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Abstract

The reforms of the 1980s and 1990s changed the purpose of education in their harnessing of state schooling to a neo-liberal economic agenda, which has attained hegemonic force in a number of (particularly English-speaking) countries. Schooling has become concerned with outputs rather than as education for citizenship with a moral or ethical purpose.  The harnessing of education to state goals for economic growth has lead ultimately to a construction of the teacher as technicist operating within the confines of an audit culture.  A construction of teaching as an art which calls for a particular form of professional practice being described here as artistry, attempts to reclaim some of the territory that has been marginalised through the hegemony of the neo-liberal market-model of education discourse. An alternative construction of teaching as an art is concerned to be attentive to the lived experiences of the teaching/learning context, to draw upon views that account for the complexity of knowledge and human interaction and to take into consideration the diversity and particularity of contexts for educational practice.  It also emphasises processes frequently associated with the arts, variously described and explored through notions of creativity, the imagination, the poetic and the aesthetic.  Music, a non-linguistic way of knowing and a potential site for creative action offers a context for teaching and learning that can be characterised by artistry.  Fostering artistry in education has implications for rethinking the purposes of education, the structure of our schooling system and the day-to-day lives of teachers and students in the classroom. 

Dedicated to teachers who through the artistry of their practice affirm the richness and life-giving wholeness of the teaching/learning journey and to children everywhere whose lives make possible our hope and vision.
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Chapter I: Introduction 

My interest in the study

A concern with what it means to teach from both the practical and the philosophical perspective is, in many ways, an inevitable outcome of a long-term serious commitment to, and involvement with teaching. Foucault’s call for an aesthetics of existence in which ‘we create of ourselves as works of art’ (1984a) has led me to ruminate on the implications of viewing the ‘teacher as an artist’ in the sense that she
 is involved both in the dynamic act of self-creation and the ways in which she may be able to position herself to make spaces for and support the self-creation of the students that are ‘being taught’.

The Orff Schulwerk approach to music education has also contributed significantly to my development as a teacher of music to children.  Orff Schulwerk is an international 

‘movement’ developed out of the work of twentieth-century composer Carl Orff and his associate Gunild Keetman, now disseminated throughout the world. Orff Schulwerk societies exist in Eastern and Western Europe, the United Kingdom, Asia and in North and South America. 

Orff teachers consistently stress the centrality of ‘creativity’: ‘musical creativity’ through improvisation and composition, as well as a more generalised notion of creativity viewed as operating when children freely contribute ideas about the performance or rendering of, or responses to, any musical work/piece. A notion of ‘creativity’ in teaching in which the teacher is encouraged to exercise some individuality and originality in dealing with musical material is also encouraged, nurtured and valued highly in this approach. In my attempts to develop an approach that both supports creativity in children and sees the act of teaching itself as creative, I have become increasingly interested in the concept of artistry and the theoretical light that may be able to be shed upon this concept. 

When I first encountered the philosophy of Orff Schulwerk my interest was captured by the use the Orff approach made of child-appropriate material:  nursery rhymes, sayings, poetry, literature, movement games and elemental musical material such as ostinati, modal melodies and child-friendly quality instruments, for music-making ends. The way this approach adapts this kind of material seems, according to my sensibilities, to have the potential to produce music-making occasions that genuinely arise from the children’s daily lives. Rather than using simplified forms of adult music, in which the children can appear to be practising for the ‘real’ world of music which they will be able to inhabit if they achieve a certain level of proficiency, the use of child-appropriate material and the positioning of the teacher as co-music-maker (but one who can also play a kind of scaffolding role) enables the children to be authentic music-makers in their own right.  

Orff Schulwerk advocates a holistic approach to music education, in that it concerns itself with the needs of the whole child rather than the ability to make music in a narrow sense.  Orff Schulwerk emphasises, both in its philosophy and in its approach to active music-making, the potentially valuable role music can play in the lives of all children. As such it is compatible with the stated agenda of the government funded schooling situation, in which music is deemed to be part of the curriculum and musical opportunities must be provided that address the needs of all children, irrespective of their ability to access private studio instrumental tuition in a setting outside of the classroom context (Ministry of Education, 2000, p. 90).

As well as my interest in theoretical ideas related to music teaching in particular, I have become interested in the overall political implications of teaching, both in the classroom and in the wider life of the school system and society. As a result of my involvement within primary education over the last decade, I have become aware that many classroom teachers grapple with a loss of morale and reduced sense of purpose as they deal with the constraints and demands imposed by the Ministry of Education in its concerns for measurable outcomes, standards and accountability. On reflection and in discussion with others involved in arts education, it has seemed to me that there is a certain ‘shielding’ from these pressures within arts education generally. In my particular case, I have come to see that both my involvement in Orff-Schulwerk and my engagement with theory concerned with the meaning of teaching has led to a kind of professional transformation enabling a reinvigoration of a sense of purpose and meaning in the act of teaching.

Although I work within the school system, I have become interested in the degree to which I experience myself as being ‘outside of it’. It is well documented that the Performing Arts have always struggled to be accepted as a valued part of the school curriculum. Although the writers of The Arts in the New Zealand Curriculum (Ministry of Education, 2000) strove to address this situation, questions relevant to music education such as:

· What kinds of expertise are required to teach music at primary level? 

· What kind of time and physical spaces are needed to teach music? 

have not been systematically addressed. In most cases the delivery of the music curriculum continues to be the responsibility of the classroom teacher, becoming another component of an  overloaded curriculum. As a music specialist in a primary school I am relieved of the responsibility of teaching this ‘overloaded curriculum’. This has opened up a space for me to engage more deeply with specific issues related to the teaching of music as well as questions related to teaching and learning in general.

The curriculum ‘reforms’
 begun in 1991 in New Zealand have been described by some educational theorists and commentators as constructing teachers as employees of the state held accountable by systems that define and regulate curriculum, assessment and standards, and regulate the daily lives of teachers in classrooms. John Codd (2005) comments on a dominant culture of managerialism, which is ‘more concerned with what can be recorded, documented and reported about teaching and learning than it is with the educative process itself. Knowledge, experience, understanding, and especially imagination, are recognised only if they can be reduced to something observable, or to some performance outcome that can be specified in advance of the educational moment’ (p. 201). The Arts in the New Zealand Curriculum (Ministry of Education, 2000) sets out achievement objectives within a series of eight levels which are expected to guide the planning, implementation and assessment of music programmes from Year 1 to Year 13. Most professional development in music education at primary level provided by the Ministry is concerned with the uncritical implementation of this document. Ministry-funded professional development accepts and maintains the status quo in which generalist teachers are required to teach music by directing courses towards this mainstream situation. 

Although I am called upon from time to time to participate as a lead teacher in Ministry-funded professional development, my involvement is complicated or compromised, firstly by the fact that I am working within an alternative structural model of music teaching (as a specialist teacher). Secondly, a holistic approach to music is not compatible with a strictly sequenced, levels-of-achievement approach. In situations where Ministry agents or representatives have attempted to ‘read’ the programme operating in my music room in terms of the curriculum document, it has been represented to me that the children appear to be working at ‘levels’ beyond the specifications of the curriculum and are in fact exceeding the requirements of primary schools to teach music.

From my vantage point, my alternative sources of professional inspiration and motivation have led me to regard teaching as an art and to pursue an approach that embraces ‘teaching artistry’ within an overall approach to music education as praxis. According to Regelski (1998a), a praxial approach to music education concerns itself with action for ‘right results’ (p. 28).  Regelski defines right results for music education as the degree to which students are enabled to engage in music as praxis (music as doing) in their lives.  He suggests that a curriculum ought to offer ‘action ideals’ (Regelski, 2002, p. 114) which provide guides to courses of action as a framework for working towards right results specific to local context or situation. Action ideals describe in holistic terms ‘the good results ethically expected from a teacher’s praxis’ (Regelski, 1998b, Section IV 'Communicative competence and collaborative action' §5). In the case of the music curriculum ‘the good results must be authentic and thus capable of being put into action in the classroom and in “life”’(Regelski, 1998b, Section IV Communicative competence and collaborative action §5). Authentic results in music education, from Regelski’s point of view, are ones in which musical behaviour becomes actualised in people’s (in this case children’s) lives. 

It is important to note that action ideals conceived of in this way are themselves locally responsive, and always provisional and revisable. Acting out of such an approach, the current curriculum can be read critically with a view to its being looked to  provide a set of context-appropriate, action ideals. In other words, my challenge as a teacher of music in Henderson Valley Primary School, Auckland, Aotearoa New Zealand has been to read the curriculum document critically and, in dialogue with other music teachers who are concerned with a teaching approach embracing artistry, attempt to distil action ideals that, it may be argued, are embedded in The Arts in New Zealand Curriculum document, if not explicitly described or named as such. In formulating compatible action ideals, it is possible to take account of the overall aims of the curriculum but to reject the spirit of technicism, which breaks up learning into arbitrarily determined and highly questionable levels of achievement outcomes and which seems to be based on the assumption that knowledge and its acquisition can be broken up into discrete chunks. 
However, it can be argued that the approach to music teaching and learning that I have taken is only possible because there are certain factors which militate against the culture of so-called accountability that is prevalent at other levels and in other curriculum areas. Paradoxically perhaps, what may be regarded as the undervaluing of achievement in music  (and other arts disciplines) can mean that music teaching and learning are not a closely audited curriculum area at the primary school level during regular, cyclical ERO school reviews.  Although ERO officers on occasions of the school auditing process have always observed in the music room, the official ERO reports on the schools I have worked in have never contained any reference to the music programme because it has not been a ‘specific focus’ of the audit 
. 

Ironically, the effect of this lack of specific focus on music for auditing purposes has been to provide respite for the music programme from the current dominant discourse of tightly focused, outcomes-based approaches to teaching. Coupled with my interpretation of the curriculum as a broad framework from which, or out of which, I have distilled action ideals, I have been enabled to act with a degree of professional autonomy in terms of which teaching may be viewed as an artistic enterprise as well as an ongoing, informal, action research project in which teaching practices and the evaluation of ‘results’ are provisional and always open to discussion and revision. 

Ironically then, the bureaucracy’s own lack of consistent valuing of music education which results in its absence from the domain of ‘surveilled’ accountability, coupled with the preparedness of a particular school community and staff to exercise some autonomy in the way opportunities for learning music are made available to their children, have provided a fertile ground for me to develop an approach in which teaching as professional praxis enables teaching as an art. 

Aims of the study

This study aims to situate my own discovery of meaningful purpose in a wider context of ideas and, in particular, within a more general way of thinking about teaching and learning in which teaching is thought of as an art and in which the concept of ‘artistry’ is invoked.

My hypothesis, then, is that the wider context of ideas which will come into play as I write this thesis into being will help me make sense of the process that enabled me to develop a more satisfying professional identity involving the development of a particular music educational praxis.

In examining a range of theoretical positions that construct relevant concepts in various ways and by allowing myself to be informed by my own experiences of teaching, I will, through this study, seek to develop and describe a concept of ‘teaching artistry’. This concept will aim to make connections with the idea of teaching as a creative art and teaching as praxis, both of which recognise the presence of and support the foregrounding of creative action in children/students. 

Finally, this thesis will consider the wider implications of such a view of ‘teaching artistry’ and consider the relevance  ‘teaching artistry’ might have for teachers in their daily lives. 

In summary, the research questions underpinning this study are:

1. In what ways can the notion of artistry in teaching be theorised?

2. How can teaching artistry in music be conceptualised?

3. What are the implications of a concept of teaching artistry in teachers’ daily lives?

Rationale

The purpose of this study is to inform my own teaching practice. Also, in the traditional spirit of educational research, I conceive of my work as making a difference to the field of educational enquiry and to my colleagues.

The study arises from authentic ‘felt’ questions, issues and concerns arising in the life of classroom teaching that have been informed by philosophical perspectives that offer ways of thinking about teaching as an art. As such it falls into the category of ‘teacher research’. In discussing the purposes and ideals of teacher research, Lankshear and Knobel (2004) refer to work done by a range of authors, that clusters widely shared views of the purposes and ideals of teacher research around two concepts. On the one hand teacher research can lead to an enhancement to the teacher’s sense of professional role and identity; on the other it can contribute to better quality learning and teaching in classrooms. 

This study has the potential to enhance my own sense of professional role and identity through the act of research itself. Teaching as ‘professional engagement’ implies seeing myself as less interested in merely following prescriptions and formulae than being concerned to draw upon my own expertise and specialist knowledge as an educator in order to make autonomous judgements about how to promote learning. This study will enable me to systematically address and creatively re-imagine ways of thinking about teaching and learning that enable me to expand and develop my professional life as a teacher of children. 

Secondly, however, this study is also interested in the concept of artistry itself and its relationship to the formation of professional identity. In my professional life I have found myself engaged in conversations with other teachers that suggest that dilemmas around professional identity are commonplace. I am motivated by the possibility that my account may have something to say to teachers for whom the ‘psychic rewards’ of teaching (Hargreaves, 1999, p.173) have diminished for reasons they may find hard to pin down. In revisioning the concept of  ‘artistry’, my account will in its own way contest the current context of primary teaching in New Zealand. I will discuss the widespread view that teacher autonomy in New Zealand has been reduced and discouraged by the construction of teachers as technicists or technical functionaries (O'Neill, Clark, & Openshaw, 2004). In terms of this construction, teacher effectiveness is defined by the extent to which outcomes are achieved through the delivery of discrete units of learning assessed through standardised and quantified measures of teacher and learner behaviour. My aim in this study is to find a way of approaching classroom practice that represents, to use Frost’s words, a ‘road not taken’ in a milieu dominated by audit culture, the pervasiveness of predetermined outcomes, and mechanistic ways of measuring teacher effectiveness.

The New Zealand Curriculum Framework refers to ‘creativity’ in the essential skill category and, indeed, the word ‘creativity’ has become a buzzword of the so-called knowledge economy. The use of this term is problematic in that, although the inference is that there is a commonly held understanding of the term ‘creativity’, the intended meaning of the term needs to be thoroughly interrogated in the context that it is being used. Because of its instant appeal as a ‘good’ thing, it is a term that can be used to legitimise discourses which do not necessarily foster creativity in the terms that this thesis will be outlining. Teaching and learning in the Arts, and in particular in music, necessarily involves engagement with the question, ‘What is creativity and what kind of teaching fosters this human attribute?’ My thesis, in exploring some ideas about the art-making process and its relationship to the teaching/learning process will engage a notion of ‘creative action’ that will inform the concept of artistry and hopefully offer some depth to current discussions about ‘creativity’.

My thesis will develop a position which asserts that a particular approach to teaching and learning in music, an approach which incorporates the practice of teaching artistry promoting holistic learning and fostering creative action in children, is not only of unique value on its own terms but also offers relevant ideas and insights with the potential to inform teaching and learning in a range of contexts.

Reflective Practice

Although this study arises out of both my classroom experience as a practitioner and my wider professional life as a teacher, I am not systematically investigating a specific series of observations or reflections as ‘data’ sourced from my classroom practice. Rather, using an interpretative approach, it is my intention to view relevant philosophical and theoretical literature in the light of its resonance with my classroom practice and with my wider life of teaching children within the schooling system. I am concerned to generate knowledge that both connects with my experiences of teaching so far, and also speaks to these experiences in a way that has the potential to inform my teaching in the future. In this sense this study can be thought of as an extended act of reflective practice. 

A naïve interpretation of reflective practice might describe it as the process of autonomous acts of reflection on or ‘thinking about’ professional practice in the light of personally and/or collectively held theoretical understandings with a view to adjusting that practice. However, the widespread use of the term ‘reflective practice’ leads to the need for a deeper consideration of the possible meanings and processes encompassed and legitimated by this term. Smyth (2001) comments that in becoming something of an educational slogan, ‘reflective practice’, without sufficient conceptual elaboration, can be used to legitimate a focus on the pedagogical and behavioural skills of teachers to the exclusion of a focus on the ends or valued social and moral purposes to which teaching is (or in Smyth’s view should be) directed. Smyth notes the paradox of the widespread use of the term ‘reflective practice’ in an educational climate characterized by centralized authorities acting in ways that effectively reduce teacher autonomy.

