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 Abstract 

 

The study sought to investigate the nature of learning that occurs in two different approaches 

(integrated and non-integrated) to an artist-in-residency program.  The program was conducted in 

middle phase schooling, and adopted the principles of authentic learning. Two year five classes and 

their teachers participated in the study. The residency provided learning experiences that connected 

to the curriculum unit theme for one year five class (integrated), but not for the other year five 

class (non-integrated). These experiences were designed to relate to the learner’s lived 

experiences and promote higher-order thinking processes. The study sought to explore the 

potential for visual arts residencies to foster more ‘authentic’ modes of learning. The study 

examined children’s ability to transfer knowledge, gained through the visual and verbal analysis 

of images, by manipulating and integrating diverse information and ideas.  

 

Grounded Theory was deemed to be an appropriate research methodology for this study as it 

involves gathering data in field settings and applying inductive methods to analyze this data.  

Diverse data collection strategies were implemented including: teacher stories, interviews, 

student reflection, researcher observations and student artworks. Leximancer™ software was 

selected as an instrument for analyzing data. This software was considered appropriate as it 

fosters a descriptive and interpretive approach to analysis. 

 

The findings of the study indicated that children who participated in the integrated artist-in-

school’s curriculum program demonstrated more evidence of higher-order thinking processes 

than children who participated in the non-integrated program. The participants undertaking the 

integrated approach were able to establish relatively complex relationships between the central 

residency concepts, demonstrating an ability to use visual and verbal codes of communication to 

articulate their ideas, knowledge and experiences. A further important finding identified positive 

student behavioural outcomes, where the integrated residency approach appeared to connect 

group members as small supportive learning communities. The study also identified a transition in 

the teacher’s perspectives on teaching and learning after participating in the integrated approach. 

 

This research project has significance both nationally and internationally by investigating current 

practices in artist-in-schools programs that both enhance and hinder educational outcomes. The 

study has significance to the broader educational community in terms of its focus on the role of 

visual arts specialist adjuncts in maximising learning outcomes. The findings of this study could 

provide insight into the interrelationship between visual arts and other curriculum areas to 

heighten student learning outcomes.   



 

The findings of the study illustrate how particular approaches to visual art in education can 

enhance children’s learning and development.  These insights can assist artists undertaking 

residencies in schools, and the teachers involved, to provide richer learning experiences. The 

findings provide further evidence to support an approach that involves close collaboration 

between resident artists and educators. It is recommended that the residency learning experiences 

are connected to the children’s lived experiences and that there is social support from teachers, 

parents and peers. It is also argued that for a residency to be considered ‘authentic’, the approach 

requires a number of essential and valuable attributes. These essential and valuable attributes 

have two tiers of application which coalesce to contribute to the efficacy of a school art 

residency. 
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Chapter One: Context of the Study 

1.1 Preface: Framing the research question: Background to the study  

Education Queensland schools are currently implementing the visual arts strand (one of five – the 

others being drama, dance, music and media) of the new Arts 1-10 Key Learning Area Syllabus. 

Visual artist residencies-in-schools have been one means through which Education Queensland has 

compensated for the lack of provision of specialist visual arts teachers on either a permanent or 

itinerant basis (as in Music education). A feature of this approach to art education is that the 

experience co-exists in dual contexts: the arts and education. The syllabus promotes authentic 

modes of learning which has had the effect of exposing teachers to diverse, adaptive and 

sometimes conflicting understandings of notions of ‘authenticity’ in the dual contexts. 

Opportunities exist for residency-based learning experiences to be designed to complement, enrich 

and integrate with existing units of work designed by classroom teachers. A collaborative working 

relationship between the visiting artist and the teacher provides an ideal opportunity for teachers to 

broaden their understanding and how student learning may be deepened through visual arts. 

 

The focus of this research stems from my work as a visual arts educator working in primary, 

secondary and tertiary contexts in the Queensland education system for over twenty years. My 

first artist-in-residency project was undertaken in 1999 while I was working as a sessional 

lecturer/tutor in visual arts education in the tertiary sector. As a member of the school community 

I was invited by the school’s Parents’ and Citizens’ Association (P&C) to formulate an artistic 

vision for the school’s new outdoor ‘Learnscape’ area. I considered this an exciting opportunity 

to build dynamic and memorable learning experiences for students. My approach to the initial 

residency was one that I evolved over many years as a classroom teacher and art education 

lecturer. The art vision focused on creating a visual link between the school’s built environment 

and the ‘out of bounds’ natural creek environment bordering the school. The art residency 

culminated in the creation of a massive carved ceramic pavement, produced by students from 

years 4-7, and a school buzzing with that ‘real-life’ arts experience. This residency ignited my 

interest in the potential for rich learning from these experiences – indeed, how much louder could 

that learning ‘buzz’ be? I had anticipated that the ‘real-life’ school environment component of the 

artwork would be embraced by the classroom teachers and used as an ongoing stimulus for 

developing connected curriculum units. Being a part of the school community enabled me to 

observe the teachers’ long term responses. Through observation it became apparent that the 

teachers’ educational practices had not and probably would not change even though the teachers 

were very supportive and excited by the project and its product. In retrospect, the residency 

experiences appeared to have had little or no effect on the teachers’ approach to teaching. 
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In 2003, I had the opportunity to trial this theory in a second residency with a year 4 group. The 

curriculum theme for the term was ‘transport’. Students focused on the issues of transport that 

impact on their lives, in particular the journey to and from school. I worked in close consultation 

with the class teacher to devise and implement a visual arts based interdisciplinary project that 

related to the lived experiences of the students. The teacher was provided with guidance for the 

duration of the residency and suggestions for post-residency reflective activities. Students 

applied a semiotic analysis to advertisements and artworks that focused on issues relating to 

transport where the symbolic codes and conventions of images were decoded. The residency 

culminated in the production of artworks designed in groups and painted onto car body parts. 

Considering the target audience (drivers) the children decided to display the artworks, which 

were designed to persuade drivers to be more safety and environmentally conscious, on the fence 

in front of the school. This final residency appears to have led to more authentic and 

transformational learning; however, noticeably the outcomes of these experiences differed 

between class groups. As a consequence of this project, images of the artworks were selected to 

launch the Brisbane City Council’s Active School Travel website 

(http://www.activeschooltravel.net/schools/kenmore_south_state_school). The impact of the 

artworks on the school and local community was significant. Due to the public display of the 

artworks the artworks led to a further ‘real-life’ artistic opportunity where children were chosen 

by the Brisbane City Council to paint safety-related images of transport issues on a council bus. 

Interestingly, an additional advantageous outcome to my study has been that the teachers from 

this school have recently repeated the car door concept with a further year four class. 

 

On reflection upon the learning experience and outcome of this residency key questions emerged. 

These were: 

 “What is needed to maximize the learning benefits of these costly, and infrequent, artist-

in-schools programs?”   

 “How might teachers be better equipped to utilize the residency experiences in their 

teaching and not perceive themselves as isolated or unskilled observers?” 

 “What can the artist and teacher/s do to sustain the learning from specialist-directed 

experiences, in order to achieve better learning outcomes?” 

 

Curriculum integration in combination with authentic learning theories seemed to provide a 

responsive philosophical framework for developing a pedagogical approach for art residencies 

that would address the questions raised from my initial residency. The present study was 

designed in response to these identified questions and aims to provide a deeper understanding of 

the nature of learning experiences that may optimise the benefits of artist-in-schools programs. 
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This residency project was developed in liaison with teachers and students from two year 5 

classes. It was designed to enable research data to be collected to support the study. The project 

was embedded into the existing curriculum in a way that integrated with routine classroom 

pedagogical practices. The context was ideal for my study as the two classes were focusing on 

different curriculum themes (Discovery and Under the Sea) thereby providing the basis for 

observation of two different approaches to art residencies. The residency concepts were designed 

to integrate with the ‘Discovery’ theme, but not with the ‘Sea’ theme. These approaches enabled 

investigation of the nature of learning that occurs in integrated and non-integrated curricula. 

 

1.2 Introduction 

This chapter outlines core elements of the study and contextualizes the research within the 

domain of education.  Firstly, a rationale is provided that legitimizes the study by detailing its 

significance within the current educational climate. The study is discussed in relation to current 

directives of Education Queensland that focus on heightening student learning outcomes. Core 

research methodological elements are introduced including a brief outline of the structure of the 

research design and procedures. Finally the chapter concludes with a discussion of the limitations 

of the study along with ethical considerations.  

 

1.3 The research question  

“How can an artist-in-schools’ program best contribute to learning?” 

 

The research project investigated the potential for visual arts residencies in middle phase 

schooling to deepen learning by fostering more ‘authentic’ modes of learning. Underpinning the 

research was the premise that if resident artists were to liaise closely with classroom teachers to 

develop a series of visual arts learning experiences based on the principles of authentic learning, 

learning may be enriched.  
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1.4 Why the research question is important 

The research aimed to develop new knowledge about the potential of art residencies in schools to 

foster new pathways of thinking for learners by focusing on pedagogical practices that foster 

transformatory learning. These practices embed authentic art-based learning experiences that relate 

to students’ lived experiences, into the class curriculum, in ways that complement and enrich 

existing units of work. The significance of the project is that it provides context-based conclusions 

relating to the outcomes of an artist-in-schools program that applies two different approaches 

(integrated and non-integrated curriculum). This knowledge will contribute to understanding of the 

inherent qualities and value of artistic learning, and will assist in the development of educational 

policy regarding artist-in-schools programs.  The findings will assist school-based decision-making 

concerning the implementation, nature and scope of art residencies. 

 

The research question “How can an artist-in-schools’ program best contribute to learning?” is 

important because it responds to current educational directives that focus on heightening student 

learning outcomes by improving classroom pedagogy (Education Queensland 1999; Education 

Queensland 2000; Education Queensland 2001; Queensland Schools Curriculum Council 2002). 

The study centres on authentic modes of learning through visual arts that foster new pathways of 

thinking for learners. Education Queensland commissioned a number of studies into pedagogical 

practices and student learning outcomes in Queensland schools in the late 1990s. The Queensland 

School Reform Longitudinal Study (QSRLS) recommended greater attention be given to 

classroom pedagogies that connect student work to their biographies and the world outside of the 

classroom using a ‘productive pedagogies’ framework (Luke, Ladwig et al. 1998; Education 

Queensland 2001). Productive pedagogies are grouped into four dimensions: intellectual quality, 

connectedness, supportive classroom environment and recognition of difference (Education 

Queensland, 2001:6). A further report, The Queensland State Education 2010 (Education 

Queensland 1999) expressed concern that current educational practices in schools were not 

keeping pace with a rapidly changing world. A key finding of these studies was the need to 

introduce state educational programs that were not only diverse and flexible but also relevant, 

intellectually challenging and ‘transformational’ (multiliterate, multidisciplinary, knowledge 

transfer between school and life, leading to lifelong learning). In response, Education Queensland 

conceptualised The New Basic framework which identified clusters of real world and futures-

oriented practices that place a premium on diverse forms of communication or ‘multiliteracies’ in 

learning. The terms ‘authentic’ and ‘lifelong learning’ are expressions used in The New Basics to 

describe Rich Tasks outcomes (Education Queensland 2001), hence, Rich Task outcomes could 

be described as ‘transformational’. In this context the terms ‘authentic’ and ‘transformational’ 

appear to be interchangeable.  
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Parallel with New Basics has been the implementation of a new Arts Syllabus in Queensland 

(Queensland Schools Curriculum Council 2002). Similarly, the rationale for the Arts Syllabus 

reflects current directions in educational practices focusing on life skills or ‘transformational’ 

learning (Queensland Schools Curriculum Council 1998; Queensland Schools Curriculum 

Council 2002). This syllabus arose from the agreed National Arts Curriculum goals, as outlined 

in A Statement on the Arts for Australian Schools (Curriculum Corporation 1994). Key Learning 

Area (KLA) outcomes in the Draft Years 1-10 Arts syllabus were described in three categories 

(Queensland Schools Curriculum Council, 1998). “Traditional” outcomes are those referring to 

the content and skills of a learning area as demonstrated in everyday classroom situations; 

“transitional” outcomes refer to the higher-order competencies and performances in tasks at a 

(comparatively) macro-level; and “transformational” outcomes refer to the ability of students to 

function in real-life roles. In the current KLA Arts Syllabus the term “transformational” learning 

has been substituted by the term “lifelong” learning (Queensland Schools Curriculum Council 

2002:unpaginated). This unprecedented uniform educational focus on ‘authentic’ learning makes 

it imperative that affiliated community-based learning experiences, encompassing art residencies, 

emulate the broader educational commitments. This research project is significant as it addresses 

Education Queensland’s and the Queensland Studies Authority’s (previously Queensland Schools 

Curriculum Council, QSCC) commitment to improve student learning outcomes.  

 

In developing a common curriculum, the QSCC identified literacy, along with numeracy, 

lifeskills and futures, as cross-curricular priorities. Schools are challenged “to develop students’ 

literacy so that it reflects the diversity of social, technological, cultural and economic contexts of 

which it forms a part” (Queensland Schools Curriculum Council 2001:9). The QSCC’s position 

paper on literacy identified that for students to be participatory and literate members of society 

they needed to develop a repertoire of resources and practices for interacting with diverse texts 

(2001:9). These practices require the decoding and encoding of symbolic language in written, 

spoken and visual texts. My work as an artist-in-residence and more recent experience in schools 

as a keynote speaker on ‘Developing literacy skills through visual arts’, has highlighted some 

obstacles to schools implementing integrated multiliteracy curricular literacy programs. After 

many discussions with teachers it became apparent that they routinely perceive the artist as a 

specialist and are often intimidated by or oblivious to the visual art discipline and the cognitive 

analytical and technical processes required. The language and skills of decoding and encoding 

visual texts are problematic for teachers. These observations are also supported by Efland (2002), 

who, in researching obstacles to art learning and the domain specific nature of art expertise, 

recognised there was a tendency by novice educators to misrepresent the complexity of domain 

specific art knowledge by making it simpler or more regular than it is (2002:11). The 
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development and implementation of a residency program requires careful and collaborative 

planning to maximize students’ literacy development. This residency approach acknowledges the 

responsibility of artists to contribute to the development of students’ multiple literacy skills. I 

suspect if teachers were equipped with the ‘specialist’ domain specific knowledge (language and 

skills of critical artistic practice) then the learning resulting from these residencies may be 

transformatory – (i.e., learning that may equip students with the knowledge, competence, and 

orientations needed for success in everyday life situations). This project can add knowledge to 

the educational community’s understanding of potential cross-curricular literacy benefits of 

residency programs. This understanding would seem valuable for educators and artists in 

developing collaborative residency programs. 

 

Recently, both nationally and internationally, residency programs have focused on ‘real-life’ 

learning contexts. Locally, these include The Art Built-in Artist-in-Residence Program 

(Education Queensland 2004) and the Mountains to Mangroves (Brisbane City Council 2002). 

The Art Built-in Artist-in-Residence Program aimed to promote “quality, cross-KLA, authentic 

learning experiences that support a range of curriculum outcomes” (Education Queensland 2004) 

by relating the residency content to capital works undertaken in the school during the 2003/2004 

financial year.  Similarly, the Mountains to Mangroves artist-in-schools project focused on 

“connecting with the students’ local environment and community”. A team of visual artists and 

environmental experts collaborated with community members and local schools to “investigate 

the relationship between the community and their local creek” (Brisbane City Council, 2002). 

Internationally, The Light + Time Tower, and The Bronx: Exploring the Urban Environment 

(Asher 2000) demonstrate residency programs that focus on connecting with the students’ urban 

environment. All these projects have a similar holistic objective to develop “a sense of place and 

community” by linking with the children’s local environment. As documentation of such 

programs is scant, it is not transparent whether they address any further conditions of authentic 

learning, including fostering higher-order thinking and reflective practice.  

 

In scrutinising methods of authentic assessment in general education, Cumming and Maxwell 

(1999) raise valid concerns that require consideration in assessing the outcomes of ‘real-life’ art 

residency programs. The authors consider that the emulation of ‘real-life’ contexts in education 

have the potential to make ‘authentic’ tasks more superficial. Cumming and Maxwell consider 

'camouflage' can occur when traditional forms of assessment are 'dressed up' to appear authentic 

by the addition of a 'real-world' context or tokenism. The authors highlight that attempts to make 

tasks more 'authentic' or interesting for students can serve to make tasks more artificial 

suggesting that simulation of the real world has replaced the true concept of authenticity 

(contextual knowledge transfer) as conceived by Newmann and Whelage (1993). Further more, 
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the authors note, that camouflage can be a form of deceit that distracts students, by the 'everyday 

context' of the learning activity, from the intended knowledge acquisition of the learning 

experience. Students are not always able to interpret the intended focus of the learning task due to 

the selection of 'popular' language that masks the real assessment expectations. Cumming and 

Maxwell stress the importance of educators informing learners of what is the true underlying 

knowledge concept or outcome that the assessment task aims to achieve. This cautionary note has 

particular relevance for current art residencies that thematically focus on real-world contexts. 

Educators need to be conscious of the potential for art residencies to present token real life 

situations that are ‘artist’ centred and limit opportunities for rich student outcomes. Clearly there 

is a need for research that investigates the nature, scope and function of such ‘real-life’ residency 

programs. This research project aims to add knowledge to the educational community’s 

understanding of ‘authentic’ art-residencies. Further research is needed that considers the 

methodological and conceptual frameworks underpinning current ‘real-life’ approaches to art 

residencies.  

 

An additional impetus for this research is the increased focus on the contribution of the Arts to 

culture and society. 

 

The creative arts contribute to the experience of life in parity with science and 

philosophy.  The arts have the capacity to persuade, subvert, celebrate and confront; to 

challenge the status quo; to act as powerful cultural agents; to establish an individual’s 

aspirations; to help people learn to appreciate differences and to construct value 

systems.’ (European League of Institutes of Art: General Assembly October 2002). 

 

The arts are viewed by society as providing a key factor in improving the quality of educational 

outcomes (Fiske 1999; Australia Council: Policy Communication Research 2004; European 

League of Institutes of Art: General Assembly October 2002). Richard Riley (USA Secretary, 

Department of Education) articulates this belief: “(t)hrough engagement with the arts, young 

people can better begin lifelong journeys of developing their capabilities and contributing to the 

world around them” (in Fiske 1999:vi). Similarly, the Australia Council for the Arts considers 

that, “the arts are central to our culture and sense of self and belonging and thus need to be 

nurtured and explored early in life” (Australia Council: Policy Communication Research, 

2004:2). Given the extensive support for the arts in Western society, and the commitment to 

expanding the connection between education and the arts, residency programs in schools invite 

examination. 
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Recently, the Queensland Government initiated the first whole of government policy on arts and 

culture, Creative Queensland - The Queensland Government Cultural Policy 2002, (Queensland 

Government 2002). This policy heightens the public importance of the Queensland Arts Syllabus 

(Queensland Schools Curriculum Council, 2002). This policy articulates the Government’s future 

commitment to arts and cultural development in Queensland (Queensland Government 2002), 

presents a commitment to research that focuses on identifying the social impact of arts activity on 

children specifically in middle schooling and to creating sustainable opportunities for involving 

young people in public art.  

 

This philosophical commitment to the arts and culture is reflected in Education Queensland’s 

support of the ‘Artists-in-Schools’ program that stimulates excellence in the Arts by: “a) 

providing the opportunity for students in Queensland schools to observe and work with practising 

professional artists; and b) engaging practising artists to enrich the school curriculum” (Education 

Queensland 2004:1) In an educational climate fostering school and community partnerships it is 

necessary to understand the mechanisms underpinning these relationships that optimise student 

learning outcomes. Currently, there appear to be limited guidelines or policies regarding the 

nature or scope of these artist-in-residency programs in Queensland Schools. Guidelines simply 

recommend that the school Principal should approve the project and that the schools should 

ensure that the artist does not adopt the role of the teacher without consideration for potential 

educational outcomes of such programs (Education Queensland 2004). Hence, a useful 

contribution of this study may be guidelines, based on the principles of authentic learning, for 

schools and educational bodies to consider when implementing residency programs.  

 

While the benefits of artist-in-schools programs are widely acknowledged in the broader 

education community, there has been limited research into the educational purpose or outcomes 

of residency programs (Arts Education Partnership 2002; Arts Victoria 2003; Ellis and Dreeszen 

2003; Arts Victoria 2004; Education Queensland 2004; Education Queensland 2004). Education 

Queensland presents a commitment to ‘productive’ learning experiences and research that 

focuses on student learning outcomes (Education Queensland 1999; Education Queensland 2004; 

Education Queensland 2004). In school based art residency projects it is the responsibility of 

Principals to document and evaluate the outcomes of a residency project at its conclusion 

(Education Queensland 2004). Education Queensland provides a suggested format (Cs-19a, 

School evaluation of project) that a Principal may follow when evaluating the outcomes of an 

artist-in-school program (Education Queensland 2004). This form collects data regarding: 

timetabling issues, student, staff and community responses to the artist and the activities, links to 

school annual operational plan. Data is not specifically collected that analyses student learning 
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outcomes or particulars of the nature of the learning experiences. As a result, documentation and 

analysis is scant limiting scope for the dissemination of findings to the broader community.   

 

The context-based conclusions of this project aim to broaden the educational community’s 

understanding of the contribution to learning of the visual arts, and potentially lead to policies 

and educational decisions concerning the nature and implementation of art residencies. The 

project addresses The Queensland Department of Education’s Strategic Plan that presents a 

commitment to providing quality educational experiences and outcomes for all Queensland state 

school students (Department of Education Strategic Plan, 2002-06) (Queensland 2002). This 

strategic plan describes a commitment to “Lifelong Learning- supporting Queenslanders to 

develop the ability and desire to learn throughout their lives”.  This form of learning is referred to 

as transformatory.  A further anticipated benefit of this project will be enhancing understanding 

of how artist-in-schools’ programs can foster teacher excellence- an additional goal of the 

Strategic Plan.  

 

This study has significance to art education both nationally and internationally by investigating 

current practices in artist-in-schools programs that both enhance and hinder educational 

outcomes. The study has significance to the broader educational community in terms of its focus 

on the role of visual arts specialist adjuncts in maximising learning outcomes. The findings of 

this study could provide new insight into the interrelationship between visual arts and other 

curriculum areas to deepen student learning outcomes. The research aims to develop new 

knowledge that may contribute to a better understanding of the inherent qualities of artistic 

learning.  

 

1.5 Overview of the research design 

A qualitative approach to research was adopted for this study into the effect of two different 

approaches (integrated and non-integrated) to an artist-in-residency program on learning. The 

capacity to intimately connect with this research context means the implementation of a qualitative 

research approach can produce well grounded cross-contextual generalities. Grounded Theory 

(Glaser 1992) was considered an appropriate research methodology for this study as it  involves 

gathering data in field settings and applying inductive methods to analyze this data.  This 

methodology was considered applicable as it focuses on examining the processes and 

development of phenomena in a particular research context (Glaser and Strauss 1967).  

 

Core theoretical concepts are identified through data analysis. Through identifying tentative 

linkages between core concepts hypotheses emerge. Significantly, theory is derived from the data 
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not from the testing of a hypothesis. Linkages between concepts emerge to produce theory. 

Grounded Theory does not present a demarcation point for concluding a study (Denzin and 

Lincoln 1994). The study may conclude when the researcher deems it has reached a point of 

completion. This study did not aim for resolution or conclusiveness, but sought to further 

knowledge of the potential of pedagogical practices in artist-in-schools programs to foster 

authentic modes of thinking.  While the study has concluded, as an artist-in-residence in schools I 

foresee this learning journey to understand phenomena in residency contexts will continue to 

evolve for a long time into the future.  A Grounded Theory approach can provide the necessary 

framework for this research journey. 

 

The study drew on three primary sources of data: students, teachers and myself as participant 

observer. Qualitative data was gathered using a variety of techniques: 

 Interviews 

 Observations 

 Reflective narratives 

 Visual texts (artworks) 

 

Data collection took place over a three month period. The study can be divided into three key 

phases: Pre-residency, residency and post-residency. Data collection occurred in two stages: 

residency and post-residency.  

An overview of the phases of these stages is as follows: 

 

Phases of Stage 1: Pre-residency project 

 Invited by school to participate as an artist-in residence (2003). 

 Liaison with participating teachers to elicit preparedness to participate in the research 

and potential for developing a theme for the residency (February, 2004) 

 Selection of artworks/images used as learning resources and stimulus materials for 

the study. 

 Liaison with teachers and school to finalise thematic approach, dates, resources and 

administrative considerations (March, 2004). 

 Ethics clearance, Griffith University (May, 2004) 

 Parental permission for students to participate in study sought (May, 2004). 

 Data gathering- researcher journal entries 
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Phases of Stage 2: Residency 

 Art residency learning experiences (May/June, 2004)  

 Data gathering  

-Concept Map 1 (mid-residency);  

-Interviewing of teachers. (mid-residency)  

-Participant observer journal entries (throughout residency) 

-Videoing of group documentaries (end of residency) 

-Art works (visual dialogues) 

 Art Exhibition, Indooroopilly Library (June/July, 2004) 

 Review and analysis of data (June/July) 

Phases of Stage 3: Post-residency 

 Final reflective stage of data collection  

-Teacher interviews (August) 

-Student interviews (August) 

 Review and analysis of data 

 

1.6 Limitations of the study: 

The research project was not a broad ranging study, but was limited to a small evaluative study 

that yielded qualitative data for open analysis by the researcher and research subjects. As an 

evaluative study the project was limited by time and the lack of replication, hence presents 

difficulties with conventional standards of reliability and validation. Importantly, this inquiry did 

not aim for quantifiable resolution, but sought to identify outcomes by the dialogue or debate it 

generates. The context-based conclusions aim to broaden community understanding of the 

inherent qualities of artistic learning, and potentially lead to policies and educational decisions 

concerning the implementation of art residencies. 

 

1.7 Ethical considerations 

The proposal was examined by Griffith University Human Research Ethics Committee and 

permission was granted for the research to be undertaken.  As the project focused on a single 

school it was not necessary to obtain consent from Education Queensland.   However, Education 

Queensland requires consent to be obtained from the principal of the participating.  This consent 

was formally obtained in May, 2004.   

 

Parents were supplied with an information sheet detailing the research project: its purpose, the 

nature of the investigation, investigators; benefits/risks of the study and contact details for further 
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queries or information. Informed written consent was obtained from the parents/guardians for 

students to participate in the project in May 2004.  All parents/guardians responded affirmatively 

enabling every child to participate. Students were given the option to participate in both the 

interviews and documentaries. All students elected to participate. Teacher participant consent 

was obtained verbally in February, 2004 and reconfirmed in May, 2004. To ensure confidentiality 

of participants, it was agreed that anonymity of all participants would be protected by not 

providing names or addresses. Audio and audiovisual recorded data was used as a data collection 

tool and accessed exclusively by the researcher and supervisors. It was agreed that on completion 

of data analysis the recorded data would be stored at Griffith University (by the supervisors) for 5 

years.  

 

1.8 Structure of the thesis 

This chapter deals with introducing the study providing a rationale that legitimizes the research 

by positioning it within the current context of education. The study is discussed in relation to 

current directives of Education Queensland that focus on heightening student learning outcomes.  

 

Chapter Two reviews literature relating to the key concept ‘authenticity’ that underpins this 

philosophic inquiry into the question of whether, and how, artist-in-schools programs can 

contribute to learning. Notions of ‘authenticity’ are overviewed and problematised.in relation to 

the arts, arts education and the broader domain of education. From this review of authenticity 

emerged ‘curriculum integration’ as a key component of the residency’s pedagogical approach 

thus necessitating exploration of the term in current literature. The final part of the chapter 

attends to the nature of learning and knowledge.  

 

Chapter Three provides a description of the selected methodological approach with details of the 

process of research design. The study is positioned within arts and educational research and 

applies a postmodernist approach that does not seek conclusions but to identify a multitude of 

possibilities that are understood by the reality of the context. 

 

Chapter Four describes the fieldwork undertaken in gathering data.  This chapter provides 

information regarding the stages of the study. Details of the site selection, access and location are 

outlined. A description is provided of the specific research instruments along with the procedure 

adopted for selection of participants. 
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Chapter Five focuses on data analysis procedures and describes how data was utilised in 

formulating coding categories. A justification and description of the chosen software for data 

analysis is provided  

 

Chapter Six presents and discusses the findings from the relevant instruments, presenting an 

interpretation in response to the key question“How can an artist-in-schools’ program best 

contribute to learning?”. The chapter concludes with a summation of the findings. 

 

Chapter Seven probes the findings of the study to expand understanding of the different learning 

contexts in which authentic modes of learning are supported. This chapter considers the in depth 

relationships between data sets and presents recommendation for future research. 
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Chapter Two: Review of Literature 

2.1 Introduction 

This chapter presents a review of literature formative in the search for and development of an 

educational approach to an art residency that addresses the question of “How can an artist-in-

schools’ program best contribute to learning?”.  The term ‘authenticity’ emerged as a key 

philosophical concept requiring investigation and underpinning this inquiry. The first part of the 

review overviews and problematises notions of ‘authenticity’ in relation to the arts, arts education 

and the broader domain of education. A further concept, ‘curriculum integration’ emerged from 

the review of ‘authenticity’ as a key pedagogical approach and is reviewed for clarification in the 

research context. The final section of the chapter focuses on the nature of knowledge and 

learning.  

  

The pedagogical approach to the initial residency was adopted at a time when education theorists 

were encouraging ‘real-life’ focused curricula. In designing the residency program, I considered a 

‘real-life’ curriculum to be characterized by the provision of learning experiences that connected 

to the life world of the learners. Literature searches on contemporary practice in arts education 

identified the term ‘authentic learning’ as encompassing the qualities of learning that I perceived 

as valuable in an art residency (Zimmerman 1992; Sullivan 1993; Milbrandt 1997; 1998) and 

which I connected to the notion of ‘real-life’. Postmodernist art educators highlight the need for 

curricula to relate to the ‘life worlds’ (everyday experiences) of the learner (Vars 1991; Blandy 

and Hoffman 1993; London 1994; Katter 1995; Asher 2000). Further exploration of the term 

‘real-life’ identified such learning experiences as a common strand in the broader postmodernist 

educational discourses on learning theory (Gardner 1988; Newmann and Wehlage 1993; Gardner 

1996; Newmann, Marks et al. 1996; The New London Group 1996; Luke, Ladwig et al. 1998). 

Such postmodern discourses are distinguished by a focus on empowering minorities in education 

through improving teaching and learning. A postmodern classroom pedagogy is characterised by 

a futures perspective that provides learners with a high level of social support, intellectual 

engagement and connection to the learners lived experiences. Significantly, futures oriented 

learning experiences are viewed as  ‘apprenticeships in thinking’ that lead to life-long learning 

(Rogoff 1990). ‘Real-life’ learning experiences in education are characterised by ‘life skills’ or a 

‘futures perspective’ that is routinely termed ‘authentic’ by theorists (Newmann, Marks et al. 

1996; Schonau 1996; Anderson and Milbrandt 1998; Luke, Ladwig et al. 1998; Brown 2001). 

This focus on art curricula that links to the lived experiences of students is evident in artist-in-

schools programs that link to the learner’s local natural and built environments (Asher 2000; 
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Education Queensland 2001; Brisbane City Council 2002). While not documented, it can be 

assumed this focus reflects the current futures orientation predicating educational dialogues. 

 

The educational research context is one in which the key term ‘authenticity’ had particular 

meaning that did not take account of the specific meanings attached to this term in the arts, or in 

contemporary (post-structuralist, postmodern) theoretical debates. The term ‘authentic’ 

proliferates in arts curriculum documents both nationally and internationally. Limited 

consideration has been given to satisfactorily explain to educators the diverse and often 

contradictory meanings of the term in different contexts. Therefore it was necessary to 'unpack' 

this term and to undertake a critique of its use generally before justifying the definition and use 

(and or the identification of substitute terms/definitions) for the purposes of my own research 

project.  

 

The intention to adopt an ‘authentic’ approach to the residency necessitated a close examination 

of the meaning of the term. A review of the literature informing the field reveals the key term, 

‘authentic’ to be problematic. The notion of authenticity is highly contentious in contemporary 

(post-structural and postmodern) art and cultural theory. Whereas, in educational discourses this 

tension is not apparent, with limited consideration given to explaining the diverse and often 

contradictory meanings of the term in different educational contexts. Hence, prior to embarking 

on this research project, it was necessary to undertake a comprehensive review of literature on 

notions of authenticity in current Visual arts and education discourses.  

 

2.2 Notions of authenticity in the arts and education: A diversity of meanings  

The nature of the arts in education requires it to co-exist in dual contexts: the arts and education. 

This problematic position has exposed teachers to diverse, adaptive and sometimes conflicting 

understandings of notions of authenticity. This task of defining the term in the research context 

has proven particularly complex because within contemporary critical discourses on art, the term 

is linked to notions of originality, a concept open to question in post-structuralist, postmodern 

theories. Conversely, in education discourses the term is used to promote a constructivist student-

centred approach to learning that is held to be more 'genuine' and therefore more beneficial to 

students than other approaches.  

 

Section 2.2 comprises the following five key points of discussion:  

 

1) ‘Authenticity in the Arts’ which provides an overview of the historical characteristics, 

definitions and values attached to the term ‘authentic’ in the arts. Notions of authenticity are 
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considered in relation to ‘authorship’, ‘original intent’, ‘artistic integrity, ‘discursive boundaries’, 

‘self-realisation’ and ‘the modern subject’. 

2) ‘Authenticity in Education’ reviews relevant literature to determine what currently 

constitutes authenticity in the domain of education. Notions of ‘authenticity’ in education are 

explored through an examination of the discourses on ‘authentic learning'. 

3) ‘Authentic Education in the Creative Arts’ extends the investigations of authenticity 

and education as it relates to the arts. 

4) ‘Authenticity in Assessment’, Section 4 continues the analysis, examining notions of 

‘authenticity’ in the context of current educational assessment practices and considers these in 

relation to Visual arts assessment practices. The familiar coupling ‘authentic assessment’ is 

discussed in terms of its philosophical, theoretical and pedagogical underpinnings. 

5), ‘Authenticity and the New Social Individual’ explores the psychological underlying 

the emphasis on authenticity in modernist discourses on identity and difference.  

 

The section concludes with a general discussion of the implication of notions of ‘authenticity’ on 

how arts educators interpret and value artistic endeavours, on the nature of student led inquiry 

and on the emphasis that is placed on the 'genuiness' of student inquiry.   

 

2.2.1 Authenticity in the arts  

In his analysis of the concept of authenticity in arts, Phillips (1997) describes the term 'authentic' 

as ‘oddball’ in the sense that it is amorphous, evolving and adapting in unison with social change. 

He aligns 'authenticity' with words like: “real, ideal, perfect, essential, true, natural, normal, 

pure, proper, original, honest, sincere, right, basic and absolute” (1997:5), terms, he notes, that 

are endowed with socially imposed discriminating qualities, and used in association with both 

transcendent and absolute values. This section examines the term in the light of such assertions, 

also focusing on the related terms- ‘authorship’, ‘original intent’, ‘artistic integrity’, and ‘self-

realization’- which are integral to the discourses on authenticity in the arts. Modernist and 

postmodernist ideologies are considered in relation to authenticity and its association with 

subjectivity is considered in the context of the postmodernist critique of modernist (consumer) 

culture. 

 

2.2.1.1 Notions of authenticity 

Application of the term 'authenticity’ has a long and varied history in the arts, where, "the criteria 

of authenticity are bound to reflect, changeably, our changing historical experience and interest 

regarding artworks and the changing technological and social possibilities regarding the 



 30

production and control of art" (Margolis 1983:170). For example, a Romantic ideology underpins 

the term’s use where it is centred on the notion that the artist is a free-standing author of his/her 

own ideas, created solely by him or her (Herman and Slopp 1998). In this context the emphasis is 

on authorship and the ‘genuineness’ of the artwork. "Genuine authorship is originary in the sense 

that it results not in a variation, or in imitation, or an adaptation … but in an utterly unique - in a 

word, 'original' - work which, accordingly, may be said to be the property of the creator and to 

merit the law's protection as such" (Jaszi and Woodmansee 1994). However, as contemporary 

critics point out, while art history presents a Romantic notion of art as pristine, and discrete, with 

a preoccupation with the individual, the production of authorial works, historically, has been “a 

much less individually creative business than is routinely assumed” (Phillips, 1997:22). 

Production practices in the time of Rembrandt made it impossible to attribute individual credit for 

authorship of works. Furthermore, artists did not have strict ideas about whether works sold 

under their name were “autograph” (produced by the artist and not another person) or not 

(Phillips 1997:7).  

 

Within a modernist ideology, art works, literature, artefacts, and architecture are attributed with 

high social credit reflected in the high prices paid for original works at art auctions (Phillips, 

1997).  This observation is confirmed in the recent turn to the collecting of art by corporate 

investors encouraging some sectors of the art market to seek new ways to ‘authenticate’ artworks, 

linking value to the identity of the originator. For example, populist Australian painter, Pro Hart 

announced his intention to impregnate his paintings with his own DNA (Martin 2002). Ostensibly 

this was to provide his creations with what he believed to be an indisputable stamp of authenticity 

but probably not without regard to the publicity value of this act. 

 

An ethics of artistic integrity (termed 'truth to oneself' in the Visual arts and one's culture) are 

principles closely aligned with artistic notions of authenticity. These modernist artistic traits are 

highly celebrated and valued in Western society. 'Truth to oneself' or one's personal artistic 

integrity, presents a construct of the artist as a gifted individual often separated from and 

venerated by society. The notion 'truth to one's culture' links authenticity to identifiable and 

quantifiable qualities of a social collective or ethnic group. This is exemplified in Spear’s (1993) 

characterisation of the work of Caribbean novelist Maryse Conde as a search for authenticity. 

Conde's fictional characters are preoccupied with the search for their ‘individual self’. Spear 

proposes that Conde's characters are not self-portraits, but rather pursuits of individual self. 

'Authenticity' in this context is where one's past, or individual identity, would become clearly 

defined. Conde explains: "For a black person from the West Indies or from Africa… it is a kind 

of challenge to find out exactly what there was before. It is not history for the sake of history. It is 

searching for one's self, searching for one's identity, searching for one's origin in order to better 
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understand oneself" (Spear, 1993:724). In contrast to Conde's clearly ethical intentions, 

Australian author, Helen Demidenko (pseudonym), won the coveted and prestigious Australian 

Miles Franklin Award for Literature with a work based on her (fictional) Ukrainian heritage, only 

to be exposed as a fraud when news of her deception,  gained through media interviews with her 

colleagues, was released to the public (Brown, 2001). The case received extensive media 

coverage, and drew public criticism in some sectors, while in others, she was championed for her 

ability to 'fool' the experts. In general, society places value on an artist's or writer's ability to 

remain true to oneself and one's cultural roots. This position accords with Phillips' (1997) 

perception that keeping the faith in art has come to be associated with authenticity in the sense of 

personal integrity rather than originality. 

 

Notions of authenticity, and the issues they raise, differ across cultures. In Australia, as in other 

colonised cultures, Indigenous peoples are deeply offended by the appropriation of their visual 

culture by the art market. Secret sacred knowledge is routinely expressed in visual form; hence, 

the works are created with a clear ethical understanding by the maker, and the culture they 

represent, that the works will never be exposed for public scrutiny. Authenticity and authorship 

have become a highly contentious matter in an art market that cannot meet the demand for 

contemporary Australian Aboriginal art. For example, a scandal arose when non-Indigenous 

Australian artist Elizabeth Durack, a member of a well-known, far north-western beef grazing 

dynasty that was built on the labour of Aboriginal stockmen, recently identified herself as the 

renowned Aboriginal artist 'Eddy Barrap' (Brown, 2001). Her work was immediately discredited 

by these revelations, and 'Barrap's' paintings lost their artistic value on the basis that they were 

fraudulent. At the time the story broke, media and social interest was ignited, the story making 

headlines in Australian newspapers with front pagreports titled: "Hoax" and "Durack paints a 

clear picture of her double life" (Brown, 2001:310). Reporter Tania Ewing(1997:10), wrote in 

The Age  "Aboriginal art experts questioned whether genuine collectors of contemporary 

indigenous art would buy a Burrup work now that the painter's identity has been revealed…The 

paintings…even with a promised disclaimer saying Ms. Durack is the true author, are more likely 

to attract buyers lured by the notoriety of Ms. Durack's pseudonym" (Ewing, 1997). In this 

context, only that work produced by an artist with the appropriate genealogy and rightful 

ownership of cultural symbols can be considered 'genuine', truthful, 'authentic' works of value. 

