grierson & Mansfield argue such an approach creates a “straightjacket of self-management and competitive skills for the arts that suggests an instrumentalist and rationalist ideology” (2003:69).

At intermediate level several students recognised that their work can lead to deeper understanding of a range of things. One student suggested that unlike reading “its reading what’s between the lines” and suggests that drama would be helpful to understand a lot of things including “George Bush and the Middle East, you could talk about things and find out, try and go deeper and find out why they’re doing that”. Another student commented “Yeah you might not feel comfortable about [going deeper] but you need to know these things”.

In their drama exploring the marriage of the two characters in the novel they were studying, the students were able to “simultaneously weep as a patient and revel as a player” (Vygotsky 1933:549). Bolton saw “[this] dual affect as the tension which exists between the concrete world and the ‘as if’ world, sometimes leading to contradictory emotions” (1986:87). The dual affect was possible because a participant in performing arts simultaneously experiences and empathises with the role they are taking, and as themselves are able to enjoy and analyse the emotion. Like Bolton, Boal recognised that the dialectic between the fiction and the real was the central and most powerful agency for changed understanding through the performing arts. Boal describes this as metaxis: “the state of belonging completely and simultaneously to two different autonomous worlds: the image of reality and the reality of the image” (1995:43). In metaxis:

The oppressed artist was able to create an autonomous world of images of his own reality, and to enact his liberation in the reality of these images, he will then extrapolate into his own life all that he has accomplished in the fiction. The scene, the stage, becomes the rehearsal space for real life. (Boal,1995:44).
For Bolton, “the principle educational purpose of drama is a change in understanding” (1986:108).  Heathcote and Bolton saw that drama was about carefully structuring the experience for understanding – “in essence a process of cognitive/affective appraisal of the objective world” (Bolton, 1986:86).

The students were aware that the creation of the fictional world in the drama had helped them to understand more about their real worlds.   One student said “You find out more about marriage and why people get married...  [We found out about] what life is like.”

The classroom teacher talked about the importance of contextualising learning in real life situations:

When they’ve learned it in drama it’s in sort of a phoney situation but the thing is they can take that from there and do the same, the things they have learned in real life. They can’t make drama in a vacuum. They have to put into drama where they’re coming from and what they are at.

8.2
Effective Teaching Strategies

8.2.1
The quality of arts learning was dependant on the quality of the arts learning environment

Although this study did not seek to directly assess the correspondence between quality teaching and quality learning, some key points about the learning environment provided by effective teachers in the arts are worth noting. It was found that students generated, applied, reflected upon, refined, made connections and transformed their understandings in the arts to a significantly greater extent when they were in a quality learning environment. Features of this quality environment included specific types of teacher interventions and their timing; teacher encouragement of the ability of students to see their work as valuable independently of an external measure of ‘right and wrong’; teacher encouragement of the process of peer co-construction, involving purposeful talk, sharing of ideas, and ‘copying’

Specific types of teacher interventions and their timing

Minton and McGill (1998) found that feedback that is timed appropriately and that is positive or motivating can increase student learning. In general, teacher interventions in student learning tended to be either to give suggestions, instructions, to gain an understanding/clarification of student aims and progress, or to encourage or challenge students to reflect on their work. In an analysis of teacher interventions across the four disciplines 66% of teacher interventions sought clarification of the task whereas there were only a third of teacher interventions designed to elicit student reflection or refinement. The study found that interventions which challenged reflection and refinement were most likely to move students towards making deeper connections and to transform their understandings of the art form and their world. 

Teacher encouragement of the ability of students to see their work as valuable independently of an external measure of ‘right and wrong’

At a very young age, students confidently give and accept opinions about each others’ work.

I’m going to choose which one I like best from yours… I like that one.

That’s a good choice.

However, during the junior and middle years of schooling, students seem to transfer their power to offer and accept opinions on their work to their teacher. A middle school child explains how he knows he has got the dance right:

You get praise from your teacher… Mr… always says to us that it is right or wrong.

This coincides with students’ preparedness to take risks at different ages.

Research has shown that a ‘culture of niceness’ can undermine academic learning (Alton-Lee, 2003) and that a delicate balance between encouragement and support and critical reflection must be maintained. Students in this research indicated that the absence of negative judgement enabled them to take more risks.

…this year I like our teacher, you can take more risks…if you get it wrong she like doesn’t mind and she just goes ‘oh, that’s still cool, maybe try this…’ and she’ll show you and then you just feel better because like she didn’t say it like ‘oh, no, that’s dumb…’ I think it’s mainly the teacher though.

In art it’s sort of just, there’s no right or wrong I reckon, and if you make a mistake it doesn’t really matter, just try again or fix it up, it’s just cool.

While we agree that the absence of negative judgment as a ‘subset’ of the ‘culture of niceness’ can be ineffective, evidence in this study suggested that other aspects of this culture, such as mutual respect and co-artistry, are vital and positive features of quality arts learning (see Relationships, 8.2.2). It seems to be important that teachers do not articulate ‘right/wrong’ judgments about students’ work, but the crucial feature is that they enable students to reflect and progress through positive critical dialogue about the work. A student explains:

She was a good teacher, she kind of talks you through it so you understand why you were wrong or right or why that was like that or she’d actually work it through to see if you were right and she was wrong.

However, students’ learning deepened when the absence of negative judgment was combined with skilful interventions encouraging the students’ own critical reflection.

Teacher encouragement of the process of peer co-construction, involving purposeful talk, sharing of ideas, and ‘copying’

Students were aware of how teachers allowed behaviour in arts disciplines which they did not tolerate in other curriculum areas. For instance, they understood that copying was an acceptable part of classroom practice in arts but not in other subjects:

Like say in English if you’ve [read a fellow student’s] really cool essay you couldn’t really say like how did you do that because you can’t really copy because they would think you were a cheat. In art it’s not like that.

Some girls claimed that it was more often the boys who copied ideas from the girls:

…in our class they don’t know how to really put what they’re thinking down on paper and stuff. They just sit there and say ‘that looks cool’ and copy.

Acceptance and active encouragement of ‘copying’, discussing each others’ work, and sharing ideas demonstrates that students and teachers understand the social nature of learning in the arts. All respondents showed their preference for this kind of learning compared to the individual competitiveness demanded in other subjects. The notion of legitimised copying in the visual arts (Sless, 1978; Wilson, 1982) was observed across all four disciplines.  One music student summed up the benefits:

It helps when I share my ideas with the other people in my group, so we can combine ideas and come up with something neater and original.

8.2.2
Relationships between teachers and students impact on the quality of learning, and these relationships are qualitatively different in the arts

Stinson (1993) claimed that relationships, particularly, with a caring teacher, was identified by students as a critical factor in all of their learning including learning in dance. In terms of the Best Evidence Synthesis (Alton-Lee, 2003) there is very little about the importance of the teacher student relationship as a human relationship. Pedagogy sits within a human context, and yet recent research focuses mainly on teacher expectation and its effects on student achievement and the learning process. Students in this research commented frequently on the shift of relationship inherent in arts teaching. Embodied in this shift is a move away from the traditional hierarchal student teacher relationship. Dorothy Heathcote describes this as becoming an ‘authentic’ teacher. By this she means that: 

Children will respect a teacher who doesn’t know everything - and even one who seems to know very little about something, so long as they see that person trying alongside them in learning endeavour. But children do not respect the teacher they can see perfectly well is covering shabbiness in a cloud of spurious status seeking ploys because that teacher has never understood the difference between status and stature.

(1984:38)

One intermediate student who was excited about the shift in traditional hierarchy commented “Sometimes kids teach the teachers in like, maybe we have in our group a different thought pattern.” Students reported that teacher student relationships were better in their arts classes, and this made dance, drama, music and art more enjoyable.