Such a danger is a concomitant of the reform of schooling in various (mainly Anglophonic) Western democracies, where there has been a move to harness schools to the requirements of the economy by ensuring that what goes on in schools is directly responsive to economic needs outside of schools. When reflective practice simply becomes a state-endorsed process whereby teachers are asked to think about what happened, why it happened and what else they could have done to reach certain pre-determined goals, reflective practice is essentially being harnessed to a technicist view of teaching in which teachers are required to teach within tightly prescribed guidelines advancing or implementing the agenda of the controlling bureaucratic machine. In this situation, intrinsic professional accountability has been replaced with extrinsic accountability measures that have introduced forms of surveillance into all aspects of a teachers practice. In such a scenario, so-called ‘reflective practice’ is being used, to use Foucauldian terminology, as a technology of domination (R. Martin, 1988, p. 19) constructing teachers as mere technicists. 

Calling upon critical theory, Smyth calls for a reflective stance, which ‘actively recognises and endorses the decidedly historical, political, theoretical and moral nature of teaching’ (p. 185). It is, he asserts, inevitable that teaching takes on the aura of a technical process when it becomes amputated from an analysis of these contextual determinants. There is value in the critical reflective stance when it is understood in ways which allow and demand that the big questions be asked, away from the ‘how to’ towards the what and why questions that challenge the taken-for-granted, official ends towards which teaching is directed. For Smyth, the reflective stance is both ‘active and militant and is above all concerned with infusing action with a sense of power and politics and which reintroduces into the discourse about teaching and schooling a concern for the ‘ethical, personal and political’ (p. 186).  
When I am thinking (reflecting) critically, I am pursuing meanings that enable me to make increasing sense of both my own practices and the educational context in which I work.  As an enterprise this thesis questions and challenges the particular teaching practices and the larger cultural and social contexts in which I am embedded. In a sense, according to Smyth, I am embarking on a process of becoming different. Such a process requires a sense of agency, which enables me to position myself as a teacher who can challenge, take initiatives and think creatively (Greene, 1986, cited in John Smyth, 2001, p. 190). This positioning of myself contrasts with the ‘delivery of services’ mentality produced by centralized, bureaucratic, educational control.

Self-Reflexivity

The ability of humans to reflect (on the past and the future) has a long intellectual history and heritage growing out of the Enlightenment belief in human beings as able to reason about their fate, impact the future and transcend the present. Dewey (1938) wrote that ‘to reflect is to look back over what has been done so as to extract the net meanings, which are the capital stock of intelligent dealing with further experiences. It is the heart of intellectual organisation and of the disciplined mind’ (pp 86-87). However, to be reflective does not demand an ‘other’, whereas to be reflexive demands both an other and some self-conscious awareness of the process of self-scrutiny and, indeed, what the ‘self’ actually is or means.

The rejection by post-structuralist thinkers such as Derrida, Foucault and Lyotard of the Cartesian-Kantian humanist subject conceived as the autonomous, self-appointed, self-conscious font of all knowledge leads to the question, ‘What does theory have to say to me about the ‘self’ who reflects? What bearing does theory have on the action of critical self-reflection? And on the ‘other’ who is inevitably affected by the choices we make about meanings.  In the postmodern view, the self is not singular, fixed and knowable but rather multiple, shifting and unknowable. Postmodern thought throws into question the notions of the autonomous, liberal, agent drawing on an expert, professional knowledge base, effectively combining technical action and values to bring about ‘progress’. And yet, says Young (M. Peters, Lankshear, & Olssen, 2003), issues of ‘agency, theory and praxis remain’ (p. 118).  For any theory of schooling, the motivational/developmental issues of character, love of justice, and respect for difference call for some theory of agency. 

In poststructuralist theory, the idea of a unified, ideal self is replaced with the material, constructed self – that is the self as ‘text’ that is formed at the intersections of various discursive practices that can be read both by others and by the ‘self itself’ (Moore, 1999, p. 143). Maggie McLure (2003) highlights the dynamic, creative aspect of identity formation when she says:  ‘Although subjectivities are formed within discourses, people are not simply passive recipients of “their identity papers”. On the contrary, identity is a constant process of becoming – an endlessly revised accomplishment that depends on very subtle interactional judgements, and is always risky’ (p. 19). To be self-reflexive is to become aware of ideological imperatives and epistemological propositions that one is inclined to subscribe to in one’s practice across a range of situations. A critical, postmodern approach to research refuses to accept teacher experience as unproblematic and beyond interrogation. Teachers must challenge the notion that experience is the best teacher. Such a notion, while appealing to a common sense belief in the value of ‘know-how’, also relies on a construction of ‘experience’ as a kind of absolute reality and in so doing obscures the process of interpretative meaning-making that is embedded in the construction of all knowledge. In postmodern terms, experience itself is constructed. A significant aspect of the critically reflexive research process, then, involves challenging the ideological assumptions that inform the interpretation of ‘experience’ as teacher. An approach calling itself ‘critical’ must not be allowed to allow the taken-for-granted to remain unquestioned. 

On the other hand, it is worth acknowledging what Sue Middleton (2005) discusses as the ‘relations between the positioning of the body in geographical space and people’s perceptions beliefs and theories’ (p. 14). In her consideration of doctoral studies in New Zealand Universities, Middleton calls upon the Derridean notion that at birth we are ‘thrown’ into a pre-existing ‘singularity of a place of speech, a place of experience and of a line of filiation, places and lines’ and she illustrates ‘this place where work and singularity intersect’ with brief examples of childhood dreams, interests and activities that could be seen as being formative of adult research interest and theoretical perspectives. Relevant to this study, then, I make mention of the fact that part of my ‘thrown-ness’ was into a large extended family that constantly affirmed the value, status and rights of children and that was also full of joyful, family and community music-making experiences. In acknowledging this aspect of my childhood and in providing some autobiographical details about my professional teaching, this thesis seeks to make available for the interest and understanding of the reader the ways in which I have been, at least in part, led to take up certain positions and not others. Such an act of ‘self-positioning’ should not be read as an inappropriate locating of the personal or an unquestioning privileging of personal experience, but rather be seen in terms of the overall approach that I bring to this study – one which seeks to acknowledge the importance of experience but one which also acknowledges the fact that experience has not arrived at my doorstep unmediated by discourse. 

Reflexivity not only contributes to knowledge that aids in understanding and gaining insight into the workings of our social world, but also provides insight into how this knowledge is produced. The result of this reflexivity is research that questions its own interpretations and is disinclined to make grand claims about its own knowledge production in the hope of producing humbler, more provisional research accounts. Reflexivity, thus understood, involves ongoing self-awareness during the research process, which aims to make explicit the ways knowledge is constructed within the research process. Postmodern critical theory accepts the presence of its own fallibility, as well as its contingent relation to progressive, social change (Kincheloe & McLaren, 1994).

Embracing critical, postmodern tools, then, teachers can use qualitative research to uncover the way power operates to construct their everyday, commonsense knowledge and undermine their autonomy as professionals. For example, as they identify market-driven objectives in the discursive arrangements that shape the way their jobs are defined, teachers can begin to see themselves in relation to the world around them and to perceive the workplace as a site within larger economies of power and privilege. But it is not a site where they have become pawns in a larger, discursive struggle. Rather, self-reflexivity as a disciplined process becomes a tool to enhance professional negotiation, agency and judgement.

Reading and writing 

This study calls upon data in the form of ‘lived experience’, as already outlined and described. In addition, it will be informed by the reading of a range of texts. In writing this thesis into being, I am attempting to create a worded space which allows for an orchestrated bringing together of various ideas, theories, images, practices and reflections, which might be thought of as an invitation to you the reader to participate in a conversation with me, the voices whose words I invoke within this piece of work, and with those who may in the future have an interest in engaging with this conversation. 

In a sense I am engaging in an act of art-making similar to the process described in this thesis. 

I can say, alongside Deleuze:  ‘One speaks and writes from the depth of what one does not know’ (Stivale, 1998, p. 74, cited in Misson, 2004); or alongside Foucault: ‘I’m an experimenter in the sense that I write in order to change myself and in order not to think the same as I thought before’ (Foucault, 2001, pp. 239-240). 

Given the inevitability of and necessity for limits, I will be including related source material accessed both accidentally and deliberately. My investigation into teaching artistry will lead me in a somewhat haphazard way to journal articles, text books and other kinds of texts concerned with research and theory in education, arts education, music education and other relevant educational domains in which theorizing notions of artistry have featured. 

My reading of texts is informed by a broad range of ideas associated with a criticalist approach informed by postmodern views of knowledge and society. I am influenced by poststructuralist critical theory, that calls for the reading of texts with an awareness of how texts ‘mediate and sustain particular discourse and power relations’ (Lankshear, 1994, cited in Locke, 2004, p. 39). Texts are produced within historical and cultural contexts that at any one given time govern the range of discourses available to both reader and writer. Texts construct a particular version of reality, but this version is not to be seen as a unified, complete and consistent entity.  Contradictions, incoherences and silences are inevitable in texts and are to be welcomed as opportunities for ongoing reflection, investigation and critical re-writing (Morgan, 1992). It follows that different readings producing different meanings are always possible since there is no one, pre-existent, authorised meaning determining how a text is to be read. Rather meanings are recreated or reinvented in the act of reading (Freire, 1985a, p. 2).

Maggie McLure (2003) uses the tem ‘written-ness’ of research to draw attention to the need for an awareness of the way all writing constructs and interprets reality and cannot therefore be expected to provide a transparent view of pre-existent or independent truth or meaning outside of discourse (p. 105). This thesis acknowledges its ‘written-ness’. In terms of the poem, ‘On the Road Home’ by Wallace Stevens, discussed in Chapter VII (Stevens, 1955, p. 203) I offer this thesis not as part of a truth’ but only as ‘part’ – a part which I hope will engage readers in an issue which has impelled me along a journey of which this document is but one milestone.

Overview of the argument

The reforms of the 1980s and 1990s changed the purpose of education in their harnessing of state schooling to a neo-liberal economic agenda, which has attained hegemonic force in a number of (particularly English-speaking) countries. Schooling has become concerned with outputs rather than education for citizenship with a moral or ethical purpose. Eisner (2002) puts it this way: 

The images of schooling, teaching, and learning often reflect a factory view of schooling and an assembly-line conception of teaching and learning. Consider, for example, our interest in control, in the productivity of schooling, in the creation of measurable products, in the specification of standards against which products can be judged, in the supervision of the teaching force, in the growing breach between labour (teachers) and management (administrators) in the talk about quality assurance and quality control, in contract learning, in payment by results, in performance contracting…..The consequences of such concepts and the images they imply are devastating. They breed the illusion of a level of precision in practice that is likely to be achieved only by reducing education to training. Such an image of education requires that schools be organized to prescribe, control, and predict the consequences of their actions, that those consequences be immediate and empirically manifest, and that they be measurable. In such a school, the exploitation of the adventitious, the cultivation of surprise, and the use of ingenuity are regarded as “noise”. They disturb routine and require that formula be replaced with judgment (p. 361). 

The harnessing of education to state goals for economic growth has also lead to a construction of the teacher as technicist whose ‘accountability’ is constructed within the confines of an audit culture.  

At the same time, and somewhat paradoxically, teachers are called upon to be reflective practitioners, to examine their practice in the light of their own knowledge and experience, and also expected by the community at large, to act with integrity in respect to all decisions regarding the children that they have in their care. In current times, centralised control, concerned to ensure the implementation of Ministry policy, produces a climate of increased surveillance which is justified on the grounds of ‘quality control’, ensuring ‘best practice’, ‘effective teaching’ and so on.  Managerial principles and structures fostered in this climate of surveillance have led to an inevitable concern in teachers with the need to fulfil these accountability requirements, which in turn diminishes energy for and distracts attention away from what is seen by many, as the real task of teaching (Jeffrey, 1999). 

A construction of teaching as an art, which calls for a particular form of professional practice being described here as artistry, attempts to reclaim some of the territory that has been colonised through the current discursive hegemony of a neo-liberal, market-driven model of education. An alternative construction of teaching as an art is concerned to be attentive to the lived experiences of the teaching/learning context, to draw upon views that account for the complexity of knowledge and human interaction, and to take into consideration the diversity and particularity of contexts for educational practice.  It also emphasises processes frequently associated with the arts, variously described and explored through notions of creativity (Eisner, 2002), creative action (Dewey, 1987), the imagination (Greene, 2001), the poetic (Bonnett, 2002; Pike, 2004) and the aesthetic (Abbs, 2003).  

As a specific curriculum area, music, a largely non-linguistic way of knowing and a potential site for creative action, offers a context for teaching and learning that can be characterised by artistry. At its best and  ‘read’ in a particular way, the Orff approach (discussed in detail in Chapter VII) relies upon and encourages teachers to infuse the task of teaching with what I have decided to call teaching artistry. The task of this thesis is to take account of the practical knowledge that I have accumulated in the music teaching/learning setting while at the same time attempting to conceptualise the task of teaching and learning within and around a notion of artistry.  Fostering artistry in education has implications for rethinking the purposes of education, the structure of our schooling system and the way day-to-day lives of teachers and students are enacted in the classroom.

The following words, spoken by Carl Orff in 1962, encapsulate the spirit of Orff Schulwerk upon which leaders within the contemporary Orff community invite reflection.

Looking back I should like to describe the Schulwerk as a wildflower… as in nature plants establish themselves where they are needed and where the conditions are favourable, so the Schulwerk has grown from ideas that were ripe at the time and that found their favourable conditions in my work. It is an experience of long standing that wild flowers always prosper, where carefully planned cultivated plants often produce disappointing results (Orff, 1963).
The wildflower analogy is seen to provide a point of reference or guiding ideal for those seeking to further develop an approach to music teaching based upon the work of Carl Orff and his associates. The analogy of the Schulwerk to a wildflower can also invite us to think of the teaching/learning process in general as a wildflower. In this analogy, we think of learning as characterised by a somewhat unpredictable growth and development, the importance and impact of specific local environments on learning, and the need to acknowledge that there are many unknown factors which may influence the teaching/learning process but which are out of our control. 

Regelski’s call (1998a) for teaching as praxis, which regards teaching as an art and not a science (p. 46), can be thought of at its simplest as localised, contextualised, reflective practice which does not respond to universalised prescriptions.  Teaching artistry, which can characterise teaching as praxis, subsumes that which is valuable in the technicist or scientific approach to teaching within a wider view which seeks to incorporate Foucault’s notion of ‘making our lives as works of art’. Technicist approaches to teaching and learning have a place within a wider vision/version of teaching, which may be conceptualised broadly as a process in which teachers assist children to make their lives as works of art. This conception forms a backdrop or rationale for teaching practices that can spawn ‘outcomes’ previously unthought-of and return to centre-stage notions such as discovery, illumination, open-endedness, surprise and joyousness in learning. 

To consider a notion of artistry in teaching is to reflect in the first instance on the act of teaching itself. Stated simply, teaching could be said to involve an interaction between one person and another in which some form of knowledge is being offered to the other as an opportunity for learning within a particular social/cultural context. The simplicity of that description, however, should not obscure the complexity of the task. Teaching is a highly complex undertaking because it is involved with interactions between people. It is widely acknowledged that any situation or context concerned with human interaction is a highly complex affair. In the primary schooling situation, teaching is further complicated by the fact that parents discharge the care of their young dependents into the care of the school and of individual teachers as ‘parents in locus’.  Teachers are highly aware of both the ethical and practical responsibilities of their work. 

A concept of artistry in teaching takes very seriously the complexity of the teaching task. It has at its heart a concern with ethics – a concern ‘to do the right thing’ for those persons (in this case, children) who are the participants in the pedagogical undertaking. Artistry in teaching implies a view of teaching as an art in the sense that teaching can be conceived  as a creative act concerned with a kind of ‘bringing into being’. What is being brought into being? New knowledge, new ideas, new capacities, new attitudes, new skills and in fact it can be argued, the lives and minds of the children themselves.

Music is both a socially and culturally constructed practice, as well as a cognitive and intuitive art – Music-making has, as a key determinant, a particular level of engagement and connection with the process of meaning-making itself. The level of connection and engagement in a music classroom is a product of the relationship between the teacher, the task itself, and the learners themselves. Music offers the opportunity for both teachers and students to be engaged in a process in which they are making and remaking themselves as music-makers and therefore also as meaning-makers. Just as music-making and/or any kind of art-making often needs to be thought of as a work in progress, or better still a work in process, so teaching is a work in process. Teaching artistry involves an ability to be highly tuned to and observant of the learner.  It requires a secure and familiar relationship with the medium of instruction. 