The revelation of the true identity of the painter (Durack) denies the viewer understanding of the 

work, as the painting can no longer be positioned or evaluated within its cultural framework as 

'Aboriginal'. Any future value of the work would be contingent upon a separation of the ethic and 

the aesthetic, with displacement toward the notoriety of the work. To counter the appropriation 

and exploitation of Aboriginal culture, the National Indigenous Arts Advocacy Association 

(NIAAA) has introduced an 'authentication' system designed to ensure that Aboriginal artefacts 
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are made by Aboriginal people and are not imitations (Associated Press Newswires 2001). In this 

context, authenticity is predicated upon the genealogy of the artist(s) (for many works are 

collectively produced). The biological, geographical, and cultural origins of the artist(s) 

determine the value of the work above and beyond immediate consideration for the work's 

aesthetic merit.   

 

While the cases described above present challenges to the notion of the artist/author having a 

responsibility to invoke individuality, originality and moral veracity, in short 'authenticity', there 

are additional factors of influence invoking authenticity in a work of art than those which centre 

on 'truth to oneself' and 'truth to culture'. These factors relate to the issue of 'original intent'. 

Sagoff (1978) recognises authenticity as being a necessary condition of aesthetic value, but points 

out that the value imputed to an artwork presupposes that it is authentic and not a forgery or 

reproduction or altered from the original state. He raises the additional question of whether an 

artwork that has been subsequently altered (e.g. for conservation or restoration purposes) can still 

be considered 'authentic'. “The undamaged and restored Pieta (Michelangelo), although spatially 

and temporally continuous under the sortal ‘statue’ after the ninth, is a De Campos (Reding De 

Campos: the restorer of the Pieta), or something, and not a Michelangelo" (Sagoff, 1978:224). 

Sagoff commits restorers to reproduction and contends that the Pieta is no longer an authentic 

Michelangelo. In the Visual arts the authenticity of the artist is routinely considered a necessary 

condition of a work’s merit (Sagoff 1978; Margolis 1980).  

 

Similarly, issues of what might be called 'connoisseurship' enter the debate where authenticity is 

linked to original intention. Dipert (1993) adds a further layer of complexity, using as a case in 

point the music of Bach to explore issues surrounding the notion of 'authenticity' in performance 

from the perspective of whether contemporary interpretations fulfil the composer's intentions. He 

considers whether judgments about 'authenticity' in classical music should be based on 'remaining 

true' to the composer's original conception of the sound, or to the underlying social purpose of the 

work. Should listeners authentically experience the music in the original German, with 

eighteenth-century grammar and pronunciation, or should they experience the work translated 

into English, thereby communicating the original Lutheran biblical intent? There is evidence that 

Bach endorsed the principle that religious texts be written in the native language of the audience 

(Dipert, 1993).   

 

2.2.1.2  Authenticity and the modern subject 

The term ‘authenticity’ also has currency in contemporary discourses on subjectivity that are 

philosophically grounded in Existentialism, and the intellectual response to the impact of 
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Freudian analysis on social theory (Hardt 1993). The social impact of the rise of political social 

control systems and authoritarian ideas such as Communism and Nazism were also perceived to 

have been contributing factors to Existentialist angst. Whereas the Eighteenth Century artist was 

an autonomous individual whose work reflected the real issues and activities of society and 

formed the dominant structures of the market-place, by the Twentieth Century art and artists were 

assimilated into the dominant system (Hardt, 1993). Culture was merely an industry, and art was 

commodified - ascribed a monetary value determined by a media directed market. "The culture 

industry becomes responsible for dealing with consumer needs and feeds society with an 

authoritative agenda of market driven entertainment, subsuming art as an exchange value, and 

committing itself to the manufacture of distraction" (Hardt 1993:64).  

 

The Modern individual, lacking ‘authenticity', experienced social alienation. Under capitalism, 

selfhood was ‘inauthentic’ because it emanated from bourgeois modernity. The Americanisation 

of everyday life produced and reproduced mass culture. The media ‘massed’ society through a 

language of conformity, "... they read the same newspaper, they listen to the radio, they see the 

movies, the same for those on the top and for those at the bottom of the ladder, for the intelligent 

and the stupid, for the educated and the uneducated.  Produce, consume, enjoy together, in step, 

without asking questions. That is the rhythm of their lives" (Fromm 1955:102). 'Inauthenticity' 

resulted when individuals, unable to activate their productive and creative forces, searched for 

external solutions. Language and communication reflected a uniform hegemonic culture, leading 

to a pathological 'collective narcissism' (Adorno 1973). "Capitalism increasingly equates wealth 

with happiness… interest as intellectual curiosity or concern is gradually ceasing to seem distinct 

from interest as material or economic concern, so that disinterest (detached, having nothing to 

gain) is becoming synonymous with uninterested bored.” (Belsey 1980:43).  

 

At the end of the Twentieth Century, the pervasive influence of technology and media is argued 

to have resulted in the disappearance of the private realm with the consequence of individuals 

defining their 'self' within society (Hardt 1993) For the modern consumer world inauthenticity 

has been characterised and problematised in terms of self-alienation and the social desire for 

individuals to reproduce mass society. In a communications-based culture, the question has 

become one of what it means to be a human being, and the struggle that of achieving selfhood. In 

Hardt’s view, the core problem is that of 'superficiality'. Added to this concern is the assertion 

that culture, dominated by the bureaucratic institutions of commerce, politics or religion, co-opts 

individuals to participate without considering their real conditions of existence (Hardt, 1993). 

With contemporary society in a state of constant flux, a new emphasis on authenticity as 'truth to 

oneself' appears to provide a degree of self-protection for individuals from the barrage of change 

(Phillips, 1997). 
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2.2.1.3    Postmodernism and authenticity 

The 'ideology of authenticity' that provided the basis for aesthetic, social and legal judgements 

since the 1950s were questioned by postmodern thinkers (Grossberg 1993; Herman and Slopp 

1998). A postmodern critique treats 'authenticity' as a concept that has been 'evacuated or 

transformed' by the practices of ‘free appropriation’. Appropriation as artistic practice sets a 

contradictory precedent that problematises notions of authenticity underpinning modernist 

consumer capitalism.  

 

Notions of originality and ownership that were key to the generation of income from copyrighted 

work are under siege in the networked information environment. An ideology of ‘information 

wants to be free’ and new (digital) means for replicating, rather than copying, original works 

have provided ethical, moral and legal challenges. For instance, 'sound artists' Negativeland's 

single: The Letter 'U' and the Number '2', was barred from release and manufacture because it 

was considered as a compilation of pastiches of fragmented discourses and motifs borrowed from 

other musicians. In this case the 'other' musicians were from the band U2. In defence, 

Negativeland argued that "The law must educate itself to the fact that ever since monkeys saw 

and did, the entire history of art forms has been BASED ON THEFT" (Herman and Slopp 

1998:23). Herman and Sloop (1998) prefer the term 'creative theft', defining it as a logic of free 

appropriation that links authenticity to the free use of all that circulates in the mediascape. They 

claim the work of Negativeland stands as a metaphor for authenticity in postmodern rock culture, 

arguing that, in the age of audio reproduction, authenticity should not be grounded in what an 

artist writes or performs but in how they sound. In their view, the case of Negativeland and U2 

illustrates the construction and deployment of a transformed notion of authenticity fitting 

postmodern epistemology.   

 

Postmodernists challenge the validity of modernist notions of authenticity where individuals are 

said to have an 'authentic' core or pure essence. This singular, cohesive and essential identity is 

argued to be engineered in order that persons can make sense of their own self (Brizman 1992). 

For postmodernists, identity becomes an evolving answer and as such is always dialogic.  Identity 

is considered an invention. Postmodernists consider that identity is not fixed, but fluid, and 

subject to the constraints of social structure and to the practices of creative agency. As discursive 

boundaries shift so do our identities. We are fictions of self and not pure essences. "Our 

identities, over determined by time, place, and sociality are lived through the discourses or 

knowledge we employ to make sense of who we are, who we are not, and who we can become" 

(Brizman, 1992:27). Identity signifies relationships and consequently must be negotiated. Homi 
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Bhaba upholds the impossibility of claiming an origin for the self (or other). He argues that "what 

is transformed in the postmodern perspective is not simply the 'image' of the person, but an 

interrogation of the discursive and disciplinary place from which questions of identity are 

strategically and institutionally posed" (as cited in Brizman, 1992: 44). 

 

2.2.2 Authenticity in education 

This section continues the analysis of notions of ‘authenticity’ by exploring its use in current 

educational discourses. The intention is to locate and review, from the literature, the theoretical 

underpinnings that impact on the notion of authenticity as it may be applied in education. Here I 

will argue that in arts education, western cultural notions of 'authenticity' in the arts co-exist in a 

situation of tension with notions of 'authenticity' in current educational theory, where the term is 

applied loosely and inconsistently with different connotations according to context (Shaffer 

1999). The nature of the arts in education requires it to exist in dual contexts: the arts and 

education. This position necessitates teachers to develop diverse, adaptive and sometimes 

conflicting understandings of notions of authenticity in diverse educational contexts. In education 

discourses, over the last decade, the term has come into popular use since its coinage by 

educational reformers Newmann and Wehlage (1993). Newmann and Wehlage use the term 

'authentic' to describe an educational approach that provides significant and personally 

meaningful community-based learning. In contrast to notions of authenticity as described in the 

arts, notions of authenticity in current educational themes are not concerned with origin, original 

intent, or Existentialism, but with the 'personal value' of education to the individual, and the 

individual's meaningful participation in society. In this context the term 'authentic' is defined as 

"something being genuine rather than artificial or misleading" (Newmann, Marks et al. 

1995:282).  

 

In contemporary Western education discourses, learning experiences that are 'authentic' are those 

located in 'real' contexts, which, because they are relative to the lives of students, promote higher-

order thinking, and lead to the attainment of knowledge that is transferable to other situations. 

 

2.2.2.1 Authentic learning 

Shaffer and Resnich's (1999) comprehensive review of the literature on 'authentic education' 

revealed that educators use the term 'authentic learning' in differing ways with differing 

meanings. In conceptualising authentic learning, Newmann, Mark & Gamoran (1995) stipulated 

three essential criteria: 1) construction of knowledge; 2) disciplined inquiry; and 3) value beyond 

school. A further specification for achievement to be authentic is that it must be grounded in a 
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field of knowledge, incorporating discipline focused facts, vocabulary and a set of concepts and 

theories. This disciplined knowledge can be expressed through written, visual and/or symbolic 

languages that communicates ideas, nuances and details. In justifying authentic pedagogy the 

authors contend that conventional school curricula routinely require students to memorise facts 

and then articulate this knowledge in short-answer tests. This form of assessment is perceived as 

not requiring demonstration of deep understanding or elaborate communication and hence not 

authentic. "Authentic performance occurs when the student reaches beyond imitation or 

reproduction of information, and analyses or interprets that information to solve a problem that 

can't be solved by information retrieval alone" (Newmann, Mark & Gamoran, 1995: 4). While the 

authors do not dispel conventional curricula that focus on recall, they stress the importance of 

keeping authentic achievement as the ultimate goal of education. Newmann, Mark and 

Gamoran’s concept of authentic learning stipulates that for a learning experience to be deemed 

authentic it must meet all three stipulated criteria.  

 

The University of Wisconsin's Centre on the Organisation of Restructuring of Schools (CORS), 

under the direction of Newmann and his research team, undertook a longitudinal study focusing 

on improving student outcomes through implementing authentic pedagogical strategies. In 

particular, the study focused on those students from at-risk equity groups with findings that were 

consistent across grades. Newmann and his associates’ (Newmann, Marks et al. 1996) findings 

were that high levels of authentic pedagogy enhance student achievement on both conventional 

standardised test and alternative measures.   

 

Roelofs and Terwell’s (1999) authentic education model highlights four characteristic of 

authentic pedagogy 1) applications of the term 'authentic learning'; 2) the construction of 

knowledge; 3) connection to the students' personal worlds and value of learning beyond the 

school; and 4) cooperation and communication. While Duis on the other hand  (1995) presents 

only two characteristics of authentic pedagogy: 1) instructional methods that require students to 

produce (not reproduce) knowledge relevant to their lives through disciplined inquiry, and 2) to 

achieve in ways that are of value to them and to society. Shaffer and Resnick (1999) conclude 

that 'authentic' learning has four key factors: personal, ‘real life’, disciplinary, and assessment. 

These common attributes identify different modes of authentic learning: 1) learning that is 

personally authentic for the learner, 2) learning that is authentic in its relation to the real-world 

outside of school, 3) learning that provides an opportunity to think in the authentic modes of a 

particular discipline, and 4) learning where the means of assessment are an authentic reflection of 

the learning process itself (Shaffer and Resnick, 1999: 210). The authors argue that these four 

forms of authenticity should be recognised as interdependent and mutually supporting learning 

categories. They argue for a ‘thick’ view of authenticity that identifies all facets of the term. The 
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term 'thick authenticity' would refer to instances where all forms of authentic learning are 

integrated.  

 

2.2.2.2 Theoretical perspectives informing authentic learning: Situated learning (knowledge 

transfer, the learning process and the 'Real' world) and constructivism 

New insights into the nature of the learning process form the foundations of 'Authentic 

Pedagogy'. In researching the knowledge transfer process, some educational psychologists have 

criticised schools for providing learning that is largely 'inert', by which they mean inflexible and 

unusable in everyday life (Roelofs & Terwel, 1997). Knowledge learnt is seen to have no 

intrinsic value, if transfer between school and life situations is not achievable (Newmann and 

Wehlage 1993; Brown, Collins et al. 1997; Roelofs and Terwel 1999). In Roelofs and Terwel's 

analysis of the learning process, "knowledge is inseparably bound up with the social and physical 

environment in which it is developed and used rather than being an abstract entity, as often 

presupposed in schools" (Roelofs and Terwel 1997:3). This conceptualisation of learning is 

termed 'situated or context learning' (Brown, Collins & Duguid, 1997). Awareness of the 

important link between school and everyday life is not new. A century ago educational reformers 

were highlighting the irrelevance of schooling to the real world in their arguments that classroom 

knowledge was so formal and abstract that application to everyday life was alien to students 

(Scheilbe, as cited in Roelofs & Terwel, 1997: 2). 

 

Constructivism forms a philosophical basis for authentic pedagogy (Bruer 1993; Loepp 1999; 

O'Loughlin 1999). The constructivist approach views knowledge as being constructed by the 

learner in the sense that he or she relates new elements of knowledge to existing cognitive 

structures (Bruer, 1993). It views knowledge as created by doing, through research and by 

actively experiencing reality (Roelofs & Terwel, 1997). Constructivism has two dominant 

philosophical perspectives: cognitive constructivism and social constructivism. Cognitive 

constructivism treats knowledge as constructed and made meaningful through an individual's 

interactions and analyses of their environment (O'Loughlin 1999; Jadallah 2000). Individuals 

construct knowledge through a cognitive process of analysing and interpreting experiences. 

Social constructivism focuses on social interactions as a significant facet of the learning process. 

Students are guided in learning processes that enable them to build and test their knowledge 

within a social context (Jadallah, 2000). Authentic learning integrates both perspectives of 

constructivism. Consistent with constructivism, authentic learning advocates a move from 

traditional teacher-centred learning approaches to more student-centred approaches (Newmann, 

et. al., 1995). Similarly, learning experiences in both constructivism and authentic learning relate 

to the learner’s life experiences. Authentic pedagogy offers an extension from constructivism by 
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specifying the criteria for higher standards of intellectual quality (Newmann and Wehlage 1993; 

Ediger 2001). 

 

2.2.2.3 Current educational reforms mirroring elements of authentic learning (The 

international context)  

Addressing the challenges presented by the theoretical considerations underpinning ‘authentic 

learning’ has influenced the development of curriculum frameworks designed by educational 

bodies throughout the world.  Following the model of authentic learning, New Basics (Education 

Queensland, 2000) focuses on multi-disciplinary life-centred learning. Similarly, The Studies of 

Education Reform Program (U.S. Department of Education 1994) adopted authentic pedagogical 

strategies, where students were presented with complex authentic tasks incorporating integrated 

multidisciplinary projects, cooperative learning groups, flexible scheduling, and authentic 

assessment. Concurrently, the Netherlands implemented a major innovation termed ‘Basic 

Education’ in 1993 (Roelofs & Terwell, 1997). In keeping with constructivist principles of 

authentic learning The Netherland’s model required all knowledge to be related to everyday life 

and to be meaningfully embedded in society. Students were required to adopt ‘authentic’ social 

and cognitive processes such as collaborating, expressing opinions, and researching. Teachers 

were required to integrate subjects making direct connections between disciplines. Roelofs and 

Terwell (1997), investigating the outcomes of the ‘Basic Education’ model, identified 

characteristics of authentic pedagogy were not observed to a satisfactory extent. The authors 

reflected “the ideas and developments instigated by a small enthusiastic group of subject 

specialists, curriculum developers, teachers, educators and supervisors seem to be far ahead of 

reality” (Roelofs & Terwell, 1997:16). These findings indicate caution is necessary when 

implementing authentic learning principles. 

 

2.2.2.4  New basics and productive pedagogies: A postmodernist curriculum approach 

Newmann and Associates’ research findings implicitly informed a similar study in Australia, the 

Queensland School Reform Longitudinal Study (Luke, Ladwig et al. 1998). The three year study, 

profiling twenty-four schools, investigated the potential relationship between school-based 

management and enhanced school-based outcomes. As an outcome of this study Education 

Queensland (Education Queensland 2000) is currently trialling an alternative curriculum termed 

'New Basics' (NBF- The New Basics Framework) that aims to prepare students for the future. 

'New Basics' refers to essential areas of learning that underpin the way individuals engage in the 

world and cope with change. This postmodern approach focuses on a futures-oriented curriculum 

developed in response to globalisation. This globalisation is characterised by dramatic ongoing 
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changes in information and technology that result in a rapid rate of change in the economic, 

social and cultural dimensions of society. New Basics perceives globalisation as “the shift 

towards local service-based economies; new and constantly changing technologies; complex 

transformations in cultural and social relationships; fluid demographics; and a sense of 

uncertainty about the future" (Education Queensland 2000:4). Curriculum challenges old 

modernist educational hierarchies that describe the world in terms of rational, empirical and 

objective terms. It seeks to present problems to be explored that integrate diverse thoughts 

evolving into hybrid and evolving understandings. In keeping with Postmodernism, gone are the 

underlying certainties that the reason of modernism promised. Learning and its educational 

contexts are immersed in Post-structuralist notions of diverse multi- discourses not a definitive 

social structure.  

 

The NBF organises curriculum into four clusters of practice deemed essential for an individual to 

achieve lifelong leaning and survival in the world in which they will work and live. These 

clusters are considered essential for social cohesion and economic well-being. Each cluster 

focuses on a particular critical question: Who am I? Where am I going? How do I make sense of 

and communicate with the world? What are my rights and responsibilities in communities, 

cultures and economies? How do I describe, analyse and shape the world around me? The New 

Basics curriculum is based on five fundamental educational premises: 

1 The Pedagogy Premise. Improved student outcomes require a systematic, principled and 

practical coordination of the message systems of curriculum, pedagogy and assessment. 

2 The Futures Premise. Outcomes should be futures-oriented, based on a philosophy of 

education committed to the preparation of students for new workplaces, technologies and 

cultures. 

3 The Equity Premise.  A principled selection and pedagogical provision of important, 

common learning should address the economic and cultural aspirations of the most at-

risk and culturally diverse communities. 

4 The Research Premise. Reconstruction of curriculum, pedagogy and assessment needs to 

be explicitly guided by documented analysis and rigorous discussion of current school 

practices. 

5 The Professional Learning Community Premise. Improved, equitable student outcomes 

and effective reforms in curriculum, pedagogy and assessment require high levels of 

teacher professionalism, sustained intellectual work and shared ownership of reform 

within dynamic school communities focused on learning (Education Queensland, 2000). 

Following the model of authentic learning, New Basics (Education Queensland 2000) draws 

upon practices and skills across disciplines. It is an interdisciplinary approach that seeks to link 

disciplines, often via thematic approaches. The New Basics implementation team acknowledged 
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the possibility that this approach may result in the dilution of subject specific expertise. Teachers 

are required to perceive themselves as generalists and also as a specialist in one discipline. It is 

acknowledged that expertise in a specialist discipline may not necessarily be achieved.  

 

The framework aims to lessen the number of subjects in the curriculum, the philosophical 

premise being ‘the more crowded a curriculum the shallower and more superficial the learning 

experience’. In order to achieve higher levels of understanding students study fewer subjects in 

greater depth. In keeping with authentic pedagogy, student learning is connected to the world 

outside the classroom.  A specific requirement is that students can only complete their learning 

tasks by venturing into the world outside the school environment. Teachers are required to work 

collaboratively across disciplines to achieve the desired outcomes. Underpinning this concept is 

the notion of transdisciplinary teams of teachers, working with students on tasks that are visibly 

connected to student's life pathways, will provide the opportunities for student's deep intellectual 

engagement (Education Queensland 2000).  

 

2.2.3 “Authentic education” in the creative arts  

This section explores particularities of authentic education in relation to current philosophies and 

practices in creative arts education. The intention is to review art education literature highlighting 

current themes and practices that align with philosophical premises of authentic pedagogy. The 

historical foundations of Discipline Based Art Education (DBAE) and current postmodern art 

education theories are considered in relation to authentic pedagogy.  

 

2.2.3.1 Postmodernism in art education and modernist discipline based art education: Arts 

practices mirroring principles of authentic learning  

Concepts of authentic education are not new to arts education. In the early 1900s, arts educators 

Dewey and Kilpatrick argued for an integrated curriculum (Vars 1991). Dewey (1934), aiming to 

remove artificial barriers between school and personal everyday life, advocated an aspect of 

authentic pedagogy through community links. He proposed that for knowledge transfer to occur, 

learning needed to be linked to a student's personal experiences. Similarly, Visual arts educator 

Haggerty in 1935 promoted art as a way of life, proposing that art be used as a means for 

improving everyday life through community improvement projects. With such a long history of 

awareness of the value of community links in arts education, the arts were well positioned to 

have developed and implemented 'authentic' community based educational curricula for decades. 

It is surprising to note that concepts of community based education have only recently resurfaced 

and been broadly embraced in arts education (Blandy and Hoffman 1993; London 1994; Katter 
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1995; Asher 2000; Chapman 2000). Chapman reasons, "The problem" (for education of the 

separation of art from everyday life) "owes much to the success of the art world in distancing the 

fine arts from ordinary life, civic issues and the academic missions of schools" (Chapman 

2000:27). Chapman argues this situation arose due to private patronage that has enabled the art 

world to operate as a privileged enclave distancing itself from the public. Adherence to a 

Disciplined Based Art Education Program (DBAE) presented the arts as elite subjects with the 

arts viewed as enrichments not obligation (Chapman 2000). The progress of art education was 

also stifled by the emergence of the 'educational technocratic rationale' of the 1960s that elevated 

academic scientific knowledge over practical skills (Brizman 1992). Subject-centred and 

disciplined knowledge (DBAE) became the arts way of obtaining accountability with a focus on 

standardised forms of assessment (Krug and Cohen-Evron 2000).  

 

Discipline Based Art Education (DBAE), the core modernist school culture of the 1970s, meets a 

number of authentic education criteria. A requirement of authentic education is the production of 

knowledge through disciplined inquiry. Discipline-centred inquiry in the arts involves studio 

production, art criticism, art history and aesthetics (Anderson and Milbrandt 1998). The focus on 

art as a discreet discipline provides opportunities for students to achieve the 'authentic learning' 

goal of higher-order thinking by involving them in substantive conversations requiring a high 

level of intellectual inquiry about aesthetic issues, artistic intentions and viewer responses 

(Milbrandt 1997). Authentic inquiry processes in the arts integrate analysing, interpreting, 

evaluating, creating and contextualising art (Anderson & Milbrandt, 1998). While Clarke (1998) 

contends it is possible to provide authentic learning experiences through a modernist arts 

curriculum, DBAE presents limited opportunities to embed authentic modes of pedagogy and 

could only be possible if treated as one among a plurality of world views.   

 

Premises of authentic pedagogy do, however, align closely with philosophical principles of 

postmodern art education theory. There are resonances of the philosophical underpinnings of 

current postmodernist art theories in Dewey’s (1934) contention that art raises and represents the 

lived experiences of individuals. An underlying principle of postmodern theory is that art should 

have an extrinsic function beyond the aesthetic, having a responsibility to positively contribute to 

the world (Anderson & Milbrandt, 1998; citing the work of Gablick, 1991 and Lippard, 1990). 

Since the 1980s a number of art educators have challenged art education practice for its failure to 

keep pace with changing cultural needs of students (Duncum 1990; Hamblen 1990; Congdon 

1996; Milbrandt 1998).  Responding to these challenges, Visual arts education has opted for a 

life-centred approach, ‘art for life's sake over art for art sake’ (Anderson and Bachor 1998:50), 

mirroring current postmodern educational theory (May 1995; Congdon 1996; Anderson and 
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Bachor 1998; Eisner 1998; Bransford and Schwartz 1999; Krug and Cohen-Evron 2000; Krug 

2002; Milbrandt 2002). Postmodernist influence has resulted in art programs directly connected 

with daily life focusing on an individual's personal contextual narratives rather than scientific or 

universal accounts (Congdon, 1996; Milbrandt, 1998). A postmodern approach to curricula 

design and delivery bases instructional content on personally and socially meaningful art-making 

experiences (Milbrandt, 2002). Educators recognise the importance of cultural ‘contexts’ where 

time and place provide a vital framework for any art education curriculum (Congdon, 1996). A 

cultural context or life-centred approach mirrors a key criterion for authentic learning – i.e. that 

learning experiences must connect with students' personal worlds. Two further principles of 

authentic pedagogy purport the importance of deconstruction of meaning and construction of 

knowledge as key characteristics of authentic pedagogy. These characteristics are also premises 

of postmodern art education theory that go beyond ‘art’ to embrace all forms of visual culture by 

applying a semiotic analysis approach. Students’ critical visual literacy competencies are 

augmented through experience in decoding and reconstructing sign systems (semiotics). This 

approach fosters a deeper understanding of and an ability to communicate through multimodal 

forms (visual, aural, and gestural symbols).  

 

2.2.4 Authenticity in assessment 

This section continues the analysis of authenticity by exploring its use in current education 

assessment discourses.  Philosophical and pedagogical understandings of the term ‘authentic’ in 

current educational assessment discourses are considered in relation to discourses occurring in 

Visual arts assessment. Here I will argue that the familiar term ‘authentic assessment’ must be 

examined in light of the importance of differing educational contexts and theoretical 

understandings of knowledge acquisition and the learning processes that underpin its contextual 

application. Equitable, valid and reliable arts assessment practices as indicators of ‘authentic’ or 

‘genuine’ artistic performance are problematised in the light of postmodern theories.  

 

2.2.4.1 ‘Authentic’ assessment 

'Good assessment is like good architecture. It directs people's attention and their activity 

in worthwhile ways'.  Alan Sandler. (Cited in:Huffman 1998)  

 

Current contentious issues of assessment in education echo shifts in the conception of 

intelligence and learning (Gardner 1996). Project Zero and specifically the work of Howard 

Gardner is widely discussed in arts education (Zimmerman 1992; Boughton 1996; Boughton 

1996; Hargreaves, Galton et al. 1996; Haynes 1996; Anderson and Milbrandt 1998; Education 
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Queensland 2000; Brown 2001). Gardner contends that schools have historically focused on two 

modes of knowing- a linguistic way of knowing, highly prized in reading and humanities; and a 

logico-mathematical way of knowing, central to mathematical, scientific and technological 

studies (Gardner, 1996:135). He points out that while standardised tests are particularly 

appropriate for sampling linguistic and logico-mathematical knowing, "(s)ometimes, indeed, 

otherwise ignorant individuals can score well on such instruments, simply because they 

understand the means by which standardised test items are generated and scored, or because they 

happen to exhibit a particular, possibly superficial blend of linguistics and logical abilities that is 

at a premium in such instruments." (Gardner, 1996:135). Findings of Project Zero and the 

Evidence Project both stressed the importance of documentation of the learning process. The 

Project Zero team contend that as the learning process develops over a long period of time, on-

going documentation is the only valid and comprehensive mechanism for revealing learning and 

retrieving learning evidence. Documentation is perceived as a means of preserving learning 

artefacts, enabling both teacher and student to revisit past learning evidence to reveal critical 

moments as evidence exemplifying learning (Project Zero 2001).  

 

Parallel with developments in the understanding of the learning process and knowledge 

acquisition has come a shift in the interpretation, focus and implementation of educational 

assessment strategies. Cumming and Maxwell (1999) describe two major theoretical 

considerations that have impacted on assessment practices triggering a philosophical shift in 

assessment practices since the 1990s. The first is an issue of validity that has led to an emphasis 

on the appropriateness of assessment tasks as indicators of intended learning outcomes and the 

interpretation of these assessment outcomes as indicators of learning. The second consideration is 

centred theoretically on a need for learning and assessment to be contextualised and meaningful 

for students. ‘Authentic assessment’ aims to address these two understandings (Wiggins 1989; 

Wiggins 1993; Cumming and Maxwell 1999; Education Queensland 2000; Brown 2001).  

 

Literature searches indicate the term 'authentic assessment' was first coined by Wiggins (1989) 

who developed the approach in response to perceived inadequacies of standards assessment or 

high-stakes testing. In conceptualising the term, Wiggins aimed to provide an alternative 

approach to assessment where achievement was perceived to be significant and meaningful rather 

than trivial and useless (Wiggins 1989; Sullivan 1993; Wiggins 1993; Boughton 1996; Huffman 

1998; Brown 2001). Wiggins (1989, 1993) challenged standardised high-stakes testing where the 

focus was on reliability not validity, arguing that "(t)he aim of education is to help the individual 

become a competent intellectual performer, not a passive 'selector' of orthodox and prefabricated 

answers" (Wiggins, 1993: 200). The accountability movement, or 'standards driven reform' 

developed as a technical solution to the complex problems of improving schooling (Eisner, 
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2001). In the main, traditional standardised tests target isolated skills that rely on memory instead 

of ‘authentic’ skills of analysis, judgement, reflection, or higher-order thinking (Zimmerman, 

1992a). Standardised tests provide a convenient mechanism to collect and record data about 

schools and schools districts (Zimmerman 1992). Archbald and Newman (1988) purport this 

form of testing has been popular due to ease of administering the tests, and collating the data 

while demanding comparatively low implementation costs and time input on the part of 

assessors. Citing the work of Worthen and Spandel, Zimmerman (1992) argues that standardised 

tests should be only a minor mechanism for assessing student learning, with authentic modes of 

teacher-based assessment dominating. Findings of the Queensland School Reform Longitudinal 

Study identified a misalignment between classroom pedagogies and assessment tasks.  These 

findings recommend a need for stronger ‘assessment literacy’ amongst teachers (Queensland 

Department of Education, 2001:17). Limitations in teachers’ assessment repertoires may partly 

explain their reliance on reductionist assessment strategies. 

 

An underlying philosophy of authentic assessment is that intellectual performance is 

fundamentally personal; hence, meanings, strengths and aspirations are also highly individualistic 

(Wiggins, 1993). Authentic performance is seen to occur when students go beyond imitation or 

the reproduction of information. Students are required to produce (not reproduce) knowledge 

relevant to their everyday lives through disciplined inquiry, and to achieve in ways that are of 

value to them and society (Newmann, Marks & Gamoran, 1996; Brown, 2001). Zimmerman 

(1992), citing Archbald & Newmann (1988) and Wiggins (1989), outlines clear criteria for 

authentic assessment that include: "1) evaluating students on tasks that approximate disciplined 

inquiry, 2) considering knowledge and skills holistically rather than in fragmented parts, 3) 

valuing student achievement in and of itself and apart from whether it is being assessed, 4) 

attending to both processes and products of teaching and learning, 5) educating students to assess 

their own achievement in consort with assessments by others, and 6) expecting students to 

present and defend their work orally and publicly" (1992: 15-16). A combination of assessment 

methods can be implemented to demonstrate and determine student progress and achievement. 

These instruments include: "1) exhibition of student work and student performances, 2) portfolios 

of student work, 3) profiles of student behaviour, 4) student reflective journals, 5) student 

interviews and questionnaires, 6) samples of student writing, 7) teach-back methods, 8) video 

tapes of student behaviours, and 9) immediate retrospective verbal reports' (Zimmerman, 1992a; 

17). Authentic modes of assessment enable an individual's learning progress to be monitored in 

appropriate and meaningful ways (Newmann, Marks & Gamoran, 1996; Zimmerman, 1992a). 

The use of these authentic modes of assessment provides rich opportunities to record the learning 

journey of individual students. A student's learning progress and achievement can be plotted and 
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measured enabling comparisons to be made with their past achievement rather than comparing 

the individual student against a standardised norm or criteria (Zimmerman, 1992b). 

 

 The concept of 'authentic assessment' has been enthusiastically adopted by educational 

practitioners, evolving into common usage in diverse educational contexts (Brown, 2001; 

Boughton, 1996a; Boughton, 1996b; Cumming & Maxwell, 1999; 1992; Martoo, 1996; Messick, 

1994; Queensland School Curriculum Council, 2002; Wiggins, 1989; Zimmerman, 1992b). 

Cumming & Maxwell (1999) argue that interpretations of authentic assessment practices differ 

according to the educational context and the theoretical understandings of knowledge acquisition 

and the learning process that underpin this contextual application. These diverse contextual 

applications and theoretical understandings have implications for how the concept of authentic 

assessment is interpreted and have resulted in the term acquiring differing meanings in differing 

contexts (Cumming & Maxwell, 1999). Cumming & Maxwell note this can lead to confused 

theory and practice and stress the importance of educators clarifying the learning context and 

learning theories attached to a particular notion of authentic assessment. The authors identify four 

major interpretation strands: performance and performance assessment; situated learning and 

situated assessment; complexity of expertise and problem-based assessment; and competence and 

competence-based assessment. Underlying the performance and performance assessment 

interpretation is the learning theory that complex performance must be contextualised, holistic 

and integrated. The situated learning and situated assessment construction of authentic 

assessment derives from the learning theory that purports contexts of learning affect what is 

learned. According to Cumming and Maxwell, proponents of this learning theory contend 

learning is situated and occurs best in certain contexts. The third interpretation of authentic 

achievement and assessment, complexity of expertise and problem-based assessment, draws 

again on situated learning but recognises the importance of expert performance. Complex 

scenarios are used to develop the student's knowledge base and problem-solving abilities. While 

different learning theories direct the interpretations of authentic assessment, these three 

constructs all have in common a focus on higher-order cognitive processes and recognition of the 

importance of context in the assessment and learning process. In contrast, the final interpretation 

'competence and competence-based assessment', does not draw from any learning theory, but 

focuses on vocational education with direct ties to the 'real world'. Cumming & Maxwell stress 

the importance of understanding the way in which explicit and implicit beliefs about the learning 

process and knowledge formation direct interpretations of authentic assessment practices. 

 

In scrutinising the contexts of authentic assessment methods, Cumming & Maxwell (1999) 

identify a number of educational issues in need of consideration. Firstly, the emulation of 'real-

life' scenarios as an aspect of authentic assessment is perceived by the authors as having the 
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potential to make 'authentic' tasks more superficial. Citing the work of Cooper, Cumming & 

Maxwell (1999) raise concerns that 'camouflage' can occur when traditional forms of assessment 

are 'dressed up' to appear authentic by the addition of a 'real-world' context or tokenism. The 

authors highlight that attempts to make tasks more 'authentic' or interesting for students can serve 

to make tasks more artificial suggesting that simulation of the real world has replaced the true 

concept of authenticity (contextual knowledge transfer) as conceived by Newmann & Archbald. 

The authors also note that in many educational contexts attempts to simulate real-life situations 

can be impractical. Camouflage can be a form of deceit that distracts students, by the 'everyday 

context' of the learning activity, from the intended knowledge acquisition of the learning 

experience. Students are not always able to interpret the intended focus of the learning task due to 

the selection of 'popular' language that masks the real assessment expectations. Cumming & 

Maxwell stress the importance of educators informing learners of what is the true underlying 

knowledge concept or outcome that the assessment task aims to achieve.  

 

2.2.4.2 Authentic assessment in the arts 

The arts have a history of implementing authentic modes of assessment (Anderson & Milbrandt, 

1998; Boughton, 1994; Brown, 2001; Gardner, 1996; Lai, 1999; Martoo, 2000; Stankiewicz & 

Gerber, 2000). In the arts, modes of 'authentic assessment' have their origins in the 70's when a 

dramatic change occurred in evaluating student artistic performance  (Lowenfeld and Brittain 

1982; Brown 2001). Visual arts educator Viktor Lowenfeld questioned the validity of judging 

artwork according to arbitrarily devised criteria. Lowenfeld stated "There should be one place in 

the school system where marks do not count. The art room should be a sanctuary against school 

regulations, where each youngster is free to be himself and to put down his feelings and emotions 

without censorship, where he can evaluate his own progress towards his own goals without the 

imposition of an arbitrary grading system" (as cited in Barrett, 1990, p.301). Similarly Elliot 

Eisner stressed the need for consideration to be given not only to the position of a student on a 

distribution scale, but also to the learning journey of an individual student performing a variety of 

tasks (cited in Zimmerman, 1992a). Assessment moved from standardised testing to the 

assessment of 'genuine' art works produced out of the closed examination room (Brown, 2001; 

Hargreaves, et al. 1996). Progressive arts educators purport assessment must be extended beyond 

the product incorporating more valid assessment measures of artistic cognitive processes (Barrett, 

1990; Gardner, 1996). The process approach to assessment focuses on documenting the stages of 

development of an artwork. While standardised tests can reliably assess the more objectively 

scorable aspects of artistic performance and perception, including knowledge, proponents of 

authentic modes of arts assessment raise concerns regarding the reliability or validity of tests to 

assess creative ability (Barrett 1990; Zimmerman 1992; Ross and Mitchell 1993; Boughton 1996; 
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Boughton 1996; Hargreaves, Galton et al. 1996; Beattie 2000; Dillon and Nalder unpublished). 

Critiques of existing approaches to arts assessment suggest experienced humans as being better 

instruments for the assessment of these qualities (Boughton 1996; Boughton, Eisner et al. 1996; 

Gardner 1996; Beattie 2000). 

 

Zimmerman (1992) argues that it is the art process, not the product, that contains the richest 

evidence of learning: "The range and variety of assessment techniques in art classrooms should 

be expanded so that both process and products of education can be measured by students in 

collaboration with others and in a public arena" (Zimmerman, 1992b:17). Gardner (1996) 

perceives the process portfolio as creating a dialogue about work and ways of working in the arts 

that profiles a student’s learning development over time. Portfolios aim to demonstrate authentic 

artistic achievement while providing a more comprehensive and transparent mode of assessment 

through the collection of multiple forms of evidence. This is considered to be a fairer basis for 

assessing artistic capabilities (Brown, 2001). Arts portfolios utilise many kinds of data 

representations incorporating artists’ statements and reflections about their process or product, 

video and audio recordings, peer, self and teacher critiques. In keeping with authentic learning 

and the objective of knowledge building, the Arts Propel researchers identify three 

interdependent creative processes involving 'production', 'perception' and 'reflection' (Gardner, 

1988; Gardner, 1993; Gardner, 1996). In regard to the reflective component, Gardner states that it 

is concerned with "the capacity to reflect upon the arts, upon one's own goals and methods in 

artistic production and upon the means and aims of other artistic practitioners" (Gardner 

1988:164).  