An art teacher is different to another kind of teacher. They’re far more free. 

[In other subjects the teacher is] more grumpy. With language she’s really strict with it, and maths she’s not as, but art she’s probably the calmest in… I think she quite likes art… and recorder.

Interviews with teachers showed that they were aware of their different behaviours in traditionally ‘academic’ subjects compared to arts subjects, but tended not to question this difference, or whether a difference should necessarily exist.

The difference between drama and English is that I will teach the same sort of basic structure and elements [in English] and I will expect to see it back in their work but with drama, whilst I can teach that and show them a lot of the work that finally comes is a product of them using their own imagination, their own devising…

One teacher offered a possible explanation for the easier relationship in an arts environment:

Perhaps it puts us all more on an even footing… we all experiment when we’re doing art, even though you know what you’re aiming for, you may not necessarily get there, the way you thought you were going to… and you have to try something else. And I think it’s a great equaliser.

One student commented on her teacher who she had earlier said was a “good teacher”.

She acted like instead of being a teacher she acted like almost as if she was one of us. More like a friend. She worked kind of with everyone.

The teacher referred to above commented:

You can’t do this teaching and guard the sub[marine] at the bottom of the sea, “so you just do what I say or else I’ll flush you down the plughole”, you can’t do that. You have to work together and go ahead. I don’t tell them what to do now, they tell me.

Another teacher described teaching the arts as a risky business that allows you to be less ‘teacherly’. 

Every time we are demonstrating something, we are putting ourselves on the line as practical musicians… every time I do that I am actually exposing myself as an artist really… and kids actually see us in an entirely different light than they would an ordinary academic teacher.

You can be yourself. Maybe they can be their self.

8.2.3
Teacher generated reflection generates new layers of artistic exploration

Where student learning included moving through all six learning dimensions in the learning model (see Table 2), this was seen to be an effect of a high level of student reflection which tended to be generated by the teacher throughout the learning. There were isolated examples of exemplary skilful teaching interventions which produced remarkable transformative understandings. For example, in the drama unit students came to understand not only the text under discussion but also significant life issues. This was mediated in one example where the teacher asked the students to focus on how the couple about to marry would hold hands and used the symbolism of this gesture to reveal meanings about these characters and also about relationships in general.  This intervention required students to focus on improving the aesthetics of their work and in doing so challenged them to consider the meanings inherent in the gesture.

While most interventions were at a simple level of instruction or clarification, there were striking examples of skilful teacher interventions encouraging reflection and refinement, resulting in advanced and deepened awareness on the part of students. One teacher reflected on her process:

I suppose it’s part of the thinking process. I think giving the children opportunities to create their own ideas… that’s what the arts does. It makes children’s ideas valuable and relevant and in fact it makes them necessary and so what happens is, without the children’s own ideas, you can’t move them on… if you have your ideas and your time… the children are powerless… the arts gives children confidence to create their own ideas.

In some cases technical understanding remained the primary focus. This included developing understandings of the language of the discipline as well as the techniques associated with performance. This tended to occur at the early stages of a lesson or unit, with questions such as “What’s another name for tone colour?”

In a number of interviews with students, newly learnt language from the discipline seemed to dominate their discourse rather than any genuine appreciation of how the discipline worked. For example students talked about learning non-locomotive as the most important thing they had learnt about dance without being able to contextualise its meaning or significance to dance. At other times a deeper reflection was encouraged by teachers, inviting students to make connections between the work they were doing and the arts in the wider world, such as the relationship between sound and mood or emotions, and how mood or emotions are conveyed through music.

Listen to these tracks of music and think about what elements the composers use to create a mood… why not use a flute? Why drums?

Students reflected on new learning and refined their performance:

You have to hold the triangle so it doesn’t vibrate or else it will sound happy.

A student commented on the effect of making connections in the arts:

You learn to appreciate other people’s work like outside school and that, you just walk past and you look at, take a bit more notice of…

Another wrote about her understanding of how music evokes mood in film:

The sad parts have different music, it blends in with other parts, like the happy parts… I couldn’t imagine the movie without music, it wouldn’t be very interesting to me.

This comment seems to provide a rich area for a deeper exploration of the connections between music and emotions which would have transformative potential in terms of the students’ understanding of themselves and others in the world.

The research observed that students were more likely to advance and deepen connective understandings in an environment of close teacher attention to these connective moments, and skilful interventions which challenge students to reflect on these connections and take them a step further, make the difference. Metacognitive understandings were solely the result of deliberate teacher questionings. In one such instance, a drama teacher invited children to identify and explain moments of harmony within a scene of conflict in a story of a wedding they were exploring. The group brought their knowledge and experience to a reflective analysis of the drama, enabling a deeper understanding of the scene, but also of relationships in their lives (transformative learning): i.e. that harmony exists with the flower girls because they don’t read the signs of conflict, are pre-occupied with their dresses etc. The student interviewees discussed the effect of these challenging interventions:

…you find out more about marriages and your life and how you can think about divorce or why people get married…

8.3
The Effect of the Research

8.3.1
The action research tools have been useful for facilitators in their professional development role
A number of facilitators commented on how the learning model and discussions around it facilitated their professional development work. That is, evidence of what behaviours in the children would indicate complex learning and therefore what the teachers might aim to elicit. Thus the participatory research has impacted positively on teacher’s understanding of student learning in their discipline.

I found it was a lot of help because the feedback we got from the facilitators and actually talking through things, was very useful. I didn’t realise the different ways they do generate and find experience, skills and things, and it was encouraging to see [the facilitators’] analysis at the end. I found that really beneficial.
8.4
Gender / Ethnicity

Alton-Lee (2003:22) points out that “teachers’ expectations have been found to vary by student ethnicity, disability, gender and other student characteristics unrelated to a student’s actual capability” and that these expectations can undermine students. While the current project did not explain the extent to which beliefs and expectations about gender and ethnicity actually disadvantaged certain groups of students, it did find that some teachers certainly had beliefs about gender difference:

The girls like to do, like to think about what they do, so they would be slower to start, whereas the boys, more boys… get to dominate the space too and the girls are a bit prissy. And boys are not afraid to make mistakes – that’s what I found, they’ll make mistakes and they’re not afraid of it. But girls don’t want to be seen as making a mistake.

A few teachers held beliefs about ethnic difference in terms of learning styles. The following is an example of lower expectations of Maori students that were a factor of such beliefs.

…the Pakeha boys are very motivated to push and learn, Maori boys are quite happy to sit back. And they’re the ones who are more musical by far. Maori girls they will tinker around but….you might find Pakeha girls really try and master some notation to actually figure things out but Maori girls will generally… try and do some things by ear and that’s it. They don’t actually want to go beyond there.

Alton-Lee quotes a review by Irvine and York which finds learning styles inventories to be unsupported by the research evidence, and leads to inappropriate stereotyping of minority students by teachers. One teacher stated that Maori students were more naturally talented but lazy. Such statements in this and other research conducted in New Zealand since the early 1980s (Clay, 1985; Millward et al., 2001; Bishop & Glynn, 1999) confirm that Maori children continue to be disadvantaged by these assumptions. 
Section Four

9.
Conclusions and Implications

As Beals et al. (2003) show, schools, teachers and students have benefited from the recent focus on the arts curriculum and on raising the level of professional confidence and competence in teaching in the arts, through a planned professional development programme. This research complements those findings, by showing that although many teachers have developed new strengths in working within arts disciplines, there are specific features of the arts environment and of student learning in this environment that need to be highlighted and used to advantage in achieving better quality outcomes. The key features are listed in the Executive Summary, and detailed findings are discussed in Section Three. Further, this research suggests that there are features and teaching strategies that may be transferable to other curriculum subjects, but that this is inconclusive, and would need to be established through a follow up study.