Artistry in teaching acknowledges the myriad interconnections of knowledge, and it acknowledges that ‘there is much more going on than meets the eye’. In other words, it acknowledges that there are aspects of the pedagogical process not easily explained in words and that a lack of active response should not be problematised. In fact, inflexible requirements for ‘observable data’ as ‘evidence of learning’ compromise the richly complex and multi-dimensional challenges of teaching and learning. In this aspect, teaching artistry embraces the belief the ‘we can know more than we can tell’ (M Polanyi, 1967).  This belief, however, has a dual implication. In one sense it informs the understanding that teachers bring to their students’ learning processes; but this belief also explains the kind of knowledge that informs artistic teaching. We know what and how to do it, but we may find it very difficult to explain in words just ‘what’ we are doing and the reasons ‘why’ we are doing ‘it’.  

Artistry in teaching welcomes a multiplicity of explanations and answers, both in the way it approaches knowledge within a classroom and the way it undertakes the teaching task itself. It recognises the provisionality and revisability of solutions and yet, at the same time, is an approach which promotes engagement and supports the making of choices. At any one time there are many potential roads to be taken; narrative and meaning are constructed by the choices we make.

Teaching artistry requires a high degree of self-reflexivity in the teacher. Teaching artistry acknowledges and appreciates the situatedness of the whole teaching/learning context and the practice of teaching as locally situated and particularised. Although the practice of teaching may be characterised by attitudes that offer relevance and find application in a wide variety of contexts, it does not seek to develop specific sequences or lesson plans ‘guaranteed to work’ in any context. Similarly it acknowledges that what was appropriate or yielded good results with one class or with a particular individual will not necessarily be appropriate for another.

Therefore teaching artistry can never be formulaic; it is not interested in the ‘gimme a gimmick to mimic’ approach and cannot rely on inflexible, carefully prescribed sequences. Teaching artistry requires a comprehensive working knowledge of possible learning sequences but also recognises and embraces the idea that learning does not invariably occur in a tidy, step-by-step way.  Teaching artistry allows for the unpredictable, the novel, as well as for the predictable and tried-and-true solutions.

Artistry in teaching is concerned with attending to the given moment: with listening, with watching thoughtfully and with responding with care. This can be thought of as the particular kind of ‘wide-awake-ness and authenticity ‘ of which Maxine Greene speaks (1995, p. 50). In its attention to the here and now, artistic teaching adapts and responds to the situation ‘as it is’ – at times responsiveness may mean doing nothing. ‘Wide-awake-ness’ in the teacher encourages and stimulates ‘wide-awake-ness’ in the students. In other words, this commitment to responsiveness in the moment can be both a characteristic of artistic teaching and a feature of the learning process. 

Artistry in teaching, although responsive to the moment, is not haphazard. Although it is not highly schematised, it nevertheless requires careful preparation and planning. Preparation involves ensuring a comfortable relationship on the part of the teacher with the content and skills relevant to any given teaching/learning situation, but it also involves the cultivation of a repertoire of possible choices or pathways that may be taken up as the lesson or shared experience unfolds. It privileges the need to respond in the moment over the need to invariably follow a pre-determined plan.

Artistry in teaching is not an approach in which the teacher can press the ‘automatic’ button and rely on formulaic responses; rather it is a highly personal affair. It is an approach over which a teacher may feel ownership and involvement. This high degree of connection and involvement with the task often results in an experience for the teacher of autotelic flow (Csikszentmihalyi, 1996, p. 113). To this extent, teaching becomes an enjoyable end in itself, supporting and enhancing intrinsic professional rewards in the form of fulfilment and job satisfaction. 

Artistry in teaching cannot be mastered within a predictable timeframe or on the basis of having met a certain set number of particular outcomes-based criteria. It is not necessarily an ability that gets incrementally better step-by-step. Rather, it is facility that can go on being developed over a lifetime. This is so because there are an infinite number of problems and an infinite number of possible solutions. Artistry in teaching can be thought of as an overall orientation to teaching and learning, the practice of which is guaranteed to render the surprising and the unexpected. It involves the ability to enter into a process-based learning space and maximise the opportunities that present themselves within the constraints and the potentialities of each given situation.  

Chapter II: The current educational milieu: Constructing the teacher as technicist

Over the last two decades, a melange of discourses including neo-liberalism, neo- conservatism and managerialism, which could be said to coalesce into common interest alliances, have gained dominance in the sphere of education throughout the industrialized world (Apple, 2004). Henry Giroux, a renowned socio-cultural and educational commentator, in a recent unequivocally scathing attack on neo-liberal corporate culture in American life, refers to neo-liberalism as a scourge that has become one of the most pervasive and dangerous ideologies of the Twenty-First Century (2004).  He states: ‘Central to the hegemony of neo-liberal ideology is a particular view of education in which market driven identities and values are both produced and legitimated’ (p. 494).  The production and legitimation through education of market-driven identities exemplifies the Foucauldian concept of ‘governmentality’ (Hursch, 2003; Peters & Marshall, 2003) in which governments in order to govern involve themselves in the exercise of complex forms of power through institutions, techniques and procedures in order to bring about compliance with a particular agenda. 

Neo-liberal discourse initially found its expression in New Zealand public life in the economic experiment (Kelsey, 1997) of the late1980s, driven by economic rationalism, which transformed the social-political life of the country.  According to Codd,  

The primary purpose of economic rationalism is to bring the agencies and apparatus of the state into line with the policy prescriptions of neo-liberal (free market) economics and contractual managerialism. Thus the machinery of the state is removed from the unpredictable and ostensibly inefficient processes of state bureaucracy and partly (as far as is achievable) within the context of competitive market forces’ (Codd, 1997, pp. 131-132).
The initial focus of reform was the economy:  financial and labour markets were deregulated, state activities were corporatised into state owned enterprises and competition for state funds and ‘user pays’ measures were introduced. In this climate of privatisation, education became redefined as a private as opposed to a public good and underwent its own restructuring (Locke, 2001, p. 137; O'Neill et al., 2004). The 1987 treasury statement below illustrates a subscription to neo-liberal discourse with its emphasis on the economy as the primary source of legitimation for the state’s role in education and the conflation of the concept of effectiveness with that of profitability. 

Education is never free as there is always an opportunity cost to the provider. Those who provide the inputs to formal education naturally seek to defend and develop their own interests. Hence formal education is unavoidably part of the market economy and the Government can afford to be no less concerned with the effectiveness and profitability of its expenditure on education in relation to the state’s aims than private providers would be in relation to their own (NZ Treasury, 1987, p. 133, cited in Codd, 2005).
When the National Government announced the ‘Achievement Initiative’ in 1991 to signal the raft of curriculum reforms that were to follow, the rationale was couched in terms of a perceived need for New Zealanders to become educated in a way that would make the country more competitive in the global economy. The following paragraph makes clear the basis upon which curriculum reform was to occur.

More recent developments in New Zealand and overseas have highlighted other important factors. These include the need to spell out a continuum of clear learning objectives throughout schooling; to define a range of understandings skills and knowledge to enable students to take full place in today’s and tomorrow’s economy and society; to ensure that our academic standards are set at last comparable with those of our main trading competitors; to demonstrate progression and continuity in learning; to reaffirm the importance of the basics in the curriculum; and to improve classroom assessment practices and national monitoring procedures (Ministry of Education, 1991).
The re-structuring of education in Aotearoa New Zealand
In seeking to make education both more responsive to the needs of the economy and more economically efficient, the restructuring that began in the late 1980s and continued through the 1990s sought to apply a particular business model to schools.  Within this model, education was seen as a commercial venture in which performance is enhanced by competition between schools and accountability is achieved through an audit system focusing on a range of performance measures including quantifiable outcomes. 

At the macro-level, the construction of education as a private, economic good relieves the state of its responsibility to consider the wider purposes of education such as the role it might play in the collective lives of its citizens and society in general.  At the micro-level, this construction leads to a view of education as a commodity where schools see themselves as small businesses operating in a competitive market.   On the basis of roll numbers, the Ministry provides an annual bulk-operating grant to schools. (Other grants may be allocated for particular purposes.)  However, the responsibility to manage these funds and offer the ‘best product’ possible is ostensibly handed over to the school and its local community.  Inevitably schools need other sources of income, which may be derived from donations, fundraising activities, fee-paying students and so forth.   Schools must therefore compete for business and for resources to run that business in what is seen as a commercial environment. (The extent to which the permeating discourse is still alive and well is reflected in the National Party’s current policy to introduce vouchers, foster the development of ‘elite’ schools and to raise the prospect of these schools making ‘takeover’ bids for ‘non-performing’ schools.)  The effectiveness and quality of the schooling offered is seen to be primarily the responsibility of the individual providers (schools and teachers) who will be held to account through a series of centrally standardized auditing procedures.  These procedures ensure ‘quality control’. According to Easton ‘the purpose of such commercialisation is not only to improve educational efficiency but to change the very nature and purposes of education’ (Easton, 1999, pp. 149-157, cited in Codd, 2005, p. 197). The infiltration of the discourse of the commercial world can be seen to both reconstitute and reorganise the educational world at macro and micro levels and also to offer the primary source of legitimation.

Peters and Marshall (2003), in their critique of the economic and social theories and politics of neo-liberalism, assert that the educational changes over the last fifteen years have involved a total change in culture. In their view, ‘busnocratic rationality’ is exemplified in the way in which skills, information and information retrieval rather than knowledge and understanding are promoted, and in the definition and determination of quality in education by the consumers (in particular by industry) rather than by the providers (teachers and the academics). In their view this enables the exercise of power so as ‘to maximise the productive economic power of the individual and of the capitalist state’ (p. 109). 

The first stage of restructuring began with the reorganisation of educational administration.  Boards of Trustees, consisting of elected members of the public, replaced the previous regional education boards. This new system promoted the idea of the ‘self-managing school’ as a way of addressing what was seen as previous bureaucratic inefficiency and the endemic self-interested lobbying of education providers. While the various policy documents introducing these changes resonated with language which appeared to endorse community empowerment, consultation and educator professionalism – and in some cases the reality matched the rhetoric ​​– the rhetoric of these documents also revealed a neo-liberal agenda where ‘individual choice within a deregulated social environment is given priority over state-imposed responsibilities, duties and obligation (O'Neill et al., 2004, p. 33). 
The rhetoric of the ‘self-managing’ school emphasises the exercise of personal parental responsibility in all aspects of the school’s operation, including matters related to funding, provision of facilities, delivery and assessment of curriculum, the appointment of teachers and matters related to teacher performance.  Central to neo-liberal theory is a view of the individual as ‘an isolated or autonomous social and economic unit always “freely” acting to maximise or minimise his/her self-interest or consumer sovereignty’ (O'Neill et al., 2004, p. 33). Centralised auditing processes are designed to make clear to the public which schools are doing well, and members of the public, constituted in this discourse as ‘autonomous choosers’ (Peters & Marshall, 2004), are expected to make informed choices in selecting schools or learning institutions. (Again, we might note the current National Party policy of abolishing zoning and introducing the compulsory bulk-funding of teachers’ salaries.) In accordance with this theory of the self-managing school, ‘self-interested’ school parents are concerned to advance the educational opportunities available to their own children and this, combined with their ability to exercise consumer choice over schooling, plays its part in contributing to the production of a competitive educational market which will in theory stimulate the improvement of the delivery of educational services to clients.  

All of this is, of course, a simplistic description of what actually happens in a today’s self-managing schools.  Boards of Trustees rely upon parents motivated by a lot more than ‘self interest’. Parents, who may in fact subscribe to what Codd calls  ‘the long-held social democratic values of collective responsibility and egalitarianism’ (2005, p. 198) give of their time and energy for the benefit of all children and their local community in offering their services as members of school Boards of Trustees.  The reality ‘on the ground’ points to a tension between the colonising forces of a dominant market-place ideology and the resistance that can be offered through alternative discursive frameworks that continue to operate. The argument of this thesis would view these alternative discursive frameworks as providing the ‘spaces and antinomies’ for resistance to a discourse of educational practice that constitutes the human being in such a bankrupt and demeaning way (Peters & Marshall, 2004, p. 123). In particular, this thesis is arguing for the contestation of the current dominant ideology which (as I will further discuss) leads to a construction of the teacher as technical functionary (O'Neill et al., 2004). Offering an alternative construction of teaching as an art emphasises the value of creative action and implies a potential for agency and thus discursive resistance.  
Curriculum change

Following the changes to the management and administrative structures of schooling came changes to curriculum and assessment. The ‘Achievement Initiative’ of 1991 announced the shape of the curriculum reforms to come, which were a response to the perceived need to make New Zealand more competitive in the global economy and to make the education sector instrumental in achieving this. The New Zealand Curriculum Framework (NQF) released in 1993 stated as its aim the intention  ‘to raise the achievement levels of all students and to ensure that the quality of teaching and learning in New Zealand is of the highest international standard’.  The raising of achievement levels was to be addressed by the identification of ‘a progression of desirable standards of learning throughout the years of schooling against which students progress can be assessed’ (Ministry of Education, 1993, p. 3). The NQF provided a structure of seven essential learning areas and set up a framework for the writing of curriculum statements for each of these areas based upon an eight-level progression of prescribed ‘achievement objectives’. Each learning or subject area was to be partitioned into strands and sub-strands, each with its own eight-rung ladder of ‘AOs’. 

In regard to the rigid, eight-level structure, O’Neill et al. (2004) states that ‘ a large academic literature shows that such structures do not enhance learning… and [that they] embrace a “bankrupt” understanding of the nature of knowledge, cognition and learning’ (p. 40). Criticism of the levels structure of the curriculum framework was evident from the very beginning of the reform process (Elley, 2004, p. 91) but it remained a non-negotiable aspect of all curriculum statements, and the writers of each curriculum area were required to work within this structure. Warwick Elley has continued to consistently criticise the eight-level structure of the curriculum saying that ‘there is no rationale for dividing any of the curriculum areas into eight (or ten, or twenty) evenly spaced levels. There are no natural breaks in development at selected cut-off points’ (Elley, 2004, p. 93). 

Furthermore, according to Elley, not only is there a problem in assuming that a clearly defined progression of development within any given strand of a particular subject area can be specified, but the problem intensifies in assuming that several strands within a particular subject area as well as seven different learning areas can all be fitted into this ‘one size fits all’ symmetrical model of learning.  This model, to which the Ministry of Education has been so wedded, has no support from any well-informed or well-researched view of knowledge or learning. 

Nevertheless, the levels have remained and subject areas were made to ‘fit’ within this prescriptive, assumed progression of learning.  In many cases this has resulted in what can only be seen as arbitrary and somewhat meaningless descriptions of supposed incremental progress from one level to the next. For example, in music, a child at Level 1 may be expected to  ‘ share music making with others through informal presentation and respond to live or recorded music.’ At Level 2 a child can be expected to share music making with others, using basic performance skills and techniques, and respond to live or recorded music. The difference at Level 2, therefore, is that the child will use ‘basic performance skills and techniques’ rather than ‘informally present’. This assumes, for one thing, that it is easy to distinguish between an informal presentation and a performance using basic skills and techniques. The distinction is also quite problematic since it can be argued that sharing music-making through informal presentation is just as sophisticated (if not more so) as music-making using basic performance skills and techniques, and furthermore, that these abilities may exist side by side in simultaneous action. 

However spurious and illogical these distinctions may be, the individual teacher is required to make sense of these achievement objectives in order to derive discrete behavioural criteria in the form of specific learning outcomes, against which students can be subsequently assessed. Learning will be deemed to have occurred if the student is able to produce (reproduce) appropriate observable behaviour.   In primary schools, the expectation to produce curriculum-referenced profiles of student achievement have involved teachers in writing or subscribing to the use of learning outcomes and narrowly based, subsequent  ‘assessment of outcome’ strategies. Whether or not teachers feel convinced that real learning is occurring, the particular learning outcome becomes the key determinant of content and practice.   There has been a proliferation of commercially produced ‘resources’ for teaching, which claim to be closely tied to the curriculum and offer sets of learning outcomes derived from the achievement objectives. In ‘buying in’ to such resources, the teacher is relieved of having to make sense of something nonsensical; it has been done for her and all she need to do is implement a ‘learning experience’ and assess against the pre-determined outcome provided for her.  