 

Barrett, challenging the product approach to assessment, states "art is not merely a body of 

knowledge, a skill, a set of rules, or a process" (1990:300). Brown (2001) supports this position, 

contending that assessment of student performance in art is complex, involving a relationship 

between the properties of the work and properties of the artist. In analysing the nature of art as a 

subject area, Barrett (1990) notes that the sum of visual knowledge is not only what we know, but 

also the way we know it and respond to it. Authentic assessment is derived from the process of 

these genuine approaches to assessment and is purported to enhance reliability and validity 

through the provision of a more transparent basis on which to assess artistic ability. Dillon & 

Nalder, citing the work of Swanwick, purport "there is a need to allow the productive tension 

between the ‘intuitive and analytical’ aspects of artistic knowledge to be experienced and 

evaluated authentically and rigorously" (Dillon and Nalder unpublished). 
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2.2.4.3 Context and ‘genuine’ assessment of artistic endeavours 

Brown (2001) extends this debate on arts assessment, presenting challenges to the validity of 

portfolios as a method of assessing the ‘genuiness’ of an artwork in terms of its capacity to reflect 

the student’s artistic understanding. He contends that the imputation of ‘authenticity’ in the 

assessment of a student’s artwork is dependent upon context and time. Historical variations in the 

principles attributed to authenticity may deem a work authentic in one context yet inauthentic in 

another. In his article The Imputation of Authenticity in the Assessment of Student Performances 

in Art, Brown (2001) problematises the notion of authenticity in arts assessment. He analyses 

authenticity in relation to modernist notions of ‘originality and authorship’ and contrasts these to 

current postmodernist considerations of the ‘genuineness’of student art making as evidenced in 

process portfolios. Brown broadens the conceptual framework of ‘authentic assessment’ in arts 

education to include ‘genuine’ art curriculum, meaning curriculum that enhances artistic 

understanding and which encourage students to make works that are faithful to their age and 

interests. Genuineness and authenticity in assessment outcomes are considered by Brown to be 

characterised by a complex relationship between the properties of the artwork and the individual 

who produced it. Artworks function as intermediaries for the disclosure of meaning between the 

work and the artist’s self. In challenging notions of authenticity he states “to anticipate the direct 

presentation of ‘genuineness’ in a portfolio of work is to construct for it a false naturalisation and 

to risk entry into an endless regress” (Brown, 2001: 308). Furthermore, Brown questions claims 

that the process portfolio, through documenting the artistic process, externalises authenticity, 

postulating that the pursuit of true or authentic art making achievement can be clouded by the 

clever craftiness of the artistic process itself and compounded by the need for inferential 

judgments in assessment. Brown states “(b)y affirming the authenticity of some practices and 

prejudicing others art educators have concealed the ethical complexity entailed in imputing value 

to student and its reverse” (Brown, 2001:307). He affirms this artifice is demonstrated in 

education’s preference for one form of process in artistic performance, this being the historic 

favouring of images and aesthetics over theoretical references in explaining art making. In 

conclusion, Brown highlights “Thus authenticity, as an expression of the romantic ethic of 

student intentionality, is a deeply entrenched ideology that, despite its apparent virtues, masks the 

accountability of other significant agencies which lie submerged in the transactions of student 

assessment” (Brown, 2001:321). Eternally tied to contexts, the imputation of authenticity in the 

future may over time prove to be ideologically blind or falsely substantiated and in need of 

revision.  

 

Assessing student learning in the Visual arts is a highly complex process. Citing the work of 

Davis, 1993, Boughton asserts "(o)ver the past decade and a half recommendations from major 
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national reports, and an increased emphasis on assessment in the professional literature has 

placed a clear and unavoidable responsibility on the shoulders of teachers to be accountable" 

(1996a: ¶1). Dorn (1998), too, asserts that the assessment of aesthetic objects will always be a 

debatable issue for aestheticians and artists, many arguing that expressive objects are more of a 

state of mind than objective fact and cannot be quantified. Boughton (1996a) identifies a number 

of additional assessment issues that potentially impact on process assessment, like the value and 

position of originality in image making, the relationship of art and context, the influence of new 

technologies on expression, along with issues regarding gender and culture on art education. This 

literature review identified a theoretical void in the realm of publications that critically examine 

authentic assessment practices through the lenses of gender and culture. This realisation has 

implications for educators adopting authentic modes of assessment. 

 

Arts educator Huffman (1998) adopted aspects of authentic learning assessment strategies 

requiring students to participate in the assessment process. Students were expected to assess their 

own achievement and to present and defend this work both orally and publicly. Huffman 

contended assessment should provide the educator with detailed guidance for instruction, better 

management and evidence of student growth, while providing the student with clarity, guidance 

and motivation for learning.  In collaboration with his students, he developed an assessment 

rubric to determine student learning in art production. Huffman purports that for student learning 

to improve there must be a commitment by the student to the assessment process. Incorporating 

Glasser's concept of empowerment, Huffman involved the students in developing the assessment 

rubrics. This rubric provided the student and teacher with a visual guide of successful and 

deficient areas.  Results of this project were significant identifying that as student time on task 

increased, the quality of work improved along with classroom management.  Huffman states 

"…empowering the student with confidence, clarity, and commitment through the assessment 

and evaluation process changed the dynamics of my classroom.  Students strive to create quality 

artwork and learning experiences; discipline problems are few, and the climate is very positive…  

This organisation rewards me with more time and less stress” (Huffman, 1998: 68). Huffman also 

noted that this assessment record virtually eliminated challenges to assessment grades due to the 

detailed documentation of evaluative processes. Similarly, Dillon's findings in music education 

(Dillon and Nalder unpublished) concur with those of Huffman's.  

 

Genuine evaluation of learning requires diverse forms of data collection (Beattie, 1992; 

Boughton, 1996a; Boughton, 1996b; Brown, 2001; Cumming & Maxwell, 1999; 1992; Gardner, 

1996; Martoo, 1996; Queensland School Curriculum Council, 2002; Wiggins, 1989; Zimmerman, 

1992a). Dillon & Nalder (unpublished) perceive a need for more comprehensive descriptions of 

phenomena and accurate arts assessment derived from more diverse forms of data collection. 
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Qualitative research by Ross et al. (cited in Boughton, 1996b), highlights the under-utilised 

student-teacher dialogues as a valuable instrument for developing more comprehensive student 

profiles in the arts. The authors purport that if these dialogues are properly conducted then they 

have the potential to provide rich insights into a student's learning process in the arts. However, 

Ross et al's research raises some concerns regarding the validity of this data collection 

mechanism. The authors highlight that teachers tend to drive student-teacher reflective dialogues, 

following their own agendas and failing to listen to or undervaluing the feelings and sensibilities 

expressed by their students (Boughton, 1996a). Hence student-teacher reflective dialogues do not 

provide a reliable mechanism for gauging artistic achievement. Similarly, Zimmerman (1992a) 

raises concerns as to the reliability of informal assessment measurements, stressing a need for 

teachers to learn to assess more equitably and systematically through refining their criteria. 

Numerical and textual assessment tools are widely perceived as being subjective and lacking 

rigour, hence not authentic (Boughton, 1996a; Eisner, et. al 1996).  

 

In addressing concerns over validity of authentic modes of assessment, Boughton raises a number 

of valuable questions for consideration: "What counts as appropriate evidence? And what 

strategies enable best judgements that do, in fact reflect genuine learning in the Visual arts?' 

(Boughton, 1996a: 23).  

 

2.2.4.4 Creating authentic visual art learning dialogues: Current developments in profiling 

learning development  

As identified previously, a strategic goal of authentic instruction is the 'construction of 

knowledge'. Creation or interpretation of meaning is involved when students are critically and 

creatively guided to make or inquire about art (Anderson and Milbrandt 1998). According to 

Anderson & Milbrant, “(c)onstruction of knowledge typically involves high levels of substantive 

conversation characterized by considerable interaction about the topic, evident sharing of ideas, 

and an improved collective understanding” (1998:17). Much literature, concerned with portfolio 

assessment in the arts, focuses on the value of reflective practices, including dialogue, as a 

mechanism to track creative thinking processes (Boughton 1996; Lai 1999; Stankerwicz and 

Garber 2000). Evidence suggests that reflective practices in art encourage analytical and 

conceptual thinking (Barrett 1990; Blyth  and Treacher 1991; Martoo 1996). In analysing the 

value of self-assessment, Blyth and Treacher contend that appreciation and responses are "the 

hallmark of authentic leaning in the arts" (1991:313). Similarly, the evidence process as 

described by Project Zero and Project Co-Arts stresses the importance of reflective practices 

(Davis 1993; Project Zero 2001). Moon defines reflective practice as “a set of abilities and skills, 

to indicate the taking of a critical stance, an orientation to problem solving or state of mind” 



 51

(1999:63). Barrett, discussing the importance of critical reflective practices, states “Art is not 

merely a body of knowledge, a skill, a set of rules, or a process. The sum of all our visual 

knowledge is not only what we know, but the way we know it and respond to it” (1990:300). 

Students' evaluation of their own work is central to their art making and their learning process 

(Barrett, 1990). Research indicates that students value this conversational reflective learning style 

(Lai, 1999; Dillon & Nalder, 2002; Martoo, 1996).  

 

This move to authentic reflective practices embodies a shift in responsibility from the teacher to a 

shared responsibility with the student for learning. Dillon & Nalder’s (2002) preliminary findings 

into portfolios indicated when students participated in reflective self evaluation practices there 

was a shift in responsibility from the teacher to a shared responsibility for student learning. 

Anderson and Milbrandt support these findings, stating "Ultimately the value is in empowering 

and assisting students in becoming self-regulated learners, as self-reflection provides 

motivational and transformational learning in an environment where personal interest, values, 

and goals are respected and accommodated” (Anderson & Milbrandt, 1998:19). 

 

Martoo's (1996) research into authentic assessment practices highlighted a need for further 

research examining student's critical vocabulary skills and hence, their capacity to articulate 

thought processes. These findings have implications for arts educators who have a responsibility 

to foster children’s expressive abilities in oral and written forms to ensure assessment methods 

present a valid reflection of the individual’s artistic knowledge capabilities. Beattie suggests the 

need for oral forms of assessment to be integrated, stating "relevant verbal skills need to be 

intimately connected with art production assessment in order to allow students to explain ideas 

and processes and to support final conclusion with respect to performance" (Beattie, 2000:8). 

Without appropriate literacy training, students’ reflective learning dialogues may be limited, 

masking their artistic intentions due to limitations in their literacy skills.  

 

Digital multi-media portfolio recording systems have richer potential to document the artistic 

learning process by having a 'communicative purpose' not captured by existing assessment modes 

(Dillon and Nalder unpublished). "Digital media and information systems present the opportunity 

to capture, store and manage multiple forms of evidence (visual/aural/kinaesthetic) about artistic 

product and processes that are compatible with the more personal, qualitative meanings with 

which artistic practice is concerned" (Dillon and Nalder unpublished). Current portfolio research 

by Dillon & Nalder centres on the efficacy of digital recording, storage and data management 

systems in enhancing the assessment of arts products and processes. The authors perceive a need 

to construct a new conceptual framework for using digital technologies in achieving better arts 

assessment. Application and research in this area of multi-media/digital evidence for art 
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assessment is sparse, however, cheaper and more elegant technology means that these approaches 

are now more accessible.    

 

Successful implementation of ‘authentic’ modes of assessment places the responsibility on 

teachers to be accountable, requiring better understanding by teachers and students in recognising 

and representing student learning. Significantly, this change to authentic assessment practices 

embodies a shift in responsibility from the teacher to a shared responsibility for learning with the 

student. Notions of authentic assessment are evolving with current considerations identifying 

‘genuine’ curricula as the key principle. Genuine curricula can be characterised by learning 

experiences that enhance artistic understanding and encourage students to make works that are 

faithful to their age and interest. Relevant oral and written literacy skills need to be fostered and 

intimately connected with art production assessment to enable clear articulation of ideas and 

processes by students.  

 

2.2.5 Authenticity and the new social individual: Prioritising human and social needs  

Modernist culture's inability to address issues of estrangement with self is an underlying focus of 

authenticity in the arts and authentic learning. This concern is supported by Brendan Nelson, the 

Commonwealth Minister for Education, Science and Training, who in opening the conference 

“New Radicalism: Making Education Priority” presented a commitment to rethinking education 

and the long-term problems of society “The real challenge is to identify a curriculum…  so that  

children feel loved, feel they have an identity and belong in the school community, and live in a 

community where they feel they have a sense of purpose and worth (Curriculum Corporation, 

2002:4).  Nelson (Curriculum Corporation, 2002) considers education to be about our resilience 

in life.  

 

In reaction to issues of social alienation and the economic demands of educational futures, 

authentic learning aims to provide meaningful education while fulfilling economic and political 

expectations. Differing notions of authenticity in the arts and education stem from this same 

social agenda. The core issue in dialogues concerning authenticity in the arts and education is an 

understanding of the importance of existence and co-existence in a highly competitive capitalist 

world. Technology's pervasive social influence presents a dominant hegemonic collective 

narcissism that impacts on the ability of an individual to view themselves as separate from their 

cultural groups (Adorno 1973; Hardt 1993). Individuals, through the barrage of media images, 

must form an opinion of themselves, encompassing body image, gender identity and sexual 

attractiveness along with cultural identity. In analysing the social value of art, Haynes considers 

“with the aid of culture we learn how to create ourselves” (Haynes 2003:4). In a postmodernist 
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social class context the ‘mind’ and art emerge from dialogues between the material and the 

conceptual world. While the goal of authenticity in the arts may be considered discovering the 

individual for the self, true authentic pedagogy extends this goal aiming for the individual to find 

and position themselves purposefully in society. Aspects of authentic learning and arts 

authenticity may conflict in their prioritising of human/social needs and those of a post-industrial 

society centred on the information economy. Objectives of authentic learning require individuals 

who cooperate smoothly in society and whose direction is social integration. Conversely, this is 

not a focus in arts authenticity. 'Self' authenticity in the arts centres on introspection which can 

potentially estrange the individual from society. Authentic learning and the arts can mutually 

prepare individuals for an existence as social members of a changing technological society. 

Current notions of authenticity in education and the arts can best be characterised as the ability to 

perform independently of the social institution; to remain independent, to act in accord with one's 

own impulses and values; and to be self-reflective. Bransford and Schwartz (1999) emphasise the 

importance of authenticity, and authentic pursuits of knowledge, as a 'humanistic truth' that is 

necessary for future learning.  

 

To challenge this collective narcissism the new ‘authentic’ social individual requires a futures 

oriented curriculum fostering new ways of thinking for flexibility in new generations. A futures 

oriented approach to curriculum design is outward looking compelling educators, including 

artists-in-residence, to re-think modernist practices and adopt postmodernist approaches that 

equip students for productive participation in the next generation. Students require learning 

experiences that provide opportunities to analyse, synthesise, evaluate and to make meaning in 

and through diverse visual and non-visual formats. 

 

2.2.6 Discussion: Positioning ‘authenticity’  

Opposing poles of authenticity can act simultaneously but differently, varying in dominance 

depending on the learning context. Arts educators have moved from a modernist passive model 

of authenticity to a more complex, perhaps chaotic experiential approach that reflects current 

society. This position is evidenced by the imputation of authenticity in assessment practices that 

has moved from a focus on the author as the originator of the work, to a complex relationship 

between the artwork, the process and the artist that attempts to make transparent the 

‘genuineness’ of the student’s artistic understanding. The implication for educators of the issues 

explored in this paper, relating to the application of the term ‘authenticity’, is the necessity for 

conceptual clarity when advocating authenticity as a pedagogical standpoint. This paper 

illuminates the melange of understandings that underpins the discourses on authenticity in arts 

education. It encourages awareness that the multiple and evolving understandings of this term are 
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context and time dependent. Uncovering the values attached to the uses of the term increases the 

potential for arts educators to enrich both their teaching methodology and lesson content. A 

pluralist approach does not mean an abandonment of Western normative notions of authenticity, 

but rather the holding of various positions in tension.  

 

Children’s expressive abilities in the Visual arts depend upon the cognitive abilities they have 

acquired both biologically and learned through interaction. Human performance in the Arts is the 

result of a dynamic mixture of interacting features: development, situation, and the cognitive 

abilities the child has acquired as a result of this interaction. Thus, it is appropriate for us to 

consider authentic learning contexts to be those characterised by opportunities for stimulating 

critical inquiry, and where students’ senses of self are not treated as fixed, but evolving through 

social interaction. An authentic pedagogical approach provides group based interactive projects 

that present knowledge challenges relating to real world issues and requiring learners to be active 

creators and communicators of new knowledge. Importantly, an authentic approach creates 

purposeful dynamic learning memories and knowledge skills that are transferable to new learning 

contexts. This innovative approach responds to challenges raised by Professor Marie Brennan at 

the ‘Ninth Annual Conference of the Curriculum Council’, that “there is not much we can do to 

convince most students that they are not stupid, that schools are not boring, nor that lifelong 

learning isn’t a life sentence to more of the same failure and judgements of their worth as 

humans….let students learn and do something worthwhile.” (Brennan, cited in Curriculum 

Corporation, 2002:9). 

 

Emerging from this literature review is a re-conceptualisation of the notion of authenticity in the 

context of art residencies. This is a notion of authenticity as leading to students broadening their 

understanding of the complexity of visual phenomena in everyday life through an examination of 

possible meanings, multiple interpretations and structures of contextual situations. To reflect 

contemporary culture, an art residency must acknowledge the everyday realities of students and, 

from this basis, engage students in experiences that foster an understanding of the role of the 

artist in contemporary society. Importantly, art residencies cannot present token ‘real life’ 

situations that are artist centred. To achieve this goal, residencies must be situated projects that 

evolve through negotiation with participants. Thus authentic residencies can be characterised by:  

1) Connection to the students' personal worlds; 

2) Examination of how art is connected to ideas and issues in everyday society. 

2) Learning experiences that require students to produce (not reproduce) knowledge 

relevant to their lives through disciplined inquiry 

4) To achieve in ways that are of value to them  
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5) Multidisciplinary and multiliterate learning experiences that are integrated within the 

classroom curriculum not isolated  

6) Critical discourse and reflective practice, and  

7) Diverse qualitative assessment that may not be tangible (dialogues, the artwork itself, 

student interviews, reflections).  

 

For a residency to take on the values of authenticity within the educational context, the 

experience would need to be unambiguously embedded within the school curriculum. This 

necessitates close pre- and post-residency liaison between the classroom teacher and artist in a 

correlative alliance so that this relationship would lead to the development of new knowledge, 

skills and understandings for both the artist and the teacher. Importantly, to be authentic, 

residencies must provide learning experiences that adjust to the changing characteristics of the 

learning context and society. The outcomes of these experiences should have a significant 

transformational effect on all participants (students and teachers) leading to lifelong reflective 

learning.  

 

2.2.6.1 Defining ‘authentic learning’ in the research context 

In the context of this research project, ‘authentic’ learning experiences was characterized as 

stimulating higher-order thinking (metacognition, analysis, judgment, and requiring substantive 

conversation) and connecting to the lived experiences of the learner (i.e. linked to background 

knowledge, to the world beyond the classroom and to an audience beyond school) (Duis, 1995; 

Luke et al., 1998; Newmann & Wehlage, 1993; Queensland Schools Curriculum Council, 2001; 

Shaffer, 1999; Zimmerman, 1992a). These learning experiences were characterized as 

multiliterate, integrated, multidisciplinary, knowledge transfer between school and life, and 

leading to lifelong learning (Education Queensland, 1999; Queensland Schools Curriculum 

Council (QSCC), 2002; Zammit & Downes, 2002). Learning experiences that are 'authentic' are 

those considered to be located in 'real' contexts, which, because they are relative to the lives of 

students, are considered to promote higher-order thinking, and lead to the attainment of 

knowledge that is transferable to other situations (Newmann, 1996; Roelofs & Terwel, 1997; 

Shaffer, 1999). Higher-order thinking is characterised by students manipulating information and 

ideas in ways that transform their understanding and meaning. Such transformatory learning can 

be characterised by students integrating facts and ideas in order to generalise, synthesise, 

conceptualise, predict, explain or hypothesise to arrive at a conclusion. Thus students manipulate 

information to make new meanings. 

 



 56

2.3 Curriculum integration: a multidisciplinary approach 

Curriculum integration emerged as a key component in the formulation of a residency approach 

that addressed the question of how an artist-in-school’s program can best contribute to learning. 

Hence, for the purposes of this study, it was necessary to explore understandings of this concept 

in current literature in order to clarify the meaning of the term and its application in the study. 

This section seeks to clarify the term ‘curriculum integration’ and its application in the research 

context. 

 

2.3.2 Integration and arts education 

Curriculum integration, as advocated in ‘Authentic Learning’, emerged as a key focus of 

education over the last two decades (Fogarty 1991; Jung 1994; 2003). It is considered to enhance 

higher thinking skills through linking diverse discipline specific knowledges (Newmann, Marks 

et al. 1996; Gardner 1999).  With the information and knowledge explosion, calls for curriculum 

integration have become increasingly widespread (Hargreaves and Earl 1994; Department of 

Education and Children's Services 1997; Education Queensland 2001; Queensland Schools 

Curriculum Council 2001; Efland 2002; Stuhr 2003). 

 

To confront the problem of unfocused pedagogy, integration of forms of knowledge and 

disciplines is an approach widely promoted in arts education (Brizman 1992; Vena 1992; 

Hargreaves and Earl 1994; Krug 2000; Efland 2002; Manner 2002). Postmodernist arts education 

practices foster discipline integration purporting the notion that nothing is learned in isolation and 

that learning is about making connections (Department for Education and Children’s Services, 

1997:8). This understanding is reflected in Australia where A Statement on the Arts for 

Australian Schools presents a collaborative national framework for curriculum development that 

promotes curriculum integration between the arts forms (Curriculum Council, 1994). Hargreaves 

and Earl, in support of curriculum integration in the arts, state “Curriculum integration does not 

just break down philosophical walls. It brings new relationships among teachers. It brings 

together teachers as much as materials” (1994:8). Many arts theorists consider knowledge 

transfer to occur most effectively in an integrated curriculum where discipline specific 

knowledges are linked (Bransford & Schwartz, 1999; Krug & Cohen-Evron, 2000; Vena, 1992).  

 

Krug & Cohen-Evron (2000) point out that art education theorists have used interchangeable 

terms for integration: interdisciplinary, multidisciplinary, integrated learning and curriculum 

integration. In the current Queensland education context, the Rich Tasks model directs teachers 
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to design tasks that are transdisciplinary, engaging knowledge and skills from more than one key 

operational field (Education Queensland, 2001). This promotes a whole school community 

approach to curriculum planning.  Integrated pedagogical practices are considered by both 

Education Queensland (New Basics) and the Queensland Studies Authority (Key Learning Areas) 

to enrich students’ understanding of concepts and skills (Queensland Schools Curriculum 

Council (QSCC), 2002). This is articulated in the The Arts, Years 1-10 Syllabus, “Ideas, concepts 

and skills developed in each of the arts may be transferred to other learning contexts, broadening 

and deepening knowledge and understanding.” (Queensland Schools Curriculum Council 

(QSCC), 2002:45).  

  

Wishon, Crabtree and Jones provide valuable advice for teachers implementing an integrated 

approach suggesting teachers “frequently ask themselves which content and process objectives 

from the various disciplines overlap, are related, and can be taught simultaneously." (1998). 

Cummings considers that teachers must be willing to make connections, linking discipline 

knowledge to ensure that knowledge becomes useful both in the present and future (Cumming 

and Maxwell 1999). Subject-centred curricula are considered to be inadequate for dealing with 

the relationship between learning and education and life (Education Queensland 2000; 

Queensland Schools Curriculum Council 2001).  In supporting an integrated curriculum 

approach, Miller, Cassie and Drake state “the real world demands an integrated response”(Miller, 

Cassie et al. 1990:1). 

 

2.3.3 Integration and knowledge transfer 

The issue of transfer and the arts’ association with enhancement of student achievement in other 

subjects, has emerged as a focus of recent arts education dialogue (Rettig and Rettig 1999; 

Burton, Horowitz et al. 2000; Edens and Potter 2001). Responding to a perceived need for 

empirical evidence to support assertions that specific Visual arts knowledge transfers to other 

subject areas, Edens and Potter (2001) examined descriptive drawings as a means to promote 

understanding of scientific concepts and explanations from a cognitive perspective. The authors’ 

findings suggest that descriptive drawings can provide a mechanism for students to learn 

scientific concepts and present suggestions for strategies that teachers can implement. Similarly, 

Retig & Retig’s findings suggest that to enhance student learning, teachers should engage 

student’s emotions (Rettig and Rettig 1999). Citing the work of Goleman, the authors state that 

fundamentally people have two minds that influence how they learn: a thinking and a feeling.  

Furthermore, they believe that it is the emotional side to the brain that receives impulses first and 

thus responds fastest. While the thinking brain is analysing the information the emotional brain is 

responding. The authors consider this information as critical in learning theory as it position 
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emotions at the core of learning and memory. Retig & Retig advise that in order for students to 

realise their full potential (through heightening their memory) it is necessary for teachers to 

recognise and utilise this emotional intelligence. Such philosophies of the brain have been 

contested by feminists who challenge the validity of theories that separate the mind from the 

body. Similarly, Efland (2002) considers that experience originates through dual bodily and 

perceptual encounters with the environment. These multiple forms of cognition do not stand in 

opposition but merge in the construction and understanding of the learner’s lifeworlds (Efland 

2002). Of significance in this discussion are the importance of recognising students’ emotional 

intelligence and the role of the arts in enhancing learning through understanding the learner’s 

social and cultural landscape. 

 

2.3.4 Defining ‘integration’ in the research context 

Curriculum integration is not a new concept and has diverse meanings in educational literature. 

Goodlad (1988) considers integration to be an administrative device that provides a mechanism 

for organizing timetables to cope with the rapid expansion of resources and knowledge. Lemlech 

(1998) describes integration as the attempt to "link subject fields and learning processes" rather 

than focusing on a single subject discipline. Other educational reformists view integration as a 

problem-centred activity  (Ackerman and Perkins 1989).  Gardner et al. (2003) perceive 

integration as ‘curriculum correspondence’ where contextual themes are developed in parallel 

disciplines.  The authors define it thus: 

 

Thematic or integrated instruction is an interdisciplinary teaching approach that presents 

subject matter according to themes or topics. Each theme or topic is presented in 

extended units so that students have enough time to develop understanding and to find 

connections to what they know and value. This approach integrates knowledge from 

different disciplines and encourages students to explore topics deeply, reading many 

different sources and engaging in a variety of activities.(Gardner, Wissick et al. 2003: 

161) 

 

Gardner et al’s ‘curriculum correspondence’ definition is considered to provide an appropriate 

integration model for the purposes of this study. 

 

Disciplines share common operational skills and principles. Caine and Caine (1993) in 

researching the anatomical brain functioning of learners, consider integrated learning strategies 

maximize brain functioning by utilizing both critical and creative thinking. Integration enables 
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teachers to cross borders and recognize the cognitive strengths of different disciplines in 

maximizing the educational development of the learner. 

 

2.4 The nature of learning and knowledge 

 

This study focused on identifying how an artist-in-schools programs can contribute to ‘learning’, 

hence, necessitated clarification of the term ‘learning’ in the research context.  

 

2.4.1 Definition of learning: 

Learning is the mechanism by which organisms can adapt to a changing and nonpredictable 

environment.(Anderson 2000:3)  

 

Learning is a crucial activity in civilization. Our existence relies on new generations to learn 

evolving and adapting sets of norms, beliefs, behaviors, facts and fictions. Two dominating 

traditions can be identified in the study of learning: Behaviorism and Cognitivism. Behaviorism 

emerged at the start of the twentieth century and was developed as a mechanism for formulating 

theories regarding human behavior. Behaviorism focuses on actions with no consideration for 

brain functioning. Conversely, Cognitivism, developed in the mid 1990s, emerged as a science 

for the study of learning that focused on complex mental processes (Efland 2002).  

 

Piaget’s learning theory of the 1960s and Vygotsky’s view of learning in the 1970s triggered 

changes in the concept of learning. Efland identifies three key cognitive orientations in learning 

theory:  symbol-processing and sociocultural perspectives, and the individual construction of 

reality (Efland 2002:52-53). A constructivist symbol processing perspective of learning considers 

that reality exists independently of the knower and that this reality is represented in symbolic 

form that is manipulated by the mind. Sociocultural cognitive theorists consider learning to be a 

process of social construction and enculturation through which growing individuals become 

initiated into their society. The third notion accentuates that reality is constructed by the 

individual own making where meaning making is determined by personal interest and experience 

(Efland 2002). Conversely, Anderson presents a behaviourist theory of learning defining it as 

“(t)he process by which relatively permanent changes occur in behavioral potential as a result of 

experience.”(2000:4). This model denotes the learner as an active agent with self directed 

motives and purposes for learning. Efland, in discussing the cognitive nature of learning in the 

visual arts, presents an integrated theory of learning that combines cognitive orientations. This 

theory recognises the critical role of art in cognition and learning while demonstrating the role of 
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art in assisting learners to construct cultural meaning, a crucial component of social 

communication and a foundation for lifelong learning. Learning theories demonstrate the 

importance of the learner developing their knowledge, understanding and application of social 

symbolic systems to enable their enculturation into society’s knowledge communities.  

 

2.4.2 Learning and multiple literacy: social constructivism 

Globalization and the explosion of information technology have resulted in an exponential 

growth of cultural and linguistic diversity throughout the world (The New London Group 1996). 

Literacy specialists Alverman and Hagood describe this era of change as “(a) time when literacy 

educators from around the world are speculating about the ways in which new technologies will 

alter conceptions of reading and writing” (Alverman and Hagood 2000:193). Educational 

theorists (Eisner 1997; Greenem 1997; Luke, Ladwig et al. 1998; Eisner 2001) consider literacy 

to be the ability to deconstruct and reconstruct diverse and integrated symbol systems such as: 

reading, writing, pictures, performance, video and hypertext. Eisner contends (1997:350) “the 

three R’s tap too little of what the mind can do”(Eisner 1997). If this form of communication is 

exclusively fostered then many forms of learning and meaning are neglected. “When resources 

are rich the number of avenues for learning expands” (Eisner, 1997: 352). Multiple literacies 

necessitate diverse resources. Multiple ways of knowing greater emphasis on student’s multiple 

forms of meaning making, focusing on diverse inquiry into and interpretations of the world.   

 

The principles of multiliteracies are founded on Piaget’s cognitive development theory and 

Vygotsky’s ‘zone of proximal development’ (ZPD) theory that focus on the social nature of a 

learner’s existence in their cognitive development. Vygotsky considers learning patterns or 

cognitive skills to be the products of repeated practices of social activities and not primarily 

determined by innate factors (Vygotsky 1978). According to Vygotsky, all cognitive processes 

are formulated in a matrix of social history. This zone of proximal development is the difference 

between a learner’s ability to independently problem solve and their capacity to solve them with 

assistance. These concepts are supported by educational cultural literacy theorists (The New 

London Group 1996; Luke 2000) and The Queensland Schools Curriculum Council (2001) who 

consider literacy to be culturally dependent on the individual’s context rather than complying to 

broad general principles. Similarly, learning is considered to presuppose a particular social realm 

and is a part of an ongoing process by which children evolve into their intellectual maturity in the 

world around them (Vygotsky, 1978). While reading and writing are critical meaning-making 

resources other forms of communication are considered similarly critical. There is a need for 

learners to decode visual, kinesthetic aural and oral modes of communication. Balancing these 

diverse codes of communication is critical to maximize student learning and literacy (The New 
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London Group 1995; The New London Group 1996; Cope and Kalantzis 2000; Luke 2000). 

Vygotsky’s social learning theory is manifested in cooperative learning (Slavin 1990). This 

philosophy is articulated in the Queensland School’s Curriculum Council’s (QSCC) position 

paper on ‘Literacy’ which cites the work of Bigum and associates (1998): “Unless individuals are 

given access to the grounds for selection and the principles of interpretation they are merely 

socialised into the meaning system and unable to take an active part in it transformation” 

(2001:unpaginated).  The QSCC considers that this dimension of literacy ensures participants can 

develop competency in transforming and actively producing knowledge.  ‘Transformational 

literacy’ includes the capacity of learners to understand the diverse meanings conveyed in 

messages and to interpret and shape these messages with several alternate meanings (Queensland 

Schools Curriculum Council 2001). 

 

Gardner (1991) considers the process of learning to be situated across biology and culture.  He 

suggests that cognitive capacities are stimulated in the context of a culturally stimulated activity 

such as reading. The act of reading texts, both visual and verbal, occurs in unison with diverse 

forms of information from other sources. This understanding of learning has relevance for this 

study which sought to stimulate learner cognitive capacities through the decoding and encoding 

of visual images and objects. Rogoff (1990) asserts that the concept of ‘guided participation’ 

presents the student as an apprentice who experientially learns through participation with and 

observation of fellow peers and/or mentors from their social worlds. This learning process fosters 

cultural problem solving skill development thus necessitating the inclusion of visual perception. 

Children are bombarded by diverse visual landscapes in their day to day life and must learn to 

navigate this cultural domain dominated by multi-media (Winch, Johnson et al. 2004). 

  

2.5 Group work: Peer interaction and sociocognitive conflict 

Doise and Mugny (1994), examining the sociocognitive conflicts of group work, found that peer 

interaction leads to progress in cognitive development. When sociocognitive conflict takes place 

there is an exchange of information. Working in groups necessitates students to argue, discuss 

and validate their ideas and perspectives. Doise and Mugny stress that contradictions are more 

beneficial when they occur during real social interactions with a partner. The authors promote 

sociocognitive conflicts in groups with children of differing cognitive levels. Different cognitive 

levels promote contrasts of viewpoints and solutions. Cognitive progress tends to occur both for 

lower- and higher-ability level children when they are confronted with each others solutions 

(Doise and Mugny 1994). Similarly, Johnson & Johnson (1992) support the notion of fostering 

student intellectual conflict, stating  "(students) prepare a persuasive case for their position, 

present their position in a compelling and interesting way, refute the opposing position while 
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rebutting criticisms of their position, take the opposing perspectives, and derive a synthesis or 

integration of the positions" (Johnson and Johnson 1992:1). Thus, ‘controversy’ implies a mix of 

competitive and cooperative elements that are considered to lead to motivational, interpersonal, 

and cognitive gains. Similarly, heterogeneous grouping of students is considered to provide more 

cognitive challenges heightening student learning (Slavin 1990; Gillies and Ashman 2003).  

 

2.6 Conclusions 

This review explored literature formative in the development of an educational approach to an art 

residency that addresses the question of “How can an artist-in-schools’ program best contribute to 

learning?”.  ‘Authentic Learning’ emerged as a guiding philosophical framework for the 

formulation of an educational intervention program. On the basis of the arguments presented 

above I developed an integrated approach to the residency that adopted aspects of authentic 

pedagogy encouraging higher-thinking and transformational literacy. Applying Vygotsky’s ZPD 

theory, a scaffolding approach was selected where the learners (teacher and students) were 

supported by the expert (myself: artist-educator) to a level where they can participate beyond 

what they were capable of achieving in isolation. In the context of this research project there are 

considered to be two levels of learners: the teacher and the student. My role (artist-educator) was 

as a capacity builder who scaffolded the learner’s learning. This role necessitated the artist-

educator to both experience and build the learning experiences of the learner within the cultural 

context. 

 

Responding to the calls of critical literacy theorists for the use of diverse modes of 

communication to maximize student learning and literacy, a program to foster student’s language 

skills in visual symbolic codes was developed. Students viewed and deconstructed diverse 

images selected for their connection to the theme of ‘Discovery’ and relevance to the children’s 

interest and experience. These images included: children’s story books; art from diverse cultures; 

the environment; architecture, video; and the Internet.  This approach was considered to promote 

the literacy principles of interpretation and challenge learners to transform their knowledge and 

understanding of conventional socialized meaning systems and to take an active part in decoding 

these systems. 

 

As discussed, learning in cultural contexts fosters a constructivist approach to learning that 

encourages discussion and confrontation between participants. Cooperation and partnerships are 

considered to foster cognitive skills, heightening knowledge and understanding. Hence, to 

establish a learning environment conducive to cognitive development a group-based pedagogical 

approach was selected. This approach encouraged students to argue and discuss their relevant 
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ideas and perspectives requiring them to validate and articulate their viewpoint (Slavin 1990; 

Gillies and Ashman 2003). Groups of four were required to produce a single artwork. The final 

concept for the artwork was formulated through group debate, discussion, confrontation and 

negotiation.  

  

In summary, this chapter reviewed literature associated with the key concept ‘authenticity’ in the 

arts and education. This review informed my understanding of the cognitive nature of learning 

that occurs in and through art and directed the formulation of a pedagogical approach for the 

residency program. The approach to the residency combined scaffolding the learning 

experiences, with integration and diverse modes of communicate. Chapter Three presents details 

of the research methodological approach and particulars of the data collection strategies adopted 

for the investigation. 
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Chapter Three: Research Methodology 

 

This chapter presents a description and justification of the selected methodological approach. 

Details are provided of the research design process including stages of the fieldwork. The 

research method adopts a postmodernist perspective and as such supports diverse data collection 

strategies. This chapter provides details of these strategies.  

 

3.1  Introduction 

The methodology for the study draws on Poststructuralist theory and Postmodern thought. 

Poststructuralism opposes the historical, positivist method, where a hypothesis would be derived 

from a controlled setting, and assumed to be true through its ability to be validated in other 

settings (Denzin and Lincoln 1994).  

 

To know a rose by its Latin name and yet to miss its fragrance is to miss much of the 

rose’s meaning. Artistic approaches to research are very much interested in helping 

people experience that fragrance. (Eisner 1985:198) 

 

In the quotation above, educational theorist Elliot Eisner alludes to the limitation of positivist 

quantifiable research methods considering they reduce inquiry in social contexts to superficial or 

empty measurable outcomes. Taking a postmodernist position, Eisner considers truth can only be 

achieved through flexibility; prioritising the subjective over the objective, the intuition over the 

rational, evaluation over measurement and surprise over the predictable.  

 

For over a century sociological educational research has had two compelling research paradigms: 

the scientific empirical tradition (quantitative) and the naturalistic phenomenological mode 

(qualitative) (Neuman 2003). Quantitative research perspectives apply deductive research 

methods that attempt to establish general laws or principles. Conversely, qualitative research 

approaches emphasise inductive research methods that focus on the importance of an individual’s 

subjective experiences. Burns (2000) considers inductive (qualitative) and deductive 

(quantitative) approaches as essentially only different ways of approaching the same goal, hence, 

not as clearly demarcated as the division suggests. Silverman (2001) also questions this 

qualitative/quantitative dichotomy viewing such dichotomies or polarities in the social sciences 

as dangerous, however recognises their convenience as a pedagogical resource in defining the 

philosophical research orientation. The selection and interpretation of these perspectives has 
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profound implications for the way in which visual arts education research is conducted, 

interpreted and disseminated.  

 

Hargreaves & Earl, identifying the value of qualitative research approaches for studying 

complexity, state: 

(o)ne of the particular strengths of qualitative research is its capacity to identify the 

unexpected and illuminate the odd….Qualitative research can raise important, if 

uncomfortable, questions about the deepest assumptions and most taken for granted 

purposes and perceptions. (1994:224-245). 

 

In this research project which investigates the nature of a particular social context, the 

Postmodern process of deconstruction – a form of critical praxis –was chosen to direct the 

treatment of the research material.  'Texts' were 'read' and evaluated for emerging patterns not 

measurable outcomes (Silverman 2001). Deconstruction was aligned with a Poststructuralist 

approach which placed the form, content, and conceptual basis of systems of knowledge under 

scrutiny as a means of uncovering their embedded models and beliefs (Flax 1990). These post-

positivist approaches to research do not aim for conclusions, but celebrate the ‘chaotic flux’ of 

contemporary society (Harvey 1990).  

 

3.1.1 Situating visual art education research across the quantitative/qualitative divide 

Historically, research in visual arts education has followed conventions ‘fitting’ the scientific or 

quantitative approach (Bamford 1999; Diamond and Mullen 1999). However, as Bamford 

observes, “The way learning is researched is changing. Formalist and quantitative studies have 

been largely surpassed by methods that are more responsive, creative and open to intuitive 

responses” (Bamford, 1999:25). Educational research now closely mimics research practices that 

artists have used for years, including narratives, dialogues, and reflections articulated in oral, 

visual, and written textual formats. For the purposes of this study investigating the nature of 

learning that occurs in two differing approaches to art residencies, a postmodernist eclectic 

approach integrating diverse forms of data collection emerges as an appropriate methodology. 