9.1
Refining teaching strategies 
Learning Dimensions

In this research students demonstrated that they could generate activity and apply their knowledge, reflect on and refine their work, and make connections which sometimes led to transformative understandings. They showed (through skilled teacher interventions and sometimes through their own initiative) that their learning in terms of these dimensions was not necessarily sequential or linear, but cyclic and even chaotic, in terms of entering, leaving, and returning to each phase. Teacher expectations of students, and the quality of teacher intervention seemed to impact strongly on the depth of student learning. A statistical analysis indicated that most teaching focused on the task-orientated aspects of learning such as generating and applying, and while there was a significant level of reflection and refinement, few examples were evident of teaching that was successful in getting students to make connections beyond the technical or aesthetic. Where this did occur, however, there were some outstanding examples of high quality teacher interventions with skilled questioning.

Implications for professional development

1) Expand teachers’ abilities to recognise important developmental or teaching moments and to be able to develop skills in appropriate questioning to move students to deeper learning

2) Equip teachers to work ‘chaotically’ with learning dimensions of learning in order to encourage deeper reflection leading to transformative understandings.

Peer reflection and purposeful talk

Students in arts classrooms tended to talk during their work, about their own and each others’ ideas. These purposeful interactions were possible because of the relatively informal environment of arts classrooms, and because students were often working in groups rather than individually. However, even where students were working individually (this occurred more often in visual arts), there was much discussion among peers about their work. The findings indicated that purposeful talk and interventions (ideas, suggestions about each others’ work) was more prevalent in the arts disciplines than in other disciplines. However, it was found that high quality teacher student interaction was more effective than student-student interaction.

Implications for professional development:

3) Demonstrate with teachers effective ways to encourage purposeful, (on task, reflective) talk between students

4) Provide teachers with appropriate skills for making interventions which guide student talk and encourage critical reflection.

Taking Risks and Making Connections

Research shows that children are more likely to be vivid, expressive, and creative when they feel free to take risks in their work. While research indicates that risk-taking seems to be age related, it may also be related to students’ feelings that their work is accepted rather than judged right or wrong. This research project showed that a positive feature of teaching and learning in the arts is that teachers tended to be more encouraging and less judgemental of students’ work. However, this meant that some of the teachers observed stopped short of being positively critical of students’ work, or of encouraging critical reflection. This impacted on the ability of students to make more than superficial connections to other areas of the curriculum and to real life situations.

Implications for professional development:

5) Provide teachers with skills in positive critical reflection which encourage risk-taking behaviour and invite students to make deep connections between their work in the arts and other subjects or life areas

6) Reinforce with teachers that expectations of achievement in the arts should be as high as in non-arts subjects.

Quality Learning Environments and Negotiated Relationships

The research was unable to determine whether the structured chaotic framework of learning in the arts is transferable to other curriculum areas. However, it was able to show that students and teachers perceived an important difference between the way that they were taught in arts subjects compared to the way they were taught in other curriculum areas. Part of this difference centred on the qualitatively different relationships formed between teachers and students in the arts classroom. A critical factor in a teacher in the arts being effective or not, is his/her ability to form relationships with the students which enable both teacher and student to share not only their knowledge but also their humanity. These were the teachers that the students enjoyed, and it was in their classrooms that researchers observed enthusiastic student engagement.

Students and teachers both reported easier, less hierarchical relationships, and this seems to be facilitated by (a) teacher and students engaging actively in arts-making so that the traditional teacher student relationship is undercut, enabling a relationship of mutual respect to develop (b) the informal nature of arts classrooms where space is used differently (e.g. fewer or no desks) and resources include more than books and pens (c) an acceptance by teachers of different classroom norms including acceptance of social talk and more movement (d) teachers anticipating potential learning moments and skilful teaching interventions.

Implications for professional development:

7) Assist teachers to trust in the learning and teaching power of genuine human relationships in the arts class and to experiment with extending this trust into other curriculum areas. This would require school structures that support informal, non-hierarchical teaching and non-traditional teaching models.

8) Assist teachers to develop careful planning for learning in an informal environment that promotes structured, chaotic learning through skilled teaching interventions.
9.2
Informing Further Research 

Continuity

Continuity of researcher presence in schools is necessary in order to gain a fuller picture of the factors important to student learning in the arts. The observations, interviews and learning journals were limited by the lack of continuity that was able to be achieved by the use of facilitators and national co-ordinators who had a range of other responsibilities. Thus while the research will provide useful ‘snapshot’ data for teachers and the Ministry, a more in-depth exploration is needed of factors impacting on arts learning in the classroom and in the school.  This could be achieved through a more ethnographic approach to the research focusing on arts-rich classrooms, where researchers are based in particular classrooms within schools for a continuous period over several months. This research could provide: 

· Richer qualitative detail and therefore greater understanding of how students of different ethnicities and gender learn in the arts

· An investigation of how arts teaching relationships, methodologies (e.g. informal learning, flexible learning) and processes (in particular the structured chaotic cycle of learning) can impact on learning in all curriculum areas.
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Appendix:


Individual Discipline Literature Reviews

Dance

Dr. Christina Hong

_____________________________________________________________________

Research in dance education has steadily increased in both range and number in recent times. Topics in dance education research have included: assessment of movement skills; descriptions of dance teacher behaviours; development of certification, standards and curricula; the effects or results of participating in dance; the evolution of teaching theories; histories of dance education focusing on major figures or teaching methods; the impact of feminist issues; information on student attitudes towards various dance forms or toward dancing; preparation of dance teachers; the use of different cues and teaching techniques; the use of technology in dance education and other miscellaneous topics.

Quantitative research in dance education with a particular focus on dance teaching and learning has produced a significant and important body of information. Investigators have for example, shown that:

· A deep and broad teacher knowledge base influences the dance learning environment in a positive way (Fortin and Siedentop, 1995)

· Organisation of students and class materials was important, but can be counterproductive if taken to excesses such as repeatedly stopping class for explanations or repositioning of students in practical dance situations (Skrinar and Moses, 1988)

· Feedback that is timed appropriately and that is positive or motivating can increase student learning (Minton 1996)

· Imagery can be an effective teaching cue (Overby 1990; Minton 1996).

Lazaroff (1998) investigated children's experiences in a school-based dance course, to understand the nature of cognition and action in dance. This qualitative study took place at the pseudonymous Hoover Charter School, a K-6 magnet school in a Latino neighbourhood in California. The data collection methods included observations, videotaping, and interviews with students and school personnel. The research focuses on eight fourth, fifth, and sixth grade students who were interviewed using videotape interviewing methods to investigate their experiences while dancing and their reflections on their dancing. The data was presented and analysed in the form of educational criticism. The class structure and content, the teacher's pedagogy, and the students' own experiences and understandings are investigated. As a result of the study seven sets of main ideas are identified as relevant to educators of dance and other forms of active learning: (1) modelling and routinisation in dance pedagogy, (2) collaborative learning in dance, (3) the physical experience of dancing, (4) the cognitive experience of dancing, (5) the role of performing in the dance experience, (6) reflection on experience and (7) methodological implications.

Kin, Juja’s unpublished doctoral dissertation suggests that when dance was taught as creative problem solving, students’ creative thinking skills improve. Whereas when it was taught as a series of steps to be replicated, creative thinking skills do not develop. The type of dance instruction appears to affect both what was learned in dance and what transfers to higher-level thinking.