For many New Zealand teachers, classroom practice has been constrained by a perceived demand for curriculum coverage of proliferating AOs and a subsequent resorting to box-ticking as a way of satisfying expectations of accountability (Hill, 2000). Teachable moments – those moments that arise out of the real activity and engagement with experience and information – are often foregone when teachers attempt to bring their students development into line with prescribed sequences in the interest of attaining the externally specified outcome (Elley, 2004; H. Lee, O'Neill, & McKenzie, 2004). This kind of ‘teaching’ cannot allow itself to be responsive to student needs and/or interests or to the unpredictable myriad of interacting circumstances, which may arise in any given moment. In an outcomes-based approach, such factors will only distract from the stated intention of the lesson. However, spontaneous learning situations have the potential to provide a rich source of multi-layered learning for all participants (including the teacher). When teachers are driven more by outcomes than by interest, teaching is narrower, more directive and can be described more as ‘coaching’ or ‘training’ than teaching (Elley, 2004, p. 95). 
In a recent comparative study of primary teachers’ responses to curriculum changes in terms of their sense of their professionalism (Vulliamy, Webb, Locke, & Hill, 2004, in press), the writers comment on ‘The loss of opportunities to be spontaneous and to be able to react to what children might bring, as a downside of the increased curricular prescription in each country’ and quote a New Zealand teacher as lamenting: 

Gone is the kid turning up with something wonderful like a spider and you think, cool, we’ll go and do something on spiders … because, oh, no, I’m busy doing this, so I can’t just do what the kids are interested in.  You tend to say, ‘Oh, lovely spider, push that on, come on now, we’re doing maths’ because you’re so tied up with what you have to cover and I find that quite sad really.
Lee, O’Neill and McKenzie (2004), commenting on the changes over the last fifteen years, pertinently states that ‘the irony of outcomes-driven models which supposedly improve the quality of teaching and raise the achievement levels (and our economic performance) is that, not only do they deprofessionalise teachers, they reduce knowledge to information, learning to test scores, and the educative process to a technical-linear formula rather than an intellectual journey of personal growth and discovery (H. Lee et al., 2004, p. 48). Positioning economic growth in a competitive world economy as the primary legitimation for education tends to define the purpose of schooling as the need to produce individuals capable of joining a highly skilled and ‘adaptable’ workplace.  The construction or rather reduction of knowledge to the acquisition of observable skills or competencies and the erroneous assumption that such skills and competencies can exist independently of any discipline or body of knowledge and are easily transferable from one context to another, ‘trivializes learning and education’.  Such a construction is unable ‘to accommodate the processing of more complex knowledge requiring thinking that is creative, diverse, problem-based, individual and open-minded’ (Lovat & Smith, 1995, p. 111, cited in H. Lee et al., 2004, p. 60).
It is clear, therefore, that a curriculum is not a  ‘neutral assemblage of knowledge’ (Apple, 1992, p. 1, cited in Peters & Marshall, 2003).  Although the stated aim of the National Curriculum Framework (Ministry of Education, 1993) ‘to raise the achievement levels of all students and ensure that the quality of teaching and learning in New Zealand school is of the highest standard’ (p. 3) may superficially seem to align itself to the concerns of any committed educationalist, the construction of knowledge and the outcomes-based model of education inherent in the curriculum is aligned to the agenda and needs of a particular sector of society and fails to support  teaching/learning approaches that seek to take account of ‘multi-dimensional  aspects of knowledge and the idiosyncratic and individualised nature of learning’ (Elley, 2004, p. 94).

Teacher accountability and professionalism: The teacher as technicist

In the alignment of education to the economic and social goals of neo-liberalism, devolution of responsibility for the day-today running of the school to local communities has been accompanied ironically by the development of centralised control, not only through the prescriptive nature of the curriculum but also through a range of ‘accountability procedures’ reliant upon managerialist structures. According to Sachs (1999), managerialism makes two claims: efficient management can solve any problem; practices which are appropriate for the conduct of private sector enterprises can also be applied to public sector services. Central to the discourse of managerialism is a notion of ‘quality’. ‘Quality assurance’ measures require schools and teachers to produce written evidence of objective-setting, planning, reviewing, internal monitoring and external reporting. This in turn enables the measurement of performance against key performance indicators.

The idea that the Ministry of Education might prescribe matters in respect of employer assessment of teacher performance was written into the statute books in 1987 and the mechanisms for achieving this form of disciplining were achieved around a decade later. The 1989 Education Act extended the framework for performance management (a key managerial strategy) into schools, and when performance management systems (PMS) became mandatory in all New Zealand schools in 1997, the newly constituted Teacher Registration Board (TRB) developed a set of teacher performance criteria.  Keith Sullivan has commented on the state’s intention to reshape both the status of the teachers and the work they do, asserting:

The standards assume that teaching is a technicist activity….[they] are narrowly focused and imprecise, and ignore the heart of good teaching as embedded in teacher roles such as that of decision-maker and creative innovator (Sullivan, 1999, p. 151).
These performance management systems introduced into the educational setting a range have impacted materially upon teachers’ work practices and their sense of professional identity. The Education Review Office (ERO), the mechanism for the external audit of schools, carries out three-yearly reviews of schools. As well as this, schools are required to have in place processes of self-evaluation and self-review based on pupil achievement and progress and other indicators of success. The teachers’ collective contract has a requirement that evidence of regular appraisal against performance standards be provided in order for teachers to maintain registration by the Teachers Council.  All of these measures and others are imposed upon teachers and constitute a regime for extrinsic accountability though external controls. Intrinsic forms of accountability, such as those associated with classical democratic professionalism (Sachs, 1999), which depend on a combination of the expert knowledge of the teacher, her altruism and a sense of autonomy, are marginalised in this model of professional practice.

Codd (2005) argues that these changes have collectively led to an erosion of trust and a degradation of teaching as a profession. He suggests that the current notion of ‘quality’ is less concerned with the educative process itself than with the documentation of selected types of evidence in the form of reports and analyses in relation to that process. He comments on the impact upon the professional lives of teachers as follows:

Knowledge, experience and understanding and especially imagination are recognised only if they can be reduced to something observable or to some performance outcome that can be specified in advance of the educational moment. Managerialism with its emphasis on efficiency and external accountability treats teacher as functionaries rather than professionals and thereby diminishes their autonomy and commitment to the values and principles of education (p. 201).
Implicit in this quotation is a suggestion of two different discourses of teacher professionalism, one characterised by efficiency and external accountability and the other characterised by an autonomy through which a commitment to the values and principles of education is expressed.

In considering possible definitions of professionalism, Brennan (1996) claimed that the corporate management model had redefined the professional as one ‘….who clearly meets corporate goals set elsewhere, manages a range of students well and documents their achievement and problems for accountability purposes. The criteria of the successful professional in this corporate model is of one who works efficiently and effectively in meeting the standardized criteria for the accomplishment of both students and teachers, as well as contributing to the school’s accountability processes’ (p. 3).
Codd (1997) asserts that the discourse of managerialism constructs teachers as ‘technocratic-reductionist’, which he compares to the construction of the teacher as professional-contextualist as in Figure 2.1 by way of a set of binaries. He says: 

In the technocratic view good practice can be reduced to a set of pre-defined skills or competencies, with little or no acknowledgement given of the moral dimensions of teaching. In the professional view, on the other hand, the good practitioner is a well-rounded person who can integrate all aspects of their prior knowledge and act in a teaching situation with moral integrity (p. 40). 

	
	Technocratic-

Reductionist
	Professional-

Contextualist

	Role model
	Skilled technician
	Reflective practitioner

	Criterion of good practice
	Competence
	Integrity

	Pedagogical aim
	To produce the attainment of specific learning outcomes
	To enable the development of diverse human capabilities

	Administrative context
	Efficient management

(Hierarchical)
	Professional leadership

(Collaborative)

	Type of motivation
	Extrinsic
	Intrinsic

	Form of accountability
	Contractual compliance
	Professional commitment


Figure 2.1: Codd (1997): Contrasting conceptions of teaching

This paradigm identifies two differing conceptions of the teaching task. While individual teachers cannot be reduced to a simple fit with one paradigm or the other, the current preoccupation with pre-determined outcomes coupled with centralised controls emphasising accountability and compliance has led to a subtle redefinition of the teaching task as ‘technocratic reductionist’. This latter paradigm offers a picture of teaching in which the development of skills, competencies and efficiency are central to both the function and the purpose of education. 

Instrumental rationality and nihilism

According to Roy (2004), this instrumental view of education with its emphasis on extrinsic motivation, compliance, efficient management and the teacher as a skilled technician operating to produce specific outcomes, relies on a belief in ‘communication’ as unambiguous and straightforward.  Communication, both in spoken and written form, whether it be between teachers, teachers and pupils, or managers and teachers, is constructed as a straightforward transfer of information which  ‘results in unproblematic transference with full conservation of intent’ (p. 298). This leads to the assumption that policy documents easily translate into educational practice, just as pre-specified learning outcomes easily translate into occasions of clearly defined and attainable learning for students. 

Furthermore, extrinsic accountability practices demand that this information be codified and organised into written forms such as lesson plans, policy documents, records of achievement and so on. This information then achieves the status of reliable and trustworthy evidence of  ‘effective’ practice.  When teachers speak of the meaninglessness of  ‘ticking boxes’, they are commenting both on their doubts about the process that leads to the ‘tick’ and their concern about the meaning and status that such written documents can subsequently assume.  Within a pervasive, audit culture, accountability practices relying largely upon the documental evidence of compliance with prescriptions at the management, classroom and individual level do not take account of the complexity of school and classroom life. The communicative act is constructed simply as a straightforward exchange of information, in which ambiguities and irregularities can be overlooked.  Explicitness and ‘clarity’ are sought after and emphasised. Planning, achievement reports, appraisal records and so forth are seen to be reliable evidence of effective practice or otherwise.  Quality control is viewed as achievable through the auditing of such documents as a means of identifying the needs for improvement within the system. Many teachers (and others) intuitively know that one can adhere closely to a prescription, act as if the desired results are achieved, justify that belief through the selection (and exclusion) of evidence and provide written documents to reflect this. Compliance with regulations and therefore a sort of accountability may be achieved, but it is often at the cost of suppressing or ignoring other realities or stories. In a sense, the documentation can be said to   ‘mean very little at all’.

Such loss of meaning connects with the idea of nihilism that Roy (2004) suggests grips educational practice today.  He argues that a view of communication as a transparent and unambiguous, instrumental exchange is central to current educational practice and that this view of communication fails to take account of the ambiguity and irreconcilability of language, knowledge and of life in general.  Indeed, he asserts that the uptake of this discourse leads to a ‘shallow optimism that professes faith in progress through instrumentality alone, resulting in a general impoverishment of the senses’ (p.  297). Roy argues further that when pedagogic exchange is characterised by this sender-receiver model of technocratic exchange, the resulting regimentation of teaching and learning leads to a ‘hollowing out’, a shallowness and a lack of vibrancy and depth in the educational process. 

Blake, Smeyers, Smith and Standish (2000) take the stance that education today, in the English-speaking world and particularly in the U K, is characterised by nihilism. They argue that the kind of thinking resulting from an ‘excessive faith in the progress of reasoned enquiry’ (p. 96) has led to the reduction of the complexity of the aims and purposes of education to that of raising standards. This has produced an obsession with ‘the standard’ as a measurable and quantifiable outcome that becomes the central and defining factor used unquestionably and unreflexively to drive policy, practice and official evaluation of education. 

The concept of nihilism being employed by Blake et al. is derived from the philosophy of Nietzsche. In their account, The Birth of Tragedy (written in 1871) revolves around a distinction between the surging, anarchic (both creative and destructive) energy of the Dionysian forces of Greek tragedy and the Apollonian form and clarity of the Socratic dialectic, the latter being characterised by the ordering of logical thought and faith in reason. Blake et al. (2000) remind us of Nietzsche’s conviction (expressed in Ecce Homo and written seventeen years after The Birth of Tragedy) that while Dionysian and Apollonian forces must be seen as inseparable, it is the suppression of the Dionysian that most impoverishes us and that, in its absence, ‘the lives we live become thinner’ (p. 96).  Blake et al. go on to say: ‘Just as the excessive influence of the Apollonian led to the degeneration of tragedy into what Nietzsche calls bourgeois theatre’ so the suppression of the Dionysian force within education is evidenced by the kind of hollow theatricality which speaks of the worthiness or absolute value of ‘effectiveness’, ‘excellence’ and the importance placed on rational accountability practices based on such constructs. In effect, educational practice has itself become ‘contrived and stage-managed’ (p. 97). In agreement, Roy (2004) comments on the relevance of these themes to education today and asserts that ‘the creative power that arises out of the clash of irreconcilable forces is exchanged for a shallow optimism that professes faith in progress through instrumentality alone’ (p. 297).

Artistry and the neo-liberal reforms

Analyses of the changes to educational structure and management in New Zealand echo analyses of similar changes in the United Kingdom, Australia, and America, where neo-liberal economic theory can also be seen to be driving government agendas (Hargreaves & Goodson, 1996; Helsby, 1999; Helsby & McCulloch, 1996; Robertson, 1996; John Smyth, 1992) The forces of neo-liberalism can easily be portrayed as monolithic and all pervasive.  Helsby and McCulloch (1997), in raising questions about the impact of such changes on teacher’s lives, ask:

To what extent should classroom teachers be viewed as passive victims disempowered by some monolithic structure, which prescribes their actions and removes their autonomy? Alternatively how far can they be seen as active agents using their professional judgment in their day-to-day work and making many decisions, which fundamentally shape the development and form of the new curriculum (p. 4)?

Troman  (1999), in his attempts to chart the impact of education policy in England on teachers in a particular primary school, researched ways in which ‘legislated change at the macro (societal) level was negotiated at the meso (organizational) and micro (personal) level’ (p. 33). His research concluded that teacher responses to the implementation of policy indicated ‘creative social action rather than robotic reactivity’ (Ball, 1994, p. 19, cited in Troman, 1999, p. 47). Such a study suggests that even in when subject to tightly prescribed accountability procedures, individual teachers are nevertheless able to negotiate change and implement policy within the particularities of their own situation and belief systems. Teachers are not, and perhaps cannot be, simply cogs in a machine that can be programmed to deliver policy and programmes developed elsewhere in some simplistic, unmediated sense.

Locke and Hill (2003), in their study of New Zealand teachers’ practice in the wake of the 90s ‘reforms’, also report that the teachers in their study were not ‘disempowered in some crude sense by the sovereign power of the state and its mandated reforms (p. 16). However, they do suggest that the changes were constraining of teachers’ behaviour. They argue that the key question is not whether a ‘hegemonic colonising discourse should be resisted’ but rather ‘What conditions are necessary for teacher autonomy and agency to be maximised so that modes of resistance can at least be contemplated?’ (p. 16).

A notion of artistry in teaching is concerned, at least in part, with this question of autonomy and agency. Art in many of its forms is a means by which society is able to hold up a mirror to itself. It invites the exploration of and interrogation of meanings and questions of value. As will be argued in subsequent chapters, a notion of artistry in teaching contests the taken for granted-ness of received knowledge.  Artistry in teaching seeks to expand rather than diminish the space for questioning and critical reflection. Although a critique of such an approach would suggest that an excess of autonomy and an emphasis on individuality could lead to highly idiosyncratic approaches, it will be argued that in the current milieu, the threat of shallow, universalised, prescriptive meaning is much greater than the threat of an excess of eccentricity.  An approach embracing artistry can serve as an antidote to the ‘impoverishment of the senses’ (Roy, 2004, p. 297) caused by the over focus on universalised and prescriptive outcomes.

Neo-liberalism may currently be providing the narrative for the educational project, but teachers can construct ways of being that resist this narrative and its discourse.  While having to comply with requirements for extrinsic accountability, teachers can continue to hold themselves accountable to their own sense of intrinsic accountability.  This is not to underestimate the toll taken on time and energy in activities that do not seem to connect with the real task of teaching, but rather to suggest that there are spaces that can be expanded through which teachers may reclaim their professional lives. 

Chapter III:  Teaching as art or science?