 

Artistic knowledge is not fixed in time or space, hence does not necessitate an approach to 

research that seeks empirical outcomes, but aims to promote understanding through producing a 

web of interrelated information. Bamford considers artistic inquiry as “…both an intellectual and 

sensual response to a given practice based on detailed examination of empirical evidence and 

historical and contextual underpinnings. Artistic research methodology involves seeing as an 

artist sees….(a)rtistic inquiry involves perceiving the metaphoric or analogous within a situation 
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and is based on insight into significant of non-literal communication” (Bamford, 1999:29). The 

field of arts research is diverse, while some implement a more detached, scientific and academic 

orientations, others are more activist, pragmatic or reform oriented. The nature of art education 

practice is complex involving a mélange of intuitive and cognitive processes with art praxis. The 

nature of artistic practice necessitates a research approach that is directed by the needs of the 

researcher and governed by the purpose of the artistic research question. Bamford considers this 

may result in a combination of research methodologies and approaches determined by the nature 

and demands of the research focus. Hausman (1990) explains that understanding of the arts 

mandates tolerating ambiguity as new understandings and insights evolve. Furthermore, he 

implores that in art there should be no fixed answers but a multitude of possibilities that can be 

understood by context which provides a socially constructed reality. These assertions informed 

my approach to the study, which sought to investigate artistic ways of knowing. Discursive forms 

of evidencing participant knowledge appeared to be more in keeping with this discipline inquiry. 

A post-positivist research paradigm encourages individual construction and methodological 

eclecticism in inquiry approaches (Denzin and Lincoln 1994; Sullivan 1996; Bamford 1999; 

Silverman 2001; Huberman and Miles 2002). In this study, artistic forms of dialogue in oral, 

visual and written formats emerged as appropriate data to be collected for analysis and 

interpretation. 

 

3.2 The research approach 

An extensive review of literature concerned with research approaches in visual arts education 

provided theoretical guidance in formulating my research methodology for this study. A 

pluralistic approach was developed that combined inter-disciplinary strategies with multiple data 

sources and diverse data collection strategies: verbal and visual dialogues (interviews, 

documentaries and artworks), participant observation (Stokrocki 1997; Burns 2000; Silverman 

2001) and concept mapping (Efland 2002). Strategies overlayed and sought to present converging 

participant perspectives that were interpreted to identify emergent themes and issues.  

 

3.3 Grounded Theory 

It is a capital mistake to theorise before one has data. (Conan Doyle 1981:17). 

 

In grounded research, theory emerges from a corpus of data that is ‘grounded’ or rooted in 

observation (Glaser 1992; Denzin and Lincoln 1994; Neuman 2003). The inductive 

postmodernist qualities of Grounded Theory made a fitting approach for this research context as 

the inquiry did not aim for resolution but to develop an emerging understanding of the 
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particularities of the research context. My study’s inception was not founded on a hypothesis, but 

rather began with some general observations and broad concepts. The capacity to intimately 

connect with the research context meant that the implementation of a qualitative research 

approach could produce well grounded cross-contextual generalities. The emerging context-based 

conclusions from the study aimed to broaden community understanding of the inherent qualities 

of artistic learning and the nature of artist-residencies in schools.  

 

Developed by Glaser and Strauss, the authors define Grounded Theory as “…the discovery of 

theory from data” (Glaser and Strauss 1967:1). Since its origins, guidelines and procedures have 

evolved and diverged (Strauss and Corbin 1994). Glaser fosters a methodological approach to 

grounded research that enables theories to emerge from the data as opposed to forcing data into 

preconceived frameworks (1992). Theory is constructed from the ground up, evolving in parallel 

with data collection processes (Neuman 2003). This explicitly ‘emergent’ characteristic 

differentiates grounded research from most other approaches that routinely focus on testing a 

hypothesis (Glaser 1992). In grounded research a hypothesis only arises after data has been 

collected and coded for emerging themes. The aim is to reveal the theory that is implicit in the 

data through developing an emerging understanding of the specific research context. In my study 

there was no hypothesis, rather theory began with some general observations and evolved with 

data collection and analysis. Importantly, the study sought to identify emerging themes or 

outcomes identified through the dialogues and debates that it generates. Identified emergent 

themes will contribute to the knowledge and understanding of the nature of learning that takes 

place in artist-in-schools programs.  

 

Grounded research begins with the generation of questions that help to frame the research.  

Importantly, these questions must not be static or restrictive but emerge and diverge through the 

data collection and analysis process. As data is gathered core theoretical concepts are identified. 

On reflection upon the learning outcomes from the residency a number of key questions emerged. 

These were: 

 “What is needed to maximize the learning benefits of these costly, and infrequent, artist-

in-schools programs?”   

 “How might teachers be better equipped to utilize the residency experiences in their 

teaching and not perceive themselves as isolated or unskilled observers?” 

 “What can the artist and teacher/s do to sustain the learning from specialist-directed 

experiences, in order to achieve better learning outcomes?” 
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3.4 Data gathering strategies. 

Taking a postmodernist perspective, this study adopted an eclectic methodological approach that 

supports diverse data collecting strategies (teacher stories, interviews, student reflection, 

researcher observations and student artworks) (Silverman 2001). Silverman considers it is 

possible to adopt an approach that incorporates diverse data collecting strategies. Postmodernists 

do not consider any particular data collection method to be intrinsically better or worse. Methods 

are routinely combined, with boundaries often being very blurred (Bamford 1999; Silverman 

2001; Mason 2002). Supporting diverse strategies, Freebody (2003) considers reliability can be 

enhanced through the use of multiple data sources that provide some ‘triangulation’ within the 

particular research context. Importantly, any methodological approach needs to be determined by 

the appropriateness of the strategies for the research context (Denzin and Lincoln 1994; Bamford 

1999). This research project adopted oral, written and visual dialogues, as utilised in the arts 

domain, to provide multiple forms of data evidence. When data are enhanced through the use of 

multiple data sources it is possible to see key aspects of cases more clearly.  

 

3.4.1 Discourses 

The principle form of expression for accessing human experience is linguistic, and the basic form 

of linguistic data in human science is discourse. Discourse is the medium through which 

individuals communicate and create their social realities (Pinar, Reynolds et al. 1995). Van Dijk 

conceptualizes discourses as users engaging in the use of language for the purposes of social 

communication and interaction (1997). In poststructuralist terms discourse “(c)ommunicates the 

social relatedness of the human world, and more specifically, our social relatedness as inscribed 

in and expressed through language” (Pinar, Reynolds et al. 1995:49). Conceived in these terms, 

discourse is powerful mechanism for understanding, tracking and gaining access to the learner’s 

thinking processes. Within art discourses there emerges information supporting dialogue as a 

method to track artistic thinking or creative processes (Eisner 1993; Bamford 1998; Eiserman 

2000; Wagner-Ott 2000; Neuman 2003). In this research project discourses were recorded as 

semi-structured interviews and narratives. 

 

3.4.1.1 Interviews 

Interviews are a routine methodological instrument used by both qualitative and quantitative 

researchers (Neuman 2003). Quantitative interviews are routinely highly structured while 

qualitative are less structured. Qualitative interview studies tend to be conducted with small 

samples with a clear definition of the interviewee/interviewer relationship. The focus of 

qualitative research data collection is on the ‘authenticity’ or reliability of the findings within the 
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research context. Audio or video transcripts are rarely used in quantitative research; conversely 

they have increasingly become a significant characteristic of data collection in qualitative 

research (La Pierre and Zimmerman 1997; Eisner 1999; Huberman and Miles 2002; Mason 2002; 

Neuman 2003). Scheurich (1997) contrasts positivist, postpositivist and postmodernist 

approaches to interviewing. The positivist assumes that the individual interview context (for 

instance the interviewer’s gender or personality) is not of significance and that a verbal reduction 

of the interview text presents a valid representation of the interviewee’s perceptions. Conversely, 

the postpositivists’ assume all interviews are highly contextualised events; hence textual 

representations must be contextualised.  Postmodernists take the view that a radical 

indeterminacy exists at the heart of the interview interactions which cannot be resolved by any 

methodology (Scheurich 1997). Silverman (2001) challenges positivists’ statements that pre-

tested, standardised interview questions increase reliability. Both emotionalism and 

constructivism question the value of data derived from positivist standardised research style 

interviews. Scheurich (1997) considers there is a need to critically rethink the framework of 

interviews and how they are reported. Interviews are fundamentally indeterminate - the complex 

interactions of the interviewer and interviewee (emotions, desires, feelings, thoughts, and needs) 

cannot be captured and categorised. The concerns raised by Scheurich emphasise the need for 

multiple approaches to research that integrate diverse methods of data collection. 

 

3.4.1.2 Narratives 

Visual arts education does not privilege one methodology or provide a distinct set of methods but 

routinely draws upon techniques form the discipline itself: narratives, semiotics, discourse and 

reflection. Social researchers today incorporate observations in addition to analysing visual 

artefacts not observed firsthand (Silverman, 2001). Analysing narrative discourses, Freebody 

(2003) highlights that postmodernist educational researchers argue for a reconceptualising of our 

understanding of ‘narratives’ focusing on textual products.  In the visual arts these ‘textual 

products’ may include artworks, films or performance. 

 

Narrative approaches (narratology) focus on the study of stories (Lyons and LaBoskey 2002). 

Huberman & Miles (2002) consider narratives as inherently interdisciplinary transcending 

conceptual boundaries. Narrative inquiries emphasise the importance of story metaphors. This 

approach examines participants’ stories by analysing the imbedded linguistic and cultural 

resources (Huberman & Miles, 2002). As narratives present representations there are no positivist 

facts but interpretations. Considerable disagreement exists as to what constitutes a narrative. 

Citing Aristotle, Huberman and Miles state that one form of narrative has a beginning, middle 
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and an end. Scholars agree that there is a sequence; however these narrative story links may not 

always be chronological. Narrative data can be in the form of first person accounts or consist of 

written narratives such as letters, ethnographic archival oral histories, and autobiographies. 

Stewart (1994) identifies a number of limitations with this approach.  Narratology does not 

permit that replication nor ‘generalisability’ or ‘reliability’ be added to the search for human 

behaviour ‘truths’. It engenders a dynamic image of the life experiences of a particular social 

group. In current Visual Arts research narrative inquiry is commonly used as an interdisciplinary 

approach routinely combining with ethnography and case-study (Barone and Eisner 1997).  

 

Diamond & Mullen (1999) present diverse possibilities for using narratives as an approach to 

research in the Arts. The lack of clarity in defining the potential or boundaries of narratogy as a 

research methodology raises many questions including: “Can a narrative based on visual concepts 

replace a written report? Could an art exhibition be valid as a thesis?”(Rasanen, 2002). From my 

experience as an art educator, there seems a willingness in students and teachers to engage in the 

stories of others and a preparedness to accept these stories as truthful representation of contexts. 

Hence, for the purposes of this research study, narratives were thought to be an appropriate 

method to elicit participant responses and reflections.  

 

In this study, student narratives were considered a valuable additional source of data for 

constructing knowledge of the context and outcomes of the residency learning experiences.  

Participant stories can be analysed to identify emerging themes and issues. 

 

3.4.2 Visual texts/visual dialogues 

Emerging from arts assessment literature is support for the value of dialogue as a method to track 

cognitive processes involved in art making (Boughton 1996; Gardner 1996). Some discuss this 

dialogue in oral form while other acknowledge it in visual or written (Wolf 1989; Ross and 

Mitchell 1993). Visual texts, also termed visual dialogues, coexist in our social world with words, 

routinely replacing them (Winch, Johnson et al. 2004). Freire writes: “Reading the world 

precedes reading the word, and the subsequent reading of the word cannot dispense with 

continually reading the world” (cited in:Winch, Johnson et al. 2004:370). Literacy theorist 

Carmen Luke (2000), reflecting on the way in which new technologies have brought on changes 

in the conception of reading and writing, encourages educators to focus on multiliteracies. 

Literacy is considered to be the ability to deconstruct and reconstruct diverse and integrated 

symbol systems such as: reading, writing, pictures, performance, video and hypertext (Luke, 

Ladwig et al. 1998). This multiliteracy focus supportes the use of diverse literacy forms of data 

collection encouraging consideration of non-verbal modes of discourse. 
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While the post-structuralists treatment of all forms of communication consider ‘texts’ to be 

‘read’, deconstructed and reconstructed concept of ‘texts’ has evolved within the classroom 

context the realm of educational research has been slower to adopt this strategy (Silverman 

2001). Academic research is criticised for its prioritising of verbal products and failure to 

recognise the importance of broader textual data (Bamford 1999; Silverman 2001). Silverman 

supports textual analysis of visuals as an additional and significant form of data collection 

(2001). He notes that even ethnographers have been reluctant to gather visual observational data 

implying this would enhance the validity of their research findings. This is significant for 

research in arts education where, due to the visual nature of the discipline, visual text must be 

given equal priority with verbal text as a from of data collection (Stewart 2000).  

 

Importantly, as previously stressed, any data collection approach needs to be determined by the 

appropriateness of the strategies for the research context. As students were producing artworks it 

was deemed necessary to analyse these visual texts to enhance reliability of the data.  

3.4.3 Participant observation 

Miles and Huberman maintain that attempts to explain the human condition researched through 

human observation cannot be objective. The lens of the researcher cannot be detached from 

interpretation: 

(r)esearchers are no more ‘detached from their objects of study than are their informants. 

Researchers …have their own understandings, their own convictions, their own 

conceptual orientations; they, too, are members of a particular culture at a specific 

historical moment. Also they will be undeniably affected by what they hear and observe 

in the field, often in unnoticed ways. An interview will be a ‘coelaborated’ act on the aprt 

of both parties, not a gathering of information by one party. (Miles and Huberman 

1994:8) 

Observations are fundamental to qualitative research (Silverman, 2001). Agar (1986) considers 

that when social researchers assume a learning role it is necessary for them to encounter firsthand 

what is going on in the research context. As I was immersed in the context, participant 

observation presented an appropriate methodology for the study 

 

Context and process are considered central to developing an understanding of behaviours. 

Participant Observation is viewed as a process of describing, analysing, and interpreting to foster 

a rich understanding of the everyday research context (Smith 1978). This approach looks for 

patterns of contextual behaviour and to make meaning from these observations (Stokrocki 1997). 

The participant is required to look, listen and record observations of contexts. My observations 
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were recorded as field note entries in a diary and produced as reflective entries after each context 

contact. Participant observation suggests the researcher learns from interaction with the research 

subjects and not just through studying their behaviour (Stokrocki, 1997).   

 

3.4.4 Multiple discourse approach 

Utilising multiple data sources to provide ‘triangulation’, a combined research strategy was 

formulated that integrated verbal and visual discourses with concept mapping to provide diverse 

data collection strategies. A multiple dialogic approach was adopted which allowed the voices of 

the research subjects and the researcher to be heard in context (called ‘situatedness’) as advocated 

by feminist researchers. This approach appeared appropriate to my inquiry into the nature of 

learning that occurs in art residencies program with two different approaches (integrated and non-

integrated). As I was an invited visiting educator and not immersed in the research context on a 

daily basis, a postpositivist approach was adopted where the teacher was encouraged to speak as 

the expert providing the understanding of the research context. In my role as the researcher I 

aimed to minimise presuppositions and to encourage the voices of the teachers and students to 

dominate. This position did, however, acknowledge the significant influential role of the 

researcher on the context, hence did not seek to adopt a positivist position where the researcher 

was considered as an external objective observer. As a participant observer my responses to the 

context were recorded as reflective narrative dialogues. The teachers and students were engaged 

in the research process and provided the evidence of their learning through diverse forms of data. 

A dialogue approach was considered to encourage the teacher and student dialogues to resonate.  

 

To summarize, this chapter has presented a justification and details of the Grounded Theory 

methodological approach selected for this study. The methodological approach described above 

was deemed appropriate to inform the research question ‘How can an artist-in-schools’ program 

best contribute to learning?’ due to its inductive postmodernist qualities. The grounded approach 

did not aim for resolution but sought to develop an emerging understanding of the particular 

research context. This approach focused on diverse dialogues in verbal and visual forms and was 

considered to present a comprehensive data collection strategy for tracking students’ artistic or 

creative thinking processes. Chapter Four provides details of the fieldwork undertaken and the 

data collection strategies.
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Chapter Four: Description of fieldwork 

4.1 Introduction 

Chapter Three provided a description of and justification for the research design. The objective of 

this chapter is to provide details of the fieldwork undertaken and data collection strategies. The 

chapter concludes with a reiteration of the focus of the study as a justification for the selection of 

diverse data collection instruments. 

4.2 Discussion of site 

4.2.1 Site selection 

This project emerged as a response to an invitation from a school Principal and Deputy Principal 

to undertake research in their school. The invitation originated from the researcher’s reputation 

for undertaking successful artist-in-schools programs. Prior to the residency no previous contact 

had been made with the school. The administration, teachers and students were unknown to me 

as the researcher. The school is in the suburbs of Brisbane. In 2004, the year of the study, the 

school began implementation of the new Arts Syllabus (Queensland Schools Curriculum Council 

(QSCC) 2002). While teachers accept the importance of the arts in the curriculum, discussions 

with the teachers identified that currently there was not a visual arts focus evident within the 

classroom pedagogy. For instance, the school had made no provision for the treatment of visual 

arts as a discreet discipline when planning and implementing units of work. The invitation of the 

school principal indicates the support within the school community for improving teacher 

understanding of the potential for learning in and through visual arts. Art residencies require 

schools to provide appropriate space, equipment and time; hence their success is contingent on 

the support of school administrators and teachers.  This research site was chosen on the 

preparedness of the school community to participate in and support the project. As one of the 

premises of this research was that if resident artists liaise closely with the classroom teachers 

learning can be enhanced, it was necessary to ensure a supportive relationship between the 

artist/educator (myself) and classroom teachers. The grounded theory approach adopted in this 

study involves generating theory or explanations emerging from the analysis of data arising in 

response to the educational intervention.  

 

4.2.2 Gaining site access to the research site 

Following the Year Five teachers’ agreement to participate, formal approval was obtained from 

the school principal. Letters were forwarded to all parents/guardians of Year Five children 
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requesting approval for their child’s participation. All students were given parental or guardian 

permission to participate.  

 

4.2.3 Location  

The residency art-making learning experiences were undertaken in the usual classroom spaces 

and an adjoining covered outdoor area. A central withdrawal space between the two classrooms 

was used for the knowledge building stage (Powerpoint™ presentation of artworks), the making 

of the documentaries and the interviews.  

 

4.3 Participants and context 

Participants for the study were drawn from the two Year Five classes (Class 5A and Class 5B) 

(56 students: 26 females and 30 males), the two female classroom teachers and the 

artist/researcher (myself). This year level was deemed to be an appropriate age group as the 

syllabus suggests that Year 5 (level 3-4) students are capable of articulating their thoughts and 

demonstrating their knowledge both visually and orally. The Queensland Arts Syllabus Level 3 

statement stipulates:  

Students work individually and collaboratively to construct and communicate intended 

meanings through the making and displaying of their own work in informal and formal 

contexts. Students identify, describe, interpret and compare images and objects from a 

variety of cultural and historical contexts. (Queensland Schools Curriculum Council 

(QSCC) 2002:26-27). 

The age range of student participants was 9-10 years.  

 

The school has a policy of heterogeneous streaming of classes, which are determined by the level 

teachers at the conclusion of the previous year. While the classes were meant to be grouped for 

an even distribution of capabilities and genders between classes, the Year 5 diagnostic testing 

identified significant differences in the capabilities of the two classes. Year teachers indicated 

that class 5A had a greater proportion of children at the lower end of scales of literacy 

competencies while class 5B had a significantly larger proportion of children in the mid to upper 

category. As this residency program was included by the teachers as an integral component of the 

class curriculum, all students in year 5 participated in the learning experiences.  

 

Group based learning experiences are not strategies routinely implemented by the teachers in this 

study. Seven groups of four students per class were formed by the teachers one week prior to, and 

for the purposes of, the residency. These groups were formed prior to residency so that students 
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had an opportunity to familiarize themselves with this mode of learning. In formulating groups 

the teachers adopted different approaches. The teacher from 5A encouraged the class to divide 

themselves into peer selected groups of four, while the teacher of 5B formulated heterogeneous 

groups based on her prior knowledge of the students’ cognitive capabilities, personality types and 

gender distribution. 

 

Documentary participants. Each of the fourteen groups was required to produce a digital video as 

a reflective documentary of the art project. Four groups (Groups A, B, C, and D), two groups 

from each class, were selected for detailed analysis. For this purpose the first two groups to be 

videoed from both classes were chosen. On reviewing the documentary for the first group in class 

5B, it was apparent that this group’s documentary did not present a true depiction of the class’ 

knowledge and understanding. This group’s documentary was the shortest of all the 

documentaries at 3.05 minutes. For this reason the second and third groups’ documentaries were 

selected as representative data sets. 

 

Student interview participants. Participants for the interviews were determined by the class 

teachers guided by their invitation for volunteers to participate. These groups (Groups 1, 2, 3, and 

4) consisted of two males and two females. These groups were not the same as the documentary 

groups, hence represented a different sampling of the classes. 

 

Teacher participants. The teachers are both female with over 20 years teaching experience. They 

work collaboratively to develop curriculum units and have a very close working relationship 

sharing similar pedagogical philosophies. While understanding the importance of visual art, the 

teachers do not consider it a core subject, integrating art activities only as an enjoyable learning 

interlude for their students. The residency project informing this inquiry was embedded into the 

existing classroom curriculum and designed to integrate with the routine classroom pedagogical 

practices. To maximize resource utilization teachers develop units of work collaboratively but do 

not teach units simultaneously, rotating units on a term basis. The ‘Discovery’ residency was 

undertaken in term 2. 5A’s thematic focus was ‘Discovery’ while 5 B’s focus was ‘Under the 

Sea’. The two themes enabled the study of two different approaches to art residencies to be 

undertaken: an integrated (5A, ‘Discovery’ theme) and a non-integrated (5B, Under-the-Sea 

theme). 5B had completed the same ‘Discovery’ unit in term 1.  

 

4.4 Stages of the study 

A grounded methodological approach necessitates all aspects of the research to be transparently 

documented so that succeeding researchers can track and potentially repeat the study. This 
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section documents the stages of the study from its inception through to data collection and 

analysis.  

 

4.4.1 Prelude: Reflective participant observations of prior residencies (1999-2003) 

A grounded inquiry approach has formed the basis of my approach to this study. This approach 

was guided by Eiserman who suggests pausing and reflecting to identify “What were the main 

concepts, theme, issues, and question that I saw during this contact?”(2000:51).  

 

Key concepts, themes, issues and questions emerging from my 2003 ‘Transport’ residency were 

formative in determining the approach taken to this research project. What was noticeable during 

this earlier residency was the marked difference between the concepts and quality of works 

produced by the two Year Four classes. The understanding of art concepts and the ability to apply 

this art knowledge seemed more sophisticated with one class than with the other. It appeared that 

the more knowledgeable class and its teacher had engaged in the learning at a higher level. For 

me this was a surprising outcome as I had worked closely with all of these Year Four children 

over the previous 4 years and was very aware of their equal abilities. Both classes were 

heterogeneous in terms of their academic, social and artistic ability. As both classes had 

experienced the same residency learning experiences, I had anticipated that the outcomes from 

both classes should have been the same.  

 

As a reflective practitioner I have a desire to improve the outcomes of future residencies, hence at 

the conclusion of this previous residency a number of questions arose in my mind. These self-

reflective questions relate to the performance and attitudes of the teachers and the performance of 

the artist in residence: 

 

Broad pedagogical reflective questions: 

 What is needed to maximize the learning benefits of these costly, and infrequent, artist-

in-schools programs?   

  How can teachers be better equipped to utilize the residency experiences in their 

teaching and not perceive themselves as isolated or unskilled observers? 

 What can the artist and teacher/s do to sustain the learning from specialist-directed 

experiences, and achieve transformatory outcomes? 

 

Specific reflective questions: 

 Was there a difference between the attitudes of the teachers to art? 

 How did the different teachers engage in the art residency learning experiences? 
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 Now that the residency is over will any of the teachers’ learning experiences transfer to 

future classes and learning experiences? 

 Was there anything that I might have done that could have made the experiences 

different and more productive? 

 

4.4.2 Field study stages 

This study emerged from the previous ‘transport’ residency and in consideration of the self-

reflective questions listed above. One artist-in-schools program was undertaken that linked to the 

unit theme ‘Discovery’. Within this program two approaches were conducted simultaneously: 

integrated and not-integrated. The two approaches will be referred to as Integrated (5A) and non-

integrated (5B). Similarly, teachers from the respective classes will be referred to as Teacher 5A 

(integrated) and Teacher 5B (not-integrated). The program was designed to accommodate time 

and space and monetary constraints of the school. 

 

An overview of stages: 

Pre-residency: 

A) Residency invitation. An invitation from the Principal was obtained to undertake research 

in the school. 

B) Identification of participants. The Year five teachers and their respective classes were 

identified and approved for participation in the project. Each Year five class had 27 

students. 

C) Artist liaised with the teachers to identify the curriculum theme for the integrated unit 

and a convenient time slot for the residency. The integrated 5A curriculum theme of 

‘Discovery’ was identified as the residency theme.  Class 5B was to work on the non-

integrated theme of ‘The Sea’. 

D) Ethics clearance was obtained from the Griffith University Human Research Ethics 

Committee. 

E) Parental/carer permission was obtained for student participation. 

 

Residency: 

F) Organization of class groups. Teachers organized their classes into groups of four one 

week prior to the art making component of the residency. The ‘integrated’ 5A groups 

were organized by peers while the ‘non-integrated’ 5B were heterogeneously grouped by 

the classroom teacher according to sex distribution and a balance of competencies and 

complementary personality types. During this week groups had an opportunity to 

familiarize themselves with working together. 
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G) Theory/knowledge building: Lesson 1. Integrated (5A) and Non-integrated (5B) class 

groups jointly viewed images as a Powerpoint™ presentation. This stage aimed to 

develop students’ knowledge and literacy skills through decoding and encoding visual 

texts (artworks) that related to the ‘Discovery’ theme. Artworks, selected on the basis of 

their relevance to the unit theme, focused on how artists have visually represented 

‘journeys’ and the motives underlying why people might undertake such journeys of 

discovery.  

Lesson 1 (Powerpoint™ 1). The pedagogical approach to this lesson encouraged 

interactive dialogues, from student to student and artist to student, through open-ended 

questioning that encouraged students to interpret, explore and share ideas.  

 A. Students viewed and deconstructed images to understand the messages 

communicated in the artworks about early Australian settlers and discoverers.  

 B. Students viewed and deconstructed other authentic images which focused on 

how journeys are represented in diverse everyday visual formats: books (Journey 

to the Centre of the Earth, Deltora Quest, and Harry Potter), video games (Age 

of Empires), movies (Star Wars and Lord of the Rings), and art works from 

various cultural contexts. The choice of images constituted authentic resources 

(Newmann, Marks et al. 1996) as they were derived from children’s everyday 

contexts and interests. These images were chosen as they provided direct and 

explicit opportunity for the children to explore their prior linguistic and cultural 

knowledges, hence providing relevant and connected background knowledge that 

might enhance the learner’s understanding of the ‘new’ residency knowledge. 

 C. To frame this inquiry, working in groups of four, students were encouraged to 

speculate on the location of their dream place to live and to present explanations 

for this choice. 

 D. Students produced individual drawings of their dream location. 

H) Optional extension activity. At the conclusion of the lesson the artist suggested an 

optional activity for the class teachers where the children interviewed their parents to 

ascertain why they had chosen to live in this semi-rural environment and not closer to the 

city.  The teacher from 5A (integrated) directed students to complete the activity for 

homework; while the 5B teacher (non-integrated) did not elect to complete the exercise 

as she considered that the exercise did not relate to their curriculum unit theme.  

I) Theory/knowledge building: Lesson 2. Integrated (5A) and Non-integrated (5B) class 

groups viewed as separate classes a second Powerpoint™ presentation of images. This 

set of art images extended the theme of ‘journeys’ to consider destinations including 

‘Utopia’ and ‘places of power’ from various cultural contexts. The images of ‘Utopia’ 
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focused on presenting images that showed differing representations of an idyllic world. 

‘places of power’ observed different destinations where people feel very strong, 

protected or in control. The aim of this second lesson was to broaden students’ ability to 

decode, interpret, explore and share ideas regarding the modes of communication and 

messages of artworks. 

Lesson 2, Powerpoint™ 2. The pedagogical approach for this lesson again encouraged 

open and interactive student dialogues in response to images and questions presented by 

myself (the resident artist).  

 A. Images were considered in relation to why people travel and what they might 

be looking for. In addition, different cultural representations and interpretations 

of ‘Utopia’ and ‘places of power’ were also considered.  

 B. Children linked their prior knowledge by discussing books they had read and 

movies they had seen where the main characters were seeking a new world. Each 

class group then brainstormed the types of things that might be in their perfect 

world. Students discussed reasons why their parents or grandparents had chosen 

to live in this outer rural suburb of Brisbane. They also discussed when their 

families had originally come to Australia and what their ancestors might have 

imagined this new world would be.  

 C. The final stage of this lesson involved data collection where groups of four 

students deconstructed an unseen image relating to the discovery theme. This 

knowledge was represented as a concept map where a scribe in the group was 

responsible for recording the groups’ interpretations of the artwork written as key 

concept words. I had anticipated that the complexity of the thoughts and ideas 

presented in these maps would demonstrate the depth of each group’s domain 

knowledge. However, as the children had not had any prior experience with 

concept maps and very limited experience with group discussion or scribing 

ideas, the data from this strategy was limited and did not provide a true 

representation of student knowledge. The group conversations were rich and 

animated presenting a more true indication of their knowledge. Following a 

grounded theory approach, I decided to document student learning by video 

taping their dialogues at the next stage of data collection. 

J) Extension activity. Teachers were given a suggested drawing activity for their classes. 

Students were to produce a drawing of a place that they considered to be a ‘place of 

power’ for them, where they feel strong, safe or protected. The 5A teacher (integrated) 

chose to begin the work in class time directing students to complete the drawing for 

homework and the 5B teacher (non-integrated) suggested that students complete the 

work at home. 
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K) Teacher interview 1 to determine teachers’ experiences and perceptions of the art 

residencies at its mid phase. 

L) Concept development and design: Lesson 3. The aim of this lesson was to introduce the 

theme of the group artwork ‘Journeys to Utopia’, and for groups to develop their united 

concepts. This lesson was devised and delivered to each class separately by myself as the 

resident artist.  

 A. Students revised how artists articulate their messages using symbolic codes, 

modes of communication and the audience. Each class group considered symbols 

that might represent journeys (for example boats, sails, cars, and suitcases) and 

how everyday objects can assist in articulating the artist’s message.  

 B. Students were introduced to the theme of their artworks ‘Journeys to Utopia’. 

As a whole class group different modes of communication were considered that 

could assist the audience in understanding the message of their artworks. Each 

class decided that using a suitcase as a canvas presented a novel and effective 

mechanism for representing the concept of journeys. Prior to this decision groups 

discussed the effectiveness and logistics of using other objects to represent a 

journey: boats, sails, car parts. 

 Classes divided into their prearranged groups. Working as a team the group 

developed a united concept of Utopia that integrated at least one aspect of each 

group member’s ideas.  

M) Making artworks. Groups painted concepts onto suitcases. Two half day sessions were 

allocated.  

N) Narrative documentary. Each group was videod to produce a narrative documentary 

where the group reflected on all aspects of the art project. Documentaries were produced 

to accompany the exhibition. The intention of this documentary was to collect data to 

enable me to explore the nature of students learning that occurred during the project.  

O) Public exhibition and art opening –Brisbane City Council library, Indooroopilly branch. 

 

Post-residency: 

P) Teacher interview 2. Audio taped recording of teachers’ experiences and responses to the 

residency. 

Q) Analysis of group artworks. 

R) Student group interviews. The intention of this interview was to probe students’ ability to 

recall knowledge and transfer this knowledge to the analysis of unseen artworks. 

Students volunteered to participate in the interviews. The teachers chose two 

heterogeneous groups of four children to participate. The intention of this interview was 

to investigate the nature of students’ knowledge and learning in response to the two 
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different residency approaches (i.e. integrated and non-integrated). This interview aimed 

to determine students’ ability to recall the knowledge learned in the residency and apply 

this knowledge in a new context. Using stimulated recall, where visual prompts are used 

to trigger memory, students viewed six images from the images viewed during the 

residency to prompt their knowledge recall. A further four unseen images were viewed to 

observe students’ higher-order thinking skills, their ability to combine prior knowledge in 

order to synthesize, hypothesize or arrive at an interpretation.  

 

4.4.3 Data collection: Explanation of research instruments 

Section 4.4.2 provided details of the stages of the study making brief reference to data collection 

procedures. Section 4.4.3 provides details and a justification for these data collection procedures 

undertaken to investigate the question “How can artist-in-schools’ program best contribute to 

learning?” 

 

4.4.3.1 Field observation 

Collecting data from observations of phenomena in the research context is commonly referred to 

as participant observation (Silverman 2001). Observations are fundamental to qualitative research 

(Silverman, 2001). Agar (1986) considers that when social researchers assume a learning role it is 

necessary for them to encounter firsthand what is going on in the research context. Identifying 

context and process is considered central to developing an understanding of behaviours 

(Stokrocki 1997; Silverman 2001; Neuman 2003). Participant Observation is a process of 

description, analysis, and interpretation in order to understand an everyday activity more fully 

(Smith 1978). As a systematic study of an everyday event, such research is a search for patterns 

of contextual behaviour and meaning (Stokrocki 1997). The participant is required to look, listen 

and record observations of contexts. Importantly, participant observation suggests the researcher 

learns from interacting with people (the teachers and students) and not just through studying their 

behaviour (Stokrocki, 1997).  

 

My role as the researcher has been to minimize bias and presuppositions by enabling teacher and 

student dialogues to dominate. This position does, however, acknowledge the significant 

influential role of the researcher in the context. I have not sought to adopt a positivist position 

where the researcher is considered as an external objective observer. To ensure quality data, 

Crano and Brewer (2002) encouraged participant observers to present a friendly and non-

threatening disposition as personal relationships can impact on data. The nature of the learning 

context of art residencies fosters such friendly supportive environments, thus optimizing the 
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potential quality of data. Participant observation is considered appropriate for situations where 

rich data is needed as opposed to a focus on validity (Crano and Brewer 2002). I have adopted a 

participant observation research method whereby my responses and observations of the context 

have been recorded as written reflective narrative dialogues (Silverman, 2001; Stokrocki, 1997). 

These dialogues have been recorded as diary entries.  

 

Concept mapping.  Efland (2002) argues that because a cognitive mapping approach enables 

children to represent and organize their domain knowledge graphically, it offers rich potential for 

demonstration of student knowledge transfer. The knowledge referred to may be represented in a 

number of different symbol systems such as concept maps, diagrams or flow charts. As humans 

are meaning makers not limited to what words alone can convey, knowledge can be expressed in 

diverse formats (Haynes 2003). Maps represent knowledge diagrammatically providing an 

opportunity for students to present their knowledge in alternative formats from the standard oral 

or written. This understanding informed my decision that student analyses and reflections should 

be recorded as concept maps.  

 

Concept Map 1 was undertaken at the conclusion of the knowledge-building stage where students 

deconstructed artworks. Students were required to discuss important ideas they had learned 

during the project by responding to an art work related to the ‘Discovery’ theme. Groups of four 

created ‘cognitive maps’, representing aspects of their domain knowledge. Question prompts 

included: “What would you like to tell me about this artwork?”, “What does the image make you 

think about or remind you of?”, “Can you see any visual clues that might tell us what the artwork 

is possibly about?”. They were asked to choose a scribe in their group to write down responses 

identified by group members. While the group conversations were very animated very few of the 

responses were recorded. After trialing concept mapping as a data collection strategy it was 

found that the children’s skills in presenting knowledge diagrammatically was not adequately 

developed, hence that method of data collection was deemed to not produce valid data and was 

not included in the final data analysis stage.  

 

4.4.3.2 Semi-structured interviews 

A narrative dialogic approach was adopted as an interview techniques because this was 

considered to encouraged the teacher and student dialogues to resonate (Bamford 1999). 

 

Teacher reflective-narrative dialogues. Teachers were interviewed separately on two occasions 

(mid and post-residency). The first interview, at the conclusion of phase 1, focused on the 

teachers’ perceptions of the students’ understanding and responses to ideas and concepts 
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presented in the knowledge building stage of the residency. The teachers were quite nervous 

about participating in an interview, hence to ensure a non-threatening disposition (Crano and 

Brewer, 2002) these interviews were not recorded using audio-tapes but as interviewer notes.  

These interviews took place very informally in the staff room over coffee at morning tea and 

followed the format of a conversation (Steiner 1996). This approach was adopted as it is 

considered to reduce the anxiety of the participant being interviewed and in doing so provide 

richer data (Steiner 1996). These notes were read by the teachers to check for their accuracy in a 

process called “member checking” (Steiner 1996). 

 

The second interview occurred post-residency, after the exhibition of the children’s artworks. 

Teacher narrative dialogues were recorded using audiotapes in semi-structured interviews 

administered by the researcher. Both teachers were interviewed in their classrooms after class. A 

written transcript of these interviews was analyzed using computer software designed for this 

purpose.  Question prompts for the interviews include: “What would you like to tell me about the 

project?”  “Was there anything that surprised you about the project? Semi-structured questions 

focused on eliciting teacher responses, perceptions of student responses and outcomes or 

limitations of the project as well as ideas for future directions.  

 

Student reflective-narrative dialogues and stimulated recall 

Stage 1: Documentary. Students’ perceptions of the project were recorded in their groups as 

reflective video documentaries. This approach was adopted as it is considered to foster a friendly 

supportive environment that produces richer data. (Crano and Brewer 2002). This group 

conversational approach encouraged the individual group members to dictate the flow of the 

dialogue, hence permitting me, as the interviewer, to adopt an observer’s as opposed to a steering 

role. Reflective narrative documentaries were produced as part of the general class learning 

experiences and the children were informed that they were making these documentaries to 

accompany their art exhibition at the local council library. Hence all students were required to 

participate and were very excited about the whole documentary concept.  

 

For these group reflections, stimulated recall, utilizing the group’s artwork (painted suitcases) as 

visual prompts, was adopted as an instrument to prompt student reflection. Stimulated recall, also 

termed ‘cued recall’, is considered to be superior to free recall as a data collection instrument 

having the capacity to reveal deeper insights into phenomena (Sansone, Morf et al. 2004). It was 

considered this strategy may demonstrate student knowledge integration and track their 

intellectual travels. Free recall is also considered suitable for use with additional multi-data 

collecting strategies (Sansone, Morf et al. 2004). Free recall has applications and advantages 

appropriate for this study, which seeks diverse forms of information.  
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In producing the documentaries, students sat with their suitcases and were encouraged to talk 

about the project with a focus on their ideas and perceptions. The line of questioning/directions for 

the documentary included the following types of question prompts: “What would you like to tell the 

people who will be seeing your artworks at the library about the project?”; “What did you do?”; 

“What was your idea/concept about?”; and “Were there any aspects of the project that you found 

perhaps interesting or difficult?” As all parents agreed to their child’s participation it is possible to 

analyze all data. 

 

Stage 2: Post-residency interviews.  This stage of data collection occurred six weeks after the 

conclusion of the project. The extended time frame for the collection of the data was necessary as 

to demonstrate knowledge transfer requires a time lapse (Merizow and & Associates 1990). The 

interviews occurred with the students in groups to ensure that students felt relaxed about the 

process. A group-based approach (focus groups) enabled the dialogues of the students to 

dominate (Greenbaum 1998). Groups were chosen randomly by the classroom teachers with two 

groups of four students, two males and two females, per class. Students were withdrawn from 

their classroom and interviewed in the withdrawal room. Group dialogues were recorded using 

audiotapes in semi-structured interviews administered by the researcher. Groups were shown ten 

art images viewed as a Powerpoint™ presentation. The first six images, previously viewed, were 

used as visual prompts to stimulate student recall and elicit information regarding their memory 

and understanding of concepts learned during the project. A further four previously unseen 

images were viewed to determine the depth of their understanding of concepts and their ability to 

apply this art knowledge to new contexts. The intention of this strategy was to determine the 

nature of student learning that occurred in Integrated (5A) and Non-integrated (5B) class groups.  