Minton (2000) investigated the relationship between dancing and creative thinking. This study suggests a possible relationship between dancing and improved ability to consider multiple perspectives. The study finds that high school students who study a variety of dance styles for a semester scored better than non-dancers on the elaboration, originality and abstractness of titles factors of the Torrance Test of Creative Thinking.

Rose (1999) demonstrated in a three-month programme that when children learnt to physically represent letters with their bodies, there was an improvement basic reading skills. The study offers an innovative way to teach reading skills to at-risk children. It was suggested that future research should examine whether the same kind of methods can help children improve in higher-level reading skills beyond basic decoding. “One of the most compelling aspects of the study was the use of improvisational movement exploration to discover how sounds can combine into words. The development of linguistic abilities mirrors the development of dance phrase making.” (p. 21). The findings show that the experimental group of first-graders improved significantly in three areas of reading skills measured: consonant sounds, vowel sounds and phoneme segmentation abilities.

Stinson (1993) explored how high school students constructed meaning from their experience in public school dance classes. An interpretive methodology was employed in studying five semester-long dance classes taught by three teachers. Participant observation of each class, plus individual interviews, provided the material for analysis. Relationships, particularly with a caring teacher, were identified by students as a critical factor in all of their learning including learning in dance. A second theme had to do with how students assigned meaning and value to their experiences in school. Dance classes appeared to facilitate student’s self-understanding, perception of the world, and ability to respond to others (Stinson, p.90).

Buck (2003) asked: “What are primary school teachers’ meanings of dance in their classroom, and do these meanings create barriers or opportunities for teaching dance?” Nine primary school teachers’ meanings of dance in their classrooms emerged through co-structured interviews, classroom observations and reflections upon a shared dance activity. The study found that teachers’ meanings of dance in their classrooms were predominantly informed by performative assumptions of dance, but over the course of the study perceptions of dance became increasingly participatory. The teachers’ educative roles emerged as they included and negotiated their own, the children’s and the curriculum’s expectations of dance in the classroom. As Buck (2003) concludes, “the study demonstrates that when meanings of dance emerge from the classroom rather than by being imposed or directed by external expectations and assumptions, many of the supposed barriers to teaching dance fall away. When one accepts that the meaning of dance dwells in negotiated classroom relationships and not in either the curriculum, the children, the teacher, or the dance, the locus of meaning shifts from outside the classroom to inside the classroom.” (p.ii).

Renner (1997) describes a study made to assess the impact of a creative dance programme on children aged between five and 12 years. The children and their parents were surveyed to determine what skills, behaviours, and knowledge were being taken from the dance experiences and conveyed or applied in out-of-class situations and relationships. The findings showed that “dance enhanced self-esteem; a sense of achievement; the importance of performing and positive feelings of working with others.” (p. 307).

Drama

Dr. Peter O’Connor

______________________________________________________________________

At the centre of classroom drama is improvised role play designed to create meaning for the participants rather than for an external audience. Classroom drama does not necessarily lead to a theatrical product, but aims through the ongoing nature of the work for participants to negotiate and establish fictional worlds. Theatrical products are therefore part of the learning process students engage in and with.

Role is a concept used in a range of disciplines. Goffman (1974) approached role from a sociological perspective, recognising that any one individual plays a number of roles in life, for example, as a parent, a child, a boss or a neighbour. In psychodrama these sociological roles are often re-played in fictional settings for analysis and healing. The understanding of role-taking in classroom drama builds not only from social psychology but also from the use of role in theatre and performance. In classroom drama, the roles people take are improvised and performative. Role denotes the process of simultaneously ‘being yourself’ and ‘acting as if you are someone else’.

Classroom drama is episodic and engages in a non-linear narrative. This distinguishes it from single or brief improvisation exercises or scenes, referred to in workplace settings as functional role plays. The non-linear narrative allows other kinds of exploration of narrative and its meaning. Classroom drama shifts the role playing from an acting out of a story to an acting as if approach to the narrative. For example, in an improvised scene of Little Red Riding Hood participants might take the roles of characters in the story and act it out before an audience. In classroom drama more complex and ambitious activities may include participants acting as if they are journalists asked to investigate and repudiate the gossip about wolves in the neighbouring forest. Such a workshop might raise “questions to do with freedom, integration, the relationship of humans towards other species and the responsibility of science” (O’Neill, 1995:54).

The drama is played not to any external audience but is structured for the participants themselves. Classroom drama follows in the tradition of Brecht’s lehrstuck theory where he postulated drama of this type, without an audience, as a way in which the actors themselves could learn about the world, about how the victim as well as the executioner felt, by playing these parts in turn. Here the players themselves form their own audience (Esslin, 1987:130).

Like Brecht’s epic theatre the participants in classroom drama “observe and simultaneously participate in the narrative before them. The participation takes the form of on going criticism of causes and effects of selected human predicaments” (Errington 1992:44). Heathcote recognised that:

Drama is not stories retold in action. Drama is human beings confronted by situations which change them because of what they must face in dealing with those challenges (cited in Taylor, 2000:102).
For Bolton, “the principle educational purpose of drama was change in understanding” (1986:108). Heathcote and Bolton worked with the tension and apparent paradox of structuring spontaneity and improvisation that has significant pedagogical implications and high aesthetic values. Both saw that drama was not simply about setting children free to create. It is about carefully structuring the experience for understanding – “in essence a process of cognitive/affective appraisal of the objective world” (Bolton, 1986:86).

In drama participants are able to “simultaneously weep as a patient and revel as a player” (Vygotsky, 1933:549). Bolton saw “[this] dual affect as the tension which exists between the concrete world and the ‘as if’ world, sometimes leading to contradictory emotions” (1986:87). The dual effect is possible because a participant in drama simultaneously experiences and empathises with the role they are playing, and as themselves are able to enjoy and analyse the emotion.

Bolton recognised and rejected verisimilitude or imitation in drama because it leads to inferior learning and aesthetic experiences for students. For example, he recognised that acting out drowning on the Titanic would be unproductive aesthetically and educationally. Instead, drama should be framed or “focused not on the simulation of drowning but on whether you had time to grab your baby from its cot” (1986:154). In this way students would be projected into genuine feeling, learning and quality artistic expression.

Bolton’s (1986) notion of different degrees of projection into an event, which controls the intensity of emotion felt in drama, was a precursor to the central structure of framing and distancing in classroom drama. Heathcote (1984) borrowed Goffman’s notion of frame.

Translated into terms of process drama as a genre of theatre, we could say that Goffman’s frame constitutes a means of laying in the dramatic tension by situating the participants in relation to the unfolding action 

(Bowell and Heap, 2000:59).

Framing an event means approaching the drama tangentially away from the core of the event. Using the Red Riding Hood example, re-enacting the event of the wolf scaring Little Red engages the participants at a superficial or first order level, where they would simply act out descriptively the emotion of the experience. In drama, participants may be framed as sculptors who are asked to build a memorial to children who have been lost in the woods. This role provides a distance for the participants through which they can feel the agony of losing a child. With the role distanced from the core event, both through time and emotional connection, participants are safely able to feel and express the emotion of the event.

For Bolton, the key to drama was not to have participants simply describe in action an emotion (‘show me a happy face’ type exercises) but rather have a ‘lived-through’ experience of the emotion. For example, “no longer in acting out a haunted house drama would the participants portray scared intruders, but would become scared” (Bolton, 1986:101). However, Bolton suggests that in educational drama participants must work both descriptively and in lived-through emotional experiences. The lived-through experience alone was not enough, in that participants must also portray or perform their experience with others.