Teaching, in its engagement both with the production and transmission of  ‘knowledge’ and with human interaction, undoubtedly requires a broad set of skills, knowledge, attitudes and understandings. However, viewing the task of teaching as an art conceives of this process as one which is more concerned to acknowledge the complexity of this task and the many paradoxical and unpredictable situations that are endemic to the teaching/learning process, than a view which might seek to see teaching as an applied science which is based upon laws of cause and effect (McGee & Fraser, 2001, p. 12). Eisner (2002) comments that we live in a time where there has been a considerable effort on the part of those studying teaching to create a ‘science’ of teaching (p. 154).  A science of teaching is concerned with the application of a standardized, firmly bounded, specialized knowledge to the solving of problems within the domain of education (Schon, 1983, p. 23). Moreover, viewing teaching as a science has the potential of making it susceptible to a kind of discursive alignment with technicist and rationalistic approaches to education discussed in the last chapter. British teacher Mark Pike (2004), in arguing for what he calls ‘aesthetic teaching’, also comments on the current disposition to construe education as a ‘technology with which to get something done or as a vehicle which “delivers” a subject in an efficient and effective manner, or as a science where the analytical approach is the method for problem solving’ (pp. 20-21).

On the face of it, viewing teaching as an art and/or thinking about the art of teaching contrasts in a straightforward way with a view of teaching as a science and/or as a technology. However, a focus on one of the dictionary meanings of art as ‘adept skilfulness’ could support an argument that the implementation of any curriculum relies upon the ‘art of teaching’. It is important to tease out the implications of the view of teaching as an art, since it is evident in examining the current educational milieu that there are different discourses, practices and educational consequences associated with concepts such as  ‘teaching as an art’, and ‘teaching as a science’ or ‘technology’.

Teaching as an art

Teaching as an art suggests that the teaching/learning process has some features that can be identified as characteristic of other art forms, or processes associated with these art forms. Although speaking of teaching as an art may be seen to inevitably lead to the question, ‘What is Art?’, the breadth and scope of this question, which has engaged philosophers, aestheticians and art historians for centuries, is not the focus of this study. Rather, I am concerned to investigate meanings of and ideas about art that assist in the conceptualisation of artistry in teaching. The consideration of the question ‘What is Art?’ in relation to specific art-works is less relevant than a consideration of what may be considered the artistic process itself, particularly as it may relate and speak to educational concerns. 

Writing forty years ago, curriculum theorist Dwayne Huebner (1962) commented on the dominance of a contemporary view that teaching was a science (p. 25). He acknowledged the need in teaching for skills widely thought of as scientific, such as the ability to observe, to analyse, to synthesise and to form hypotheses, but he nevertheless called for the revival of interest in teaching as an art in response to the prevailing mode of studying teaching as a science. He asserted that the issue was not so much whether teaching actually is or is not an art but the potential offered by the view of teaching as an art for insights, new ways of acting, thinking, perceiving or feeling about life in the classroom. Quoting romantic poet John Keats, he suggested that teachers need the quality of ‘negative capability’ – that which enables a ‘being in uncertainties, mysteries, doubts without any irritable reaching after fact and reason’ (Bate, 1967, p. 249). Literary critic Walter Bate (1967) paraphrases Keats famous words this way:

In our life of uncertainties where no one system or formula can explain everything – where even a word is at best, in Bacon’s phrase  ‘a wager of thought’– what is needed is an imaginative openness of mind and heightened receptivity to reality in its full and diverse concreteness (p. 249).
As Huebner portrayed it at that time (the 1960s), a science of teaching in its concern with empirical fact and reason, failed to take account of the uncertain or unknowable (in an explicit sense) aspects of life in general and in particular of those within a teaching/learning context. For Huebner, the cultivation of this quality of ‘negative capability’ enabled the teacher to deal with ‘life in all its fullness’ (p. 24). Teaching as art acknowledges difference and idiosyncrasies since, according to Huebner,   ‘teaching approached as scientific theory via principles of learning and teaching does not take advantage of the teacher’s significant idiosyncrasies.  But art does, for art deals with differences and idiosyncrasies (p. 25). He also ascribed a kind of strategic value in characterising teaching as an art. In an interesting anticipation of the emergence of discourse theory, he referred to the way ‘words or labels carry nuances which creep into thought and which may unconsciously structure teachers’ attitudes, feelings and actions’ (p. 26). From his vantage point, he saw value in teachers ‘constructing’ themselves as artists in that it could lead to a ‘maximising of individuality’ (p. 26) in terms of which the teacher as artist would work alongside students in making meaning and ‘creating value’ (p. 25) within what can be an uncertain and mysterious world. 

One might note that Huebner’s analysis at this time relied upon an aesthetic notion of art making, in which the creation of  ‘beauty’ as well as the creation of meaning is assumed and assured. His suggestion of something ‘essential’ about beauty would be open to critique from a postmodern viewpoint, which would regard beauty as a social construction. Nevertheless, Huebner’s comprehensive argument for teaching as an art, although emerging out of a different temporal and discursive milieu, still offers relevant insights to a conceptualisation of teaching as an art which, as will be discussed in Chapter VI, has as a central concern the opening up of possibility and is accompanied by an ethical call for the teacher as artist to ‘stand out as an individual, to stand out as a person, and to continue to search for meaning and significance (p. 26). 

Woods and Jeffrey (1996) are good examples of present-day educators who see the ‘whole of teaching as an artistic accomplishment’ (p. 2) and who state that the teacher’s art is expressed through performance. An artistry of performance could be said to characterise the interactive person-to-person aspects of the teaching process, but also, particularly in a school setting, could be said to be called for in any situation in which a performance or series of performances is required.  Seeing the whole of teaching as an artistic performance also leads to a consideration of the need for an ‘artistry of design’ in terms of the organisation of a particular programme as well as an ‘artistry of execution’ in terms of the setting up and conducting of particular lessons or sets of lessons for groups large or small. In short, Woods and Jeffreys, in considering teaching as art, suggest that ‘teachers need to be creative to secure the personal touch, to adapt the curriculum so that they can feel a sense of ownership of the knowledge that is transmitted and/or learned so that they can feel in control of the pedagogical process and so that they can develop a personal style’ (p. 7).

Using a similar metaphor, well-known proponent of the art of teaching, Elliot Eisner (1985) suggests that teaching requires a form of educational  ‘connoisseurship’ which, in the educational setting, he defines as an appreciative art which enables an awareness of characteristics and qualities (rather than appreciation suggesting preference) (p. 104). Furthermore, he suggests that the skilled teacher is able to  ‘orchestrate’ the complex activities of a classroom and states that ‘the way in which activities are orchestrated, questions asked, and lectures given constitutes a form of artistic expression’ (Eisner, 2002, p. 55). Eisner, in invoking the terms ‘connoisseurship’ and ‘orchestration’ in relationship to the task of teaching, emphasises the artistic nature of the educational undertaking and is arguing that teaching involves the exercise of the art of perception (p. 104) as well as the exercise of the art of design and/or orchestration. If one considers the whole of the teaching task to include the way in which teachers conduct themselves in relation to their students as well as the way in which particular learning experiences may be designed, it follows that connoisseurship or the ability to orchestrate may be evident or present in both the overall design of particular learning experiences as well as in the moment-to-moment conduct of the teacher in terms of her presentation or representation of a particular knowledge field.  The tone of voice, nuance of expression and use of body language can all be regarded as part of the artistic enterprise of teaching.  

Blake et al. (2000) discuss at some depth what it means to talk of teaching as a technology. They suggest that rather than thinking of the technology of teaching as the application of scientific theory to practice, we can better understand the metaphor, in its current application, as the foregrounding of instruments of measurement. They explore at length the idea of the development of technological instruments (in general) as tools of scientific research, which are understood as being able to produce both increased data and a greater accuracy of information. This information is available to then be applied to particular fields, not just to increase knowledge but also to serve the need to ‘reduce risk’. For example, technological tools produce highly reliable and precise information to assist the airline traffic controller to make airline travel safe. Medical research uses more and more highly refined technology to provide information to reduce the risk of illness and death. Moving then to the analogy with teaching, Blake et al. comment that ‘in education it is not clear that this lessening of risk is achieved without cost’ (p. 11). Arguing for a kind of productive value in risk and struggle in educational undertakings, and seeing struggle, reaching after meaning, living with imperfection and with a lack of closure as qualities in great art that allow for ‘creativity and expressive lapse’ (p. 11), they suggest the analogy of teaching as art. Good teaching, they say, has these qualities and part of teaching is to live with risk and failure. They go on to say that ‘multiple ways of revealing’ (p.11) are part of art and also part of a ‘richer conception of education’. Perhaps one implication of what they are saying is that when we label students as at risk or as having failed, or even when we as teachers, ourselves, experience a certain kind of  ‘at riskness’ such as when we sense that a lesson or part thereof may have ‘failed – if we view teaching as an art, rather than trying to eradicate such occurrences, we might see these occasions as important if not essential aspects of any learning journey. In this view of teaching as an art, such risk-taking and the allowance for multiple readings of meaning allow for creative action.

They conclude somewhat categorically by asserting that ‘while teaching is not technology, neither is it art’ because, as they argue equally categorically, there is nothing in teaching that corresponds with the productive aspect of art.  In my view, however, this absence of a material product does not preclude one’s thinking of teaching as an art. (It is interesting to note their preference for thinking of teaching as practical reason [p. 11] – I will come back to this in my consideration of the artistry of teaching as praxis in Chapter VI.)

Dewey, in the essay ‘Art as Experience’ (1987), describes art both as a quality of doing and that which is done, ‘an active verb before it is a noun’ (Jeannot, 2001, p. 8). The ‘product of art’, he says, is not the work of art. The product is but one element of the latter. ‘There is a difference between the art product (statue, painting, or whatever) and the work of art. The first is physical and potential; the latter is active and experienced. It is what the product does, its working’ (Dewey, 1987, p. 167, cited in Jeannot, 2001, p. 10).  In Deweyan terms, then, the work of art might be described as coming into fruition only when it enters into a transaction with the experiencing subject. 

Dewey’s conception of art affords the view that any intelligent activity in our lives has the potential to count as art.  Eisner (1998), calling upon Dewey’s ideas about art, lends support to the notion of art-as-process not merely product. He asserts that while art is usually regarded as a noun, the phrase ‘work of art’ can be read in two ways – it can be understood in its reference to the ‘work of art’ or in a different sense in its reference to the ‘work of art’ (p. 6). He suggests the term  ‘arting’ as a way of capturing the engagement in process implied in the phrase. Interestingly, musicologist Christopher Small’s (1998) coining of the term ‘musicking’ (p. 9) also reflects a desire to emphasise the action of music-making in contrast to the emphasis often implied in the term ‘music’ as an objective and somewhat disembodied, static ‘thing’.

A further related phrase – the ‘art of teaching’ – can also be understood as suggesting that teaching be conceived of as an ‘art’ in accordance with the meaning mentioned above. However, it can also be interpreted as simply using the word ‘art’ as a synonym for the word ‘skill’, as in the ‘art of cheese making’, the ‘art of cooking’ or the ‘art of recorder playing’. In this sense, the ‘art’ of teaching’ implicitly suggests the need for the kind of adept skilfulness in teaching referred to earlier in this chapter.  But as suggested below, the ends of such teaching may be left vague and there is the potential for the expression ‘art of teaching’ to be hijacked by a variety of discursive agendas  – ways of constructing the term ‘art’ in terms of an end rather than a means in itself. 

Serving multiple discursive masters. 

Because ‘art’ is a ‘nice-sounding’ word, one might expect little disagreement with the proposition that teaching is an art. However, as mentioned in the pervious discussion of Dwayne Huebner, the trouble is that such common-sense propositions fail to take into account ways in which ‘nice-sounding’ words (like ‘effective’,  ‘excellence’, ‘child-centred’ and ‘innovation’) can be hijacked by different agendas underpinned by sometimes opposing discourses. The same word can have a number of different meanings. As Locke (2004) points out, ‘shifts in word meanings can be a key indicator of discursive contestation…’ (p. 50). Dale (1989) uses the term sense legitimation to describe a strategy for manufacturing consent in a group and thereby achieving the hegemony of a discourse. Potentially unpopular policy changes, for example, can be couched in terms of ‘nice sounding’ words whose meanings have been subtly changed. Current educational discourse, for example, tends to relate the term ‘effectiveness’ to the extent to which teaching achieves pre-determined outcomes set elsewhere.  Similarly, ‘excellence’ in teaching is tied to the achievement of certain ‘standards’, in particular standards related to observable, measurable behaviour. 

This destabilising and subtle contestation of meaning takes place within a social context characterised by competing discourses, which both shape and are shaped by the actions of individuals and groups. Fairclough (1992), drawing on the work of Foucault, describes a discourse as ‘a practice not just of representing the world, but of signifying the world, constituting and constructing the world in meaning’ (p. 64). As Helsby (1999) points out,  ‘Discourses are powerful because they construct and invite people to participate in particular versions of reality, of social authority and desirable behaviour’ (p. 3.) A discourse will achieve dominance when it is subscribed to by large numbers of people and groups, sometimes at a subconscious level, especially when a discourse has become legitimised as a kind of common sense. When this process occurs such subscribers can be thought of as having been discursively colonised (Locke, 2004). 

As a result of neo-liberal reforms concerned with efficiency, in the economic and market-based sense as described in Chapter II, discursive colonisation has led to the dominance of a view of teaching as a firmly bounded technology aimed at achieving certain ends in the most effective (in a quantitative sense) way possible. Muijs and Reynolds (2001), in setting forth their argument for a set of observable and describable behaviours that characterise the ‘effective’ teacher, contest the value of constructing teaching as an art by pointing out that this construction places an emphasis on personal factors and qualities which are idiosyncratic and often difficult to influence through policy. This view inadvertently and ironically highlights one of the strengths of the view of teaching as art – its emphasis on teaching as an activity which encourages the development and exercise of personal professional judgement in relationship to specific situations, rather than a preparedness to invariably follow generalized standardized principles that may not serve the best interests of the learner(s) in a given situation. 

Contrary to their view that the fostering of teaching as an ‘art’ is responsible for a lack of excellent teachers, it may be that the definition of excellence in terms of instrumental effectiveness in teaching is actually inappropriate for any truly educational context. Viewing teaching as an ‘art’ rather than as a technology is a potent way of calling attention to the need to challenge a view of education which suggests that the teaching/learning context and the participants in it are fixed realities which can be fully known, ‘taught to’ and assessed in predictable, standardized, scientific ways. The view of teaching as an art conceptualises the professional activity of teaching as a highly complex, situation-specific task within a social and cultural domain. It calls for action informed by thoughtful engagement with the particularities of any given situation, personal responsiveness informed by ethical integrity, and a willingness to challenge dominant ways of seeing the world, which may often result in the need for original and innovative approaches to problems. In other words it is a way of conceptualising teaching as involving an overall artistry of performance that cannot be reduced to a series of technical skills.

While the difference between the expressions, ‘art of teaching’ and ‘teaching as an art’ may appear superficial, I would argue that the former is more susceptible to discursive colonisation than the latter. Moreover, I believe that a case can be made for the development of a concept of ‘teaching as an art’, which limits the potential for the sort of discursive colonisation I have just discussed. So is the strategic deployment of the work of the highly regarded philosopher, Martin Heidegger, as a theorist whose work supports a particular conceptualisation of teaching as indeed an art.

Heidegger and the art of teaching 

The philosophy of Heidegger has been drawn upon in recent times by a range of educational philosophers and has been engaged to support the view of teaching as an art in opposition to narrow ‘teacher effectiveness’ and other discourses. Heidegger’s 1927 work Sein and Zeit (Being and Time) (Krell, 1993) concerned itself with the question of Dasein (being here or existing) and considers the meaning of being as the central ontological question. In the essay ‘The origin of the work of art’ (Heidegger, 1977) the work of art is given a special status, which sets it apart from the entities in Being and Time defined as present-at-hand (vorhandene) and ready-to-hand (Zuhandane). The work of art is neither of these but rather an entity through which the truth of beings is disclosed – it has a privileged relation to Being, similar only to that of Dasein (Smeyers, 2002). Heidegger locates art and the art work in terms of techne which he regards as a mode of knowing that consists in altheia, a bringing forth of being out of concealment (M. Peters, 2002, p. 7). 