 

Analysis of artworks- visual dialogues. The final form of data collection was the analysis of the 

‘visual dialogues’ as evidenced in children’s artworks. This data collection strategy recognizes 

the expertise of the artist/educator and teachers in identifying the nature and scope of student 

learning evidenced in their artworks (Wolf 1989; Ross and Mitchell 1993). Gardner (1996) 

expresses support for the value of visual dialogue as a method to track artistic cognitive processes 

involved in art making. My reflections on the outcomes of the project as demonstrated in the 

artworks were recorded as journal entries. Analysis and evaluation of student artworks, focusing 

on the group’s conceptual and technical capabilities, was also made by the class teachers. These 

teacher perceptions were recorded in their interviews and through informal comments made with 

the interviewer through the duration of the residency and recorded in the field diary.  
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4.5  Summary 

This chapter described the procedures undertaken by the researcher to investigate the nature of 

learning that occurs in two different approaches to an artist-in-schools program (integrated and 

non-integrated). It was explained that while the art-residency learning experiences were the same 

for both classes, the residency theme integrated with the integrated (5A) class curriculum unit 

‘Discovery’ and did not connect with the non-integrated 5B class curriculum unit theme ‘The 

Sea’. The study investigated the question ‘How can an artist-in-schools’ program best contribute 

to learning?’ , through providing learning experiences that relate to the learner’s lived experiences 

and that require higher-order thinking processes. This study examines children’s ability to transform 

knowledge, gained through the visual and verbal analysis of images, by manipulating and integrating 

diverse information and ideas. This transformation occurs when students are able to integrate facts 

and ideas to synthesize, explain, or interpret in order to construct new ideas or knowledge. This 

context seeks to integrate both visual and verbal knowledge. Hence, in selection of participants and 

data collection strategies it was necessary to provide evidence of the students’ integration of visual 

and verbal knowledge and to examine the beliefs and perceptions of the classroom teachers. For this 

purpose very diverse data sources were necessary.  
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Chapter Five: Data analysis 

5.1 Introduction 

Chapter Three provided a description of the research design while the preceding chapter provided 

details of the fieldwork undertaken and data collection strategies. This chapter describes the 

processes applied in data analysis, detailing the coding procedures and an explanation, 

justification and description of the software and data analysis processes. Explanatory notes are 

provided for the reader in strategies for navigating and interpreting the software-generated maps 

and associated tables.  

 

5.2 Qualitative data analysis 

Qualitative research orientations are primarily concerned with description and interpretation of 

data that captures what individuals think and do in response to the world, rather than 

measurement and prediction (Eisner, 1999). Reliability and quantifiable statistical findings are 

not criteria of qualitative approaches (Neuman, 2003). Qualitative researchers favour small 

numbers of texts and documents analysed in depth to understand the complexity of a particular 

context (Silverman, 2001). The aim is to present a truthful integrated account of the relationships 

between events, times and places (Silverman, 2001). Through a process of description, analysis, 

and interpretation a fuller understanding of an everyday activity is possible (1978:56). As a 

systematic study of an everyday event, qualitative research searches for patterns of contextual 

behaviour and meaning (Stokrocki 1997). Data reduction strategies are considered to enhance 

this understanding (Cunningham, 1994; Denzin & Lincoln, 1994; Sullivan, 1996) and produce 

well-founded cross-contextual generalities (Mason, 2002).  

 

Legitimizing a Grounded Theory approach requires rigorous transparency and articulation of data 

collection and analysis strategies to ensure it is possible to retrace the researcher’s steps (Glaser 

1992). Grounded research begins with the generation of questions that help to frame the research.  

Importantly these questions must not be static or restrictive but emerge and diverge through the 

data collection and analysis process. This evaluative study of two different approaches to art 

residencies aims to gain insight into teachers’ and students’ experiences, responses and thought 

processes. The focus of the content analysis was to examine the nature of learning that takes 

place in two different approaches to art residencies: integrated and non-integrated.  
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5.2.1 Content analysis 

Glaser (1992) considers content analysis to be a process of finding concepts and their meaning in 

everyday behaviors. Content analysis looks for the occurrence of words or concepts in textual 

documents. Krippendorff defines content analysis as “the use of replicable and valid method for 

making specific inferences from text to other states or properties of its source" (Krippendorff 

1969:103). Smith (2002) discusses two approaches to content analysis: conceptual analysis and 

relational analysis. Conceptual analysis focuses on analyzing content for the frequency or 

presence of concepts while relational analysis identifies the relatedness of concepts to each other 

within the text (Smith 2002). The extraction of these relational and conceptual word clusters 

enables more valid inferences about the content, audience or participants to be made.   

 

“Data collection is inescapably a selective process, you cannot and do not get it all” (Miles and 

Huberman 1994:55). Miles & Huberman advise that in safeguarding against bias, or tunnel vision 

and self-delusion, what is important is how the data are treated (1994:56). Coding and iterative 

reflection are considered key mechanisms for safeguarding against bias. 

 

Data for this study were derived from diverse sources: observations, interviews, reflective 

narrative documentaries and visual texts. As detailed in the description of fieldwork, the 

‘Teachers’ Interview 1’ data were recorded as interviewer notes, while the ‘Teacher Interview 2’ 

and student group interviews were captured on audio tapes. Student group documentaries were 

recorded on video. The transcribed audio data produced extensive qualitative verbal textual data 

that necessitated a process of coding whereby the transcribed data were categorized for the 

purpose of analysis and interpretation. Written transcripts of the teacher interviews, student 

interviews, reflective dialogues (reflective documentaries) and filed notes were analyzed using 

Leximancer™ computer software. The inductive theory building characteristic of Grounded 

Theory made the application of data analysis software appropriate enabling text to be ‘tagged’ 

and grouped.   

 

5.2.2 Data analysis software 

Leximancer™ was chosen as a software instrument for this study due to its capacity to 

objectively analyse the content of textual documents (Smith 2002). While not used extensively in 

the research community, it is developing a reputation as a powerful program suitable for 

analysing and describing complex textual data. It provides an efficient management tool that can 

analyse complex information derived from diverse data sources (interviews, documents, 

observations, reviews, etc.). For the purposes of this study into learning outcomes, the software’s 

capacity to produce individual maps that visually identified key terms within each document 
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provided valuable data for identification of and linkages between emerging concepts within and 

across documents.    

 

This software presented extracted text information in dual formats: as an interactive map and in 

tabular form (see Chapter Six for samples). The conceptual maps represent the main terms and 

themes contained within the text and their semantic relationship. Identified are the most central 

terms in the text and the relative frequency of their occurrence. On the map, the depiction of the 

identified term is indicative of the term’s relative frequency where the brightness of a term relates 

to its frequency of occurrence in the text. The more stark the colour, the higher its occurrence in 

the semantic web of terms identified. Intensity of identified terms varies from stark white (highly 

frequent) to dull grey (infrequent). The co-occurrence between terms in the text is an important 

indicator of the degree of association between them. The higher the occurrence of a term the 

more centrally located is that term on the map as it is more probably to co-occur with other terms. 

A tabular list of terms was generated that ranked words according to their frequency, termed 

“Ranked Concept List”. By clicking on individual terms, samples of the document text can be 

extracted for further analysis. 

 

In summary, Leximancer’s™ conceptual maps provided three key sources of information about 

the content of documents:  

(1) The main terms contained with the text and their relative importance  

(2) The strengths of association between terms (how often they co-occur)  

(3) The similarities in the context in which the terms occur 

The tabular lists support the maps by identifying and ranking the frequency of terms. Ranked 

terms provide a link to the term as it occurs in the transcript. These ‘vignettes’ provided a 

mechanism to probe particular pockets of information that were representative or emblematic of 

the emerging theme. 

 

The conceptual structure of Leximancer™ permitted the searching of texts to explore textual and 

conceptual relationships. By utilising a map structure and index system the software facilitated 

the exploration of ideas and theories visually. The interpretive quality of the maps made the 

selection of this software appropriate as my study that seeks to identify themes or outcomes 

identified through the dialogues and debates it generates. While the software produces 

quantifiable data, for the purposes of this study it is the inductive, descriptive and interpretive 

nature of the data generated that was significant not the statistical. The maps presented non-

biased representations of key terms that enabled me to reflect on the emerging themes and 

outcomes of the learning experiences. This analysis process was in keeping with a Grounded 
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Theory approach that seeks to build theory faithful to the evidence gathered and capable of being 

replicated (Neuman 2003).  

 

5.3 Data analysis processes 

Section 5.3 provides details of the procedures undertaken by the researcher to identify and code 

emerging categories and concepts.  Following the requirement of a Grounded Theory approach to 

data analysis an explanation, justification and description of the software and data analysis 

processes are provided. 

 

5.3.1 Coding: Identification of categories and concepts 

Code construction occurred after data collection. This strategy was adopted to minimize the 

scope for data collection to be molded to suit coding categories (Huberman and Miles 2002). This 

approach is essentially a ‘grounded approach’ as advocated by Glaser and Strauss (1967). 

Huberman and Miles (2002) suggest that this approach fosters a more open-minded approach by 

the analyst which is more context sensitive.  

 

In Chapter Three the nature of the researcher’s role as a participant-observer was discussed. I 

argued that the researcher cannot be detached from interpretation and that it is not possible to be 

completely objective. The very presence of the researcher impacts on data analysis and 

conclusions. It was identified that in grounded methodological approach, theory emerges from a 

corpus of data rooted in ‘observation’. In this context, field journal notes were not treated as a 

discreet data set as they cannot be detached from the objective lens of the observer. These entries 

contributed to the understanding and analysis of teacher and student participant data sets. 

Analysis and hand coding of the reflective journal entries occurred after data collection. This 

analysis identified emerging thematic categories that were formative in directing the emerging 

theory. These broad categories included: authentic modes of learning, group work and teachers. 

As this inquiry does not aim for resolution but to develop an emerging understanding of the 

particularities of the research context this approach to the data set was considered appropriate. 

Vignettes of diary entries are considered in the final discussion chapter to provide cross-checking 

of data and contextual understanding. 

 

Data from the student documentaries were initially open-coded by hand to identify emergent 

categories and tentative links between the core concepts and the data. Emerging concepts related 

to the research question “How can artist-in-schools’ program best contribute to learning?” that 

focuses on authentic modes of learning were identified. While the initial literature review 
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identified ‘authenticity’ as a critical characteristic of learning experiences that are transformatory, 

Productive Pedagogies has emerged as an approach that integrates elements of authentic student 

performance. Productive Pedagogies uses the terms ‘higher-order thinking’ and ‘depth of 

understanding’ to replace Newmann and Associates’ ‘analysis’ and ‘disciplinary concepts’. 

Hence, identified concepts were guided by the categories of Productive Pedagogies (Education 

Queensland 2000; Education Queensland 2001) and The Arts Syllabus (Queensland Schools 

Curriculum Council (QSCC) 2002). Productive Pedagogies focuses on ‘Intellectual quality’:  

We want to ensure that students manipulate information and ideas in ways which 

transform their meaning and implications, understand that knowledge is not a fixed body 

of information, and can coherently communicate ideas, concepts, arguments and 

explanations with rich detail. (Education Queensland 2001).  

 

This was a critical formative quotation in the direction of category selection. This stage of data 

coding identified a broad range of concepts relating to authentic modes of learning including: 

substantive conversation, deeper knowledge, student recall, language, higher-order thinking, 

lower order thinking, and engagement. Further sub-categories were identified: description of 

processes, description of content, reconstruction (drawing conclusions, identifying future action 

plans), extrapolating ideas, justifying choices, explaining, applying specialist language, 

individual roles, and group roles.  

 

While these categories identified appropriate emergent themes with extensive evidence to support 

findings, further literature searches on data analysis methods identified the issue of researcher 

bias when formulating codes. Miles & Huberman (1994) advise that informants are routinely 

selective in coding data, there being much variability in the process of human coding 

performance. Hence, in the second phase of coding it was deemed appropriate to utilize computer 

software enabling more systematic coding that focused on narrowing core concepts. Due to the 

complex nature of data produced from dialogues it seemed appropriate to use a computer coding 

program such as Leximancer™ or NUD*IST™ to reduce data and enhance understanding of the 

context. A grounded theory approach necessitates rigorous transparency when publishing 

research findings ensuring that research approaches, along with data collection and analysis 

strategies, have been clearly articulated. This informed knowledge position enables the 

legitimacy of the research to be grounded and for other researchers to follow in the research 

processes. Software coding of data releases the researcher from being immersed in the detail of 

the data enabling them to work on a more abstract higher level (Neuman 2003). 
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5.3.2 Analysis of the two residency data sets 

Data have been analyzed according to its relevance to the research question which investigates 

the impact of two different approaches to art residencies on students’ authentic modes of 

learning. As detailed in Chapter Four (Fieldwork), four types of data collection strategies were 

implemented. The critical data set, for the purposes of showing evidence of student learning, was 

the student reflective documentaries. It is this set that forms the pivotal data focus of the analysis. 

The further three data sets, group interviews, teacher interviews, and student artworks, have been 

analyzed in relation to the first data set to provide congruence between data sets. These data sets 

were analyzed for implicit relationships and consistency of themes across documents enabling 

further exploration of and insight into ‘authentic modes of learning’.  

 

Configuration of software.  Software analysis of the student documentaries involved the 

construction of a customized list of terms, referred to as ‘concept seeds’ in the software, that 

providence evidence of the students’ visual art domain language or thinking processes. These 

‘terms’ were selected as evidence of students’ recall of discipline knowledge and processes. This 

list included:  beginning, black, blue, brush, colours, dark, detail, design, effect, gray, green, line, 

mixed, outline, painted, plan, planned, planning, red, scraped, shadows, texture, and yellow.   

 

For the additional data sets, Leximancer™ was configured at fully automatic mode without 

manual seeding this enabled the important themes of the text to emerge independently of the 

researcher. Burns considers aspects of participant ‘consensus’ reflects the degree of congruence 

and corroboration between participant stories (1990:246). Consensus is considered to lend 

authority to the arguments presented. The consistency and coherence of themes identified in 

teacher and participant observer dialogues will be used to validate the contextual findings of this 

study. Through setting the software configuration onto ‘automatic’ it was considered the software 

filtering processes would identify congruence present in the data between participant perceptions, 

beliefs or observations. 

 

The term ‘yeah’ emerged as a key term. In most academic contexts the term would be deleted for 

text analysis, however considering the age of the participants it was considered appropriate and 

not deleted as a term. The term is considered an expression of affirmation. As these were group 

dialogues consideration of content individual affirmation was considered necessary. Analysis of 

the group dialogues indicated the term was used routinely in substantive conversation where the 

group interaction was reciprocal. The term identified coherent shared understanding. While not 

strictly a term, ‘yeah’ indicates agreement and a fluency of dialogue between the identified group 

themes.  
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Automatic term identification of the top ranked terms was set at 60 for all data sets. This list 

identifies the number of automatic terms that are listed on each map and table. As the data sets 

are not conceptually diverse this was deemed an appropriate number to avoid the inclusion of 

irrelevant terms on maps.  

 

Plotting of direct relational lines. Figure 5.1 shows an example of a cluster map demonstrating 

the use of the seeded core terms. When the term ‘yellow’ is activated a direct relational lines is 

plotted between terms and affinity groups. It can be seen that ‘yellow’ has a close affinity with 

the terms: ‘forest’, scraped, colours, gray, trees and shadows.  The software can be configured to 

different levels of sensitivity to relationships.  In the analysis presented in this thesis, three levels 

of sensitivity were used; low sensitivity revealing only “key” term linkages, moderate revealing 

“frequent” linkages, and high revealing “all” term linkages.  The map in Figure 5.1 was produced 

with the program set to moderate sensitivity to reveal more frequently linked terms. A co-

occurrence term table (Ranked concept List) is provided for each data set (see Appendix 1 for 

example). 

 

 

Figure 5.1  Example of plotting of 

directional relational lines on a 

concept map produced by the data 

analysis program Leximancer. 

 

 

 

 

 

 

 

 

 

In advising regarding data analysis strategies, Miles & Huberman (1994) stress that it is not the 

words themselves that are important but their meaning. Computer analysis was conducted at two 

levels: frequency of occurrence of the major terms, and strength of the association between those 

major terms within the text. Leximancer™ identified the main terms in the data. Mapping 

identified key terms and the co-occurrence of the terms enabling a close examination of their 

semantic relationship. The centrality of terms is defined by the number of times the term occurs 



 93

in relation to another term. Tabular ranked representation of terms aided the analysis of data by 

identifying and ranking frequency of terms or terms. The Ranked Concept List was used to 

directly link to the transcribed text for further scrutiny of the conceptual relationships and 

semantic meanings of the terms within the dialogue.  

 

5.4 Summary 

Diverse data collection strategies were selected for this inquiry that investigates the potential for 

visual arts residencies in middle phase schooling to foster more ‘authentic’ modes of learning. In 

this chapter I identified the data analysis strategies. It was argued that following the inductive 

approach of Grounded Theory, Leximancer™ software was selected as an instrument for 

analyzing data. This software was considered appropriate as it fosters a descriptive and 

interpretive approach to analysis. Details were provided of the coding procedures along with an 

explanation, justification and description of the software and data analysis processes. As the 

software is relatively new and readers will not necessarily have had prior experience in decoding 

the maps, explanatory notes were provided describing strategies for understanding and 

interpreting the maps and associated tables.  Relationships between data sets, while briefly 

identified, will be considered in the concluding Chapter Seven. Chapter Six presents the results of 

the study generated by the software and a general discussion of the findings. 
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Chapter Six: Results and General Discussion 

6.1 Introduction 

Chapter Four described the field notes and provided details of the two different approaches 

adopted for the art residency: integrated and non-integrated. It was explained that both year 5 

classes participated in identical art residency learning experiences. However, class group 5A’s 

learning experiences were integrated with the curriculum theme of ‘Discovery’, while class group 

5B’s learning experiences were non-integrated; their curriculum theme being ‘The Sea’. Within 

their respective individual class, groups were further subdivided into smaller cooperative learning 

organizations of approximately four students. For the art-making component of the residency the 

groups focused on the theme ‘Journeys to Utopia’. This theme emerged from philosophical class 

discussions about what motivates explorers to seek new worlds. The students identified ‘the 

search for the perfect world’ or ‘utopia’ as a key motivation for such quests. The groups designed 

and painted their joint concepts of their ideal world onto suitcases.   

 

Chapter Five described the processes applied in data analysis explaining their application in 

relation to the study. Details were provided of the coding procedures, in addition to an 

explanation, justification and description of the software and data analysis processes.  

 

This chapter describes the results of the study and provides a general discussion of the findings. 

As justified in Chapter Five, field notes have not been analyzed as a discreet data set, rather they 

have been used as representative emblematic ‘vignettes’ to substantiate or explain further data set 

results. Implications of the results and further suggested directions for the research will be 

discussed in Chapter Seven.  

 

This investigation focuses on modes of learning that are characterized by such thinking processes 

as: analyzing, synthesising, conceptualising, predicting, explaining or hypothesising. In 

conversations these characteristics can be described as ‘substantive’ requiring a high level of 

intellectual engagement (Milbrandt 1997; Education Queensland 2001). In the current literature 

these characteristics of learning are considered ‘authentic’. In this context, the terms ‘analysis’ 

and ‘knowledge of disciplinary concepts’, used in conceptualizing authentic learning by 

Newmann, Marks, & Gamoran (1996), will be replaced with the terms ‘higher-order thinking’ 

and ‘depth of understanding’ respectively. These terms indicate a broader range of thinking 

processes. Higher-order thinking suggests disciplinary content and processes and is defined by 

Education Queensland as requiring students to: “manipulate information and ideas in ways that 

transform their meaning and implications. This transformation occurs when students combine 
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facts and ideas in order to synthesize, generalize, explain, hypothesize or arrive at some 

conclusion or interpretation. Manipulating information and ideas through these processes allows 

students to solve problems and discover new (for them) meanings and understandings.” 

(Education Queensland 2001:unpaginated). Knowledge is considered deep or thick, termed 

‘depth of understanding’, when: “it concerns the central ideas of a topic or discipline and because 

such knowledge is judged to be crucial to a topic or discipline. Knowledge is deep when 

relatively complex relations are established to central concepts.”(Education Queensland 

2001:unpaginated).  

 

In this study, depth of knowledge and complex authentic thinking processes are deemed to be 

evident when children translate knowledge and ideas from a visual symbol system to a verbal 

symbol system. In analyzing the results of these data sets, these concepts have been found to 

characterize the children’s utilization of the knowledge derived from the experiences. Data have 

been considered in relation to the focus of this inquiry that investigates the potential for visual art 

residencies in middle phase schooling to foster more ‘authentic’ modes of learning. Hence, in 

responding to the research question “How an artist-in-schools’ program might best contribute to 

learning?” this framework will be used to interpret and explain results.   

 

Results of four data sets are presented: student group interviews, student group documentaries, 

teacher interviews and artworks (visual dialogues). Extracted textual information is presented in 

dual formats: schematic representations (termed “concept maps” in the Leximancer™ software), 

and tables (termed “ranked concept lists” in the software)(Smith 2002). Concept maps present the 

key terms identified within the text and their semantic relationship to other terms. The depiction 

of the term on the computer screen is indicative of the term’s relative frequency, the more stark 

the colour, the higher its occurrence in the semantic web of terms reviewed.  

 

For the documentaries and teacher interviews, due to the complexity of the terms represented, 

two maps are presented for each text document. The first map is set at a low frequency of 20% or 

30% (see Figure 6.1 for example) to identify critical terms and their relationships, while the 

second map is set at 100% to identify all key terms and their relationship to each other (relativity) 

(see Figure 6.2 for example). Relativity is represented within the Leximancer™ software 

program by the proximity of terms. The closer the terms on screen, the higher their contextual 

relationship. Within this display a term overlaying another term suggests a high relationship 

between the two. Term co-occurrence on the maps indicates the degree of association between 

terms. The higher the occurrence of a term the more centrally located it is, indicating the term co-

occurs with terms on either side.  
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Tables listing the ranking of terms, according to their frequency, are also included. These tables 

complement the maps by listing and ranking the terms. Due to the format of presenting terms 

relatively, maps can be complex with terms routinely overlaid. In analyzing the figures it is 

valuable to refer to the associated tables for clarification. ‘Vignettes’(Miles and Huberman 1994) 

have been used throughout as a method to probe particular contextual relationships to elicit 

deeper understanding and identify representative text extracts.   

 

6.2 Group interviews. 

As detailed in the field notes in Chapter Four, groups were shown eight images of artworks 

viewed as a Powerpoint™ presentation and each group was required to deconstruct the artworks 

considering the possible intentions of the artists. Students were shown two sets of images: ‘seen’ 

and ‘unseen’. ‘Seen’ images refer to artworks previously analyzed by the children during the 

residency. ‘Unseen’ images refer to artworks that have not been previously seen or discussed 

during the residency. In analyzing the data I will refer to these artworks as ‘seen’ and ‘unseen’. 

The first four ‘seen’ images related to artworks that exemplified the life of early settlers and 

different cultural representations of ‘journeys’. These images were used as visual prompts to 

stimulate and determine student recall. A further four ‘unseen’ images were shown that related to 

the art theme of ‘journeys’. This second selection of ‘unseen’ images was viewed by the students 

to determine their understanding of concepts and their abilities to transform this art knowledge to 

new contexts. This research approach was designed to elicit whether and how students from the 

two class groups were using authentic modes of learning including: substantive conversation, 

deeper knowledge, student recall, discipline language, higher-order thinking, lower order 

thinking, and engagement.  

 

Data for the group interviews are presented as concept maps and dialogue extracts. While the 

Leximancer™ software generated tables (Ranked Concept Lists), these tables did not elicit 

additional contextual understanding or meaning, hence have not been included in the body of the 

text. The tables are nevertheless considered valuable in clarifying and justifying interpretations of 

data and are provided in Appendix 1. Extracts of significant dialogue, demonstrating group 

responses to one ‘seen’ image and one ‘unseen’, have been included as they provide richer 

contextual understanding and further support or explain the figures (concept maps) and tables.  

 

6.2.1 Group interview term maps. 

This section presents results from analyzing the data for the student group interviews. Four sets 

of data are considered: two ‘integrated’ groups from 5A and two non-integrated groups from 5B. 
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Extracted textual information is presented in dual formats: schematic representations, termed 

“concept maps” in the Leximancer™ software (Smith 2002), and vignettes. Data were analyzed 

and discussed in relation to the focus of this inquiry that investigates the potential for visual art 

residencies in middle phase schooling to foster more ‘authentic’ modes of learning. This mode of 

learning is characterized by: substantive conversation, deeper knowledge, student recall, 

discipline language, higher-order thinking, and engagement. 

 

6.2.1.1 Group 1 integrated approach (5A) 

In this data set (Figure 6.1) there are a number of strong cluster groupings suggesting terms 

appear in similar contexts within the document. The cluster group ‘journey, place, moving and 

grass’ demonstrates recall and a connection with the core unit theme (‘discovery’). In the context 

of this study ‘journey’ and ‘place’ are significant terms demonstrating a direct relationship with 

the curriculum unit theme and the specific group artwork theme of ‘Journeys to Utopia’. These 

terms occur at a frequency level of 15% indicting a high level of occurrence. Figure 6.1 identifies 

the links made between these terms. This figure indicates that the terms ‘journey’ and ‘place’ 

have been used in the dialogue of unseen images as they co-occur with the term ‘wheels’ and 

‘cars’. This interpretation is supported by a text extract:  

 
L.  It might be from a different world.  
M. Oh yeah! Like a world of trees and grass.  
B.  It is like a journey.  
M.  Yeah a journey to Utopia. Like the wheels are like nuts.  
P.  Utopia where it is green and nice. 

 

This group dialogue extract indicates transference of knowledge gained in the analysis of seen 

images to an unseen image where the students link their knowledge of journeys to analyzing a 

junk sculpture assembled from old computer and car parts. This is a compelling instance of 

learning that is applied to a different example and that the group is integrating authentic learning 

strategies. 
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Figure 6.1. Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group 1 (5A- 

integrated approach).  The program 

was set to show all relationships 

between terms identified in the 

interview transcripts.  The intensity 

of the linking lines indicate 

strength of relationship between 

terms. 

 

 

The semantics of the identified terms in Figure 6.2 provides evidence of extensive consideration 

for synthesizing and explaining elements of the artworks demonstrating deeper understanding of 

art concepts. The cluster group ‘mountain, huge, yeah, reminds and running’ provides a highly 

revealing insight to the thinking patterns of this group. This cluster group is particularly 

interesting due to the diverse purpose of these words in verbal communication: noun, adjective, 

verb, affirmation and recall. The group is attempting to describe the characteristics of the 

mountain. ‘Reminds’ is highly important as it provides evidence of the students making 

connections to their prior knowledge and suggests the higher-order processing skill of 

interpretation. These authentic learning skills can be identified in additional cluster groups. 

‘Toys, wheels, bottles, cans, traffic and jam’ form a solid term cluster group. ‘Jam and traffic’ in 

combination imply the group are using cognitive processes to hypothesize by interpreting and 

suggesting the artist’s intended meaning. When the term ‘remember’ is related to its schematic 

connections in the term map, it reveals a strong link to both ‘picture and yeah’ suggesting recall 

by an individual and the group’s affirmation respectively. 

 

A further revealing cluster group is ‘Australia, green, convicts and hard’. The terms identified in 

this cluster group indicate a direct relationship to the unit theme of ‘discovery’. ‘Hard’ is 

interesting as in this context it suggests a link to the broader curriculum thematic knowledge; the 

lives of the early settlers. This connection and extension indicates knowledge ‘integration’ 

because the group is adding additional knowledge that complements the residency learning 

experiences with knowledge gained from other classroom experiences (see 6.2.2: Text extracts). 
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6.2.1.2 Group 2 integrated approach (5A) 

In the Group 2 data (Figure 6.2) ‘Powerful, peaceful, kind, strong, picture, wild, yeah, polluted’ 

have a strong contextual relationship occurring in close proximity. Their high relevancy value 

suggests they occur in similar sentence contexts within the dialogue. This is important evidence 

in relation to the research question which seeks to identify patterns of authentic learning. Also of 

significance is their frequency occurring below the 50% frequency indicating a relatively high 

occurrence in the conversations. This is a particularly large and interesting cluster grouping. 

‘Powerful, peaceful, polluted, kind, strong, wild, brown, hot, busy, curvy, winds, fun and big’ are 

all visually descriptive words indicating higher-order thinking processes of analysis and 

interpretation. This focus on descriptive language, to scrutinize the visual qualities of the images, 

indicates the students are manipulating information to discover new meaning. ‘Peaceful and kind’ 

occur at a low 20% frequency indicating high occurrence. The interrelatedness of these terms 

indicates that the students in this group (5A-2) are making complex cognitive relationships 

regarding the content of artworks and the possible artist’s intentions. Furthermore, the terms 

demonstrate that students are translating knowledge from their visual symbol systems to a verbal 

symbol system. Hence, the students are manipulating the visual information to analyze, interpret 

and explain possible meanings behind the artworks. The complex and divergent character of the 

group’s dialogue is evidenced in this text extract (see Appendix 2 for the full discussion): 

 

H.  They have been flattened!  
A.  Oh I know this. This is all like aluminium and bad stuff that is lying on the road.  
S.  And there is a crayon. 
B.  And there is like rubbish that is thrown on the ground 
S.  Yeah and it has been picked up and put wheels on. 
H.  And that is how much rubbish has been spilt 
B.  And they look like lollies. 
A.  That (the message) this rubbish is on the go and it is going to ruin things.  
H.  Hey I like that idea. 
B.  It could be about reusing waste. 
H.  Cars are waste! Cars are ugly! Kind of what I said before. 
A.  I think I have worked this out.  It is about road killing. You know how road kill 

kills million of animals it is showing that this is as bad as road kill because it is 
plastic and things which animals eat. There is glass which animals cut 
themselves on. All sorts of things that are bad for the environment. 

B.  These are things that you find at the side of the road… 

 

This extract is highly significant as it provides convincing evidence of the group transferring 

knowledge from a prior learning context and applying this knowledge in the analysis of this 

artwork, thus demonstrating knowledge integration. A further revealing aspect of this emblematic 

extract is the substantive nature of the group’s dialogue where the conversation builds as a logical 

extension of ideas from one speaker to the next. This signifies that the group was capable of 
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continuing a conversation that was not repetitive, containing new issues and materials. 

Importantly, this dialogue is not scripted or dominated by one speaker but characterized by 

topical exchanges where the group sustains their focus on the central theme. 

 

Figure 6.2 Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group 2 (5A- 

integrated approach).  The program 

was set to show all relationships 

between terms identified in the 

interview transcripts.  The intensity 

of the linking lines indicates 

strength of relationship between 

terms. 

 

 

A further revealing component of Figure 6.2 is the limited number of nouns identified as key 

terms. Significantly the first occurring nouns, ‘people and trees’, do not occur until 30% 

frequency indicating a lesser focus within the dialogue. This figure of lesser association implies a 

greater focus on description of the visual qualities of the artworks as opposed to presenting an 

inventory of the objects or theme. ‘People’ emerges as the most centrally located term having a 

strong relationship to a number of cluster groups indicating its use in multiple contexts. As many 

of the images were landscapes the link to ‘people’ indicates that the group is making broader 

connections to the human association with the land thus indicating more complex thinking 

processes.   

 

Specific thematic ‘discovery’ terms do not emerge as key terms but are evidenced in the content 

of the dialogue (see 6.2.2: Text extracts). The terms ‘peaceful, powerful and pollution’ relate to 

the image of early settlers indicating the group’s philosophical focus when discussing images. 

The vertical clustering of terms indicates close integration of ideas or repeated use of similar 

descriptive language: ‘peaceful, powerful, strong, kind and pollution’. This supports the group’s 

more philosophical descriptive or interpretive focus rather than a subject content focus. Vignettes 

(6.2.2: Text extracts) and the Ranked concept map (Appendix 1) further substantiate this analysis. 

 



 101

The relationship analysis (Figure 6.2) is highly illuminating demonstrating a very close 

association between key clusters and a strong linear association between terms. When the map is 

rotated on the screen vertically it forms a clear alignment of terms indicating close association 

and integration of terms. The significance of this can be understood more fully by comparing this 

map to other group maps (see Figures 6.1 and 6.2) where there are more isolated and diffused 

cluster groups suggesting a lower relative relatedness between the terms, hence lesser association 

of terms within the document text.  In the context of this study this is important as it indicates 

greater repetition and integration of concepts across artworks and more complex understanding of 

knowledge. The results indicate that this group is applying authentic modes of thinking by 

making complex and close term relationships in their discussion of both seen and unseen 

artworks. 

6.2.1.3 Group 3, non-integrated approach (5B) 

The concept map for Group 3 (Figure 6.3) identifies diverse terms that are evenly distributed over 

the map. This relationship suggests a lower relativity or integration of terms within the dialogue. 

This distribution indicates the group’s conversation predominantly focused on isolated discussion 

of separate images. Furthermore, the diffusion implies limited repetition of thematic terms or 

specialist language that would result in a closer diagrammatic positioning of terms.   

 

Figure 6.3 Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group 3 (5B- 

non-integrated approach).  The 

program was set to show all 

relationships between terms 

identified in the interview 

transcripts.  The intensity of the 

linking lines indicates strength of 

relationship between terms. 

 

 

Only one cluster group of sizeable significance was identified: ‘car, people, crazy, wheels, idea, 

think, real, ice and artist’. The relativity of the cluster indicates a strong textual relationship 

identifying that the terms occur in similar conversational contexts. While sizeable, the cluster 

does not indicate an extended dialogue on one particular artwork. The discussion centres on two 
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unseen artworks that incorporate similar content and student responses: ‘car, wheels, people, idea 

and crazy’. Importantly, these identified key terms do not include language that signifies higher-

order thinking processes where students are analyzing and interpreting information to suggest 

meaning.  The identified terms imply a focus on presenting the subject matter of the works and 

the student’s responses (‘crazy’), as opposed to describing the visual qualities. This analysis is 

supported by this text excerpt:  

 

M.  Oh yeah they are toy match box cars. 
A.  No they are not. 
P.  No they are not they are spoons 
M.  They are inventions. 
A.  They’re spoons. That’s a spoon, that’s foil, that’s… 
P.  It is all junk. 
L. Junk art. It is junk art. 
M.  Exactly. 
A.  Lego pieces! 
L.  They are all cars. Traffic. It is like a collection. It like junk art. 
M.  Yeah sort of. 

 

The excerpt indicates that while the group sustains their focus on discussing the artwork, there is 

a tendency to revert to discussion of the content of the work. The group is not using strong 

substantive conversation where the dialogue builds from one speaker to the next to construct 

deeper individual understanding. After prompting by the interviewer (see full extract 6.2.2) the 

group provided some perceptive interpretations of the artwork demonstrating higher-order 

thinking. However, this analytical focus was not sustained with the group reverting to description 

of the content and repetition of information. For a dialogue to be characterized as substantive 

requires that it must not be repetitive and contain new information. 

 

There is a very high occurrence of noun terms identified: ‘trees, cars, lights, water, stream, 

people, wheels, flowers, eye, desert, world, tree, sun, sky and spoons’. ‘Car, wheels and picture’ 

occur at a low frequency of 15% indicating a high occurrence of terms in the dialogue and a 

greater focus on describing the content of the work as opposed to interpreting and making 

meaning. This analysis is supported by the Ranked Concept List (Appendix 1) that identifies a 

low occurrence of descriptive or interpretive language, indicating students are primarily engaged 

in lower order thinking processes. ‘Confusing and detail’ occur as the last terms at the 100% 

frequency indicating low occurrence. Results indicate a focus on describing the content rather 

than inquiry (interpreting, analyzing or forming hypotheses) regarding the artist’s intent. 

Evidence that the group is attempting to apply higher-order thinking processes is demonstrated 

by the identification of the key terms ‘confusing, reckon, meaning’. The use of these terms 

demonstrates that the group is attempting to interpret the artworks. 
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Importantly, related thematic ‘discovery’ terms including ‘convicts, settlers, journey, place, 

utopia or discovery’ have not been identified as key terms implying a lack of connection to the 

residency theme when analyzing the art works.  

6.2.1.4 Group 4, non-integrated approach (5B) 

Schematic representation of the term linkages for Group 4 (Figure 6.4) indicates a lower level of 

conceptual activity with fewer terms identified when compared to the other groups’ schematic 

maps. Text vignettes, considered in section 6.2.2, and the Ranked Concept List, identifying the 

frequency of term occurrence (Appendix 1), support this analysis identifying a lower occurrence 

of key terms. For Group 4 there is a high occurrence of nouns listed as key terms: wheels, people, 

clocks, car, trees, grass, flowers, sky, street, pizza, grass, spoon, mud and caravan (Figure 6.4). 

This dominance of nouns as key terms is highly revealing indicating the focus of the group’s 

dialogue to be on content description as opposed to problem-based thinking processes of 

interpretation and analysis. ‘Hedgehog’ is the only descriptive term identified in this range. In 

this context it is used to describe the shape and texture of a sculptural piece. The terms ‘wheels, 

car, grass and clocks’ occur at below 25% frequency indicating a high occurrence. This finding 

concurs with a more detailed analysis of the text, (see emblematic text vignette 6.2.2) which 

identifies the group’s dialogue to be less of an interpretive nature.  

 

Figure 6.4   Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group 4 (5B- 

non-integrated approach).  The 

program was set to show all 

relationships between terms 

identified in the interview 

transcripts.  The intensity of the 

linking lines indicates strength of 

relationship between terms. 

 

 

The concept map for Group 4 (Figure 6.4) identifies few intense cluster groupings of key words. 

Of these clusters there are no large groupings of terms indicating a lack of detailed or extended 

engagement by the group on any single subject theme or individual art image. Key term clusters 
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include: ‘street, dark’; ‘outback, clocks, melting and sort’; ‘crazy, day, and mate’; and ‘covered, 

hedgehog, cool, buggy and grass’. Significantly, text analysis identifies that the two larger term 

clusters, ‘outback, clocks, melting and sort’ and ‘covered, hedgehog, cool, buggy and grass’, 

relate to the unseen artworks and not those of the art images analyzed beforehand in class. This 

implies a low level of recall of residency specific content, as there has not been a prolonged 

dialogue on the ‘seen’ artworks (i.e. those works reviewed previously in the residency). The 

combination and relatedness of terms identified in these clusters is illuminating as they indicate 

that the group is not using complex cognitive processes to hypothesize as to the intended 

meaning of the artworks.   

 

Anticipated residency terms relating to the ‘discovery’ unit, including terms such as ‘convicts, 

journey, place, Australia and/or discovery’, were not identified as key terms indicating a lack of 

connection to the unit theme or knowledge integration. This also suggests lower recall of terms 

covered during the residency. No evidence was provided that demonstrated the group had added 

further knowledge transferred from other learning contexts. 

6.2.2 Text extracts 

The following extracts present critical evidence of student learning that contributes to an 

understanding of the concept maps. Importantly, these emblematic vignettes provide evidence of 

the groups’: 1) ability to sustain a conversation, 2) connectedness or integration of information, 

3) content knowledge. Text extracts provide group responses to a previously ‘seen’ and analyzed 

artwork (Image 2- Early settlers in hammocks, designed for the European audience) and an 

unseen artwork (Image 6- Junk sculpture by Simryn Gill).  

 

Vignettes set 1: Interpretation of seen artwork (Full text extract Appendix 2): 

 

5A- 1   
M.  This is the convict period. When they sent convicts to Australia someone painted 

a picture of what they thought it would be like. But it wasn’t like this. It was. 
L.  Yeah, yeah! 
B.  Yeah like it wasn’t like this.  It turned out like it was really um ‘bad’.  Because 

there were no boats and the convicts had no farming systems or anything and  
M.  There were no tools and the ground was really, really hard so they  
P.  Yeah and dirt hadn’t been dug up or anything and it was really, really hard like a 

rock.  
M.  And Aboriginals didn’t like it, the people coming in. So they had no allies.  And 

food wouldn’t come in for about two years at a time and a lot of people died 
from scurvy when they were stuck on the ship.  