The meaning and understanding that Bolton and Heathcote strove for were universal values. “Drama has a dual significance. It is both personal and universal” (Bolton, 1992:43). Heathcote (1984:103) saw drama as “moving from the particular to the universal”. Bolton suggests that in a drama where students are playing the roles of pirates who have to keep their eyes skinned for danger, the personal meanings the child may draw on are what he knows of anticipatory danger or a threat and the universal understandings are that the drama may become about people who never feel safe (1986:43).

Heathcote and Bolton understood the significance of story in drama but not as a linear narrative. Once structured and sequenced for learning, narrative can provide opportunities for reflection both in and out of role. Heathcote’s use of teacher in role, where the teacher joins the improvisational role play, was a key and central component in her development of process drama. Heathcote and Bolton have developed Heathcote’s original notions of ‘mantle of the expert’ (1995) into a highly stylised and sophisticated dramatic structuring device for learning.

The use of conventions, structuring and sequencing of narrative share a history with performative traditions. They provide a means to distance and structure the movement away from re-enactment role plays. Bowell and Heap (2000:83-85) describe how a drama that asks participants to act out a canoe trip by shuffling along on the ground was likely to produce no more than giggling and rolling around the floor. They suggest the use of a convention such as a series of still images that reflect key moments in the journey, with participants narrating dialogue over the images, provides a more meaningful experience pedagogically and aesthetically. Neelands (1990) categorised conventions as serving different aesthetic functions. It is the manner in which these are sequenced which determines the narrative of process drama as well as the quality of the aesthetic experience for participants. He suggested drama should include conventions that establish dramatic contexts, move the narrative forward, deepen the emotional engagement of the drama and help participants to reflect on what they have learnt in and through the experience. Framing, conventions and sequencing give classroom drama its episodic nature. They provide a complexity and richness to the dramatic experience more akin to what one expects from any encounter with theatre, as opposed to the superficial and usually unsatisfactory experience of creative drama and re-enactment or functional role plays.

Bolton and Heathcote were also deeply conscious of the context in which their work occurred. Bolton suggests that:

The activity of drama operates on a different plane of experience from the actual context and any devices, properties, features or actions employed have to take on a different quality of meaning for them to feed into that experience. (1986:44).
John O'Toole (2003) suggests that alongside the fictional and real contexts in which the drama occurs there are two further contexts that sit between: one of setting and another of performance. O’Toole (2003:8) suggests “if making drama was not the primary purpose of the group’s gathering then at least one more contextual layer was present in the context of the setting”. O’Toole acknowledges the most difficult layer to negotiate with participants was when process drama operates in a situation where the making of drama was not seen by participants as its primary purpose. The meanings created in the fictional context resonate throughout all the contexts in which participants are simultaneously engaged.

O’Toole suggests “the essential tension of drama consists of the disjunction between the surface text and the subtext(s)” (1992:75). The tension that excites and moves a group through process drama was the recognition of the difference between self and role. The management of tension often determines the success of process drama. O’Toole defines four forms of productive tension for process drama: the tension of the task; the tensions of the relationships; the tension of surprise, mystery and secrecy; and metaxis - the tension of the real (1992). Bolton describes the tension created by a “feeling that something special was going on, that something must happen because they have elected or contracted to make it happen” as ‘imperative tension’ (1992:11).

Heathcote and Bolton’s ideas were picked up and developed by others around the globe. For example, Fines and Verriour (1974) looked at the manner in which history might be taught through this approach to drama. In Canada, David Booth (1987) - who had been a student of Bolton’s - created what was known as story drama. Morgan and Saxton (1987) developed a new taxonomy of questioning based on the operation of process drama in classrooms. As discussed earlier, Neelands (1990) developed Heathcote’s notions of conventions and linked them more closely with theatrical conventions. O’Toole (1992) brought a deep understanding of the process of drama and theatre to explain and explore how drama operates, and explored the relationship of different contexts in the drama. O’Toole developed the term ‘process drama’ to describe this new art form and pedagogical approach. Cecily O’Neill and Alan Lambert began the process of assisting teachers with clear guidelines as to how to translate Heathcote and Bolton’s ideas into classroom practice (1976). O’Neill’s own significant contributions include her articulation of process drama as a discrete art form and the notion that teachers and students are co-artists in the creation of drama in the classroom.

Not everyone was enamoured by the Heathcote and Bolton revolution. From its beginning process drama faced contestation from those who valued the power of the theatrical aesthetic and saw the functional basis of role-based drama as undermining or ignoring that aesthetic. The first major attack was by Pemberton-Billing and Clegg (1968) followed soon after by John Pick (1971). The most concerted and personal attack was lead by David Hornbrook (1989; 1991). Hornbrook argued that process drama “denied students access to the culture and skills of the theatre” (cited in Taylor 2000:106). He suggested a binary concept of pedagogy and aesthetic, process and product, drama and theatre, which polarised debate so that “theatre and drama people lined up in virtual camps firing salvoes” (Taylor, 2000:106). Hornbrook’s assertion that process drama had somehow dumbed down drama and had sold out the art form of the theatre in the pursuit of universal truths also forced the growing process drama community to further define and refine its position in relation to pedagogy and the aesthetic dimension. O’Neill, for example, prefaces her text Drama Worlds: A Framework for Process Drama by saying:

My focus was specifically on the connections between process drama and theatre form; innovative theatre practice provides useful practical illustrations; explicit educational outcomes are less emphasised than the intrinsic fulfilment of the work and my examples are taken as much from the theatre as from education. (1995:xvii).
Neelands (1990), O’Toole (1992), and O’Neill (1995), amongst others, stressed that classroom drama was primarily an art form, and that the quality of learning in drama was dependent on the quality of the aesthetic experience. Bolton acknowledges that the primary experience of drama was “participants as active agents making theatre” (Bolton 1998:231). The debate was valuable for the developing practice and philosophy of classroom drama, but politically caused a wide rift in the United Kingdom drama education community that was still healing.

As drama practitioners were refining their praxis and increasingly researching their work through reflective practitioner accounts (Taylor, 1998), drama was enriched by non-European practitioners and traditions, especially, but not exclusively, the work of Augusto Boal and the Theatre of the Oppressed.

The Brazilian Augusto Boal was also interested in creating a form of theatre for understanding. Borrowing from Friere’s Pedagogy of the Oppressed (1972), Boal was more overtly political and placed his theatre not only in the classroom but also in a range of settings where he structured it to help people understand the nature of the oppression they lived under.

Using improvisational forms derived from theatre rehearsal and practice, Boal was intent on breaking down the gap between actor and spectator, creating instead a theatre form where the separation diminished so that Boal’s ‘spect-actors’ (1979) became, in Bolton’s terms, both the participant and percipient of their own actions (Bolton, 1986).

Like Bolton, Boal recognised that the dialectic between the fiction and the real was the central and most powerful agency for changed understanding through drama. Boal describes this as metaxis: “the state of belonging completely and simultaneously to two different autonomous worlds: the image of reality and the reality of the image” (1995:43). In metaxis the oppressed artist was able to create an autonomous world of images of his own reality, and to enact his liberation in the reality of these images, he will then extrapolate into his own life all that he has accomplished in the fiction. The scene, the stage, becomes the rehearsal space for real life (Boal, 1995:44).

Boal’s analogical induction hypothesis (1995) had resonance and linked with Heathcote and Bolton’s insistence on a distanced, framed or analogous approach to drama.

The function of analogical induction was to allow a distanced analysis, to offer several perspectives, to multiply the possible points of view from which one can consider each situation. The oppressed must be helped to reflect on his own actions. A disjunction of action and reflection on that action must be brought about. (1995:45-46).