Smeyers (2002) describes Heidegger’s view of art thus: ‘Art is the way in which truth comes to “happen” and “be” in the “real” world, in a way in which “that which is” is revealed and clearly preserved. The creator discloses the truth-of-all-being within a design and illumines a new, unfamiliar world beyond the existing realm’ (p. 81). He goes on to ask the question, What does education seen as a work or art look like?  He suggests that the realm that art is concerned with is not too different from the realm of the classroom in which interactions between teacher and student and a knowledge field feature. Contesting an instrumental, means-ends discourse of education as one which does not question its own limitations, he asserts that a philosophical approach that values the evocative (as drawing forth, or as concealment and unconcealment) has an important role to play for the educator who recognises that in ‘some sense she is only partly the originator’ (p. 100). With seingeschick in the background, a term which expresses that ‘the human being is at the mercy of the manner in which Being reveals itself in an epoch in a particular mode’ (p. 81), the educator  ‘as the artist, [will] inspire, respond, answer the dealings with the child, enabling to bring forward an answer to a mode of Being’ (p. 100).

In considering an understanding of education as a work of art whose essence is concerned with being and truth, Smeyers argues that the current obsession with performativity in education must be understood as seingeschick. Heidegger’s philosophy thus comprehends the materiality of education in the practice of the teacher who cannot help but engage in certain activities. The saving power is that the educator ‘has to be made aware of the fact that she represents a particular mode of openness to being’. Smeyers entertains a notion of education as a work of art as a pathway beyond the performative (M. Peters, 2002).

Mark Pike, a specialist in English Education at the University of Leeds, also draws on Heideggerean philosophy to justify an approach to teaching in the arts which he calls ‘aesthetic’ (Pike, 2004). For Pike, the attraction of Heidegger is that he offers a stance, on the basis of which one might ‘counter forces that militate against the aesthetic’, that is, the widespread way in which teaching is being construed as a ‘technology’ which privileges ‘rational, explicit ways of knowing’ (pp. 21-22). According to Pike (2004), the significance of the arts lie in their fundamental ontological character, i.e. in their ability to raise issues of existence and being to the level of consciousness and thereby privilege a different kind of epistemological orientation. According to Pike, Heidegger’s view that ‘our fundamental way of being is not cognitive’ (p. 24, my emphasis) and his favouring of  ‘being’ over  ‘knowing’ challenges the current nihilistic orthodoxy in which the aim of education appears to be an efficient delivery of ‘knowledge that is able to de defined and described to learners before it is ‘delivered’ (p. 25).

Heidegger’s central concept is that of Dasein – being here or existing – and makes ontology, with its focus on being and attempting to raise questions about being, centre stage. In terms of Pike’s argument, 

the significance of the Arts lies in their fundamentally ontological character, in other words, their ability to raise issues of existence and being to the level of consciousness (p. 24).

He draws on Heidegger’s distinction between ‘ontic’ and ‘ontological’ to highlight a crucial difference between two antithetical modes of enquiry, with ‘ontic’ inquiry associated with scientific positivism which ignores ontological questions, and ‘ontological’ inquiry – dealing as it does with the Being of beings (onta) or attempted accounts (logos) of this – associated with the arts.

Pike’s argument at this point is not easy to follow. However, what becomes clear is that he is drawing on Heidegger’s distinction between ‘ontic’ and ‘ontological’ to establish a further distinction between two approaches to knowledge or knowing. The ‘ontic’ is related to a view of ‘human engagement with the world as grounded on cognitive representation’, and suits a view of education where knowledge is ‘delivered’ in predefined ways according to preset agendas. The ‘ontological’, however, relates to a kind of knowing (a ‘mode of Dasein’) ‘…which is founded on In-der-Welt-sein [Being-in-the-World] where “in” means engagement and involvement (such as being in love or being in teaching) rather than physical presence and existence’ (p. 25). On the basis of this distinction, and this is why Heidegger is important to educators like Pike, a legitimacy is established for ‘aspects of our knowing that are not open to scientific or rational understanding because we are always placed in a situation…that could not be exhaustively analysed’ (p. 26).

Much of Pike’s article explores ways in which these aspects of knowing can be fostered in classrooms which encourage and model particular ways of engaging with art works, and which privilege the arts because they enable (according to Heidegger) the expressions of ‘truths’ that cannot be known rationally. Thus he cites Heidegger’s statement in The Origin of the Work of Art that:

The artwork opens up in its own way the Being of beings. This opening up, i.e. this revealing, i.e. the truth of beings, happens in the work. In the artwork, the truth of beings has set itself to work. Art is truth setting itself to work (Krell, 1993, p. 65, cited in Pike, 2004, p. 28).

At this point, Pike makes an analogical leap from the artwork as creating a particular knowing of being, to teaching as a work of art (effect of artistry) fostering a particular knowing of being, with the teacher herself viewed as a poet.

Teaching artistry, then, uses art as a metaphor for teaching with the express purpose of placing a certain kind of ‘creative action’ at its heart. This creative action embraces the indeterminacy and ‘flux’ of knowledge. It envisions learning as a kind of ‘bringing into being’ and/or ‘process of becoming’, in which the individual teacher and individual human being per se is one who is concerned with the invention (or creating) and reinvention  (recreating) of both themselves and the world. I will return to Heideggerean ideas in Chapter V, where I explore the connection between teaching artistry, knowing and creative action.
IV: Ways of knowing

In our daily lives as teachers we are deeply involved with the whole question of what it means to know and what it means to come to know. Mostly we do not ever really know for sure what our students are ‘learning’ even though we may (have to), seemingly confidently, assess for the attainment of certain learning outcomes. We may allow ourselves to be considered effective if a large enough percentage of our students appear to be ‘doing well’, but we also know that this story is only a partial one and at times a misleading one. Blake et al. (2000) in their wonderfully subversive, ironic Fragments, quip: ‘In the end effectiveness is a charm to reassure ourselves, to keep the nightmares at bay’ (p. 227). But what if we gave up our need to keep the nightmares at bay? What if we were prepared to entertain, appreciate, even embrace and celebrate an approach, which celebrated the ‘messiness of life’ (Roy, 2004, p. 311) and to acknowledge more of what we do not know and less of what we do. 

This chapter will consider a range of theoretical positions which lead to a view of knowledge as multiplicitous, fluid, dynamic and evolving. To a greater or lesser degree, tensions and incompatibilities can be identified among these theoretical positions.  However, the purpose of this chapter is to identify intellectual traditions which resonate and connect with the concept of teaching as an art. A view of knowledge as dynamic and changing, it will be argued, is consonant with a view of learning as involving creative and inventive action. 

A view of knowledge as something that can be somehow captured in a tidy paradigm or series of bullet points, as something that is stable over time and location, or a view that the world is itself somehow ultimately ‘knowable’ in some kind of universalised and standardized sense is not compatible with either my experiences as a teacher of children, or with the philosophical ideas I have encountered, loosely gathered under the terms poststructural or postmodern, that have featured in the academic publishing to which I have been exposed in recent times.

Classroom life, to the extent that it is able to facilitate sensitive engagement with children, or even to the extent to which it places individuals within close physical proximity of each other for extended periods of time, inevitably confronts one with an awareness of paradox, contradiction, mystery, surprise and an overall sense of the ‘messiness of life’ (Roy, 2004, p. 298) with its refusal to be subjugated once and for all to any particular theoretical position.

As teachers we often proceed by guesswork, by intuition and by hunch. Although we may bring to the classroom a repertoire of activities and approaches, knowledge acquired or ‘brought into being’ elsewhere, the way one is able to respond to any actual moment or to an extended period with particular students within a particularised context requires a kind of ‘being there’, a ‘being in the here and now’, that involves an attentiveness and responsiveness to what is happening and yet, as well, very often an acceptance of the sense of ‘working in the dark’ (Claxton, 2000; Eisner, 2002; Garrison, 1997; Huebner, 1962).

These aspects of teacher practice (and professional practice in general) have been the focus of research into non-explicit forms of knowing, described as tacit knowledge (M Polanyi, 1967), as implicit knowing (Eraut, 2000), and investigated more recently under the umbrella term of ‘intuition’ (Claxton, 2000). Donald Schon’s research into professional practice (1983), which challenged the privileged status of scientific knowledge and contested the dominance of technical rationality as the epistemology of practice, built upon Polanyi’s concept of tacit knowing to explain and describe the ‘competence and artistry embedded in skilful practice’ (Schon, 1991, p. xi.). The insights offered in his work have relevance to the professional practice of teachers in the construction of teaching as an art and will be further explicated in my discussion of teaching artistry.

Intuition as way of knowing

Guy Claxton (2000) argues that over the last three hundred years, clinical and so-called cognitive ways of knowing, evidenced in ‘explicit, articulate, analytical forms of intelligence’, have been accorded a higher status within the practices of education than ‘bodily, sensory, affective, mythic and aesthetic ways of knowing’. According to Claxton it is only recently that cognitive psychology has begun to take account of ways of knowing that lie outside ‘normal reasoning and discourse’ (p. 49), despite the long history of naming such ways of knowing. The concept of non-explicit knowing can be recognised in Aristotle’s concept of phronesis or practical wisdom, which was thought of as guiding right action. In the Seventeenth Century, when the concept of the unconscious mind had yet to be born, ideas that ‘appeared’ in consciousness that were able to be attributed with some truth value or meaning were simply seen to be of divine origin. 

The secularism and scientific positivism of the Twentieth Century have resulted in a wariness of ideas that, on the one hand, rely on mystical or magical explanations or, on the other, cannot be rationally, clearly and explicitly articulated.  The current educational culture in its preoccupation with planning, deliberation, calculation, measurement, justification and extrinsic accountability, places a great deal of faith in the infallibility of explicit and empirical knowledge and a suspicion and discomfort with ways of knowing that cannot be so easily ‘pinned down’. Such knowing is often seen to be second-rate, lazy or inadequate (Claxton, 2000, p. 34).

Claxton engages the term ‘intuition’ to loosely cover  ‘ways of knowing’ which may be evidenced in a wide range of behaviours that are informed by perceptual, emotional and aesthetic awareness and/or by physical sensations but which are not generally amenable to explicit theoretical descriptions in terms of a step-by-step thinking sequence or logical reasoning pattern. He suggests that the thoughts that arise form intuitive knowledge are different from those usually associated with rational knowledge. When thinking rationally one expects clarity and ordered thoughts. The intuitive voice, says Claxton, ‘reveals itself though channels which are hazier and more indirect’ (p. 46). Intuitive thoughts, in his view, may become manifest as loosely formulated, seemingly involuntary thoughts, produced through dreams or imaginings or in the guise of  ‘ambiguous glimmers of understanding’. He endorses the dictionary defintion of intuition as ‘immediate apprehension without the intervention of any reasoning process’ and the ‘appearance of informed action or judgement without attendant thought’ (pp. 34-35). He discusses at length some contexts or behaviours within which intuitive ways of knowing may be made manifest.  These contexts are of particular relevance to the professional practice of teaching and have the potential to inform the concept of teaching artistry. They are summarised as follows:

· Expertise: The unreflective execution of intricate skilled performance;

· Implicit learning: The acquisition of such expertise by non-conscious or non-conceptual means;

· Judgement: Making accurate decisions and categorizations without at the time being able to explain objectify them;

· Sensitivity: A heightened attentiveness, both conscious and non-conscious to details of the situation;

· Creativity: The use of incubation and reverie to enhance problem solving; 

· Rumination: The process of ‘chewing the cud’ of experience in order to extract its meanings and its implications (Claxton, 2000, p. 40).
Intuitive ways of knowing, although often accompanied by a sense of ‘common sense’ or a ‘gut feeling’, are not, he is at pains to point out, infallible. They do, however, offer us valuable hypotheses that may not be available through other forms of knowing, and which can be tested or interrogated and reflected upon. It is important, in order to redress the imbalance and impoverishment in our approach to knowledge within education, to accept that ways of knowing, informed by aesthetic, physical or sensory and emotional knowledge are ‘forms of cognition, are valid ways of knowing that properly understood and well developed do not subvert rational thought but complement it’ (p. 47).

Eisner (2002) is another educational theorist who suggests that the discourse dominating school curriculum has been one in which the term cognition has become narrowly redefined as ‘knowing in words’ (p. 362). As such, this understanding represents an impoverishment of an earlier meaning of the term defined in The Dictionary of Psychology as ‘a generic term to designate all processes involved in knowing’ (Warren, Howard & Crosby, 1934 cited in Eisner, 2002, p. 98). Unfortunately, it is the narrow form of thinking, argues Eisner, that is usually emphasised in school curriculum, while productive modes of thought associated with the non-verbal and illogical are marginalised or absent altogether. These modes of thought, he says, offer an alternative to a merely literal reading or understanding. They may well be developed through the arts but are in fact also necessary and relevant to ‘any sphere of human activity in which new patterns must be perceived, where literal perception will not do, when multiple meanings are at work’ (p. 102).

The provisionality of knowledge

Poststructuralism, as a different sort of philosophical ‘movement’ to the one that Claxton and Eisner work out of, also challenges commonly and habitually accepted ways of viewing and making sense of the world. It asks us to rethink the suppositions of knowledge – the taken-for-granted understandings, the interests at stake and those served by knowledge, as well as the historicity of any field of knowledge at any given time. We are asked to think about meaning in new ways. Language is no longer a transparent and unambiguous referral to what is outside of language, but rather establishes meaning through what is not said, by the relationships within what is said, through difference. I will now consider in more detail some philosophical approaches to knowledge that call attention to its provisionality and the multiplicitous and multi-faceted nature of meaning. I will also consider some ways of thinking about the learning/thinking process as a process of becoming, and learning as a process of growth and change. 

As a term, poststructuralism has become more commonplace in educational research circles in the last few decades or so. Lyotard, Foucault, Derrida, Barthes, Lacan, Kristeva, Deleuze and Haraway are thinkers and writers frequently named as those (among others) who have made major contributions to the development of ‘poststructural thought’. Many discussions, which employ the term poststructural, begin with a paragraph outlining the need to resist a narrow definition of this term and the importance of acknowledging the variety of contexts within which ‘poststructural’ and ideas associated with this term are used. Tidy definitions are resisted because they run the risk of not being able to encompass the breadth and contrast of ideas explored by thinkers and theorists who have engaged this term.

Michael Peters (2004), a widely published theorist of poststructural ideas and their relevance to education, states that poststructuralism provides a philosophical corrective to the confidence with which mainstream educational theorists allow concepts of truth, objectivity and progress to remain unexamined and unreconstructed in the face of the demise of epistemological foundationalism. Maggie McClure (2003) argues that a common characteristic of the post-structural outlook is a ‘radical suspicion of reason, order and certainty as governing principles of knowledge and existence’ (p. 180). In addition, she identifies some other characteristics of the poststructural approach that are relevant to a consideration of what it means ‘to know’. These can be summarised as follows:
· A rejection of the idea of universal truth and objective knowledge in favour of a view of knowledge as being made of truths that are partial and ‘situated’ – produced by and for particular interests, in particular circumstances, at particular times;  

· A challenge to the belief in progress as the inevitable result of scientific and philosophical rationality;

· A dis-assembling of the human subject as a thinking, self-aware, truth-seeking individual, who is able to master him/herself and the external world; in favour of a view that subjects are constituted within discourses that establish what is possible (and impossible) to ‘be’ and to ‘say’ (pp. 174-175). 

According to Peters (2004, p. 9), the break with traditionally modern ways (i.e. those associated with Enlightenment rationality) of seeing the world has been viewed by many critics as having been signalled by Lyotard in The postmodern condition: A report on knowledge (Lyotard, 1984). In this work Lyotard examined the state of knowledge in the most advanced societies and the collapse of what he called ‘grand narratives’. In particular he identified the grand narratives that had grown out of the Enlightenment and had come to mark modernity. He wrote:

I will use the term modern to designate any science that legitimates itself with reference to a metadiscourse…making explicit appeal to some grand narrative, such as the dialectics of the Spirit, the hermeneutics of meaning, the emancipation of the rational or working subject, or the creation of wealth (Lyotard, 1984, p. xxiii).
Peters (2004) explains grand narratives as follows:

Grand narratives are stories that cultures tell themselves about their own practices and beliefs in order to legitimate them. They function as a unified, single story that purports to justify a set of practices, a cultural self-image, a discourse or an institution (p. 11). 