L.  From lack of vitamin C. 
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5A- 2  

S.  It doesn’t look polluted or anything.  

A.  Maybe Australia is a good country to come to and it is fresh and there are not 
many people living here so it is not polluted. 

K.  It is like peaceful. It is not very busy. And the people are all curvy and peaceful. 
H.  It is kind of a fresh start. A new start in a better place. 
S.  A new life. 
H. It is better than any other place in the world.  You don’t see the people working 

like in the last picture. They are kind of, um they are kind of having a rest. 
A.  It doesn’t appear to be that busy either. 
 

5B -3  
A.  Near the beach or something. 
P.  Yeah like kind of the first settlers. And it you look up into the corner it looks like 

one of the guys in the hammock isn’t very comfortable. 
L. The meaning is probably after a long journey you are always tired and relaxed 

and it is all worth it because you come back to a really nice place. 
A.  Oh there is a guy playing guitar.  
M. So he looks very entertaining. Because they probably had nothing to do he 

probably thought ‘oh I will bring my guitar around and I will play a few fiddles 
on the diddle and then off we go.’  

 

5B -4  
J.  This is like paradise. 
T.  It is like a camping place. There are all these trees over the top.  
B.  And there is a beautiful beach in the background.  
T. And it looks all curved. 
B.  And it is more real….. 
I:  So what do you think the artist might have been saying? 
T.  Everyone going and saying “G’day mate’. And then become friends. 
R.  And all get drunk and have some fun 
J.  And go crazy. 

 

This last vignette requires further focus. The emblematic dialogue extract demonstrates group 

5B-4’s sporadic engagement and difficulty with maintaining their focus on analyzing the artwork. 

While this group demonstrates ability to sustain a group conversation where all group members 

contribute, the nature of this conversation has a lower evidence of engagement or focus on the 

process of analyzing the image than for the other groups. Productive Pedagogies (Education 

Queensland 2001) identifies ‘low level of engagement’ as being evidenced by short utterances 

and greater time off-task with more sporadic attention. Group 5B-4 demonstrates a lower level of 

engagement with a greater focus on the group’s social engagement. The dialogue of 5B-4 is 

characterized by speaker utterances that do not build coherently from one participant’s to the 

next. These utterances tend to be unrelated as they do not follow a topical progression of ideas.  

 

Groups 5A-1 and 5A-2 seemed to demonstrate a high level of engagement as signaled by a 

sustained serious psychological investment in analyzing and interpreting the artworks. Individual 
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utterances were longer with all group members contributing to the dialogue These group 

dialogues were characterized by speakers following a logical topical sequence of ideas. Group 

5B-3, while demonstrating similar psychological investment, did not sustain their focus as 

evidence by this concluding vignette:  

 

M.  So he looks very entertaining. Because they probably had nothing to do so he 
probably thought ‘oh I will bring my guitar around and I will play a few fiddles 
on the diddle and then off we go.’  

P.  His socks look very long.  They kind of look like socks that are hanging on the 
line. 

A.  It looks like a towel to me. 
P.  It looks like a snake almost. 
L.  It looks very old. 
A.  And there is food. 
P.  There is also some woman sitting there. 
L.  With no shoes on. 
 

The shortness of utterances and the focus on the content of the image signifies that the group has 

not sustained an analytical focus in the dialogue. While the dialogue involves sharing of ideas it 

does not provide evidence of critical reasoning, hence can not be considered intellectually 

substantive. The dialogue does not build as a logical extension of ideas from one speaker to the 

next. 

 

Closer scrutiny of the texts reveals the inclusion of greater discipline language: colour, texture by 

group 5A-1 and 5A-2. Interestingly both of these groups also made linkages between the images 

being analyzed and the previous image. All four groups recalled an aspect of the artwork that 

focused the artist’s use of curved lines to suggest a positive relaxed atmosphere. This occurrence 

indicates all groups demonstrate an ability to recall visual information. 

 

Data set: vignettes No. 2, interpretation of ‘unseen’ artwork: 

 

Group 5A-1 (integrated approach) 

L.  That is definitely a migration of toys. 
M.  It is a traffic jam. The highway and… 
B.  They are made out of beer bottle caps and wheels. 
I.  Where do you think you might find these?  
M.  I made a spoon car once. 
P.  I definitely think it is a migration like L… said, of toys. 
B.  They are crushed bottle caps. 
L.  It is all broken. 
P.  It is all old stuff. 
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B.  There is a black red truck, like a fire truck. 
L.  Maybe there might be a clue where P… is standing. You should all sit down so 

that we can see it. 
M.  Some of them are lego wheels. 
I.  What do you think the message might be? 
P.  Migrate your... 
L.  Get migrating soon. Tickets are going well. There is a traffic jam in the north of 

England.  
 

Group 5A-2 (integrated approach) 

B  Oh, wow. 
H.  Oh cool! Spoons. Discs 
A.  Beer caps. 
S.  They are from different countries and some of them… 
H.  They have been flattened!  
A. Oh I know this. This is all like aluminium and bad stuff that is lying on the road.  
So.  And there is a crayon. 
B.  And there is like rubbish that is thrown on the ground 
A.  Yeah and it has been picked up and put wheels on. 
H.  And that is how much rubbish has been spilt 
B  And they look like lollies. 
A.  That this rubbish is on the go and it is going to ruin things. Hey I like that idea. 
B.  It could be about reusing waste. 
H.  Cars are waste! Cars are ugly! Kind of what I said before. 
A.  I think I have worked this out.  It is about road killing. You know how road kill 

kills million of animals it is showing that this is as bad as road kill because it is 
plastic and things which animals eat. There is glass which animals cut 
themselves on. All sorts of things that are bad for the environment. 

B.  These are things that you find at the side of the road… 
S.  There’s a permanent marker. They might not have found it on the side of the 

road. 
H  Yeh you’re right. That’s a permanent marker, they are expensive. You can find 

crayons at the side of the road. I have found crayons at the side of the road. 
A.  People throw out anything. It is showing how bad waste is because waste kills 

animals. 
 

Group 5B-1(non-integrated approach) 

M.  Oh yeah they are toy match box cars. 
A.  No they are not. 
P.  No they are not they are spoons 
M.  They are inventions. 
A.  They’re spoons. That’s a spoon that’s foil, that’s 
P.  It is all junk 
L.  Junk art. It is junk art. 
M.  Exactly. 
A.  Lego pieces! 
L.  They are all cars. Traffic. It is like a collection. It like junk art. 
M.  Yeah sort of. 
I. What do you think the artist might be saying? 
L.  Don’t buy anything new because you already have it. 
M.  Or he could be saying don’t be in a rush because if you are in a rush you … 
L.  ..don’t do anything properly.  
M.  And it is saying ‘Well look, I did this slowly and look at what I made’. 
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L.  It looks really good. 
M.  Yeah really good. 
P.  It looks like it is alfoil to me. 
L.  The wheels are all from one big box of old wheels but they look all kind of the 

same. 
P.  They all look kind of different. 
M.  Paper 
L.  With music on it. 
A.  that looks like newspaper. 
P.  One of the little cars looks like it has a beer top. 
M.  They just look like usual little cars. 
M.  They are made out of spoons, and things and bottle caps and wheels. 

 

Group 5B-2 (non-integrated approach) 

I.  Oh this looks like hundreds and hundreds of little cars. 
R.  Peak hour traffic. 
J.  No it looks like cutlery cars because this one is a spoon. 
T.  No that one looks like a limousine. They are like bits of wheels like all wheels… 
I.  This one looks like a cool thing. 
T.  That one looks like a pig. 
R.  This one looks like a footy. 
J.  It’s all junk.  
R.  It is junk on wheels. 
T.  It is a transport thing.  
I.  That’s the top of the pen. 
T. That’s like a limousine, 
J.  But in actual life it is a spoon. 
T. Yes I know that! 
I.  That is like a punch buggy. 
J. That’s a bottle top car. 
T. That one is like a punch buggy. That one! 
J.  And it is like just all junk. 
I   And this one here, that shadow is like a dog. 
I:  So what do you think the artist might be saying? 
J.  You can always recycle junk. 
R.  Always make good things out of junk. And you don’t always have to throw it 

out. 
 

All four groups (5A-1, 5A-2, 5B-1 and 5B-2) demonstrated similar ability to sustain a 

conversation when analyzing a previously unseen artwork. There was a strong topical 

connectedness between the utterances of group members from with all speakers remaining on 

task and contributing to the discussion. Information was related with all groups maintaining their 

focus on analyzing the artwork.  What is significant in these discussions is the difference in the 

substantiveness of the dialogues. There is a tendency for members of both the 5B (non-

integrated) groups to focus on the content of the artworks as opposed to analyzing and 

interpreting their visual qualities to construct meaning. The 5B (non-integrated) groups 

demonstrated interpretative thinking skills; however it appeared that they required a higher level 

of prompting from the interviewer to focus on analysis. While the groups demonstrated ability to 
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build on each other’s conversational ideas, they presented a tendency to repeat information. This 

was not evident in the dialogues of the groups from 5A (integrated). While the dialogues of the 

5A (integrated) groups were shorter that those of 5B (non-integrated), their conversations were 

more analytical and built logically from one speaker to the next.  

 

6.2.3 Discussion of group interviews 

As discussed in the introduction to this chapter, an integrated curriculum approach is considered 

to lead to more authentic modes of learning including higher-order thinking and substantive 

conversation. In this study higher-order thinking is characterized by students being producers, not 

reproducers of information. These thinking processes are deemed to be evident when students are 

combining facts and ideas in order to synthesize, generalize, explain, hypothesize or arrive at 

some conclusion or interpretation regarding the meaning of an artwork. Higher-order thinking 

requires knowledge and ideas to be manipulated in ways that transform their meaning and extend 

their implications. This data set was analyzed to identify patterns of student analytical and 

interpretive language and thinking processes. 

 

Length of time of group interviews indicates that all four groups spent a similar time-span 

engaged in discussion. Eight images were reviewed with each group sustaining a dialogue for 

approximately four minutes per image. Time on task spanned from 22.44 minutes (Integrated, 

Group 5A-1) to 25.50 minutes (non-integrated 5B-3) with both other groups integrated (5A-2) 

and non-integrated (5B-4) discussing the works for a total of 25.05 minutes. This indicates that 

all of the groups were capable of sustaining a dialogue. The dimension of time is significant as it 

indicates a considerable length of time immersed in conversation. This is beyond the expectations 

that one would have of the capabilities for such discussions at this particular age. Teacher 

interviews support this analysis reflecting that they were surprised by the students’ level of 

engagement when analyzing artworks. However, findings of a study by Wilks and Emery (1998) 

identified that teachers have a tendency to not expect that their students will give considered 

answers to questions. This data suggest the approach adopted to engage students in discussions 

about artworks encouraged students to interact in open dialogue. 

 

Results identified that speakers from all groups, and their members, exchanged comments, 

demonstrating confidence in sharing of ideas and that the dialogue was not dominated by one 

person. Students appeared willing to take risks in discussing and analyzing visual images. 

Importantly, these exchanges were student centred, with speakers predominantly directing their 

comments from student to student, rather than student to interviewer (myself). A possible reason 

for this student to student dialogue focus may have been due to the use of Powerpoint™ 
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technology that removed the focus from the interviewer to the large projected image creating a 

high level of visual stimulus. There is also the possibility that the large scale of the projected 

image in the room may have revealed richer image detail than a smaller poster type scale, thus 

providing more visual information for discussion. Further investigation is needed into how 

classroom art talk is influenced by the quality and scale of projected images. 

 

Group dialogues demonstrated differing competencies between 5A and 5B in terms of their 

ability to examine and interpret ‘seen’ and ‘unseen’ images. ‘Seen’ artworks refer to works that 

the students had previously viewed and discussed during the residency, while ‘unseen’ refers to 

images that had not been previously viewed but related to the unit theme. Notably, groups 5B-1 

and 5B-2 revealed a greater capacity to critically discuss an ‘unseen’ rather than ‘seen’ artwork. 

In responding to an unseen work they were more able to discover new meanings and 

understandings. Conversely, in responding to a ‘seen’ artwork, 5B-1 and 5B-2 group dialogues 

were not characterized by sustained topical conversations that contributed to deeper individual 

understanding. The analytical skills evidenced in the discussion of ‘unseen’ artworks were not 

consistently demonstrated in the analysis of ‘seen’ artworks. Text analysis of the transcribed 

conversations suggests that while these groups could maintain a continuous dialogue for both 

‘seen’ and ‘unseen’ works, there appeared to be a difference in the topical focus of the dialogues 

and the depth of application of authentic analytical thinking processes. Group 5B-3 demonstrated 

evidence of critical reasoning skills, however they did not maintain a consistent level of topic 

engagement. Information was routinely repeated and dialogue did not always build progressively 

from one speaker to the next (see 6.2.2 for emblematic dialogue extract). Group 5B-4 

demonstrated limited critical reasoning skills focusing on describing the subject content of the 

artwork as opposed to analyzing it visual qualities to hypothesize as to the intended meaning. 

They appeared to experience greater difficulty sustaining their focus or engagement (see 6.2.2 for 

emblematic dialogue extract) when discussing the ‘seen’ artwork.  

 

The most divergent and perceptive comments, for decoding an ‘unseen’ artwork were made by 

group 5A-2: 

B.  It could be about reusing waste. 
H.  Cars are waste! Cars are ugly! Kind of what I said before. 
A.  I think I have worked this out.  It is about road killing. You know how road kill 

kills million of animals it is showing that this is as bad as road kill because it is 
plastic and things which animals eat. There is glass which animals cut 
themselves on. All sorts of things that are bad for the environment. 

B.  These are things that you find at the side of the road… 
 

This compelling evidence supports the assessment that this group is using higher-order thinking 

processes. Group 5A-2 continued to demonstrate a sustained ability to apply higher-order 
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thinking skills by integrating facts and ideas to hypothesize about the intended meaning for every 

art work. This ability to integrate knowledge and hypothesize was also evident with group 5A-1. 

Groups 5A-1 and 5A-2 demonstrated consistent critical thinking skills, focusing on the visual 

qualities when decoding and encoding both the ‘seen’ and ‘unseen’ artworks. Further analysis of 

the dialogues of groups 5A-1 and 5A-2, identified a higher use of more descriptive words as 

evidenced by longer clusters of terms:  

‘Powerful, peaceful, polluted, kind, strong, wild, brown, hot, busy, curvy, winds, fun and 

big’.  

These results are contradictory when considered in relation to the results of the class’s diagnostic 

tests and the teacher’s perceptions. State diagnostic tests identified that 5A had a lower literacy 

level than 5B. Information from the class teachers identified that 5A had a large ‘bottom end’ 

which had effected the class’s progress during the year lowering the teacher’s expectation of their 

literacy milestones. Hence, it would appear that groups from 5A were working above their 

documented cognitive level where the learners demonstrated a greater capacity to problem solve, 

to express their concepts and ideas both orally and visually using the discipline specific language 

if visual art introduced in the residency.  

 

These findings were further evidenced in the groups’ language and knowledge integration. 

Critical thematic ‘discovery’ terms including: ‘convicts, settlers, journey, place, and discovery’ 

emerged from the 5A-1 dialogue. This group’s dialogue showed very strong knowledge 

integration demonstrating learning from other disciplinary areas. Similarly, 5A-2 provided some 

evidence of knowledge integration: “It looks like it is around the Industrial Revolution because 

you can see all the pollution coming out.” This reference to the Industrial Revolution 

demonstrates the power of visual art works to draw out students’ prior knowledge and connect 

knowledge domains. Interestingly, while groups 5B had completed the ‘discovery’ unit in the 

previous term there was no evidence of linkages to prior knowledge or knowledge integration 

from other disciplines in their discussion of the ‘seen’ artworks. Diagrammatic representation of 

both the 5B groups’ terms (Figures 6.3 and 6.4) indicated a higher occurrence of discipline term 

words as opposed to more descriptive or interpretive language. Both 5A groups identified greater 

use of process and descriptive language.  

 

These findings are compelling when considered in relation to the cognitive capabilities of the two 

classes and the level of engagement evidenced in the first stage of the residency. As articulated in 

the teachers’ interviews and supported by my observations, class 5B engaged at a very high level 

during the first stage of residency that involved critiquing artworks. Class 5B provided perceptive 

comments derived from information evident in the work itself. The class also demonstrated 

competence in extending and relating additional information to the particular themes that were 
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under discussion regarding the meaning of the artworks. In discussing the class’s engagement the 

teacher of class 5B commented that: 

 

“It was great to see the way they participated when you showed the slides first. They 
were really involved in that and it was great to see you using some of the language there 
referring to different elements of the painting that I don’t have a background. And the 
kids picked up on that language really quickly.  Just about all of them were involved in 
that (the discussion)….I was very pleased with the way they participated in the 
discussion.” (Teacher B: Interview1) 
 

Conversely, the teacher of class 5A expressed concern with her class’s competency to engage in 

and analyze the artworks during the first stage of residency  

 

“Generally some children were very involved, very engaged. Some of the terms were too 
difficult for this group. However they seem to be enjoying it. This class has a very large 
bottom end of children with learning difficulties. No it seems to be going well and the 
children are enjoying it. We will see how they go with the next stage.” (Teacher A: 
Interview 1) 
 

This extract identifies the teacher’s awareness of the difficulties experienced by class 5A in 

discussing the artworks and importantly her apprehension regarding the class’s ability to succeed 

in the residency learning experiences. This is critical information as it conflicts with the findings 

of this study.  These identified differences in the class’s cognitive capabilities were not evident in 

the results of this study. Scrutinizing the ability of both classes to explore an ‘unseen’ artwork 

‘post-residency’ identified similar capacity to integrate knowledge and ideas to explain or 

interpret an artwork. What emerged from these dialogues was that when viewing previously 

appraised images relating to the theme of ‘discovery’, the two groups from the integrated class 

(5A) demonstrated strong recall and knowledge integration. The two non-integrated groups class 

groups (5B) did not appear to progressively develop their analytical skills through the duration of 

the unit.   

 

6.3 Group documentaries 

This data set derives from the groups’ narrative reflections on their artwork. As explained in 

Chapter Four (field notes), these reflections were captured as video documentaries where the 

groups were required to describe everything that they could recall about the art project using their 

suitcases (the artworks) as visual prompts to stimulate recall. The groups were instructed that the 

function of these documentaries was to inform people viewing their art exhibition about the 

background to the artworks. Discussions included a variety of aspects to the project incorporating 

the themes, terms, processes, and the content.  
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Data are presented as Concept Maps and Tables (Ranked Concept Lists) generated by 

Leximancer™ software. Core terms, identified in the maps and tables, have been analyzed to 

identify schematic relationships with the research question “How can an ‘artist-in-schools’ 

program best contribute to learning?”  In analyzing this data set I have sought to identify patterns 

of higher-order thinking where students are using such processes as: metacognition (thinking 

about thinking), analyzing, synthesizing, generalizing, explaining, or justifying. Students’ higher-

order thinking pathways were tracked through examining the contextual language relationships 

and significance of core identified terms. 

 

6.3.1 Group A documentary, integrated approach (5A) 

Figure 6.5 identifies key terms in Group A’s dialogue. This concept map was developed to 

identify key higher level terms and their comparative relatedness. The three most frequently 

occurring terms are ‘yellow’, ‘colours’ and ‘forest’. These terms provide an insightful overview 

of the text’s content and its focus. ‘Yellow’ is the most centrally located term occurring at the 

axis of the three key cluster groups (identified by the circles in Figure 6.5). The centrality of this 

term identifies its strong relational connection to other terms suggesting the term occurs in many 

content areas. In the Ranked Concept List (Table 6.1) ‘yellow’ is identified as the highest 

occurring term the text. The occurrence of ‘yellow’ as the central term is illuminating as ‘yellow’ 

is an adjective. This implies a focus in the dialogue on explaining and justifying the more 

complex relationships between visual components of the artwork and the subject matter. The 

group has manipulated design elements to enhance the meaning of the subject content. The 

centrality and relatedness of this term indicates the group’s focus was on reflecting on the design 

and making process (metacognition: thinking about thinking). This analysis is supported by 

scrutiny of the text that demonstrates the group’s discourse was about explaining the art 

designing and making processes: how colours were made and the intended effect of the colour 

choice.  

 

S.  We used different colours to make different textures for the rushing water. 
M.  Like the dark blue and the white 
J.  And they mixed together to make a lightish colour  
S.  Which was good for the water.” 
M.  First we started with a base and then we went on to do detail.  
 

This dialogue extract indicates that the group was integrating their art knowledge to explain the 

decisions that they made to express the complex visual elements of their artwork.  
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This focus on reflection, about the decisions made regarding the technical and symbolic codes 

used to visually express the group’s message in their artworks, is further evidenced in key term 

clusters. The proximity of terms on the cluster map identified three core groupings: 

 Dark, colour and mixed 

 Paint, brush, palm, shadows and trees 

 Forest, hammock, waterfall, place, beginning, scraped and started 

Metacognitive processes are exemplified in these cluster groups. The clusters identify a thematic 

and process focus of the Group A’s dialogue. The terms ‘beginning’ and ‘started’, ‘mixed’ and 

‘scraped’ all occur at the lower frequency level suggesting a high occurrence (Table 6.1). This 

high occurrence indicates a significant focus on metacognition where the students were 

describing the steps of their thinking when solving the design and making problems. Additional 

metacognitive language is also evident in the occurrence of such words as: planning, decided, 

painted, and outline (refer to Table 6.1: Ranked Concept List for frequency of occurrence).  

These are also critical words in providing evidence that this group was using higher cognitive 

thinking processes.  

 

Figure 6.5  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group A (5A- 

integrated approach).  The 

program was set to show key 

relationships between terms 

identified in the interview 

transcripts.  Hand drawn circles 

emphasize clusters identified by 

their proximity. 

 

 

Group A presents the process of the making and designing the artwork as complex and 

problematic. These clusters are informative as they indicate depth of knowledge where discipline 

language has been used to explain and justify aspects of the work. The relatedness of terms 

indicates a connectedness to the central topic.  Language is not presented as isolated and 

fragmented but integrated suggesting deep understanding. Knowledge is considered to be deep 

when relatively complex relations are established to central terms (Education Queensland 2001). 
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The group members’ knowledge can be considered deep because they provided information and 

arguments that demonstrated the complexity of their ideas.  

 

A further significant aspect of these dialogues is the substantive nature of the exchanges among 

group members. Their conversations involved sharing of ideas that were not controlled by a 

single participant but were characterized by extended statements directed to other group members 

and the interviewer (myself). These conversations were considered substantive as students were 

involved in extended topical consecutive interchanges. What is significant in this dialogue is that 

the group sustained their focus on the central theme of their artwork and did not include unrelated 

information. This sustained exchange is further evidenced by the duration of the group’s dialogue 

lasting for 18.55 minutes. The complexity of their dialogue suggests holistic understanding and 

that the group was using higher-order thinking processes to present knowledge as complex and 

problematic. This analysis is supported by Figure 6.6 and Table 6.1 that demonstrate the complex 

and detailed nature of the group’s dialogue. The table identifies the spectrum of language used 

and the frequency of occurrence of discipline specific language.  Discipline specific language 

used when describing the art project included: texture, detail, line, outline, colour and shadows. 

Furthermore, there is evidence of many process words, including: started, decided, beginning, 

painted, planning, design, and brush. These terms reflect the complex and comprehensive nature 

of the dialogues. 

 

Figure 6.6  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group A (5A- 

integrated approach).  The program 

was set to show all relationships 

between terms identified in the 

interview transcripts. 

 

 

 

 

 

Core thematic terms ‘discovery’, ‘journey’ and ‘utopia’ did not emerge as key terms in the 

discussion. This is surprising considering the length and detail of the group’s dialogue. The group 

adopted a more general approach to the theme: “In art we have been doing a project about a 
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perfect place for us and we had to join all of our ideas together to make one and we had to paint it 

into a suitcase.”  While there is evidence of the students having observed artworks analyzed 

during the residency, demonstrated in the artworks (see section 6.4) and supported by the 

teacher’s observations, this knowledge was not directly articulated in their dialogues. This project 

focused on fostering authentic modes of thinking through curriculum integration, which is 

considered to enhance learning and knowledge transfer. However, there was no evidence in the 

data to indicate knowledge transfer had occurred, where group member’s inter-connected diverse 

knowledges from other disciplinary areas.  

 

The inclusion of ‘yeah’, ‘yep’ and group members names as key terms provide valuable insight to 

the nature of the relationship between group members. In the context of the dialogue these terms 

suggest group support and interdependence, reflecting contribution from all group members and 

indicating cooperation. A search of the text for examples demonstrates this group support and 

interdependence: 

 

S:  We were going to put a different colour on top but we decided that it would look 
not like sand.   

M:  Yeah because it would spoil it.  
J:  Yeah because we like seeing little blotches of black  
S:  Yeah, we like it anyway. 
 

The inclusion of the group member names as key terms is significant as it indicates the discussion 

of the different roles of the participants. This suggests that the group members were using meta-

cognitive processes to explain and analyze the role and contribution of individuals in the design 

and making process. These results were consistent with my observations that the focus of this 

group’s dialogue was on explaining the processes and justifying their choices. What emerges 

from this data is the evidence of a strong positive group identity. A further interesting aspect of 

this data is the support for the individual members and positive recognition of their individual 

and group identity. 

 



 117

Table 6.1  Ranked list of terms used by Group A members to discuss their artwork.  Terms 

which were used five or more times are listed. 

 

Concept  
Absolute 

Count  

Relative 

Count  
   

 Yellow  31    100%      
 Colours 27    87%      
 forest  18    58%      
 waterfall  16    51.6%      
 hammock  15    48.3%      
 Place 14    45.1%      
 Dark 12    38.7%      
 Palm 12    38.7%      
 Painted 11    35.4%      
 shadows 11    35.4%      
 Scraped  10    32.2%      
 trees  9    29%      
 Animals  9    29%      
 caves  9    29%      
 beginning  9    29%      
 detail  8    25.8%      
 blue  8    25.8%      
 started  8    25.8%      
 time  8    25.8%      
 mixed  8    25.8%      
 Marie  7    22.5%      
 brush  7    22.5%      
 paint  7    22.5%      
 join  7    22.5%      
 texture  7    22.5%      
 yeah  6    19.3%      
 black  6    19.3%      
 bit  6    19.3%      
 Julie  6    19.3%      
 think  6    19.3%      
 decided  6    19.3%      
 suitcase  6    19.3%      
 Stephanie  6    19.3%      
 sea  6    19.3%      
 colour  5    16.1%      
 told  5    16.1%      
 sand  5    16.1%      
 kind  5    16.1%      
 idea  5    16.1%      
 gray  5    16.1%      
 brushes  5    16.1%      
 brush  5    16.1%      
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The name ‘Stephanie’ occurs as a key concept. The occurrence of this particular student’s name 

is highly significant due to the nature of this student. Stephanie is a very quiet and usually 

withdrawn student. What was evident in the group documentaries and from the teacher interviews 

is the change in her ability to interact. Both the child’s parent and her teacher were surprised by 

her level of vocal engagement where she was articulating her ideas and interests both to her 

parents and her peers. This indicates the particular mode of learning adopted that integrates visual 

arts learning experiences, relating to the student’s lived experiences, appeared to stimulate her 

cognitive activity.  

 

 ‘Smith’ occurs as an identified concept. ‘Smith’ implies the group is discussing their class 

teacher’s involvement. Participant observation notes identified the teacher’s surprising 

willingness to participate. This was surprising considering her initial apprehension and 

articulation of her lack of art knowledge and ability. The teacher provided guidance to the groups 

regarding resolving issues of composition, colour mixing and application. 

 

6.3.2 Group B documentary, integrated approach (5A) 

In the Group B documentaries (Figure 6.7) the most frequently occurring terms are: “water, brush 

and rocks”. The most centrally located term , all occurring on the vertical axis, is ‘water’ 

followed by ‘rocks’, ‘green’, ‘red, ‘texture’ and ‘brush’. The strong intensity of the identified 

terms’ tone implies that they are core terms. The centrality of these terms indicates that they have 

a strong relationship to the other terms occurring on either side of the axis. The occurrence of 

these terms along the vertical axis also indicates a strong contextual relationship between these 

terms within the Group B dialogue. This is enlightening as this arrangement indicates diverse 

forms of knowledge: content connections (water and rocks), descriptions of visual qualities (red, 

green) and consideration of technical processes (brush). The strong axial relationship of the terms 

demonstrate knowledge integration and reflection on processes, hence are indicators that this 

group are applying higher-order thinking processes. 

 

‘Green’, being the most central term , has both a strong vertical and horizontal relationship to 

other terms indicating a strong connectedness.  ‘Green’ has a very strong relatedness to all the 

key core cluster groups: green and trees; green and river, black and brush; and green and rocks, 

water, texture. This is significant as it demonstrates that the focus of the group’s dialogue was on 

metacognitive processes where the group is reflecting on their selection and application of 

colours and textures in relation to the content. This demonstrates more complex understanding of 

the component relationships.  
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A.  And so we based it at night and have yellow spots here for the stars. 
H.  And down here we have a forest that is linked to the rivers. We designed it so 

that there would be many different forests made by different lines (lines of the 
river) 

A.  And we showed shadow and depth in the water. And we put some rocks in the 
water fall. 

L.  And some red in the rocks 
H.  To give it texture. 

 

 ‘Texture, water and rocks’ form a strong central term cluster. The intensity of this cluster group 

indicates the strong frequency of occurrence of these terms in addition to their relatedness to 

terms both to the left and right of them. This is evidenced in Figure 6.8. 

 

Figure 6.7  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group B (5A- 

integrated approach).  The program 

was set to show key relationships 

between terms identified in the 

interview transcripts.  Hand drawn 

circles emphasize clusters 

identified by their proximity. 

 

 

 

Figure 6.8  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group B (5A- 

integrated approach).  The program 

was set to show all relationships 

between terms identified in the 

interview transcripts. 
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Additional key term clusters (Figure 6.9) that provide further insight to student thinking pathways 

include: river, colour, colours, black and brush.  The terms: ‘texture, water, rocks, green, red, 

brush, trees, work, shadows, place, line, lines, dark, special, black, colours and colours’ all occur 

below the “Frequent” occurrence threshold (Table 6.2) indicating a very high occurrence.  Table 

6.2 (below) provides details of the number of iterations of these terms and their relativity. 

 

Figure 6.9  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group B (5A- 

integrated approach).  The program 

was set to show all relationships 

between terms identified in the 

interview transcripts.  Hand drawn 

circles emphasize clusters 

identified by their proximity. 

 

 

 

The terms ‘journey’ and ‘utopia’, the residency theme for the student artworks, are not 

specifically referred to, however, are indicated through the semantics of the text: “a nicer place” 

referring to the concept of a perfect world. The vignette (below) indicates a broader philosophical 

description of the group’s artwork, where the group members discuss focus on the symbolic 

representations articulated in their work. This is supported by a text fragment: 

 

H.  This project is basically about the concept of going to a nicer place than the city. 
A.  If you come out here it is all nice and fresh and clean and there no one is living 

here.  
L.  And up here is a bird which is a symbol of freedom. 
H.  A dragon! But it is not kind of a fearsome dragon. So it represents power and 

freedom more than um scary and 
 

Of further significance is the evidence of a sustained dialogue by Group B that is not scripted by 

one person and which builds logically from one idea to the next. This indicates a high level of 

engagement with sustained psychological investment in describing themes and processes, 

justifying relationships and constructing explanations of decisions. This is supported by the 

inclusion of ‘represent’ and ‘represents’ as key terms (Figure 6.9). These terms suggest the 

group’s in-depth exploration of the art theme and its representation. The group uses these terms, 
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and similar ‘symbolism’, to explain the relationships between elements identified in the painting 

and their meaning. These processes demonstrate that the group is operating at a high cognitive 

level, and are indicative of metacognition.  

 

Table 6.2 Ranked list of terms used by Group B members to discuss their artwork.  Terms 

which were used five or more times are listed. 

 

Concept  
Absolute 

Count  

Relative 

Count  
   

 water  19    100%      
 brush  19    100%      
 rocks  18    94.7%      
 green  18    94.7%      
 texture  18    94.7%      
 red  18    94.7%      
 black  15    78.9%      
 trees  12    63.1%      
 river  12    63.1%      
 line  10    52.6%      
 work  10    52.6%      
 colour  7    36.8%      
 colours  7    36.8%      
 shadows  7    36.8%      
 Yeah  6    31.5%      
 place  6    31.5%      
 lines  5    26.3%      
 bottom  5    26.3%      
 splashing  5    26.3%      
 dark  5    26.3%      
 special  5    26.3%      
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6.3.3 Group C documentary, non-integrated approach (5B) 

 

Only one concept map has been included for Group C (Figure 6.10) due to the simplicity of the 

schematic representation of the map showing all term linkages. Significantly, the duration of 

Group C’s documentary was only 4.28 minutes (see section 6.3.6 for comparative listing of all 

group documentary times).  It is important to note that Group C had difficulty sustaining their 

focus and routinely spoke about other considerations. 

 

Figure 6.10  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Group C (5B- 

non-integrated approach).  The 

program was set to show all 

relationships between terms 

identified in the interview 

transcripts. 

 

 

 

 

The three most frequently occurring terms in the text are: suitcases, Utopia and trees. The most 

centrally located term is ‘suitcases’ followed by ‘utopia’ with ‘trees’ and ‘art’ at the same level of 

centrality. At the key term frequency threshold only ‘suitcases’ emerged as an identified term . Its 

central position also indicates it directly relates to all other terms.  

 

Both the Figure 6.10 and Table 6.3 do not provide evidence of group members engaging in 

substantive conversation. Analysis of the dialogue transcript indicated that the group had 

difficulty recalling the stages of the art project and demonstrated limited understanding of the 

related design and making processes. While the group demonstrated recall of the key thematic 

term of ‘utopia’ there is limited evidence of the group applying the discipline-specific knowledge 

gained during the residency learning experiences.   

Dialogue extract: 
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J.  And a funny thing is that we have licorice trees and weird creatures 
M.  Yes and play stations 
J.  And also in the sky  
T.  And these are night birds and that is a day bird. 
M.  We did nocturnal birds 
J.  We did Utopia because we would like to live in this place. 
M.  Yeah 
J.  Um what else. 
T. Umm um this is rain. 
 

This dialogue extract indicates the conversation is not dominated by one group member; however 

it suggests low levels of substantive conversation. Utterances are short and do not logically or 

sequentially build from one participant’s idea to the next. Furthermore, there were no extended 

statements. This indicates that understanding and knowledge was not deep, as the significant 

terms and ideas were not connected. 

 

Table 6.3  Ranked list of terms used by Group C members to discuss their artwork.  Terms 

which were used five or more times are listed. 

 

Concept  
Absolute 

Count  

Relative 

Count  
   

 suitcases  10    100%      
 Utopia  10    100%      
 trees  7    70%      
 

Discipline specific language has not been considered when describing the art project. This group 

did not attempt to explain or justify their choices of colours or explain design considerations.  

 

6.3.4 Group D documentary, non-integrated approach (5B) 

The poorly populated concept maps for Group D (Figure 6.11) indicates a low representation of 

terms in the text. This is supported by the Ranked Concept List (Table 6.4) which indicates a low 

absolute count of terms. The three most frequent terms identified in text analysis were: ‘sky, 

utopia and candy’ occurring at levels below the key term threshold (Figure 6.12). The most 

central term is ‘shop’, followed by ‘candy, sky and utopia’. This result suggests a content focus 

on the subject matter of the artwork as opposed to processes. ‘Texture’ is located near to ‘painted 

and project’ and ‘flowers and dreams’ suggesting the terms have a strong contextual relationship. 

This indicates texture has been used to describe the painting of the project and that the group is 

reflecting on the technical and design processes, hence demonstrating the use of metacognitve 

thinking processes. 
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Figure 6.11  Schematic representation 

of relationships between terms as 

determined by the software program 

Leximancer™ for Group D (5B- non-

integrated approach).  The program 

was set to show all relationships 

between terms identified in the 

interview transcripts. 

 

 

 

 

 

Figure 6.12  Schematic representation 

of relationships between terms as 

determined by the software program 

Leximancer™ for Group D (5B- non-

integrated approach).  The program 

was set to show key relationships 

between terms identified in the 

interview transcripts. 

 

 

 

 

The concept map for Group D (Figure 6.11) identifies two clear cluster groupings: 

 Painted, project and bird 

 Textures, flowers and drawn 

Richer insight to these clusters and the frequency of occurrence of terms is gained by 

contextualizing the clusters with the Ranked Concept List (Table 6.4).  While ‘painted’ is a 

critical term, indicating that the group is reflecting on the processes of making the artwork, the 

term only occurs on two counts in the text. More significantly texture occurs five times while 

drawn occurs on three counts. ‘Yeah’ emerges a key term, indicating the group members’ 

affirmation. The term ‘yeah’ is closely associated with discussion of the thematic content of the 

artwork as opposed to the processes. There is a very mild association between ‘yeah’ and the 
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term ‘texture’. This may also indicate that there was limited support and extended discussion of 

this term .  

 

Noticeable features of this dialogue are the short utterances and the lack of an extended sustained 

dialogue that builds from one student to the next. While Group D (5B non-integrated approach) 

spoke for only 7.05 minutes, there were notably many pauses with fragmented utterances often 

broken by ‘um’s’: 

 

A.  Can I just say that this is our Utopia? 
H.  We were doing a project on ‘journey to utopia’ and, um this is what our utopia… 
M.  And this is what our utopia turned out like 
A.  Yeah , and this is what our utopia turned out like, um  
W.  And we have some lovely birds in the sky which  
H.  M.____ drew and  
M.  A big sun! 
H.  And we’ve got some sky which the boys did 
W.  And some lovely candy and flavour shops drawn by me and  H.____ 
M.  And I did the flowers. 
 

No consideration has been made to justify or explain the inclusion of key thematic components, 

including ‘birds, or the sun or candy’. The function of this dialogue is to explain the different 

individual group member roles. This emblematic data indicate a low level of complex 

understanding and exploration of the theme. This is supported by the Ranked terms list (Table 

6.4) that identifies a low level of descriptive language. This is surprising considering this Group 

D’s dialogue was of a similar duration to Group B. 

 

Table 6.4   Ranked list of terms used by Group D members to discuss their artwork.  Terms 

which were used five or more times are listed 

 

Concept  
Absolute 

Count  

Relative 

Count  
   

 Sky 16    100%      
 Utopia  10    62.5%      
 candy  8    50%      
 shop  7    43.7%      
 texture  5    31.2%      
 

6.3.5 Time on task 

Recognition of the time spent discussing the artworks by all class groups is significant providing 

evidence of the capability of both class groups to sustained a dialogue. Importantly these group 
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conversations do not represent repetition or rehashing of material but rather a prolonged dialogue 

that introduces new material and ideas.  

 

Integrated, 5A1: 18.55 minutes (girls)* (Group A documentary) 

Integrated, 5A2: 8.10 minutes (boys)* (Group B documentary) 

Integrated, 5A3: 8.03 minutes (girls) 

Integrated, 5A4: 10.12 minutes (girls) 

Integrated, 5A5: 4.25 minutes (boys) 

Integrated, 5A6: 7.32 minutes (girls) 

Integrated, 5A7: 4.15 seconds (girls, two members absent) 

 

Non- Integrated, 5B1: 3.05 minutes (two males, two females) 

Non- Integrated, 5B2: 4.28 minutes (two males, two females)*(Group C documentary) 

Non- Integrated, 5B3: 7.05 minutes (two males, two females)*(Group D documentary) 

Non- Integrated, 5B4: 5.50 minutes (two males, two females) 

Non- Integrated, 5B5: 9.50 minutes (two males, three females) 

Non- Integrated, 5B6: 5.12 minutes (two males, two females)  

Non- Integrated, 5B7: 3.43 minutes (two females, one male) 

(* focus groups for analysis) 

 

What must be considered in this data set is the significant difference in capacity to sustain a 

group dialogue reflecting on their artwork between the groups in the integrated class (5A) and 

those in the non-integrated class (5B). The length of time group members engaged in discussion 

of their group’s artwork in the non-integrated class (5B) was limited in comparison to the 

integrated class 5A. Five groups in the integrated program (5A) were able to sustain their 

conversations for over seven minutes with the longest dialogue being 18.55 minutes. In the non-

integrated class (5B), of the seven class groups, only two groups were able to sustain a topical 

focus, when discussing their own artworks, for over seven minutes with the longest conversation 

lasting 9.50 minutes. This is compelling data that further demonstrates integrated class 5A’s 

stronger capacity to sustain a topical conversation indicating a greater depth of knowledge and 

understanding of the terms presented in the residency.  
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6.4 Visual dialogues (student artworks) 

 

Section 6.3, (Student documentaries) presented the narrative reflections of two groups from the 

integrated program (5A), Group A and Group B, and two groups from the non-integrated 

program (5B), Group C and Group D. Section 6.4 extends the exploration of the nature of 

learning that occurred during the residency, linking the groups’ reflective documentaries with 

their artworks (suitcases). The two integrated groups (A and B) and the non-integrated groups (C 

and D) are the same sample groups that were represented in the documentaries. This section 

presents additional data to support and enhance understanding of the data presented above 

(section 6.3). Group narrative reflections (student documentaries) provided extensive information 

regarding the content, concepts and intentions of the groups’ artworks. Hence, in analyzing this 

data set I have sought not to repeat findings identified in the documentaries, but to explore 

information that provides complementary understanding of the nature of student learning as 

evidenced in their artworks. The analysis of visual dialogues focused on data that illuminated 

students’ thinking pathways examining the content and processes evident in the works (Wolf 

1989; Ross and Mitchell 1993). 