Scandinavians Stig Eriksson and Claus Janssens brought an interest in Boal’s work to the process drama community through a rendering of Boal’s image theatre work for classroom practice (1990). Process drama practitioners had previously used the convention of still image, where the action of the drama was frozen often so that motivations can be explored. Boal’s (1995) overtly political use of image theatre and his sophisticated development of techniques to use with still images have been picked up by process drama practitioners across the globe. Forum theatre (Boal 1995), where the spect-actor steps into the drama to try out different ways to lessen or overcome the oppression revealed in the drama, was widely used by classroom drama practitioners (Neelands, 1990).

Classroom drama practitioners have embraced non-western performative traditions in the choice of conventions used, in particular, using local or indigenous forms to provoke and provide meaning to participants. Neelands (1990) and Greenwood (2000), amongst others, have made examples of the links between ritual, performance and process drama.

When people reflect on what happens in the fictional world drama participants gain more than an understanding of their real lives. They are transformed. In the structured freedom of classroom drama, participants can use “the startling ability of human beings to create themselves, to change, to become for better or worse - what they ordinarily are not” (Schechner, 1993:1).

Music

Merryn Dunmill

___________________________________________________________________

In music, whether a notation is used or whether learning depends upon an oral tradition; whether learning occurs in a group or individually; whether learning is public or private – all these vary from culture to culture, and indeed from one type of music to another. The various cultural norms which encompass music are expressed in the procedures of the learning regimes. (Thomas, 2002)

In order for us to be fully human, to think divergently and creatively, to express who we are and where we are from, to communicate and feel our presence on earth, we need music.

Music is a collection of arts practices. As a generic term, music embodies multi-faceted and complex socio-cultural forms, essential to the human condition and to lifelong meaning-making. Gardner’s widely accepted Multiple Intelligences research (Gardener, 1993) has impacted greatly on education and music learning, as one of the seven intelligences, is therefore essential in educational programmes and for brain development.

Throughout the world and over time, people teach and learn music from each other in order to communicate ideas, feelings, stories and messages. As Aotearoa New Zealand’s Keri Kaa (2001) suggests, “We sing because we must”. Music education influences, challenges and stimulates our thinking, generates creative ideas, and evokes aesthetic responses, often through highly social and interactive media. As learners, we create music to express our cultural identity and our interpretations of the world around us now and over time.

Arostegui (2003) points out that as educators we need to be wary of how and what we define as learning in music. Learning cannot be measured only in terms of the intrinsic logic of the discipline. Understanding what someone has learned requires awareness of how the student interprets the subject matter from his or her own experience. With regard to music, meaning emerges partly from the different ways people hear the presentation. Those hearings can be unrelated to the composer’s intent, even contradictory to it. The music does not give answers, it provokes questions to be answered, individually, by ourselves through our interpretations. Our interpretations include positivistic knowledge as well as interpretive. The culture provides conventions. Opinions are shared among friends and across audiences. Musical knowledge is crafted from all these inputs by the most sophisticated hearer and the least. Arostegui notes:

Music helps shape our understanding, for example, of movement, of architecture, of history, and of science. Perhaps this is the strongest role of music in education. It provides special evidence that knowledge is constructed through social interactions, with each learner adding to the universe of construction. (Arostegui, 2003:113). 
Learning in, through, and about music can be considered, for research purposes, through many lenses. The way the brain functions, the various approaches to learning each musical art form, i.e. audiation, singing, playing instruments (each with its own techniques and pedagogical approaches, such as the Suzuki Method for violin, or extended family improvised ensembles for gamelan), improvising and composing, reading and writing notations, manipulating technologies, understanding and appreciating music works over time and from around the world are but a few. Learning in music should also be considered as aesthetic education (i.e. as artistic and cognitive judgment), and as cultural, spiritual and emotional education.

Considerable research has focused on the relationship between music learning and overall academic achievement and, in particular, on literacy and numeracy achievement in relation to music education (Rauscher et al., 1994). Other studies report that creativity is enhanced by learning in music (Hamann, 1991). There is considerable evidence outlining the positive impact and effect on human behaviour when music is used therapeutically (Sloboda, 1985). For the sake of brevity this review considers music learning through three lenses – the effects of music learning on the brain, the art of listening, and music and creativity.

Lens on the effects of music learning on the brain

Research shows that learning to play a musical instrument connects, develops and refines the entire neurological and motor brain systems. As summarised in Arts with the Brain in Mind (Jensen, 2001), it can be argued that instrumental learning enhances:

9) Our biological survival and has predictable developmental periods

10) Cognitive systems including visual-spatial, thinking, analytical, mathematical, creative, problem-solving, decision-making

11) Emotional systems including endocrine, hormonal, social, personal skills, cultural and aesthetic appreciation

12) Stress response including immune response, automatic nervous, sympathetic and parasympathetic systems

13) Memory systems which are activated through improved listening, attention, concentration and recall.

The studies into the benefits of musical training are in marked contrast to those on passive listening such as the debatable Mozart Effect (Rauscher and colleagues: 1993, 1995, 1998). These studies have been found to have little reliability. The research, which studied the effects of Mozart’s music on spatial-temporal abilities on both rats and college students, has however created world-wide interest and ongoing research into the effects of music on cognitive abilities. The underlying assumption that spatial abilities are a synonym for intelligence is contentious and the tests were relatively small in number, culturally limited, and based on short-term effects, that is, over a fifteen-minute period. Husain, Thompson and Schellenberg (2001) argued that enhanced performance in spatial tasks after listening to Mozart is more likely to be related to attention and arousal levels than in enhanced intelligence per se. Most researchers in music view the Mozart Effect as a poor example of the intellectual benefits of musical experiences.

Cutietta (1996a) reviewed the literature around the relationship between learning language and learning music and found that there is a connection between the development of both musical and linguistic skills. Students who were involved in music learning programmes were shown to be better at language perception and articulation speech skills than their peers who were not learning music. Music instruction was also shown to have positive effects in the ‘processing of foreign language’. In addition, Cutietta (1996b) reviewed the literature surrounding the relationship between learning music and learning mathematics and found that musical skills are closely related to mathematical skills with good maths students also being good music students.

Costa-Giomi (1999) conducted a longitudinal study on the effects of piano instruction on children’s cognitive abilities and found extra-musical benefits associated with the learning of music. Students’ musical interest was enhanced, as was that of their families as evidenced by increased concert attendance. Trusty & Oliva (1994), in their review of literature on the effects of music instruction on several dimensions of self-concept including self-esteem, self-reliance, and social adjustment, found that these were all enhanced through music learning. In terms of the social and emotional development, music was also found to motivate achievement and cognitive engagement, risk-taking, perseverance and leadership.

New research suggests that learning to play a musical instrument during childhood may permanently improve our ability to remember verbal information. The ability to retain verbal information in memory enhances comprehension, making inferences, and problem-solving, and many countries are establishing school-wide instrumental tuition programmes for students, particularly where they cannot access such tuition privately or have special needs (i.e. for those with disabilities, or giftedness, or ‘at-risk’ students). Internationally, and increasingly on a national basis, music therapy programmes in the education and health sectors are proving the benefits of music on emotional, physical and mental development. Recent developments in New Zealand have seen full undergraduate and post-graduate degree programmes established in music therapy and the foundation of music therapy centres such as Raukatauri in Auckland.

In summary, studies by Rauscher (1994), Sloboda (1991) and others identified causal relationships between music and other learning, as well as considering biographical precursors of musical excellence. Throughout the many studies carried out over the past decades, compelling evidence shows how music impacts on academic, psychological and physiological functions even to the extent of enhancing the immune system (Jensen, 2001).