Lyotard defined postmodernism as ‘an incredulity towards metanarratives’ (1984, p. xxiv). A stance of incredulity can be related to a position which calls into question ‘common sense or scientific reason, where language merely reflects, or corresponds to, a pre-existing reality’ (MacLure, 2003, p. 4).  It is also reflected in a stance which refuses to subscribe to a proposition without first exploring its source of legitimation or justification. 

This notion of narratives as stories we tell ourselves that are provisional and revisable rather than having ultimate truth-value can be unsettling. It can precipitate a kind of panic in the face of the loss of absolutes, and we may ask:  Is it just that ‘anything goes’? Well, we may feel something akin to this. However, such a response can more constructively be viewed as the sense of the boundaries of the possible having expanded. Such an eventuality does not have to lead to the kind of chaos or breakdown we fear – it may simply lead us to the possibility of the ‘generation of new knowing’ that is characterised by a greater awareness of what we are doing when we subscribe to, and when we tell and retell, stories. 

Edelsky (1991), arguing from a critical theory point of view which argues for education as transformation, quotes a number of critiques of the postmodern stance which suggest that the emphasis on plurality of meaning has the potential to lead to a vacant pluralism (Caplan, 1990) or a vulgar relativism (Giroux & McLaren, 1986). She comments furthermore that a postmodern sensibility marked by increased cynicism and disillusionment (Baudrillard, 1988) may lead to a state of mind which asks, ‘Why bother?’ However, in response to such argumentation and in employing (in a rather postmodern way) a kind of multiple perspective shift, she makes the bold statement that ‘postmodernism attends more seriously to people’s agency as well as their dignity’ (p. 10). Although uncertainty can be destabilising and even paralysing, she states that when it is linked to an understanding of ‘the status quo as a human construction’ the interrogation of the taken-for-granteds can actually open up possibilities for transformation. 

The notion of ‘grand narrative’, used here as a term to describe a certain kind of ‘big story’, invites one to examine and interrogate educational policy or theory in terms of a reliance on particular sources of legitimation or justification and to contest or confer with these. However, we can also employ Lyotard’s notion of the ‘petit recitative’ (little story) to similarly examine and interrogate the stories we tell ourselves and others each day, as we go about the business of living or, with particular relevance to this study, as we story our lives as teachers and learners. By virtue of such interrogation, a space may be opened up for the creative retelling of our ‘stories’ accompanied by a critical awareness of the sources of their legitimation. This has the positive potential of enabling us to exercise more choice than we previously thought we had about the stories we tell ourselves. If we approach learning and teaching as a process of ongoing engagement with a kind of narrative generation process, we are able to place at the heart of the journey the ‘creative action’ that I am arguing for in viewing the teacher as an artist. 

Discourse, knowledge/power

Artistry as the generation of new knowing can be informed by Foucault’s approach to knowledge, which invites one to identify and interrogate the discursive practices that are operating and interacting to produce knowledge/power at any point in time. For Foucault, regimes of truth pervade all social milieux to construct knowledge and produce power. In Foucauldian terms, power is not a simple top-down relationship or simply one side of the binary of the powerful versus the weak – rather it is diffused and intimately bound up with the production of knowledge. Power is an effect of knowledge. Power circulates through discourse determining what can be said or not said, and by whom it can be said. 

Truth is a thing of the world: It is produced only by virtue of multiple forms of constraint. And it induces regular effects of power. Each society has a regime of truth, its general politics of truth: that is, the types of discourse which it accepts and makes function as true; the mechanisms and instances which enable one to distinguish true and false statements, the means by which each is sanctioned; the techniques and procedures accorded value in the acquisition of truth; the status of those who are charged with saying what counts as true (Foucault, 1980, p. 31).
The central concept of discourse is part of what is sometimes called the  ‘linguistic turn’ in twentieth-century thought. It reflects a change from a view of language ‘as a medium for expressing meanings that pre-exist linguistic formulation to a system that constitutes meaningfulness in its own terms’ (Locke, 2004, p. 11). The concept of discourse, therefore, is also intimately bound up with the poststructural loss of certainty, in that realities viewed as discursive constructs imply that there is no direct access to a ‘reality’ outside of discourse and that language is never a transparent or neutral way of accessing the material world and/or the world of thought. Meaning, according to this view, rather than being absolutely essential or eternal is socially, historically and culturally constructed. In The Order of Things (1970), Foucault maintained that every period is characterised by a deep configuration that delineates its culture, a grid of knowledge making possible the totality of statements that can be produced within a particular disciplinary domain and he coined the term ‘episteme’ as that which defines and limits what any period can or cannot think. 

With poststructuralism, a view of a human being with an essential self that is to a greater or lesser degree actualised in one’s life gives way to a view of the human being as a discursively constituted self. Multiples ‘selves’ may be created as a result of the constraints and the possibilities of discourse. In a 1982 interview entitled “Truth, power, self’, Foucault states that: 

All my analyses are against the idea of universal necessities in human existence. They show the arbitrariness of institutions and show which space of freedom we can still enjoy and how many changes can still be made (R. Martin, 1988, p. 11). 
This encourages us to think of his ideas and the way they place ambiguity, uncertainty, irrationality and indeterminacy at the heart of meaning as an opportunity that may enable us to think differently. The idea of agency implied in Foucault’s phrase, ‘The space of freedom we can still enjoy’, will be taken up in Chapter V in the consideration of artistry as the practice of freedom. 

Foucault’s analysis of power/knowledge and regimes of truth as discursive constructions draws attention to the provisionality of knowledge and also calls for ‘self-reflexivity’ in our approach to acts of speaking and knowing. We can ask ourselves, ‘How is the discourse out of which I am speaking and acting constituting others and me?’ To be reflexive is to practise thinking differently about both commonplace and expert kinds of knowledge. The act of coming to know, as one in which the self is both being ‘inscribed by’ and ‘subscribing to’ a discourse, acknowledges the constitutive power of discourse and offers an opportunity for the practice of self-reflexivity and a broadening of our understanding of what it means to know in any particular instance. Self-reflexivity involves a kind of self-awareness of ones own ‘subjective, intersubjective and normative reference claims’ as well as the awareness of ‘ideological imperatives and epistemological presuppositions’ (Kincheloe & McLaren, 1994, p. 140, cited in Locke, 2004 pp. 35-36). Wanda Pillow states: To be reflexive, then, not only contributes to producing knowledge that aids in understanding and gaining insight into the workings of our social world but also provides insight into how this knowledge is produced (Pillow, 2003, p. 178). 

In relationship to the primary school classroom, self-reflexivity involves an attitude on the teacher’s part of being critically conscious of ‘self-location’  – as an adult, as a woman or man, as an ‘expert’, as a member of a minority or majority ethnic or class group – and the impact of this location upon curriculum content areas and the teaching/learning process itself. Self-reflexivity, as well as inviting a critical self-awareness of one’s own biases and interests, also invites a calling-into-question of hierarchical structures of knowledge, such as the notion of a canon in music or literature which ascribe an absolute value to certain literary or musical works  (for example, those of the Great Western Art tradition).
 It also invites questions such as, ‘How does my location, as (for example) an accomplished musician, operate to influence the learning experiences I design for children?  Or, ‘How does my definition of what it means to be “musical” affect how I assess musical behaviour?’ Or, ‘What part is my own, particular cultural heritage in music playing in the teaching/learning process?’ 
Deconstruction as creative action

The thrust of various postmodern critiques is the deconstruction of Western meta-narratives of truth and the contestation of the ethnocentrism implicit in the European view of history as unilinear progress under the direction of universal reason. The concept of deconstruction is derived from the work of Jacques Derrida, who replaced the structuralists’ notion of structural analysis (theorising about the underlying systems of organisation that made interpretation of meaning possible) with the notion of deconstruction. MacLure (2003, p.179) states that one of the most important premises of deconstruction is that our dealings with the world are unrelievedly textual.  This, she says, puts it in stark contrast to many other theories, which have at their heart a binary universe which sets up a knowable reality on the one hand and text (or language systems) on the other which are capable of representing that reality in a relatively transparent way.

Derrida attacked the ‘metaphysics of presence’, which he claimed had dominated Western philosophy since the time of the Greeks and had led to a narrow confinement of meaning to the origin of ‘what is’ rather than ‘what is not’. Derrida used the term ‘logocentrism’ to describe all forms of thought, which base themselves on some external point of reference, such as the notion of truth. The concept Derrida coined in opposition to logocentrism was différance.  The word is a pun in French and comes from the word différer, which can mean both ‘to defer, postpone, delay’ and ‘to differ or be different from’. Différance draws attention to the view that:

· any element of language becomes meaningful only by being different from other elements and

· the meaning of an element becomes generated only after it has been entered into a network of relationships with other elements. 

Derrida argued that any discourse, which conceived of itself as scientific, was bound to be logocentric; it would assume that it was transparent to its object and that that object was a stable entity. But according to Derrida, no text or indeed any language is a stable object, because neither the language of the texts we read, nor the language of the discourse in which we discuss them, is exempt from ‘différance’. Derrida’s concept of textuality, then, in a deconstructive sense, says MacLure, is not just a linguistic phenomenon, but is this spacing, this différance. Vicki Kirky, in attempting to capture something of Derrida’s notion of text calls it  ‘an efficacious spacing’ that effects the ‘worlding of the world’ (Kirby, 1997, cited in McLure, 2003, p. 179).

A deconstructive reading of ‘objective’ truth will tease out implied presuppositions and point out the (inevitable) contradictions in any text or discourse practice. However, deconstruction cannot be simply reduced to a technique to be applied systematically to particular cases. 

Deconstruction is not a method, nor is it a set of rules or tools [……] If you want to ‘do deconstruction – you know, the kind of thing Derrida does’ – then you have to perform something new, in your own language, in your own singular situation, with your own signature, to invent the impossible and to break with the application, in the technical neutral sense of the word (Derrida, 1996, pp. 217-218). 

Deconstruction, then, can be said to be about a kind of ‘creative action’. In the educational context, deconstruction can be thought of as an urging towards a particular kind of engagement with the teaching/learning domain seen as being comprised of a complexity of textual and discourse practices. The instability of text and language is recognised and meaning is sought in a field of differences, deferrals, exclusions and absences. To return to a point made earlier, teaching artistry accepts as a given this instability of knowledge and in exploring the limits and possibilities of the teaching medium can be thought of as actively engaging with, accepting and even welcoming this instability – a concern to creatively inventing the impossible.

The rhizome as a metaphor for growth 

Gilles Deleuze is another twentieth-century thinker whose work is called upon by a number of contemporary educational philosophers (Gregoriou, 2004; Roy, 2004; Semetsky, 2003).  According to Inna Semetsky a shift in focus from factual knowledge to an experimental and experiential process of knowing has far-reaching implications for education as a developing and generative process. Reflecting upon a Deleuzian approach to knowing and its relevance to education, Semetsky argues that ‘the challenge to is to keep the ‘place smooth’– to let the field of inquiry be open. Classroom experience must be reconstructed in terms of creating open-ended, smooth pedagogical space’ (Semetsky, 2003, p. 27).
 

Deleuze uses the rhizome as a metaphor for an image of thought (the thinking process as one) in which growth is a result of multiple transformations in all directions in contrast with the idea of the ‘tree of knowledge’ in which all knowledge proceeds from a firm foundation in a predictable and hierarchical way, that is, from root to trunk to branch to sub-branch and so on. Semetsky describes rhizomatic growth like this: 

Rhizome as embedded in the perplexity of the situation, going in diverse directions instead of a single path, multiplying its own lines and establishing the plurality of unpredictable connections in the open-ended, what Deleuze called smooth, space of its growth (Semetsky, 2003, p. 18). 
Deleuze rejected the principle of building up knowledge by the working towards a fixed end, but instead he saw learning as rhizomatic growth, a kind of becoming which is an ‘immanent and heterogeneous production of meanings [in which] the making and remaking of concepts always proceeds along a continuously “moving horizon” of a smooth space’ (Deleuze, 1994, p. xxi, cited in Semetsky, 2003, p. 27). In line with poststructural thought that challenges the ability of language to represent the world, Deleuze points outs that concepts are not concepts of, defined by their reference to something external, but are images in thought which can be thought as ‘artistic creations like sounds in music or colours in a painting’ (Semetsky, 2003, p. 18). 

Deleuze’s view that ‘Learning is infinite … that of the nature of a creative process as a method of invention’ (Deleuze, 1994, p. 192, cited in Semetsky, 2003, p. 25) synchronises with a view of the teaching as an art and a view of learning as the generation of new knowing. 

Freire: Knowing as a process of becoming

Paulo Freire, one of the most influential educationalists of the Twentieth Century, places as a central concern the question of what it means ‘to know’ in a way that also raises questions about absolutes and stability in respect of knowledge. Moreover, he offers a consistent challenge to the educator to take up an ethical position in relationship to the act of teaching. He was often at pains to point out the ongoing nature of his own inquiry into philosophical, political and educational ideas. He presented himself as curious about the world, keen to investigate and ask questions and wanting to know more. He saw it as essential to acknowledge what he did not know or did not know completely or absolutely and yet at the same time not to be afraid to take a stand and have a point of view (Mayo, 1997, p. 365).

In confronting the philosophical issue of the relationship between subject and object, Freire rejected notions of mechanistic objectivism
 and solipsism
 in favour of a dialectical view of reality that fits broadly within the Hegelian and Marxist philosophical tradition. In a dialectical view of the world, consciousness does not create reality and conversely consciousness is not simply a reflection of a static reality. It acknowledges the prevalence of contradictions and asserts that all things – the world of nature, socially created material objects, institutional practices and so on – are in a state of motion or change (Freire, 1985). Furthermore, it involves thinking about social reality as part of whole and in a way that acknowledges the possibility of ‘knowing more’ or knowing ‘differently’. Roberts (2003) puts it this way: ‘A true dialectician is always striving to relate one aspect of the world to another and is always seeking to more deeply explain the object of study by contrasting it with that which it is not’  (p. 170). It follows that reality can never be known fully. We can only come to know more fully, but we cannot ever say that we possess full knowledge. 

Knowledge is always becoming. That is if the act of knowledge has historicity, then today’s knowledge about something is not necessarily the same tomorrow. Knowledge is changed to the extent that reality also moves and changes (Horton & Freire, 1990, p. 101). 

Freire’s stance that ideas ‘must be understood contextually as historically and culturally informed discourses that are always subject to the mediation of the forces of material and symbolic production’ (McLaren & daSilva, 1993, p. 55, cited in Roberts, 2003, p. 174) makes it clear that he does not advocate a transcendent view of reality in which static unchanging truths independent of time and place exist out there to be discovered. A Freirean dialectical view of reality, therefore, can be understood to accommodate the idea of socially constructed discourse and its power in creating reality while nevertheless differing from the post-structuralist point of view, in which a person is inscribed by a series of socially constructed discourses and where the self becomes a multiply discursive construct.

The process of becoming is emphasised in a Freirean view of the world. Emanating from the belief that knowledge is always becoming, so too are we as human beings in a process of becoming. Freire (1998) explores the idea that a particular kind of growth characterises human life when he says:

Growing to us (human beings) is something more than growing to the trees or the animals that unlike us cannot take their own growth as an object of their preoccupation. For us growing is a process in which we can intervene….We are indisputably programmed beings but we are in no way predetermined….It is precisely because we become capable of inventing our existence, something more than the life it implies but supplants, that growing to us gradually becomes much more complex and problematic, in the rigorous sense of this adjective, than growing is to trees and animals (Freire, 1998, p. 94). 

Freire’s approach to knowledge and to life in its emphasis on a process of becoming offering opportunities and challenges for the exercise of creative action, has the capacity to lend much depth to the concept of teaching artistry. Freirean ideas will be engaged further as the concept of teaching artistry, which acknowledges the incompleteness and ongoing nature of the process of coming to know, is elaborated upon in subsequent chapters.

Acknowledging also the provisionality knowledge, the indeterminacy and fluidity of meaning, artistry in teaching is concerned with the generation of new knowing, it embraces learning as a process of becoming and engages the teacher in a collaborative process with the learner that necessitates a deep and ongoing engagement with the question of what it means to know. It is concerned to keep the field of inquiry open or, in Deleuzian terms, to keep the place or educational space  ‘smooth’

Chapter V: Artistry and the generation of new knowing

Artistry in teaching, described as being concerned with and having a commitment to the generation of new knowing, deliberately uses the gerund (or verbal noun) knowing   to imply a construction of the teaching/learning interaction that envisions a process, a kind of doing, or engagement with activity, rather than an interaction which implies a kind of passive reception of  ‘knowledge’ as a ‘thing’ (even as an abstract construct) somehow already ‘out there’ in existence. New knowing speaks of creativity – of a bringing into being. Furthermore, ‘the generating of new knowing’ invokes a sense of powerful creative action. We speak of the generation of ideas, the generation of power, and even the generation of life. 