 

Literacy competence and deep student learning is considered to be demonstrated by  a learner’s 

capacity to apply diverse codes of communication (Cope and Kalantzis 2000). This data set, the 

group artworks, focuses on the learner’s visual codes of communication as evidenced in their 

artworks. These visual dialogues present a further method to track the students’ cognitive 

processes. Higher-order thinking processes are deemed to be evident when students are 

manipulating knowledge and ideas in ways that transform their meaning and extend their 

application.  This data set seeks to identify where there is evidence of knowledge transfer from 

the learning experiences in the residency to the artworks. 

 

Analysis of the integrated class’s (5A) (Figure 6.13 and Figure 6.14) and non-integrated class’s 

(5B) (Figure 6.15 and Figure 6.16) artworks supports the findings in the earlier data sets (group 

interviews and documentaries) that identified differing levels of thinking processes. The 

integrated class artworks revealed clear links to the discipline knowledge where students have 

observed and deconstructed artworks during the residency. What is critical in this data set is the 

evidence that the learners have reconstructed their knowledge in a visual format. Evidence of this 

knowledge application is demonstrated by the level of sophistication of concepts and the groups’ 

exploration of painting styles and techniques.  
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Figure 6.13  Artwork produced by the integrated 

class, Group A. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 6.14  Artwork produced by the 

integrated class, Group B.  
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Figure 6.15  Artwork produced by the non-integrated 

class,  Group C 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 6.16  Artwork produced by the 

non-integrated class, Group D.  
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Both integrated groups (A and B, 5A) demonstrated a deeply considered focus on the subject 

matter, articulating in their discussions the intended meanings of each facet of their paintings. 

Both of the integrated groups developed concepts that demonstrated they were manipulating 

knowledge and applying this knowledge to meaningfully communicate their ideas. Further 

evidence of this understanding and application of knowledge is demonstrated by the groups’ 

consideration of the visual qualities of the work: how the choice and application of colours, 

textures and tone articulated their concepts. This depth of thinking was not evident in the 

artworks of the non-integrated groups (Groups C and D, 5B). Considering class 5B’s depth of 

engagement in the analysis of stimulus images relating to the term themes, it was surprising that 

both of the non-integrated class 5B groups did not transfer this understanding to their own 

artworks, but rather, continued to use their pre-residency repertoire of stylized, formulaic 

representations (e.g. rainbows, suns, birds). Hence, there was no observable evidence of growth 

and development of visual language within the non-integrated class groups. For example, there 

was no evidence of change in their art-making resulting from having observed and analyzed 

diverse artworks related to the theme ‘utopia’. Conversely, the integrated class (5A) developed a 

visual language that evolved through the experience. For example their artworks demonstrated a 

conscious use of the elements and principles of design (e.g use of outline to emphasize significant 

aspects of the image; symbolic use of colour). Hence, the integrated groups A and B provided 

evidence of discipline knowledge gained through deconstructing images related to the residency 

theme. 

 

The integrated Group A’s artwork (Figure 6.13) demonstrates a higher level of technical 

sophistication than that of the non-integrated Group B’s (Figure 6.14). What is significant, as 

identified in the findings of the Group A’s documentary, was their deep consideration of the 

visual qualities of the work and what these elements were meant to represent. This was evident in 

a representative dialogue vignette where Group A justified their use of line: 

 

A.  We used line.  
L.  Yeah we outlined everything to make them stand out of the picture.  
M.  We were thinking about leaving the trees to blend in with each other but we 

decided not to.  
H.  We really wanted to make it stand out not leaving the trees so that they could 

blend in with each other.  
A.  They are special. 
 

The integrated Group A’s highly considered focus on use of line, and the qualities of the colours 

chosen, demonstrates that the group has applied concepts from the images analyzed previously. 

The concepts and techniques used provide evidence of knowledge transfer from the residency 
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learning experiences. This considered application of paint was not evident in the artworks of the 

non-integrated class 5B. 

6.5 Discussion of group interviews, documentaries and visual dialogues 

This research project focuses on identifying authentic modes of learning that are characterized by 

higher-order thinking, depth of understanding and substantive conversation.  An integrated 

curriculum approach is considered to enhance learning and knowledge transfer. As explained 

earlier, class 5A’s learning experiences were integrated linking to the curriculum theme of 

‘Discovery’, while class 5B’s learning experiences were non-integrated having ‘The Sea’ as their 

curriculum theme.  

 

Evidence presented in the findings indicates that class 5A undertaking an integrated approach 

was working above their deemed capability and applying higher-order thinking processes.  

Demonstration of the integrated groups application of complex higher-order thinking processes is 

manifested by the terms identified as key terms such as: planning, decided, beginning, started, 

represents, symbolizes, mixed and scraped. These terms reveal the groups’ recall of their thought 

processes when designing and making the artworks. Similar process terms were not identified as 

core terms in the non-integrated class’s (5B) group documentaries. The data provided evidence 

that the particular integrated residency approach adopted for the integrated class fostered 

students’ metacognitive thinking. 

 

A surprising finding of the reflective documentaries data was that in their narrative reflections 

neither the integrated nor the non-integrated groups made the direct connection to the ‘discovery’ 

theme; hence, did not demonstrate specific recall or knowledge integration with the unit theme. 

Core thematic terms ‘discovery’, ‘journey’ and ‘utopia’ did not emerge as key terms in the 

integrated class groups’ discussions. As class 5A followed an integrated approach it could be 

anticipated that these groups would make these thematic connections in their reflective 

conversations. Discipline specific knowledge, however, was evident in both the reflections and 

the artworks of the integrated groups (5A). The dialogue of these two groups typically applied 

technical language to explain and justify the more complex relationships between visual 

components of the artwork and the subject matter. Discipline language was not presented as 

isolated and fragmented but integrated suggesting deep understanding. This more analytic and 

problematic approach to discussing their own artwork was not evident in the documentaries or 

the artworks of the two non-integrated class groups (5B). In addition, there was limited evidence 

of the application of discipline specific language. These findings are very surprising when 

considered in relation to the teacher’s perceived cognitive capabilities of the 5B class that were 

believed to be significantly higher that those of class 5A. The results provide further compelling 



 132

evidence that the integrated class (5A) was performing at a higher cognitive level than indicated 

by diagnostic testing, and their teacher’s perceptions. 

 

Strong positive group identity emerges from this data as a key characteristic of both of the 

integrated Groups A & B (Class 5A). These conversations demonstrated strong group support 

and a respectful interdependence. This mutually respectful and collaborative approach was not 

evident in the dialogues of the non-integrated Groups C & D (Class 5B). What is particularly 

significant about the integrated class dialogues is the very high level of engagement evidenced by 

their motivation and whole group ownership of the project. The integrated class Groups A & B 

seemed to be passionate about their artworks, desperately wanting to communicate all facets of 

the work; hence, the conversations were substantive with students were involved in extended 

topical consecutive interchanges that were not dominated or scripted by one speaker. This 

sustained exchange is further evidenced by the considerable duration of the integrated Group A’s 

documentary- 18.55 minutes. When considered in relation to the general expectations for this 

particular age this is a significant amount of time for the group to have sustained a conversation. 

Conversely, the non-integrated class Groups C & D appeared to experience greater difficulty 

sustaining a topical conversation, appearing less engaged and requiring more prompting to 

continue the dialogue. Transcript analysis identified that the non-integrated Group C experienced 

difficulty recalling the stages of the art project and demonstrated limited recall of the related 

design and making processes. Furthermore, their dialogues focused on identifying the 

individual’s personal contribution as opposed to their contribution as a group. Interestingly, while 

the conversations were not scripted by one person, the non-integrated Group D sustained their 

conversation for a similar length to the integrated Group B.  However, their (Group D) utterances 

were routinely short and punctuated by pauses. Conversely, Group B dialogues were not 

characterized by short utterances of frequent silent pauses. 

 

6.6 Teacher interviews 

 

As discussed in Chapter Five, data have been analyzed according to their relevance to the 

research question, which investigates the effects of two different approaches to art residencies on 

students’ authentic modes of learning. In analyzing the teacher interviews, evidence of the 

teacher’s perceptions, beliefs and attitudes regarding the residency were considered to be 

revealing evidence of the results of this study. 

  

Teacher interviews have been analyzed in relation to the other data sets to provide congruence. 

Teachers operate and react in different ways. Their understanding and responses to the residency 
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learning experiences were analyzed to identify perceptions that relate to the research question. 

These data sets were analyzed for implicit relationships and consistency of themes across 

documents, enabling further exploration of, and insight into, authentic modes of learning. These 

themes include such aspects as: groups, student engagement, gender, language, art practice. 

Leximancer™ was configured at fully automatic mode without manual seeding to enable the 

important themes of the text to emerge independently of the researcher. 

 

6.6.1 Integrated approach, Teacher 5A’s interview results.  

Content analysis of the integrated teacher’s (5A) interview identified ‘kids’ as the pivotal term 

within the text (Figure 6.17). The word ‘kids’ occurs at the lowest frequency and is the most 

centrally located term on the map, indicating it has a high relatedness to other key terms within 

the teacher dialogue (Figure 6.17). As demonstrated in Figure 6.17 and Table 6.5, ‘kids’ has a 

strong relatedness to other identified key terms ‘masterpieces’, ‘group’, ‘artwork’, ‘unit’ and 

‘display’, suggesting its occurrence in these dialogue contexts. These schematic juxtapositions 

and frequencies are indicative of Teacher 5A’s (integrated) attitudes and beliefs regarding the 

residency program and its impact on her students. It is significant that ‘display’ and masterpieces’ 

have occurred at a very low frequency of ten percent with 17 and 15 iterations respectively 

throughout the dialogue (Table 6.5). This infers a strong thematic focus within the teacher’s 

conversation. The identification of these terms indicates the teacher’s dialogue centres on the 

physical outcome of the residency: the artwork and the exhibition, and not on the ‘learning 

processes’. 

 

Figure 6.17  Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Teacher 5A.  

The program was set to show key 

relationships between terms 

identified in the interview 

transcript.  Hand drawn circles 

emphasize clusters identified by 

their proximity. 
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Table 6.5  Ranked list of terms used by the teacher of class 5A to discuss her students and 

their artwork.  Terms which were used five or more times are listed 

 

Concept  
Absolute 

Count  

Relative 

Count  
   

 kids  24    100%      
 display  17    70.8%      
 think  17    70.8%      
 masterpieces  15    62.5%      
 artwork  9    37.5%      
 time  8    33.3%      
 unit  8    33.3%      
 lot  8    33.3%      
 group  7    29.1%      
 art  6    25%      
 suitcases  6    25%      
 work  6    25%      
 suitcase  5    20.8%      
 groups  5    20.8%      
 

The data analysis software text browser was used to explore implicit and explicit associations 

between the themes ‘kids’ and ‘masterpieces’. The following revealing vignette indicates the 

teacher’s perceptions: 

 

“I was very surprised at the standard of some of the artwork that some of them produced. 

I didn't think as a group of four that they would be able to come together with all of their 

different personalities and paint what amounted to in most cases such magnificent pieces 

of art. The paintings were just so 3-dimensional and I stood mesmerized by them. But I 

was more surprised by the incredible standard of the artwork that I hadn't been seeing in 

the classroom.”  

 

This revealing vignette articulates the teacher’s pride and high level of regard for her class’s 

achievement. The term ‘masterpieces’ indicates a work of genius or stunning success and as such 

is clearly an excessive description for children’s artwork. What is significant is the need of the 

teacher to demonstrate the level of her regard for her children’s artwork. There is a tendency in 

interviews for the interviewee to adopt a response that they consider is the required interviewer 

response. The focus by the teacher on the more positive aspects of the project during this 

interview may indicate that her responses are intended to satisfy the interviewer. However, due to 

the very high occurrence of the term ‘masterpieces’ (Table 6.5) during the interview it can be 

inferred that the teacher had identified a significant change in her student’s art ability. This 

observation resonates with post-residency conversations where I was invited by the teacher to 
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view her students’ latest watercolor artworks. The teacher reiterated her belief that the children 

could not have produced this standard of work prior to the residency. While not documented, 

these conversations identified that the teacher perceived a change in her class’s level of 

engagement, with many children arriving before school to complete art projects. In the context of 

this study this is significant as it raises a question as to the trigger for the change in the children’s 

level of commitment, motivation and artistic skills. Could the agency for change be the teacher 

whose pedagogical approach to art has changed from the residency experiences? There appeared 

to be a greater focus on art in the curriculum. These results indicate a change in teacher attitude 

and in the class’s artistic ability.  

 

A search of ‘kids’ and ‘group’ identified the following emblematic extract: 

 

I think that I've got a little more faith in the kids collectively than I had. I was feeling that 

going into this that it was going to be a disaster and I was a bit worried about how the 

results would turn out. But they have surprised me and I am very pleased that they have. 

 

This vignette provides valuable insight regarding a change in the teacher’s understanding and 

attitude towards her class. This is a critical extract as it demonstrates a change in the teacher’s 

knowledge and belief about teaching and learning in group based activities. ‘A little more faith’ 

indicates a release of control by the teacher and a preparedness to allow the students in the future 

to select, lead and resolve group issues. Indicated in the above extract is the teacher’s initial high 

level of apprehension regarding the capabilities of her class to achieve in group-based learning 

and in the less structured art domain. These concerns were reiterated both prior to the residency 

and throughout its duration in informal conversations. The teacher was particularly concerned by 

the student’s level of engagement during the Powerpoint™ presentations in the first stage, and by 

the high level of ‘tension’ in groups evidenced during the design stage. This group ‘tension’ was 

considered by the teacher to be problematic, reflecting a lack of group cooperation and presenting 

an insurmountable barrier to the success of the project. Considerable time was spent during the 

design phase, by both the teacher and myself, in resolving group conflict issues and assisting the 

groups to progress their united concepts. Significantly, at the conclusion of the project there was 

an attitudinal change in the teacher’s understanding of the operations and value of different types 

of learning activities that involve a more active and independent role for the students. This 

identifies a transition in her perspective on teaching and learning. This transition is further 

supported by the teacher’s dialogue extract:  
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I didn't think as a group of four that they would be able to come together with all of their 

different personalities and paint what amounted to, in most cases such magnificent pieces 

of art. 

 

Further evidence of this attitudinal change is demonstrated by a discussion with the 5A teacher 

post-residency who enthusiastically described her intentions to undertake a large scale group-

based art project. 

 

Co-terming of ‘kids’ and ‘pride’ provided further insight as to the teacher’s perceptions of the 

outcomes of this residency. In considering the benefits of the residency program, the teacher 

states: “Pride in their work! And I think it is also giving them the sense of “I can do this!’”. This 

quote indicates the teacher’s observation of a transformation in the students’ preparedness to take 

risks in the production of their art work. For this change to occur suggests a social support 

structure to be present in the classroom indicating the teacher’s respect for the students and their 

ability to succeed. This change in the class support structure was further evidenced in 

conversations with the teacher. The teacher indicated she is now more inclined to encourage the 

children to ‘give it a go’ in drawing, confident of their ability to solve the problem. The students 

have responded by continuing to produce a very high standard of artwork, which she attributes to 

the residency learning experiences. This indicates a sustained change in the students’ level of 

ability in their art.  

 

The teacher’s perception of the importance of social support to the children’s capacity to learn is 

articulated in the semantic relationship between ‘kids and display’. A revealing teacher dialogue 

vignette identifies the teachers’ perceptions of the project and its benefits:  

 

I think it was all very worthwhile and I think that the kids would agree. Worthwhile 
because I think everyone got something out of it. The children got something out of it to 
be proud of, the parents got something out of it because they saw there children doing 
something that maybe they weren't thinking they were capable of. I got something out of 
it because I saw my kids all achieving at something. And I think the school probably gets 
something out of it because 'Hey we have had an art display in a public place and other 
people have been invited to view it'. (Participant Observer field notes) 

 

‘Display’ indicates a sharing of the student’s art experiences, feelings and ideas with peers, 

friends, teachers and parents. The response indicates the teacher’s awareness of the significance 

of this project to the whole school community. It identifies the great sense of pride by the teacher 

in her students’ achievement and recognition of the significant role parents play in the learning 

lives of their children.  
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Results from this data set indicate a change in the children’s level of engagement and artistic 

ability. What must be questioned is the trigger for this change. While the data are not conclusive, 

what emerges is the possibility that it is the teacher who is the catalyst for change by providing 

stronger social support structures in the classroom. The teacher articulates a change in her 

approach encouraging the children to ‘give it a go’ and a belief in their ability.  Results are not 

conclusive need further research that investigates the impact of residency experiences on 

teachers’ pedagogical philosophy. 

 

Figure 6.18   Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Teacher 5A 

(integrated).  The program was set 

to show all relationships between 

terms identified in the interview 

transcript.   

 

 

 

 

 

Figure 6.19    Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Teacher 5A 

(integrated).  The program was set 

to show frequent relationships 

between terms identified in the 

interview transcript 
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6.6.2 Non-integrated approach, Teacher 5B’s interview results 

The major identified terms in the non-integrated Teacher 5B’s text are ‘group, kids, ideas and 

work’ occurring at a frequency of 15% with ‘unit, children and parents’ at twenty percent (Figure 

6.20). These low frequencies identify a high occurrence of these terms in the text and are 

indicative of the focus of non-integrated Teacher’s dialogue.  

 

Figure 6.20   Schematic 

representation of relationships 

between terms as determined by 

the software program 

Leximancer™ for Teacher 5B non-

integrated.  The program was set to 

show all relationships between 

terms identified in the interview 

transcript 

 

 

 

 

 

The semantic correlations between the terms ‘group, kids, ideas and work’ are highly 

illuminating demonstrating extensive teacher reflection on her perceptions of the residency 

learning experiences. It is significant to note that there is no focused discussion of the qualities of 

the final art piece, as was evident in the integrated Teacher 5A’s discussion. The integrated 

teacher (5A) refers to her students’ artworks as ‘masterpieces’, while the non-integrated teacher 

(5B) states “it is just children’s art”. Teacher 5B’s comments provide a validation for the 

perceived lower standard of work, while Teacher 5A’s acknowledges her students’ outstanding 

achievement. In the non-integrated teacher’s (5B) dialogue there is a focus on the nature of the 

pedagogical practices and processes that impacted on the art pieces. This interpretation is 

supported by the following emblematic extract from the non-integrated teacher’s (5B) interview: 

 

Working in groups was a good exercise. I planned the groups and some of them worked 

better than others. So you think you know your children but you don't really, um, you 

know trying to put some of the perhaps more outspoken ones with some of the ones who 

were going to participate least. In that (worked better) they were talking and using lots of 

great ideas.... (a)nd then they did their sketches and it just seemed that some of the ideas 
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didn't come through from some of the sketches. They had all the brilliant ideas but when 

it came to sharing who was going to do what part of the painting and sketching, we had 

some group dynamics there that perhaps weren't showing that everyone was going to do a 

fair part of it. 

 

There are a number of noteworthy aspects to this iteration. Firstly, the non-integrated  teacher 

(5B) indicates recognition that the groups did not reach their full potential. What is inferred, but 

not specifically articulated, is the clear comparison to the high standard of artwork achieved by 

the other class. Secondly, on reflecting on group dynamics during the design phase, the teacher 

presents group ‘tension’ as a negative element interpreting the tension as a lack of cooperation. 

Interestingly, my journal entries identify a conflicting observation of the group dynamics 

responding with surprise at the ‘lack’ of dynamic tension and the surprisingly submissive 

approach evident in the groups: “Surprisingly the groups were quite accommodating and there 

appeared to be no signs of tension due to loss of ideas.  The ideas of these groups were 

surprisingly naïve.  I had anticipated more rigorous conversations between group members, 

where children really challenged their ideas and had to justify their inclusion in the design”. 

Thirdly, as a reflective practitioner, the teacher, on thinking about the outcomes, indicates that 

perhaps they may be due to her intervention in selecting the groups or lack of artistic expertise 

and knowledge. The teacher makes repeated reference to the groups: “Perhaps I should have just 

let them chose their own groups and I wonder what the result might have been then?”. This final 

line is highly illuminating indicating a transition in the teacher’s perspective on teaching and 

learning, whereby the students have a more active and independent role in their learning. This 

‘release of agency’ indicates recognition of students’ ability to makes decisions. The teacher’s 

desire for control is evident by her response to this tension and need to select the groups. 

 

Literature searches focusing on ‘groups and peer interaction’, discussed in Chapter Two, indicate 

that teacher-selected heterogeneous groups should lead to greater cognitive activity. Hence, 

considering the higher academic level of this 5B group (non-integrated) and their heterogeneous 

grouping this class should have achieved a higher standard. These results while illuminating are 

not conclusive. Understanding the impact of group-based approaches in art residencies is 

complex and beyond the scope of this study, and requires further investigation. The nature of 

groups in relation to emerging findings from other data sets will be discussed in more detail in 

Chapter Seven.  

 

A further key result from the data analysis is related to the focus of the teacher’s dialogue on her 

class’s response to the paint medium. The non-integrated teacher (5B) describes the residency 

context as a ‘less formal setting’ where students have less self control. My reflections also 
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support the evidence of a lack of self-control by a number of the groups. I identified an extreme 

problem by the class in general on focusing on the painting of their concept due to an 

overwhelming need to explore the tactile qualities of the paint medium.  

 

The children do not have systems of behaviour protocols for use in an art class. They are 

extremely well behaved in the theoretical and the practical drawing class however did not 

know how to behave in a class painting experience. Students have not conceptualized the 

sort of behaviours that are appropriate in an art class. Clearly this is due to a lack of 

previous experience. The group was very aware that they had lost their concept and 

happily began to repaint their image only to produce another layer of expressive paint 

application void of a discernable image.  Interestingly there was no tension in the group 

who appeared to really enjoy the whole process.   

 

This evidence suggests a need for the teacher and the class to explore the medium prior to the 

residency to optimize the learning outcomes. 

 

The second cluster of key terms or co-terms ‘children and parents’ focuses on the teacher’s 

identified perceived strengths of her class in relation to the project. ‘Children’ and ‘parents’ form 

key terms occurring in the same cluster grouping as ‘library’ and ‘proud’. It is in this context that 

they will be discussed. The non-integrated teacher’s dialogue considers ‘parents’ and ‘children’, 

in relation to the children’s enthusiasm and pride in their work and the high level of parental 

support given for the project. The teacher expressed amazement at the number of parents who 

came to the exhibition opening. Her response indicates her understanding of the significance of 

the project to the children as evidenced by the support and high attendance at the art opening. In 

the context of this study it indicates a high level of student enthusiasm that is recognized and 

valued by the parents. In Productive Pedagogies (Education Queensland, 2000) the terms 

‘attentiveness, doing the assigned work and showing enthusiasm’ are considered characteristics 

of ‘academic engagement’ that foster higher standards of achievement. Considering the high 

level of identified engagement within the class, the question emerges as to why the group’s recall 

of the art design and making processes was not richer in the documentary. 

 

The term ‘slides, boys, participation and knowledge’ form a cluster grouping occurring in similar 

contexts within the document and provide further contextual understanding of the nature of the 

teacher’s perceptions of her class’s ‘engagement’ (Figure 6.19). The cluster has a particular 

relationship between the boys’ level of engagement and the use of technology (Powerpoint™ 

presentation). The non-integrated teacher’s (5B) conversations after the initial analysis lesson 

identified that this was the first time that all of the students had seen Powerpoint™ and that they 
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were not use to technology that worked. The teacher recognizes and emphasizes the importance 

of access to and use of quality visually stimulating ‘resources’ as   exemplified in this dialogue 

extract: 

 

 Certainly while they were participating there was certainly a lot of interest and a lot of 

enjoyment and a lot of thought that they put in to it. I was amazed at the way particularly 

the boys joined in the discussions. They really had some good input into those early 

discussions. Maybe they could identify with the technology or transport (theme) and the, 

um, I don't know perhaps they thought it was more of a boy thing. Or what ever. But the 

boys, the boys surprised me with the input they had.   

 

Again the question arises, considering the high level of engagement in discussions of art works 

and the cognitive capabilities of this class why was the non-integrated class’s engagement not 

sustained? A final critical characteristic of academic engagement is ‘sustained psychological 

engagement’. On consideration of the data (documentaries, artworks and interviews) it would 

appear that this element of engagement has not been constant. 

 

A further key term occurring is ‘language’. The non-integrated teacher (5B) identifies that the 

students picked up on the language very quickly stating: 

 

 I think it was great. I am not a very arty person and consequently I think sometimes the 

kids suffer from my lack of art knowledge or perhaps lack of art interest in a variety of 

things. It was fairly, it was great to see the way they participated when you showed the 

slides first. They were really involved in that and it was great to see you using some of 

the language there referring to different elements of the painting that I don’t have a 

background of, and the kids pick up on that really quickly. They were just about all 

involved in that…..Probably working art into a unit and doing a series of lessons on one 

thing rather than a little bit of this and a bit of that. And being able to develop and take an 

idea and being able to develop it through both with language and with art.  

 

‘Language’ is of significance as it is an area where the teacher has confidence in her ability to 

engage in a professional dialogue on literacy. The focus on discipline language indicates the 

value that the non-integrated teacher (5B) places on the specialist discipline language and her 

recognition of how quickly the students applied this language. The teacher also makes repeated 

reference to her lack of art knowledge, including discipline ‘language’ and skills, inferring that 

her class may be restricted as a consequence. The non-integrated teacher’s focus on language also 

serves to reiterate her recognition of the high level of engagement of the class in the first phase of 
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the residency. These results indicate the teacher’s recognition of the importance of teacher 

discipline knowledge in engaging students. 

 

Table 6.6  Ranked list of terms used by the non-integrated teacher of class 5B to discuss her 

students and their artwork.  Terms which were used five or more times are listed. 

 

Concept  
Absolute 

Count  

Relative 

Count  
   

 think  14    100%      
 work  12    85.7%      
 group  12   78.5%      
 ideas  10   64.2%      
 kids  9    57.1%      
 parents 9    57.1%      
 unit  8    50%      
 children  8    50%      
 lot  8    50%      
 great  7    42.8%      
 groups  6    35.7%      
 resources  6    35.7%      
 art  6    35.7%      
 project  5    28.5%      
 surprised  5    28.5%      
 thought  5    28.5%      
 lots  5    28.5%      
 input  5    28.5%      
 painting  5    28.5%      
 language  5    28.5%      
 

 

6.6.3 Discussion of teacher interviews 

The interviews with teachers revealed opinions towards the outcomes differed. The integrated 5A 

teacher focused on the finished artwork while the non-integrated 5B teacher focused on the 

groups and how the boys responded to the technology.   

 

‘Group relations’ is a key consideration of this data. Studies into groups and peer interactions 

indicate that teacher selected heterogeneous groups should lead to greater cognitive activity 

(Slavin 1990; Gillies and Ashman 2003). The non-integrated teacher, reflecting on this outcome 

of the project, indicated that her selection of heterogeneous groupings may have been the cause. 

Hence, considering the higher academic level of the non-integrated 5B and their heterogeneous 

grouping, this class should have achieved a higher standard. A further illuminating aspect of 

these group relations is the level of ‘conflict’. The integrated teacher (5A) identified a high level 
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of ‘conflict’ in the groups considering this problematic. Conversely, in the non-integrated class 

(5B) there was a surprising lack of dynamic tension with groups demonstrating a focus on 

cooperation. As identified in the interview and documentary data sets, the non-integrated groups 

(5A) appeared to achieve at a higher cognitive level than the non-integrated (5B) groups. 

Research by Doise and Mugny (1994) identified socio-cognitive conflict interactions to be a 

critical element of learning in groups. Dynamic group conflict is considered to crucial in the 

attainment of higher learning.  

 

These results while illuminating are not conclusive. Understanding the impact of group based 

approaches in art residencies is complex and beyond the scope of this study requiring further 

investigation. The nature of groups in relation to emerging findings from other data sets will be 

discussed in more detail in Chapter Seven.  

 

6.7 Summary 

This chapter presented and discussed the findings of the four data sets: student group interviews, 

student group documentaries, teacher interviews and artworks (visual dialogues). This data were 

analyzed, interpreted and discussed in response to the research question “How can an artist-in-

schools’ program best contribute to learning?”. In analyzing the data I sought to capture a more 

evocative picture of the nature of visual art learning that occurs in two different approaches to art 

residencies. Chapter Seven will probe the findings more deeply for meaning and expand 

understanding of the different contexts in which authentic modes of learning are supported.  

Recommendations for future research and possible application of the approach in different 

educational contexts will be considered.  
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Chapter Seven: Discussion of findings and recommendations 

 

7.1 Introduction 

 Until recently, arts education in middle schools in Queensland has been diverse, characterized by 

a variety of configurations in a variety of contexts. Visual art has been taught in an ad-hoc 

manner, routinely by non-specialist classroom teachers. One means through which middle 

schools have compensated for the lack of provision of specialist visual arts teachers has been 

artist residency programs. Approaches to implementing artist-in-schools programs are extremely 

diverse with outcomes largely undocumented in terms of how they contribute to student learning 

and development. Currently, educational leaders emphasise the need for curricula to be 

intellectually challenging, to promote educational excellence and to meet the needs of all 

learners. Queensland’s The Arts Key Learning Syllabus (1-10) (QSCC, 2001) identifies a critical 

role for visual art education in children’s learning and development. This project has sought to 

examine the contribution to learning of two different approaches to an artist-in-schools program- 

integrated and non-integrated- in middle-phase schooling.  

 

This study responds to the question How can an artist-in-schools’ program best contribute to 

learning? As discussed in Chapter Three, a Grounded Theory methodological approach was selected 

for this study as this approach enabled theories to emerge from the data as opposed to forcing data 

into preconceived frameworks. The inductive postmodernist qualities of Grounded Theory made 

it an appropriate approach as the inquiry does not aim for resolution but to contribute to the 

knowledge and understanding of the nature of learning that occurs in artist-in-schools programs. 

Following a grounded approach the research began with the generation of questions that helped 

to frame the research. Formative questions directing the structure of the study were:  

 

 What is needed to maximize the learning benefits of these costly, and infrequent, artist-

in-schools programs?   

 How might teachers be better equipped to utilize the residency experiences in their 

teaching and not perceive themselves as isolated or unskilled observers? 

 What can the artist and teacher/s do to sustain the learning from specialist-directed 

experiences, and achieve better learning outcomes? 

 

Literature searches identified the principles of ‘authentic’ learning as holding the pedagogical 

characteristics that promote deeper learning. Underpinning the research was the premise that if 

resident artists liaise closely with classroom teachers to develop a series of visual arts learning 
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experiences based on the principles of authentic learning, learning can be enriched. A set of 

cognitive competencies was identified that were considered to be indicators of higher-order 

thinking processes: analysis, interpretation, substantive conversation.  

 

The research method adopted a postmodernist perspective that supported diverse data collection 

strategies integrating verbal and visual modes. Classroom teachers and their students were 

interviewed and observed to expand understanding of the nature of the learning that occurred in 

response to two selected approaches (integrated and non-integrated) to an art residency program. 

Following a more intuitive Grounded Theory approach, Leximancer™ software was selected for 

data analysis as it was considered to promote a more descriptive and interpretive (qualitative) 

approach to analysis. In this study there has been no hypothesis. Rather, theory began with some 

general observations and has evolved with data collection and analysis.  

 

Chapter Six analyzed the data and provided a general discussion of the findings of each data set. 

In this chapter expands on this discussion advancing some general theories regarding the 

particular key findings of this study. This present chapter concludes by considering implications 

of the results and further suggested directions for the research. Importantly, this discussion does 

not respond from a final conclusive standpoint but rather intends to present results emerging from 

a particular context that may have application in similar learning situations.  Foucault provides 

valuable counsel for considering these findings:  “What I say ought to be taken as ’propositions‘, 

‘game openings’ where those who may be interested are invited to join in; they are not meant as 

dogmatic assertions that have to be taken or left en bloc…” (Foucault 1991:90, as cited in Ball, 

2000).  

 

7.2 Findings 

7.2.1 Learning and cognition 

The findings of this study identified that children who participated in the integrated artist-in-

school’s curriculum program (5A) demonstrated more evidence of higher-order thinking 

(evidenced in their ability to analyze and interpret artworks, and to engage in substantive 

conversation about their own artworks in relation to the residency concepts, discipline-specific 

language, and themes) than children who participated in the non-integrated program (5B). The 

5A (integrated) participants were able to establish relatively complex relationships between the 

central residency concepts, demonstrating an ability to use visual and verbal codes of 

communication to articulate their ideas, knowledge and experiences. Critical literacy theorists 

consider diverse codes of communication demonstrate literacy competence and deep student 
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learning (Cope and Kalantzis 2000). Evidence of these competencies was apparent in both the 5A 

group interviews and the documentaries which were typically more analytical than those of the 

5B group dialogues. The 5A groups demonstrated ability to integrate diverse visual and verbal 

facts and ideas to analyze, synthesize and explain their thinking and knowledge when discussing 

their own artworks (documentaries) and those of artists (interviews). When reflecting on their 

own artworks the 5A groups adopted a more critical approach to discuss their work, focusing on 

analyzing the complex relationship between elements and providing suggestions for ways that 

they considered there work could be improved. These dialogues were characterized by a focus on 

describing the visual qualities and relationships of the artworks as opposed to presenting a more 

routine inventory of the objects or themes identified in the artwork. Hence the dialogues of 5A 

were characterized by metacognition (where the children focused on thinking about their learning 

and thinking processes).  

 

Participants form 5B, who experienced the non-integrated approach, did not demonstrate 

consistency in their ability to apply analytical thinking processes, to use discipline specific 

language, and in conversation, generally displaying lower levels of cognition. Importantly, 

through the duration of the residency learning experiences the 5B groups’ knowledge and literacy 

competencies did not appear to progress. In both the documentaries and interviews these groups 

displayed lower levels of recall of residency concepts and language demonstrating a more 

superficial understanding. As discussed in Chapter Six, this finding was surprising considering 

the deemed high level of cognitive capability of 5B. Evidence of higher-order thinking processes 

was only apparent in the group interviews. Surprisingly the 5B groups made more perceptive 

responses when deconstructing ‘unseen’ artworks than previously ‘seen’ artworks. Significantly, 

metacognition was not evident in their documentaries. In the reflective documentaries, both 5B 

groups demonstrated difficulty recalling the specificities of the designing and making phases of 

their artworks, centering their conversation on recalling the themes and objects. Hence, the 

conversations did not reflect deep knowledge where complex relationships were established 

between the central themes, concepts and processes.  

 

‘Critical literacy’ theorists Bigum et al state that “(u)nless individuals are given access to the 

grounds for selection and the principles of interpretation they are merely socialised into the 

meaning system and unable to take an active part in its transformation” (1998:unpaginated). 

What is significant in the findings of this study is that while both classes were introduced to the 

same strategies and concepts for interpreting visual information and articulating this 

understanding verbally, it would appear that the 5B groups were less able to be producers or 

transformers of knowledge, relying on the reproduction of information; hence demonstrating a 

lower level of ‘transformational literacy’ (Queensland Schools Curriculum Council 2001). 5A 
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demonstrated a higher level of ‘transformational literacy’ where the learners understood the 

diverse meanings conveyed in the visual images enabling the learners to interpret and shape the 

messages with several alternate meanings. Learning is considered by some cognitive theorists to 

be a social function where learning patterns or cognitive skills are the products of repeated 

practices of social activities (Vygotsky 1978; The New London Group 1995; Luke 2000). 

Vygotsky considers this zone of proximal development to be the difference between a learner’s 

ability to independently problem solve and their capacity to solve them with assistance.  It would 

appear that the integrated curriculum residency approach encouraged ‘transformational literacy’ 

where the learners demonstrated a greater capacity to independently problem solve, to express 

their thoughts and ideas, and to construct new meanings.  

 

An important focus in the analysis and interpretation of the student dialogues was metacognition 

(learners’ awareness of their thinking and learning, and their ability to articulate this 

understanding). Sternberg’s (1998) assertions in this regard were instructive. Sternberg (1998) 

considers metacognition to be driven by motivation, which in turn stimulates the development of 

thinking and learning skills. This development of thinking and learning skills further stimulates 

metacognition which results in the development of student expertise. Understanding this 

relationship between metacognition and motivation was critical in identifying the implications of 

the research outcomes for teaching and learning. Teacher 5A’s interview identified a high level 

of student motivation with her students arriving before school to continue the drawing activities. 

Furthermore, feedback from parents to the teacher identified the parents surprise and pride at the 

level of enthusiasm and focus of their child. This motivation was further evident in the length of 

dialogues where the 5A groups demonstrated keenness to describe the intricacies of the designing 

and making process and communicated the total group ownership of the artwork. These group 

dialogues were considered substantive where the conversation was characterized by topical 

exchanges and was not scripted by one speaker. Results indicated that both 5A and 5B groups 

were capable of sustaining a conversation when discussing an artwork. Hence, the data suggests 

the pedagogical approach adopted to engage students in discussions about artworks encouraged 

students to interact in open dialogue that was conducive to reflection and the development of 

capabilities in articulating thoughts.  
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7.2.2 Behavioral outcomes 

Retig & Retig (1999) suggest that people have two learning minds: a thinking and a feeling” 

mind. The authors position ‘emotions’ at the core of learning and memory stressing the 

importance of recognising and utilising emotional intelligence. What can often be overlooked in 

the focus on the ‘thinking’ mind is the ‘feeling’ mind, and thus the potential rich behavioral 

opportunities for learning. In considering the implications of the findings in regard to behavioral 

outcomes, it is important to note Efland’s observation that, “whilst behaviourism has traditionally 

been the dominant paradigm accounting for learning, it has never accounted for the contribution 

of feelings and emotions to the acquisition of knowledge and skills, nor it has never adequately 

explained the emergence of higher-order thinking abilities from a relational perspective” Efland 

(2002:48).  

 

An important finding of this study, in regard to the synergistic relationship between emotional 

and other intelligences, was that the integrated residency approach appeared to connect group 

members in 5A as small supportive learning communities. 5A group member support was 

demonstrated by the level of tolerance, acceptance and encouragement shown for each person’s 

contributions. 5A groups demonstrated a stronger sense of group ownership of the project as 

evidenced by the desire of all group members to take their artworks home. This finding was 

surprising in view of the high level of group ‘tension’ during the design phase, which at the time 

the class teacher considered was an insurmountable barrier to the success of the project. This 

supportive community approach was not evidenced in the 5B groups who adopted a more 

detached and non-confrontational stance through the duration of the project. Cooperation and 

partnerships are considered to be foster cognitive skills, heightening knowledge and 

understanding (Rettig and Rettig 1999).  