Lens on music learning and the art of listening

Research in music education has for decades considered the ages and stages of musical development, largely from the Western classical tradition viewpoint. Central to these studies has been the development of the art of musical perception (Haack, in Colwell, 1992; Barrett, 1998; Rauscher et al., 1995; Rauscher & Shaw, 1998; Swanwick, 1986).

At the basis of our responses to music are our preferences. Aligned to preferences are aesthetic judgment of music and the references we make to our social-cultural understandings. A complete music education involves the development of skills and knowledge bases through holistic programmes of learning that require students to listen to and interpret the music of the world’s peoples.

Music is essentially a whole, the generation of an idea, a sensuous body of sound (Paynter, 1997). Technical understanding of the music, knowing how its details and devices are applied, form an essential part of music learning. By developing these musical literacies students can listen to music and make personal references, identify preferences, and make aesthetic judgments. Through developing the art of focused listening and interpretation of music we can learn about ourselves, and the world in which we live.

Musical perception can be considered through the taxonomy that serves as the foundation of the research project related to this literature review, and the hierarchy of musical perception articulated by John Paynter (1997) in his paper The Form of Finality. 

Music provides unique experiences for people to feel and think, to generate, apply, refine, reflect, connect and transform ideas. Students now learn to manipulate sound technologies as they create music leading to new knowledge and understandings of the world in which we live (Ministry of Education, 2003).

Lens on music learning and creativity

The Swanwick and Tillman model (1986) considers iterative cycles of musical development and articulates these through a spiral representation as students revisit, increase depth, complexity and consciousness in their music making processes over time (Swanwick, 1995:76). This scaffolding of learning in music is shown through key developmental stages which are described as four ‘developmental elements’: The first stage of learning in, through and about ‘materials’ in music is cited as where students’ physical interactions with sound and sound-makers are interpreted in the early stages as ‘sensory’ (affective and/or physical response to sounds) and as ‘manipulative’ (manipulation of sounds and sound-makers). Mastery learning is central at this early stage of musical development. The second stage is characterised as ‘expression’ where personal (own ideas and moods) and vernacular responses (patterning sounds) develop through imitation. The third stage ‘form’ incorporates more ‘imaginative play’ where ‘speculative’ use of musical elements (for effect) and ‘idiomatic’ structuring takes shape as students recognise and respond to different styles and genres in music. The fourth stage is entitled ‘value’ and develops student learning in music so that they become increasingly aware of music as an expressive medium, making ‘symbolic’ musical statements and ‘systematic’” meta-cognitive expressions of new ideas within known frameworks. Throughout these iterative cycles of learning in music the outcomes move students from mastery to meta-cognition, from sound exploration to personal socio-cultural expression and ultimately towards social sharing of musical skills, knowledge and understanding as they critically examine, sing, and play their own and others’ music.

Younker (1998) carried out research on students’ thought processes during creative composition tasks at various ages and stages of musical development and during classroom programmes, His studies highlighted the creative music processes inherent in composition art-making practices. When students engage in creative music-making they call on their world of social and cultural experience (Ministry of Education, 2003). During the creative music-making process they are challenged to problem-solve and to engage in complex critical thinking (as they develop symbolic learning such as notation systems). In order to present and record our creative work students learn technological skills (for example, as they manipulate instruments, multi-media, digital recording, software), and are constantly making aesthetic judgments about the perceived musicality in the creation and production of music. We see students actively engage in generating musical and non-musical ideas, to apply these by singing and playing, reading and recording. They constantly reflect on and refine their creative inventions, connect ideas with other musical and non-musical experiences, and transform these understandings to new contexts and to new paradigms. Classroom programmes that improve student motivation through the use of multiple intelligences, authentic student self-assessment, the use of technology as an instructional and creative music tool, and positive teacher and peer feedback are all proven to enhance motivation and interest in music beyond the classroom, and increase levels of achievement in musical tasks. 

The learning implicit in music making could be called multi-dimensional interactionism, developing through the various components in different ways and at different times for each and every student despite the co-constructivist nature of the process and/or product. This makes research into and evaluation of creative music making complex and, at times, fraught. Few research studies have been done to determine the relationship between the study of music and creativity. Hamann has found the following:

· The more music experiences an individual has the higher the creativity score

· The study and use of improvisational techniques tend to be positively related to higher creativity scores

· Creativity scores are positively related to measures of general intelligence and achievement (Hamann, ed., 1991).

Research on musical imagination - of how students think creatively in sound - is an important area for educators to more fully understand and interpret musical achievement. Systematic observation of creative thinking and subsequent actions in classroom settings (accompanied by interviews with students), with analysis of self and peer reflections by the students of their creative music making, are clearly useful approaches to such research, and form the basis of the research project related to this literature review. 

Visual Arts

Ann Brodie
______________________________________________________________

Child Development in Art

Visual Arts education in New Zealand has long held a strong place in the school curriculum. From the structures set in place by the visionary educator Dr Clarence Beeby in 1944, New Zealand children could have experienced up to 1.5 hours of art a week from the beginning of their schooling until the end of year 10. New Zealand visual arts educators embrace new theories and approaches to teaching and learning in the arts. Adherents to earlier belief systems persist but with the advent of professional development in the new Arts in the New Zealand Curriculum document, (2000), students are being led into ever-richer learning experiences in the visual arts.

Child development in art has been an area of interest for at least a century, influenced by changes in art theory and in psychology. About 40 years ago, psychology took its celebrated cognitive turn, (Gardner, 1985). This was successfully transported to the psychology of art, where it gave rise to new approaches to artistic development. Since that time theories of artistic development have depended on two basic concepts, art in the art world and cognition in psychology. Each has independently changed considerably since, and there is some question that theories of artistic development might not have kept up.

Gombrich (1960), Goodman (1976) and Arnheim (1969) translated this new cognitive interest and applied it to the arts, establishing a dominant paradigm of artistic cognition. Their paradigm best fitted the prevalent modernist theory of those times. There have been several serious, recent efforts to supplant it.

In the behaviourist past, both perception and art were seen as non-cognitive. The passive (but emotion affected) reception of sensory impressions. Art was considered to be either the reproduction of impressions or the expression of feelings. Thinking did not intervene. Lowenfield (1974) the main expounder of this view believed that if inappropriate social influences are excluded, this process of direct expressivity proceeds through a linear sequence of stages.

Understanding the Symbolisms (Ideas or Meaning in Art Work)

Claire Golumb (1989) in response to the work of Arnheim, undertook valuable work into children's problem solving abilities in the medium of clay. Project Zero responded to Arnheim and also to Goodman's (1976) account of media as different languages or symbol systems, in a semiotic research project that investigated children's abilities to think in symbol systems, to manage in the terms of each medium being a set, or system of signs. 

The transformation of problem solving in a medium into becoming literate in a in a symbol system broadened the research agenda to include ‘reading’ as well as creating art. The Arts in the New Zealand Curriculum (2000) has, as one of its main strands for teaching and learning, outcomes related to ‘reading’ the meaning of art works and understanding the ways meaning has been conveyed.

Project Zero focused on children's ability to notice and to produce aesthetic effects. (For painting, these would be variations in ways of approaching line, shape, texture and colour, that is, the elements and principles of formalism.) Goodman (1976). 

Realism and Aesthetics 

Project Zero holds the view that the arts are serious intellectual arenas, important domains of learning. It developed the notion of the U-shaped curve of artistic development. Davis (1998) contrasts this with the earlier Lowenfieldian view of the arts "as a means for children to express and release energy or emotion". Davis notes that the art of young children has the modernist qualities of expressivity and formalism, yet after eight years the work becomes awkward and constrained by notions of realism. The aesthetic qualities of the work of the young reappear only in the work of a few adolescents. If we look at the work of young children in terms of modernist criteria i.e. formal and expressive, we find it does rather well. It is vivid, expressive, and creative. The work of children from the age of eight and above is, in contrast, awkward, and constrained by notions of realism.