 

It is important to quickly sketch, at this point, the grounds for debate about those attributes of 

artistic ways of knowing and communicating that, in education discourses, routinely relegate art 

to the affective domain (i.e. the emotive, the expressive and the intuitive) where art is taken to 

fall within Bloom’s ‘non-cognitive’ category. As Efland points out, “in Bloom’s taxonomy of 

instructional objectives for the cognitive, affective and psychomotor domains, an artificial 

separation is identified between behaviourist and psychoanalytic perspectives” (2002:48). And, 

despite the sense of unease among educators about the connection between art and psychology, 

the fact remains that 

… pure, sense-free thinking is hard.  For this reason we enlist sensory aids for assistance: 

maps, diagrams, pictures, statues, and the instruments of science.  Teachers and parents 

stimulate the minds of the young by providing models of the good and the true, often with 
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songs, stories, our pictures – all because the realm of the abstract is difficult to grasp!” 

(Efland, 2002:1-2).   

 

The data analysis showed that 5A demonstrated a consistent high level of engagement in the 

residency tasks. Engagement in learning is considered to be evident when learners are showing 

enthusiasm, contributing to group tasks and helping peers (Education Queensland 1999). These 

behavioral characteristics were strongly demonstrated by learners in 5A. The findings concur 

with other studies that identified when students believe in their own work they are motivated and 

engaged (Cordova and Lepper 1996; Catterall 1999; Flowerday and Schraw 2000). Sustained on-

task behavior during all phases of the project signaled that that the children were focused, 

attentive and motivated, suggesting a psychological investment in the class work by the 5A 

groups. While 5B demonstrated engagement, motivation and focus were not sustained. Teacher 

5A considered this high level of engagement as a significant positive outcome of the project, as 

many lower achieving students fail to complete tasks, hence do not have the opportunity to 

experience the associated sense of resolution and satisfaction that comes with concluding a task. 

 

It is impossible to determine the guiding reasons for the difference in the behavioral outcomes 

between the two class groups and there is not sufficient evidence to identify that an integrated 

approach was responsible for these positive behavioral outcomes. The findings do, however, 

present compelling evidence for the importance of emotional learning fostered through group 

based art learning activities. The results indicate that involvement in a group-based project that 

relates to the class curriculum unit provides opportunities for personal and social integration.   

 

7.2.3 Teachers as learners 

The question “How can an artist-in-schools’ program best contribute to learning” relates not only to 

the student as learner but also to the teacher as learner. Implicit in the consideration of the teacher as 

a learner is the recognition that teachers can and do make a difference to the learning lives of their 

students. Data did not yield any evidence to substantiate a change in the knowledge or beliefs of 

the 5B teacher who participated in the non-integrated approach. However, the study did identify a 

significant transition in the 5A teacher’s perspectives on teaching and learning after participating 

in the integrated approach. Three critical changes occurred: 

 

1) the teacher felt more ‘empowered’ and better able to integrate art learning experiences 

2) ‘release of agency’ where the teacher demonstrated an awareness and greater 

preparedness to entrust her students with greater responsibility 

3) increased teacher awareness of student’s cognitive and artistic strengths. 
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Teachers routinely perceive the artist as a specialist and are often intimidated by or oblivious to 

the nature of learning that occurs in visual art (Efland 2002). In researching obstacles to art 

learning and the domain specific nature of art expertise, Efland identified that there was a 

tendency by novice educators to simplify the complexity of domain specific art knowledge. The 

findings of this study concur with Efland’s identification in that both class teachers initially 

described themselves as having ‘no artistic ability’ and perceived art to be a fun activity isolated 

from core learning. As the project progressed there appears to have been a change in the 5A 

teacher’s recognition and acceptance of the value of learning in and through visual art for some 

learners and of her capability to implement art learning experiences. Application of an integrated 

art approach provided an opportunity for the teacher to observe her 5A class (deemed to be of 

lower cognitive capability to that of 5B) achieving higher than usual cognitive levels and 

completing a task. This realisation prompted a change in the teacher’s understanding of the 

behavioral and cognitive strengths of visual art in maximizing the educational development of 

learners. The integrated approach provided a less intimidating learning context that ‘empowered’ 

the 5A teacher to believe in her own capacity as an art educator. The results of this study suggest 

that the modeling of an integrated approach by myself (as the visiting artist-educator), and the 

close collaborative working relationship we developed, provided a ‘safety net’ of understanding 

where the teacher could make connections to her prior knowledge enabling her to cross the art 

divide.  

 

The teaching and learning approaches adopted in the residency involved a more active and 

independent role for the students. The integrated 5A teacher’s confidence in her class’s capacity 

to achieve in a less structured learning environment identified a transition in the teacher’s 

perspectives on teaching and learning. The teacher’s recognition of and admiration for her 

student’s ability to undertake and direct group-based learning activities indicates a transition in 

her pedagogical philosophy. Significantly, this ‘release of agency’, from teacher to student, 

indicates an empowering of students where they have a more active and independent role in their 

learning. The changes that have been documented describe a transition in the learning 

environment toward one that is more dynamic and student-centred. 

 

The outcomes of this study identify that different pedagogies can and do impact differently on 

learners. While evidence has been provided of a change in the learning capabilities of students, it 

cannot be assumed that there will be any ongoing benefit. However a study by Burton, Harowitz 

and Abeles (2000) into learning in and through the arts identified that while the habits of mind 

and personal dispositions needed for academic achievement are fostered in schools with a high 

arts focus, these qualities are not evident in schools with a low arts focus. Burton and her 
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associates identified that “(t)here is a negative correlation between schools with a paucity of arts 

instruction and all cognitive and personal dimensions of our study. Thus schools interested in 

nurturing complex minds should provide a critical mass of arts instruction over the duration of 

young peoples’ school lives” (Burton, Harowitz et al. 1999:45). Results of Burton et al’s 

investigation provides compelling support for the important role of the classroom teacher in 

sustaining the learning benefits of an artist-in-school program and the need to build the capacity 

of teachers to lead art learning experiences.  

 

The belief of teachers in their personal ability to motivate and promote learning impacts upon the 

types of learning environments they create and the level of progress their students achieve 

(Bandura 1993; Cooper 1999; Flowerday and Schraw 2000). Teachers’ inability to cope with 

‘change’ is well documented as a barrier to their implementing new teaching and learning 

practices (Ball 1999; Flowerday and Schraw 2000; Lingard, Mills et al. 2000). Extensive research 

has been undertaken into teacher efficacy in dealing with change (Ball 1999; Flowerday and 

Schraw 2000; Lingard, Mills et al. 2000). Lingard and associates identified that if teachers are to 

implement new pedagogical practices it is critical that they feel comfortable with educational 

change (Lingard, Mills et al. 2000:113). As discussed, this study identified a transition in the 5A 

teacher’s pedagogical belief system. What is critical in this finding is that the teacher instigated 

this attitudinal change demonstrating a willingness and preparedness to implement aspects of the 

residency approach. Results of this study indicate that this transition occurred partly as a 

consequence of curriculum integration that enabled the teacher to make effortless connections 

with her knowledge base. This teacher attitudinal change was further supported by the teacher 

evidencing a significant change in the achievement of her class. As this was a small evaluative 

study results cannot be interpreted as being conclusive. Further research needs to investigate the 

kinds of art residency practices that build teachers efficacy and capacity to implement integrated 

art-based learning experiences. 

 

7.2.4 Limitations, factors of influence and recommendations for further research 

This study began with a literature review that centred on current notions of authenticity and how 

these impact on visual art and education. What has emerged from analyzing the data is that there are 

many compounding influences that would need to be investigated in a further study. 

 

The types of comparisons and analyses that have been identified in this discussion are certain to 

provoke questions surrounding the interpretations of the data. The purpose of this section is to 

address some of the questions and factors of influence that may impact on the findings. There can 

be no definitive answers as to why the integrated and non-integrated groups performed 
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differently, however there a number of key influences that require consideration: group 

dynamics, learning styles and teachers.  

 

7.2.4.1 Conflict and collaboration: Groups 

‘Group relations’ is a key consideration of this data. Educational theorists consider that teacher-

selected heterogeneous groups should lead to greater cognitive activity (Slavin 1990; Gillies and 

Ashman 2003). Hence, considering the higher academic level of 5B (non-integrated), and their 

heterogeneous grouping, this class would have been expected to achieve a higher standard. 

Conversely, in view of 5A’s (integrated) deemed lower academic competency and their peer-

selected grouping, this class should have achieved at a lower standard. A further illuminating 

aspect of these group relations is the level of ‘conflict’. A high level of ‘conflict’ occurred in the 

integrated groups (5A) while non-integrated groups (5B) were characterized by a surprising lack 

of dynamic tension, with groups demonstrating a focus on cooperation. Research by Doise and 

Mugny (1994) identified socio-cognitive conflict interactions to be a critical element of learning 

in groups. Dynamic group conflict is considered to be crucial in the attainment of higher learning. 

Doise and Mugny’s research findings concur with the findings of this study that identified high 

group tension in 5A corresponds to high group cognitive capability. 

 

A question arises as to the reasons governing the difference between the integrated class (5A) and 

the non-integrated class’s (5B) conflict levels. The integrated groups showed a higher level of 

motivation and engagement in the project than the non-integrated groups. This strong sense of 

ownership evident in integrated (5A) may have meant that group participants were less willing to 

relinquish their personal ideas, necessitating that the groups negotiate so as to reach a resolution. 

This formation of a united group vision demonstrated a change in focus from the individual to the 

group. A possible explanation for the integrated 5A class’s uncharacteristic high level of 

achievement may be due to the increased motivation as evidenced by the strong sense of group 

ownership. A high level of motivation is considered to stimulate the ‘feeling’ mind and increase 

learning and memory (Rettig and Rettig 1999). Conversely, the non-integrated 5B groups did not 

express the same level of ‘ownership’, demonstrating a preparedness to formulate a group 

concept without concern for loss of the individual’s vision.  

 

The issue of instructional mechanisms for forming groups (teacher vs peer selection) complicates 

the clarity of the findings of this study. ‘Choice’ in relation to selection of class groups is an 

important influence on the findings of the study. Flowerday & Schraw’s (2000) study into the 

role that ‘choice’ plays in student autonomy and learning has relevance to the findings of this 

project. Their study suggests that providing learners with ‘choices’ improves their engagement 
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(both cognitive and behavioural) and learning. Controlling the class environment is perceived to 

lower intrinsic motivation. Interestingly, the non- integrated lower achieving class (5B) in terms 

of the residency outcomes was provided with less choice; the selection of their groups being 

determined by their class teacher.  

 

These results, while illuminating, are not substantive and necessitate further investigation beyond 

the scope of this study. In order to narrow the variability a study needs to be designed where an 

integrated and non-integrated authentic pedagogical approach is applied to similar groups: high 

achieving and heterogeneous. Further research needs to consider “Group strategies in artist-in-

schools programs that enhance student engagement and motivation and heighten learning 

outcomes”.  

 

7.2.4.2 Learners and learning 

Different pedagogies impact differently on various groups of students (Lingard, Mills et al. 

2000). Learners grow, develop and learn in various ways, in diverse contexts and at different 

rates. Results of this study indicate that the particular integrated pedagogical approach adopted 

enhanced the learning of 5A students while the non-integrated approach had no significant 

impact on the 5B learners. These differences in outcomes could be attributed to a preference for 

differing learning styles by the two classes. The learners from 5A may be more receptive to 

learning that is nurtured and developed in an arts rich environment. Arts learning involves 

aesthetic, sensory learning, cognitive, physical and social learning (QSCC, 2002). The results 

may indicate that the majority of learners in 5A are sensory learners, hence, the particular 

aesthetic pedagogical approach fostered their learning. Conversely, this sensory learning 

approach may not have supported learning preferences of the 5B students. This analysis would 

explain the findings of diagnostic tests that identified 5B as having a higher cognitive capacity. 

These tests focus on the reading and writing components of literacy. Conversely, this study 

centred on other forms of literacy including visual, aural and oral competencies. Results may 

identify alternative forms of student intelligence. A question arises as to the validity of diagnostic 

tests used as indicators of learners’ cognitive capability.  

 

What emerges from this study is that the particular arts approach adopted for the residency may 

have ‘leveled the playing field’ encouraging different modes of learning that were more suited to 

the integrated 5A lower ability students. On reflection, a limitation of this study was that written 

evidence of student’s knowledge (written reflections) was not collected as data. This data may 

have been illuminating, providing deeper understanding of the students’ learning preferences and 

how they articulate their knowledge. To develop a fuller understanding of the impact of different 
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learning styles on learners requires further research be undertaken that considers all modes of 

learning. 

 

This study identified that an integrated approach that applied the principles of authentic learning 

to an art residency program, fostered learner’s authentic thinking capabilities (higher-order 

thinking, depth of understanding and substantive conversation) and metacognitve thinking 

processes. Research by Burton, Harowitz and Abeles (Burton, Harowitz et al. 1999) into the 

relationship between arts learning and other disciplines corroborates these findings. Their study 

identified that children participating in arts intensive programs demonstrated greater learning 

competences than those in a low-arts program. 

 

People in high-arts groups performed better than those in low-arts groups on measures of 

creativity, fluency, originality, elaboration and resistance to closure- capacities central to arts 

learning. Pupils in arts-intensive settings were also strong in their ability to express their thoughts 

and ideas, exercise their imagination and take risks in their learning. Moreover they were more 

cooperative and showed a greater willingness to display their learning before a community of 

their peers and parents (Burton, Harowitz et al. 1999:36).  

 

The implications of Burton and her associates’ study are profound in relation to 

recommendations from this study. What is significant in the findings of their research is not the 

question of whether knowledge transfer occurs between disciplines, but the importance of 

pursuing ongoing integrated art learning experiences over an extended duration of time. 

Intermittent arts experiences were found to have limited long term benefits. The findings of 

Burton and associates’ study demonstrate the importance of skilling teachers in the language and 

knowledge of visual art so that they can design ongoing integrated units of work.  

 

Significantly, these findings have implications for education policy identifying the importance of 

the nature of learning that occurs in visual art. The results of the study acknowledge the need for 

a more democratic pedagogical approach that brings together diverse modes of learning so as not 

to present a dominant pedagogical approach that can disadvantage particular learners.  

 

7.3 Recommendations for further research 

This study was limited to a small evaluative study that aimed to develop new knowledge about 

the potential of art residencies to foster new pathways of thinking for learners. Site selection 

came as a consequence of an invitation by the school Principal and agreement by the Year Five 

teachers to participate in the program. Class groups and unit themes were predetermined by the 
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class teachers with no consideration for control groups; hence there are many compounding 

factors of influence that need to be investigated further. Research should be undertaken that 

investigates the impact of an integrated and non-integrated authentic pedagogical approach, to an 

artist-in-schools program, when applied to similar class groups: high achieving and 

heterogeneous. This study would narrow the variability of cognitive capabilities of the different 

groups enabling a focus on the pedagogical approach. Valuable research could also be undertaken 

that addresses the impact of group dynamic tension or conflict on student learning. This study 

could investigate how group structures or dynamics in an artist-in-school’s program can enhance 

or hinder student engagement and motivation; hence lead to heightened learning outcomes. 

Different pedagogies impact differently on various groups of students. To develop a fuller 

understanding of the impact of different learning styles on learners requires further research be 

undertaken that considers particulars modes of learning adopted in art residencies. 

 

The study identified a significant transition in the 5A teacher’s perspectives on teaching and 

learning after participating in the integrated art-residency program. Further comparative studies 

could be done that investigate changes in teachers’ beliefs and attitudes regarding their 

competency in leading art based learning experiences after participating in an art residency. In 

particular, there is a need for research that considers art residency practices that build teachers’ 

efficacy and capacity to implement ongoing integrated art based learning experiences. 

 

7.4 Conclusions 

A challenge of education today is to place children on learning pathways that lead to success in 

school and life: “(w)e must try to get an understanding of those pedagogies that make a 

difference and which thus incorporate conception of social justice in to classroom practices” 

(Education Queensland 2001: unpaginated). It is well documented that when children participate 

in the arts something changes in their lives (Fiske 1999). This study has sought to collect 

evidence of the underlying causes of this change and how it might be replicated in different 

contexts. The findings of this study provide insight into how particular approaches to visual art in 

education enhance children’s learning and development.  These insights can assist artists 

undertaking residencies in schools, and the teachers involved, to provide richer learning 

experiences. 

 

This study has provided compelling evidence that visual art should not be considered as an 

isolated discipline but as an integrated participant in the development of the learners’ critical 

ways of thinking and learning. Whilst the implementation of The Arts 1-10 Key Learning Area 

Syllabus (by 2006) in Queensland state schools will improve opportunities for learning in and 
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through visual art, the level of generalist teacher confidence in this specialist area remains a 

barrier to optimal outcomes. Findings provide further evidence to support an approach that 

involves close collaboration between resident artists and educators, and/or the employment of art 

specialist educators in the middle years of schooling. Achievement is heightened in an 

environment that is receptive to and understanding of arts learning. What is critical is that the 

learning experiences are connected to the children’s lived experiences and that there is social 

support from teachers, parents and peers. Students must be given opportunities to develop their 

metacognitive capabilities through activities designed to engage them in reflection upon and 

discussion about their own thought processes. 

 

This study began with a search for a pedagogical approach that would maximize the learning 

benefits of an artist-in-school program. Authentic learning presented a responsive philosophical 

framework for developing an art residency approach that enriched student learning. Authentic 

learning focuses on providing ‘significant’ and ‘personally meaningful’ learning to the individual 

(Newmann, Marks et al. 1995). A literature search into current conceptions of ‘authenticity’ 

identified that the term is in a constant state of flux with a diversity of contextual meanings. In 

the context of this study new notions of ‘authentic’ learning emerge with regard to art 

residencies. For a residency to be considered ‘authentic’, significant and personally meaningful to 

the learner the approach requires a number of critical and valuable attributes. These attributes 

have two tiers of application which coalesce to contribute to the efficacy of a school art 

residency: 

   

1) Essential attributes: 

 

 Connection to the learner’s personal worlds, the learning having value beyond the 

classroom (or opportunities for what Efland (2002:`167) terms “integration of 

knowledge into the learner’s lifeworld”) 

 Opportunities for learners to apply ‘authentic’ thinking processes:  higher-order 

thinking, construction of knowledge, depth of understanding, substantive 

conversation, reflection and metacognition. 

 Disciplined inquiry. 

 Opportunities for learners to deconstruct, reconstruct, interpret and communicate in a 

variety of literacy formats and modes: verbal, written, aural, kinaesthetic and 

auditory. 
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2) Valuable attributes: 

 

 Cooperation and communication between the teacher and visiting artist 

- teacher and artist working cooperatively and collaboratively to design and 

implement integrated interdisciplinary learning experiences  

- capacity building of teachers to provide sustainable delivery of art learning 

experiences beyond the residency 

 Cooperation and communication between students working cooperatively and 

collaboratively to achieve shared goals.  

 Democratic pedagogical approach that brings together different forms of learning and 

teaching strategies for disadvantaged learner groups.  

 Group-based pedagogical approach that encourages and recognises personal 

viewpoints, attitudes and beliefs which are articulated and challenged in a dynamic 

group context of cognitive ‘conflict’ to enhance learning.  

 Choice- students participate in the decision making. 

 Links to the community. 

 Public display and celebration of artwork. 

 

These tiers help to better define the guidelines for implementing an effective artist-in-schools 

program.  

 

It is productive to look to ‘preferred futures’ and ‘preferred ways of working’ to improve learning 

outcomes. While the critical and valuable role of the resident artist in student learning is not 

questioned, the true success of a residency program lies with the classroom teachers as the true 

implementers. The inclusion of a collaborative relationship between the visiting artist and the 

teacher is important as for the learning experiences to be ‘significant’ requires that the learning 

processes be ongoing. For schools to nurture complex minds requires a critical mass of arts 

education throughout the duration of the students’ school life. It is not a case of just dropping an 

authentic approach into a pedagogical framework that acknowledges integration; rather it is also 

a change in the roles of teachers and students and a healthy acceptance of productive tension in 

group dynamics. 

  

It seems clear that if we want to foster students’ learning and development through experiences in 

art residencies there is a need for policies that call for more rigorous and ongoing professional 

development in art education for teachers. Without the education of the teacher the depth of 

learning and ways of thinking that engagement in art-making and reflection on art facilitates, will 
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not be sustained. This calls for the visiting artist to establish close collaborative and interpersonal 

working relationships with the classroom teachers based in mutual respect and trust. Preferred 

ways of working require school environments that are supportive of teachers and that provide 

time for teachers to liaise and plan with the visiting artist. These processes enable teachers to 

establish understanding, ownership and commitment to the program 

 

This research project has significance both nationally and internationally by investigating current 

practices in artist-in-schools programs that both enhance and hinder educational outcomes. The 

study has significance to the broader educational community in terms of its focus on the role of 

visual arts specialist adjuncts in maximising learning outcomes. The findings of this study could 

provide insight into the interrelationship between visual arts and other curriculum areas to 

heighten student learning outcomes. The research contributes to a better understanding of the 

inherent qualities of artistic learning. Finally, the findings should to be used formatively and 

supportively for considerations and conversations about artist-in-schools practices that promote 

authentic modes of learning.
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Appendices: 

Appendix 1: Concept ranking: Group interviews 

Table 1.  Ranked list of concepts used by the Integrated Group 1 members to discuss their artwork.  

All terms are listed. 

Concept  
Absolute 

Count  

Relative 

Count  
   

 G1_:  21    100%     
 

 think  20    95.2%     
 

 remember  10    47.6%     
 

 long  10    47.6%     
 

 time  10    47.6%     
 

 Yeah  9    42.8%     
 

 lot  8    38%     
 

 yeah  7    33.3%     
 

 stuff  7    33.3%     
 

 journey  6    28.5%     
 

 picture  6    28.5%     
 

 green  5    23.8%     
 

 people  5    23.8%     
 

 day  5    23.8%     
 

 wheels  5    23.8%     
 

 mountain  4    19%     
 

 place  4    19%     
 

 coming  4    19%     
 

 car  4    19%     
 

 running  4    19%     
 

 night  4    19%     
 

 clue  4    19%     
 

 trees  3    14.2%     
 

 caps  3    14.2%     
 

 kind  3    14.2%     
 

 huge  3    14.2%     
 

 sharp  3    14.2%     
 

 bottle  3    14.2%     
 

 moving  3    14.2%     
 

 should  3    14.2%     
 

 top  3    14.2%     
 

 background  3    14.2%     
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 jam  2    9.5%     
 

 migration  2    9.5%     
 

 weird  2    9.5%     
 

 toys  2    9.5%     
 

 bottom  2    9.5%     
 

 sky  2    9.5%     
 

 painting  2    9.5%     
 

 reminds  2    9.5%     
 

 hard  2    9.5%     
 

 grass  2    9.5%     
 

 convicts  2    9.5%     
 

 traffic  2    9.5%     
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Table 2: Ranked Concept List: 5A Group 2 (integrated approach) 

Concept  
Absolute 

Count  

Relative 

Count  
   

 think  21   100%   
 

 wild  14   66.6%   
 

 car  14   66.6%   
 

 peaceful  12   57.1%   
 

 kind  12   57.1%   
 

 G2_:  10   47.6%   
 

 artist  10   47.6%   
 

 time  10   47.6%   
 

 bit  9   42.8%   
 

 Yeah  9   42.8%   
 

 bad  8   38%   
 

 nice  7   33.3%   
 

 people  7   33.3%   
 

 road  6   28.5%   
 

 trees  6   28.5%   
 

 yeah  6   28.5%   
 

 picture  5   23.8%   
 

 life  5   23.8%   
 

 coming  5   23.8%   
 

 powerful  5   23.8%   
 

 showing  5   23.8%   
 

 few  5   23.8%   
 

 busy  4   19%   
 

 found  4   19%   
 

 curvy  4   19%   
 

 polluted  4   19%   
 

 background  4   19%   
 

 talking  4   19%   
 

 day  4   19%   
 

 strong  4   19%   
 

 computers  4   19%   
 

 idea  3   14.2%   
 

 water  3   14.2%   
 

 fun  3   14.2%   
 

 Sarah  3   14.2%   
 

 Adam  3   14.2%   
 

 ground  3   14.2%   
 



 170

 weird  3   14.2%   
 

 winds  3   14.2%   
 

 night  3   14.2%   
 

 clocks  3   14.2%   
 

 lots  3   14.2%   
 

 ago  3   14.2%   
 

 G2  3   14.2%   
 

 birds  3   14.2%   
 

 walking  2   9.5%   
 

 back  2   9.5%   
 

 brown  2   9.5%   
 

 storm  2   9.5%   
 

 looked  2   9.5%   
 

 show  2   9.5%   
 

 silly  2   9.5%   
 

 hot  2   9.5%   
 

 man  2   9.5%   
 

 texture  2   9.5%   
 

 big  2   9.5%   
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Table 3 : Ranked Concept List: 5B Group 1 (non-integrated approach) 

Concept  
Absolute 

Count  

Relative 

Count  
   

 think  23  100%   
 

 G3_:  14  60.8%   
 

 Yeah  11  47.8%   
 

 picture  11  47.8%   
 

 car  8  34.7%   
 

 I_:  8  34.7%   
 

 kind  7  30.4%   
 

 luxury  6  26%   
 

 back  6  26%   
 

 cars  6  26%   
 

 meaning  6  26%   
 

 lots  6  26%   
 

 top  6  26%   
 

 wheels  6  26%   
 

 relaxing  5  21.7%   
 

 reckon  5  21.7%   
 

 trees  5  21.7%   
 

 desert  4  17.3%   
 

 water  4  17.3%   
 

 big  4  17.3%   
 

 corner  4  17.3%   
 

 today  4  17.3%   
 

 texture  4  17.3%   
 

 stuff  4  17.3%   
 

 tree  4  17.3%   
 

 flower  3  13%   
 

 bit  3  13%   
 

 credit  3  13%   
 

 front  3  13%   
 

 lights  3  13%   
 

 card  3  13%   
 

 camping  3  13%   
 

 ice  3  13%   
 

 mystery  3  13%   
 

 beautiful  3  13%   
 

 crazy  3  13%   
 

 sun  3  13%   
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 people  3  13%   
 

 artist  3  13%   
 

 sky  3  13%   
 

 flowers  3  13%   
 

 spoons  2  8.6%   
 

 science  2  8.6%   
 

  electronics  2  8.6%   
 

 perfect  2  8.6%   
 

 week  2  8.6%   
 

 idea  2  8.6%   
 

 bottom  2  8.6%   
 

 detail  2  8.6%   
 

 stream  2  8.6%   
 

 eye  2  8.6%   
 

 Japanese  1  4.3%   
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Table 4: Ranked Concept List: 5B Group 2 (non-integrated approach) 

Concept  
Absolute 

Count  

Relative 

Count  
   

 G4_:  17  100%   
 

 I_:  12  70.5%   
 

 think  9  52.9%   
 

 time  7  41.1%   
 

 wheels  7  41.1%   
 

 people  7  41.1%   
 

 clocks  7  41.1%   
 

 stuff  7  41.1%   
 

 car  6  35.2%   
 

 cool  6  35.2%   
 

 artist  6  35.2%   
 

 trees  6  35.2%   
 

 top  6  35.2%   
 

 Yeah  5  29.4%   
 

 grass  5  29.4%   
 

 hedgehog  5  29.4%   
 

 flowers  4  23.5%   
 

 sky  4  23.5%   
 

 street  4  23.5%   
 

 covered  4  23.5%   
 

 melting  4  23.5%   
 

 mud  3  17.6%   
 

 bit  3  17.6%   
 

 junk  3  17.6%   
 

 crazy  3  17.6%   
 

 guy  3  17.6%   
 

 sort  3  17.6%   
 

 pizza  2  11.7%   
 

 ideas  2  11.7%   
 

 outback  2  11.7%   
 

 dark  2  11.7%   
 

 place  2  11.7%   
 

 big  2  11.7%   
 

 spoon  2  11.7%   
 

 mate  1  5.8%   
 

 eye  1  5.8%   
 

 day  1  5.8%   
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 caravan  1  5.8%   
 

 kind  1  5.8%   
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Appendix 2: Student interview vignettes 

 

Vignettes set 1: Interpretation of seen artwork: 

 

5A- 1   

M.  I like this one. 

B.  This is VERY green.   

L.  You can see the sea in the background.   

B.  And their arms are wrong…and curved. 

P.  Yeah and the people are very long and bendy. 

M.  This is the convict period. When they sent convicts to Australia someone painted a 

picture of what they thought it would be like. But it wasn’t like this. It was. 

L.  Yeah, yeah! 

B.  Yeah like it wasn’t like this.  It turned out like it was really um ‘bad’. Because 

there were no boats and the convicts had no farming systems or anything and  

M.  There were no tools and the ground was really, really hard so they  

P.  Yeah and dirt hadn’t been dug up or anything and it was really, really hard like a 

rock.  

M.  And Aboriginals didn’t like it, the people coming in. So they had no allies.  And 

food wouldn’t come in for about two years at a time and a lot of people died from 

scurvy when they were stuck on the ship.  

L.  From lack of vitamin C. 

P.  Remember they look like they don’t have any elbows.  They are all flimsy they 

have all got rubbery hands and very rubbery… 

M.  and long sleeves and pants. 

P.  Yeah and rubbery. 

L.  There are a lot of curtainy things… 

B.  To make it look nice and peaceful. 

M.  Happy. 

L.  And there is nothing real sharp in the picture. 

P.  Yeah. Except for the poles (joke). 

B.  There is a guy sitting down and playing the guitar and the guitar is not the right 

colour. L. Like it is yellow not brown. It is meant to be a browny kind of colour. 

I:   So B. you were talking about the supplies you can see there. 

B.  Yeah, it would have been a happy time. 

M.  And there’s a huge tree. 
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P.  It’s a canopy.  That’s funny. 

I:   So what do you think the artist might have been saying? 

M.   Welcome to Australia. You can see this type of thing a lot. 

B.  And how luxurious it is.  It is Utopia. 

P.  Yeah and like the other picture probably um has probably gone to Australia 

(referring to the first image). Like just before the Gold rush or during the Gold 

rush. 

B.  They had tents. 

M.  And they would see how unluxurious it is. 

I:   So is that what you think the artist was trying to say? 

L.   Yeah it wasn’t like this one it was like this one. 

B.  Yes, and there wasn’t that much buildings.  But there were a lot of buildings in the 

other one. 

 

5A- 2  

H.  Oh yeah this one has curvy lines.  

A.  It looks very peaceful because everything seems curved and there are no jagged 

edges. The texture seems nice and everyone seems to be having fun.  A lot more 

colourful and luscious as well than the other one (referring to the first image). 

H.  Yeah, yeah, a lot more colourful and luscious as well. You can see green and it 

doesn’t look smeared and polluted.  You can see the sea in the background and 

people are having a rest after a hard day at work. 

S.  It doesn’t look polluted or anything.  

A.  Maybe Australia is a good country to come to and it is fresh and there are not 

many people living here so it is not polluted. 

K.  It is like peaceful. It is not very busy. And the people are all curvy and peaceful 

H.  It is kind of a fresh start. A new start in a better place. 

S   A new life. 

H. It is better than any other place in the world.  You don’t see the people working 

like in the last picture. They are kind of, um they are kind of having a rest. 

A.  It doesn’t appear to be that busy either. 

H.  Yeah it is not overcrowded. 

K.  It is really shady. It looks all luscious and everything. It is not overcrowded.   

A.  Very much simple and straight forward. Black and white. Very nice! 
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5B -3  

M.  Oh this one. To me it looks relaxing and it looks like that they didn’t have, 

because they were camping out they didn’t have many much stuff to build so they 

used the stuff around the bush and they brought some towels for little curtains. 

And they put some hammocks and they probably made it in the morning and they 

woke and it was shady because there were lots of trees around them, above them.  

L  It looks like they are having a picnic and it is shady lots of grass and everyone is 

just relaxing.  

P.  To me it sort of looks like um how would I explain it? Like a perfect place just to 

relax. It looks like luxury.   

A.  It looks like luxury. 

P.  Yeah luxury that’s the word.   

L.  They look like rubber because they are bendy. 

M.  Yeah 

A.  They are all just lying down and relaxing. 

M   And the water. 

A.  Yeah  

L.  Yeah and it looks relaxing. 

A.  Near the beach or something. 

P.  Yeah like kind of the first settlers. And it you look up into the corner it looks like 

one of the guys in the hammock isn’t very comfortable.  (giggles) 

L.  The meaning is probably after a long journey you are always tired and relaxed and 

it is all worth it because you come back to a really nice place. 

A.  Oh there is a guy playing guitar.  

M.  So he looks very entertaining. Because they probably had nothing to do he 

probably thought ‘oh I will bring my guitar around and I will play a few fiddles on 

the diddle and then off we go.’  

P.  His socks look very long.  They kind of look like socks they are hanging on the 

line. 

A.  It looks like a towel to me. 

P.  It looks like a snake almost. 

L.  It looks very old. 

A.  And there is food. 

P.  There is also some woman sitting there. 

L.  With no shoes on. 

A.  They are just all relaxing. 
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5B -4  

J.  This is like paradise. 

T.  It is like a camping place. There are all these trees over the top.  

I.  And there is a beautiful beach in the background.  

T.  And it looks all curved. 

I.  And it is more real. 

R.  And the men look like rubber. Made out of rubber 

T.  And there are no straight lines. Like sharp corners and all the men are having like 

drinks and having a good time. 

R.  And some people are in like hammocks and they look all happy, and settled and 

T.  And you don’t need money or anything.  

J.  Having a great time. 

I.  So what do you think the artist might have been saying? 

T.  Everyone going and saying “G’day mate’. And then become friends. 

R.  And all get drunk and have some fun 

J.  And go crazy. 

 

 



 179

Appendix 3: Student documentary extracts 

 

5B1 documentary 

 

Location  Text  Comment  

S-5B1docu- lexi.doc~1.html#S1_11  

We painted the wheels to make it look like 

because um people can be using the 

suitcases..  

Concepts: suitcases 

AND painted  

S-5B1docu- lexi.doc~1.html#S1_21  

We painted the suitcases for an art project. 

With our lovely teacher. We were learning 

about all the different styles and pieces of 

art.  

Concepts: suitcases 

AND painted  

S-5B1docu- lexi.doc~1.html#S1_24  

And we painted the suitcases to see what 

our art would look like. Our what our 

Utopia was.  

Concepts: suitcases 

AND painted  

S-5B1docu- lexi.doc~1.html#S1_30  

All over it And we made our tree go up to 

the sky. But Alex our art partner is 

unfortunately not here because She's gone 

to England. To her Utopia.  

Concepts: suitcases 

AND Utopia  
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5B2 documentary  

 

Location  Text  Comment  

s-5B2-docu-lexi.doc~1.html#S1_24  

S4. And then if you want a world of candy 

you can go outside and eat the shop. We put 

it on a suitcase because when we travel 

around the world and we like our Utopia 

and when we travel we like to dive into our 

utopias. Like in Blues Clues "You can do, 

do do do" (joke) And when you go 

traveling you go "oh I want to go there!"  

Concepts: candy 

AND shop  

s-5B2-docu-lexi.doc~1.html#S1_45  

Yeah Yeah and it looks a bit like a love 

heart. Yeah I drew that. And when we go 

traveling of course we can't fit everything in 

because of the candy shops and everything. 

And the candy shop in Bowen where you 

could buy about 20 lollies for two cents.  

Concepts: candy 

AND shop  

s-5B2-docu-lexi.doc~1.html#S1_7  

S4. We were doing a project on 'journey to 

Utopia' and um this is what our Utopia. And 

this is what out Utopia turned out like Yeah 

, and this is what our Utopia turned out like 

And we have some lovely birds in the sky 

which Hugh drew and A big sun! And 

we've got some sky which the boys did And 

some lovely candy and flavour shops drawn 

by me and William.  

Concepts: candy 

AND project  

s-5B2-docu-lexi.doc~1.html#S1_10  

And I did the flowers Inside we have grass 

and pathways And pathways And this is a 

river with lovely grass and some flowers 

and a wall around our Utopia. And that's the 

gates And we have a candy store here We 

just said that! And to get to each part you 

can go through tunnels.  

Concepts: candy 

AND grass  
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5B-1 interview 

 

Location  Text  Comment  

5B-gr1-Inter.doc~1.html#S1_146  

Very different. Yeh very different, very 

nice. I reckon it is just crazy because there 

are not wheels on the car.  

Concepts: car AND 

wheels  

5B-gr1-Inter.doc~1.html#S1_154  

G3: Oh yeah. The car has no wheels so he 

is probably thinking if I could make this 

into a real car then I could win million of 

dollars. He is just thinking of what he could 

do with it.  

Concepts: car AND 

wheels  

5B-gr1-Inter.doc~1.html#S1_220  

It looks to me like it is trying be something 

it is not supposed to be like a car could be a 

home. The wheels look like yo-yo. And the 

little lighty things don't really look like 

lights at all they are like plates of steel.  

Concepts: car AND 

wheels  

5B-gr1-Inter.doc~1.html#S1_189  

Yeah, yeah it is science week. Oh yeah it is. 

It's science week! Yes well it is a great 

science week little thing.It has got lots of 

lines and textures to it.  

Concepts: Yeah 

AND yeah  

5B-gr1-Inter.doc~1.html#S1_44  

Yeah like kind of the first settlers. And it 

you look up into the corner it looks like one 

of the guys in the hammock isn't very 

comfortable. The meaning is probably after 

a long journey you are always tired and 

relaxed and it is all worth it because you 

come back to a really nice place.  

Concepts: Yeah 

AND kind  

5B-gr1-Inter.doc~1.html#S1_71  

Yeah. It is almost spooky.Yeah. I think it 

looks dreamy. It is like they are trying to 

tell you something.  

Concepts: Yeah 

AND think  

5B-gr1-Inter.doc~1.html#S1_38  

They look like rubber because they are 

bendy. Yeah, they look like rubber because 

they are bendy. In the other picture it is 

busy and there are angles but this picture 

they are all just lying down and relaxing.  

Concepts: picture 

AND relaxing  
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5B-gr1-Inter.doc~1.html#S1_12  

And with the buildings like usually you 

would see buildings made out of wood, but 

this picture it is made out of brick. 

Everybody looks very formal. People are all 

small and blurred and the big pictures are 

clearer because of the texture.  

Concepts: meaning 

AND think  
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5B-2 interview 

 

Location  Text  Comment  

5B-gr2.doc~1.html#S1_125  

G4: That looks like a hedgehog car. I think 

it looks a carpet car because that looks like 

that really fluffy carpet. And it looks like 

that cherry ripe thing but it is covered in 

grass instead of chocolate.  

Concepts: G4_: 

AND car  

5B-gr2.doc~1.html#S1_21  

G4: This is like paradise. It is like a 

camping place. There are all these trees 

over the top.  

Concepts: G4_: 

AND top  

5B-gr2.doc~1.html#S1_187  

G4: Because he loved clocks. Oh there is an 

imaginary outback oven and he put all his 

clocks in there and they are all melting. We 

can tell they are clocks because they have 

numbers and hands.  

Concepts: G4_: 

AND clocks  

5B-gr2.doc~1.html#S1_136  

Don't go driving in a car like this No he is 

trying to tell you something. It looks like 

the wheels are mud and then they are all 

shiny. He's lost. It is like half hedgehog half 

car.  

Concepts: car AND 

grass  

5B-gr2.doc~1.html#S1_139  

and all that stuff if the grass is like and then 

it all went of them and then all the grass 

stuck to him. An then he covered himself in 

grass and then covered himself in spiders 

web. And then there is a little man who is 

bent over.  

Concepts: car AND 

grass  

5B-gr2.doc~1.html#S1_85  

It is like a picture of somebody. And the 

guy when I first saw it I thought it was a 

clown car. It looks a lot like a he ahs broken 

down And it likes like he has been there for 

ages because all the flowers are growing in 

his bonnet. and all his wheels have gone.  

Concepts: car AND 

wheels  

5B-gr2.doc~1.html#S1_77  
And there is not much stuff living there. It 

looks peaceful but scary at the same time.I 

Concepts: cool AND 

time  
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It is like people wouldn't want to go there 

because it looks like it's all yukky .. ..it 

looks like death.and they miss out on all the 

cool stuff.  

5B-gr2.doc~1.html#S1_47  

They look like little fire flies in the water. It 

also looks like you are looking up from the 

ground because it is all like the sky . and it 

is like you are looking up and down at the 

same time. Up down and across at the same 

time.Yeah because of the way the artist has 

done it.  

Concepts: artist 

AND time  

 

 