Interestingly Davis also notes that children in middle childhood increasingly can notice elements of style and qualities such as unity and balance in the work of others. They increasingly can perceive those same aesthetic qualities that are disappearing from the art works they produce themselves. She concludes that this paradox of an increase in valuing and therefore striving for perception (realism) with a decrease in appreciating aestheticism would be amended if art education were given a firm place in the curriculum. "If educators were to embrace the cognitive view of arts production underlying the research described in this chapter, they might take more seriously the loss of the early gift of artistry." (p. 54)

Socio-cultural Theory

These paradigms are being challenged in the face of contemporary awareness of the diversity and importance of culture and our postmodern interest in meaning and context. The most general current issue is the significance of social influences on the content and process of development. Contemporary researchers consider prior universalist implications and individualist theories discount the effect of cultures and their diverse natures.

For the content side of this socio-cultural approach, Brent Wilson (1977) considers that models from their own culture influence children's drawings. He describes, from three separate cultural contexts, instances of children exploring and making sense of their worlds through their engagement with available imagery from their own culture. These included Japanese children who copied comic book images; Plains Indian children who used the Plains Indian approach to drawing familiar animals (rather than shading still lifes); teachers influenced by Project Zero or Lowenfield who legitimated expressive, feelings-related approaches to subject matter and style. The relevant educators, in all cases studied, did not consider the student's culturally derived work was worthy art making. He believes adults should question their own assumptions.

The studies of gender socialisation reveal stable and consistent gender-related approaches to subject matter and context (boys thematise action, and girls, nurture). Duncum (1999) concludes the gender socialisation has a strong effect "and that children use drawings to help them with the challenges of their life situations".

Kerry Freedman (1998) theorises on the process (Vygotskian) side of the socio-cultural theme considering two approaches to development in art. These are, individualised and socio-cultural. In the former, innate potential is advanced by the linear ‘Piagetian’ stage by stage model (see Lowenfield (1974) or the novice expert model where the curriculum movement towards academic disciplines combines with the cognitive turn to see development as being measured by degree of expertise and not associated with age. In contrast, Freedman believes that unsystematic non-school learning arising out of socio-cultural experiences can be as important as school learning.

Understandings and Interpretations of Art

The preceding studies could be described as having a modernist basis. That is, preferences are according to modernist criteria such as subject matter, colour and style. However, in contrast, post modernist interpretations consider children's understanding and interpretation of art. There has been little research in relation to this area. Koroscik (1997) frames her work around three basic categories: the learner's knowledge base, the strategies adopted for interpreting art works and the learner's dispositions. She considers how a novice's knowledge about art is organised, where understandings are possibly naïve, undifferentiated, garbled or compartmentalised. The direction of the current contemporary art world and of art education is well served by such investigations into the transfer of knowledge and the development of flexible interpretive abilities.

The Role of the Teacher

Underpinning successful teaching and learning is the role of the teacher, their level of knowledge understanding and skills and approaches to pedagogy. Duncum (1999) outlines six recognised approaches to visual arts teaching and learning. He defines art as essentially about making meaning in visual forms and therefore eligible to be considered by generalist teachers as a way of teaching children how to learn which is the chief professional concern of a primary generalist teacher.

Teaching, appraising and integrating strategies are needed for this to occur successfully. Duncum sees them as most fully beneficial when related in a sequence, which integrates them, together, and with other areas of the curriculum.

Strategies

Verbal reflection (Smith, 1983), where development occurs through teacher student dialogue around critical appraisal of the child's work;

Conversational strategy (Sless, 1978), which involves interchanges among children where one student is a little ahead of the other and this leads to learning based on the psychological learning principle of the ‘plus one phenomenon’ where children learn from a model just one step ahead of their efforts. Children draw with and from each other, a form of legitimised copying. See also Wilson (1982), p 87.

Perceptual strategy, which emphasises perception of the actual 3D world, not from others’ works, and the invention of visual equivalents within the constraints of the media used. (The muteness of impasto paint.) Concepts are enriched through specific questioning about what is seen (perceived) before and during the drawing (see Pariser (1979), Arnheim (1974) and Golumb (1989)). A series of ‘training to see’ exercises are described that augment questioning strategies. They include positive/negative space drawings, contour drawing, and drawing from memory. Whether the questioning approach or the ‘training to see’ exercises are used, they both aim to inform picture-making through greater visual sensitivity to the three-dimensional world.

Conventional strategies are described by Gombrich (1960) regarding images and Wilson (1982; 1987) regarding learning. In contrast with the perceptual strategy, students here learn from graphic equivalents developed long ago by adults. Duncum (1988) describes this as borrowing rather than replicating. Children are given the illusionistic and compositional ‘tricks of the trade’ that have been in use for centuries. Advocates believe children should not be left in a state of cultural naivety and that innate creativity is not contaminated through this approach. Thus, they are assisted in arriving at the years of middle childhood where they seek to do adult things and, with respect to graphic styles, strive to achieve adult realism.

A Non-sequenced Appraising Strategy. Non-sequenced questioning allows the teacher a flexible approach, which is especially suitable for younger students. See the art maps compass in Dover, Rowe, Thomson and Turner (1986).
An Inductive Appraising Strategy. Sequenced questioning is an inductive strategy for upper levels where basic description moves to sophisticated evaluation. Students are empowered to distinguish the subjective from objective and to develop value arguments. 

Integrating. Learning is considered optimal when strategies are used as part of a sequence that integrates both making and responding as well as other areas of the curriculum. 

Teaching for Higher Order Thinking. Related to this idea of integrating is the need for teachers to plan for their students to make connections and engage in higher order thinking. One way of addressing this issue is to examine and modify curriculum and pedagogical structures to teach for higher order understanding. The importance of the planning the teacher undertakes in giving the opportunity for higher order thinking is evident in the work of Kowalchuk (1999) who reviews the components of teaching for higher order understanding and offers suggestions for including it in an art education programme. She profiles the teaching of portraiture by two different teachers. One teacher provides a systematic approach to proportion and measurement, the other requires her students to interpret, speculate, investigate and wonder about art as they engage in a mystery around a stolen portrait, whilst also learning about proportion through making a portrait.

Students engaged in the process of criticism are required to interpret and evaluate. These are high-level cognitive behaviours that are based on accumulated evidence. Such higher-level cognitive questions facilitate this process by virtue of the types of answers elicited.

Kowalchuk believes that it is likely "many elements needed for higher order learning are already present in the art program. The remainder comes from the attitude art educators bring to the classroom. When we make generative topics a driving force in curriculum, take advantage of local art and current issues, and use insightful student comments as a chance to teach about art on a deeper level, we provide students with a much fuller understanding of art in their lives".
Concluding Comment 

This literature review shows that in all the arts, to understand only the technical or performative aspects of the discipline is to have a limited understanding. Theorists, researchers and practitioners argue that the crucial transformations in students’ lives occur when they are not only able to make aesthetic connections in terms of a particular art form, but also able to make personal, social and cultural connections leading to emotional, intellectual and spiritual transformations. It points to the need for quality research on the arts in New Zealand schools that investigates, firstly, how students reach these understandings in the arts, and, from this, the contributing factors for effective learning and teaching in the arts. The research linked to this literature review aims to contribute to this and to provide some indicators for how learning in the arts impacts on achievement in other curriculum and life areas.
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