In this chapter, after a brief consideration of the term creativity and its relevance to a concept of artistry, I will develop the concept of artistry, as the generating of new knowing, by setting out five principles of artistry that can be thought of as facets or dimensions of a ‘whole’ process. The naming of these particular principles is a way of attempting to articulate or ‘word’ something quite elusive. Other attempts might use different wordings. My intention is that the exploration of nascent ideas around these principles will construct and evoke images that capture, without over determining the meanings of, the vibrancy of the teaching learning process when conceived of as an ‘art’. 

Creativity and artistry
Creativity is a term that has widespread usage in a wide variety of contexts with a variety of different meanings.  Sociolinguist Ron Carter (2004) draws attention to the variability of meanings associated with the term and suggests that it may be preferable to speak of ‘creativities’ (p. 49). In considering the etymology of the word creativity and words associated with it such as original, genius and inventive, he points out that to some extent ‘creativity is time-bound and is constructed differently at different moments in history and in different contexts’ (p. 47). The idea that creativity primarily involves the individual human in the act of creation of something new is a post-Romantic notion with associated with literate, industrialised societies. In earlier times, creativity was linked with divinity. The notion of inspiration as a result of divine intervention (the muse) or at least as a result of external supernatural forces can be traced back to the time of Plato and may account for the extent to which creativity has been, and is still seen to be, to a certain degree unexplainable. 

It also needs to be noted that creativity, is contextually and culturally variable. In Western thought it is generally associated with originality ‘but  ‘originality only becomes bona fide creativity’ (Carter, 2004, p. 48) when it is accepted as such by the guardians of a particular domain within which the creator works. A so-called original or creative act in one culture may not be accorded value or meaning in another. In traditional, non-literate oral cultures, in which the individual self as autonomous from the collective is not emphasised, creativity is seen more as ‘an expression of adherence to established norms and the emphasis is on the successful achievement through reproduction of these norms’ (p. 30) rather than as an innovative departure from them.

A current dictionary meaning states that to be creative is to ‘involve the use of imagination or original ideas in order to create something’ (Soanes, Spooner, & Hawker, 2001, p. 200). Sternberg and Lubart (1999), in the significant, authoritative and comprehensive Handbook of Creativity, endorse a view that creativity is the ability to produce ‘something’ (which they name as work) which is ‘novel’ (p. 3).  They add that it must also be ‘useful’, qualifying useful in the broader sense of being purposeful in relationship to the domain field in which the creativity is located. 

Csikszentmihalyi (1996) deals with a concept of creativity as ‘ a process by which a symbolic domain in the culture is changed’ (p. 8) in his examination of the lives of ninety-one people identified as having made a difference in a particular domain of culture (one of the sciences, the arts, business, government or human well-being in general). His study of creativity investigated the process involved in the creation of this ‘something new’, which was in turn recognised as a significant contribution within a particular cultural context. Carter suggests that the particular value of Csikszentmihalyi’s work is in his account of creativity within the ‘confluence of different systems involving both mentalistic disposition and socio-cultural domains’ (p. 41). According to Carter, a view of creativity as a ‘social, cultural and environmental phenomena as well as a psychological one’, captures the dynamic, ‘ variational, relative and emergent nature of creativity’ (p. 40).

Creativity, then, can be said to describe a process or journey of innovative and original problem-solving within a particular context of established norms or ways of doing things resulting in the bringing about of change, which is in turn recognised as valuable change. The ability to think creatively is identified as part of the essential skill of ‘problem solving’ in The New Zealand Curriculum Framework (Ministry of Education, 1993). The Arts in the New Zealand Curriculum (Ministry of Education, 2000) asserts that learning in the arts leads to the enhancement of ‘creative skills’ which are relevant to many different endeavours (p. 9). As a ‘buzz-word’ in educational circles, the term ‘creative’ becomes loosely applied to a whole range of approaches to teaching, which may actually differ quite considerably from one another.

A view of teaching as an art in which creativity or creative action is at play is concerned with the creation of something new in its intention to engage with the bringing about of change. In this case, the change is not in terms of an invention, an artefact or an artwork as such, but rather, it is in terms of a change within an individual or a group’s level of knowledge, skills, understandings, attitudes and so forth. The question of the value of the changes to be fostered through the educative process involves one in the consideration of the desirability of particular ends or purposes of education and will be considered more closely in Chapter VI. For the moment let us consider a view of teaching as an art as a teaching/learning process which itself is seen as a creative enterprise concerned with the fostering of change as well as involving a creative process which is concerned with the process of becoming, bringing forth or bringing-into-being.

Artistry in teaching approaches learning as a kind of journey of sense-making which engages both the teacher and the learner in different but similar ways. Although the teacher may be regarded as an expert in that she will have at her disposal a depth and/or breadth of knowledge, skills, abilities, talents and competencies, which she brings into the classroom (and it is indeed necessary and of direct relevance to her to her students learning that she does), teaching as an art cannot be thought of as a simple transference of this knowledge or these skills. Concerned with the processes of sense-making – one that, according to Maxine Greene, demands the learner  ‘break with the taken for granteds’ (Greene, 2001, p. 5) as well as acknowledge and understand the making and remaking of culture that is undertaken as we engage with traditions of knowing (or, in Foucauldian terms, discursive frameworks) – artistry involves a range of creative abilities and responses. 

In The Origin of the Work of Art (1977), Heidegger speaks of the ‘happening in truth’, the  ‘unconcealment of Being’, both in the art work and in the work of art itself. The creative process, he says, can be thought of as ‘a bringing forth’. Calling upon the notion of aletheia (p. 184), which for the Greeks signified that the idea of the essence of the process of knowing consisted in the ‘revealing of beings’, Heidegger’s philosophical stance argues that, ‘To create is to let something emerge as a thing that has been brought forth’ (p. 185). David Lines (2005) states that  ‘For Heidegger, questions of art and thinking should turn to questions of process, movement and change’ and that according to Heideggerean thought ‘art is revealed in the momentary expressions of events as artistic actions synchronise with the historical and communal forces, meanings and practices from which they emerge’ (p. 68). The view of creativity as a process of bringing forth or as the revealing of what is, and the Heideggerean view of art expressed here, lend support to the preference for a view of teaching as an art in which the teaching/learning process is more complex than a simple transference of knowledge. The idea of ‘creative action’ within this process can be thought of as action which is opened-ended and takes account of the particularity of context and the complexity of meaning.

Elliot Eisner, in a paper entitled ‘What intelligence looks like in the arts’ (1998), described some forms of thinking or intelligence that he asserted to be a necessary part of the art-making process. He identified these forms as a way of better understanding the sorts of thinking, behaviour and governing principles that might be said to characterise activity in the arts. Recalling the Deweyan approach to art and to education within which teaching as intelligent activity and learning as intelligent activity can be thought of as an art – the analogy of the art-making process with the teaching and learning process allows for the application of Eisner’s principles of artistry to the pedagogical processes of the classroom. In the sections which follow, I will consider each of these principles of artistry in turn in relation to the teaching/learning process and describe in detail the kind of activity and/or interaction in a classroom that might result from such an approach to teaching.  

Artistry as the recognition of unanticipated, emergent opportunities 

As discussed in Chapter III, the potentially creative process embedded in a teaching/learning situation can be seen as having a degree of similarity to the processes commonly associated with the art-making of musicians, painters, composers, dancers and actors or the processes associated with innovation and invention. Ken Gale (2003) offers the image of poet as flaneur as a metaphor for the activity of the creative educational practitioner in her concern for the ‘discovery of the unexpected through open-ended exploration’ (p. 170). The flaneur, in fact, is one who actively embraces aimlessness in order to foster an intense attentiveness to the detail of whatever arises. This can be seen as one way of looking at the art-making process, which calls for a sophisticated repertoire of responses to an often unpredictable sets of circumstances or factors in the web of interactions between the material, medium or field of knowledge being engaged with and the ideas and impetuses of the particular artist, thinker or inventor. The deliberate engagement in a process whose outcome is not pre-determined should not be taken as denying that the activity of artists or inventors is in an overall sense goal-oriented to the degree that it is activity concerned with the solution of a problem, an upcoming artistic performance, or the creation of an artwork. 

However, the creative process does not proceed according to a pre-determined or standardised set of instructions or procedures. It is responsive to the circumstances and contingencies as they unfold and seeks the opening up of opportunities that usually cannot be foreseen. Polanyi, in speaking of the art-making process, quotes notable art historian H.W. Janson: 

The making of a work of art has little to do with what we ordinarily mean by ‘making’ It is a strange and risky business in which the maker never quite knows what he is making until he has made it. It is a game of play hide and seek in which the seeker is not sure what he is looking for until he has found it (Janson, 1962, p. 11, cited in Polanyi & Prosch, 1975, p. 98). 

Teaching is goal-oriented in its overall concern to bring about meaningful learning. Viewing teaching as an art, in addition, is a way of recognising and being mindful that the teaching/learning process, like the creative process of the artist, is a complex interaction of particularised and localised factors involving the teacher, the learner and the knowledge field being engaged. Eisner  (1998) describes this aspect of artistry as the ability ‘to recognise unanticipated opportunities in the course of action and to exploit these opportunities when they emerge ‘.  In fact, he says, artists ‘are opportunists’ and at times actively pursue surprise and the unexpected (p. 14). Rather than being concerned to follow a pre-determined script, artists are comfortable with the sense of ‘not knowing fully’ as this brings with it the possibility and potential for discovery. Artistic teaching with its focus on process is concerned to ensure that a certain kind of goal orientation does not lead to a forsaking of the valuable opportunities for learning that inevitably arise ‘along the way’ and which cannot be specifically planned for.

A view of teaching as an art views the learning/teaching process as one that will allow ends and outcomes to be revealed as it proceeds.  Excellence in teaching which is defined by the extent to which a teacher plans lessons which strictly adhere to a particular set of preconceived learning outcomes does not conceive of the teaching/learning activity as an art in the sense described above. Although the statement of an overall sense of purpose can provide a sense of direction for students (and for the teacher), the current predilection (which in some schools has become a dogged requirement) to insist on the explicit stating of the learning outcome at the beginning of each lesson reflects a shallow view of the learning process and what it means to know.  We may be able to assume that there can be a commonality of understanding between the hearer and the speaker  (and some value to both) in the stating of behavioural outcomes which describe incremental increases in skill levels, for example,  ‘Today we are going to learn to throw the ball 10 metres’, or ‘Today we will learn to finger the note “B” on the recorder’.  However, the view of learning as a process of becoming, of complex growth and change, implies that at any one time there are many desirable and/or possible outcomes and that these outcomes will be multi-layered and more complex than those involving incremental skill development. An attitude which embraces a ‘not knowing’ or the process of discovery, and which welcomes the unexpected will be awake to the many possibilities for learning that exist at any one time.

Teaching as artistic expression and activity can be goal-oriented as well as taking account of the unexpected as it proceeds. Planning and preparation of learning experiences will include the formulation of goals and intended aims specific to any particular setting (i.e. the activity and the participants involved). However, such planning and preparation must not preclude the possibility of the emergence of outcomes not specifically planned for. The Freirean process of becoming encompasses a view of knowing as a process of discovery. For Freire, ‘to know, is not to have reached a pre-determine destination; rather, it is a way of travelling and being in the world with others’ (Roberts, 2003, p. 172). 
In his discussion of the formulation of educational aims and objectives, Eisner (2002) suggests that teachers proceed by a kind of ‘intelligent activity that gives motive and purpose’ to teaching.  He allows a place for behavioural and problem-solving objectives in teaching, but states that ‘One should not feel compelled to abandon educational aims that cannot be reduced to measurable forms of predictable performance’ (p. 113). He suggests that in a climate of accountability, the following statement may well be regarded as heresy. ‘Curriculum planning and schooling in general need not always be single-minded in their pursuits, forever focusing on objectives [what we in New Zealand, would call outcomes]…. Purposes need not precede activities; they can be formulated in the process of action itself’ (p. 119).

Eisner illustrates the fluid relationship between action and the formulation of purpose when he quotes the well-known statement of Aristotle that, ‘Art loves chance. He who errs willingly is an artist’ (p. 115). He argues that education ought to be informed by an attitude which acknowledges that the most productive forms of human activity are not necessarily just those which proceed along pre-determined lines. He identifies what he calls  ‘expressive outcomes’’
as ‘what one ends up with, intended or not after some form of engagement’  (p. 118). Any activity, he says, which ‘courts surprise, cultivates discovery or finds new forms of experience is expressive in character’ and all curriculum areas can be approached in this way. The challenge, he says, is for education to be ‘sufficiently imaginative in the design of programmes’ so that such opportunities are afforded to all students (p. 120). 

Schon (1983) has spoken of a type of professional knowledge that is embedded in practice and cannot be separated from it. Calling upon Polanyi’s concept of tacit knowledge Schon describes ‘knowing in action’ as the characteristic mode of ordinary practical knowledge, which demonstrates that we ‘know more than we can tell’ (1967, pp.17-18). This kind of knowledge is also evident in what may be regarded as matters of artistic judgement (or taste) in which a ‘feel’ for form or a sense of what fits or doesn’t fit may be called for. Schon further identifies ‘reflecting in action’ as the capacity to consciously think about what we are doing while we are doing it. This capacity enables judgements to be made and choices of action to be pursued, even though the protagonist of these actions may have difficulty describing in detail the processes involved. Such reflection in action is, according to Schon, evident in a wide range of performance-based activities such as a musical performance, a chess game, a game of tennis or baseball and so on. This ‘on-the-spot’ and therefore unanticipated thinking enables spontaneous yet apt responses to particular contingencies in the interests of an optimum performance. 

Schon argues that reflection in action is part of the ‘art’ of professional practice, enabling the professional practitioner to avoid the trap of routine or mechanistic responses to situations which may superficially resemble each other, by fitting these into seemingly generalised categories. Artistry of performance demands the recognition that each situation is unique and requires particularised responses. Reflection in action may occur in the moment of action or it may be within a time zone that enables action to still make a difference to a situation.  Schon’s concept of reflection in action is one which positions the teacher to be open to the unexpected, to be surprised, to be confused even, and to be curious in order to solve a problem in a new way without the need to rationalise solutions in terms consistent with previously held theories, expectations or categorisations. What is called for is the construction of new theory in order to deal with a specific situation. In his view, therefore, the ‘art’ of teaching as a professional practice embraces a particular process of action and reflection. Accordingly, artistry characterises professional performance when knowing and reflecting in action is operating in a fluid, ongoing, unscripted way. 

Artistry as an awareness of possibility and limitation

Another feature of intelligence in the arts identified by Eisner is ‘the ability to think within the constraints and affordances of a medium’. For example, the potter as artist brings skills and techniques (what the Greeks named techne) to the art-making process, which result from previous knowledge and experience of the possibilities and limitations of the medium (in this case clay). The application of this techne results in further thinking and reflection, which in turn leads to a subsequent adaptation and expansion of ideas regarding the limits and possibilities of the medium.  

In a similar way, Huebner (1962), in taking up the theme of teaching as an art, calls upon third-century poet Lu Chi’s ideas about the craft of poetry to discuss the aspect concerned with the role of craft or consummate skill in artistry. Lu Chi, Huebner says, had summarised the craft of writing when he said that ‘the poet takes the writing brush that he may express himself in letters (p. 32)‘ Not merely using language to report or comment on the world, the poet works with language, pushing it and extending it beyond its usual functions and purposes to express and/or create new meanings.  In this case, the poet’s medium is language and the artistry of the poet involves the ability to make language perform at the limits of and beyond its commonly understood parameters and possibilities. The poet ‘uses’ language, not merely to express him/herself, but to give new form to ideas and perceptions. Language is never static but always changing and evolving – and context dependent.  Poets, along with others who work with words, play their role in constantly recreating language. 

In the act of teaching, the medium is clearly not clay, or language in the way that poets can be understood to engage with it (although language and its use is central to the activity of teaching).  Rather, the medium of the teacher as artist can be thought of as an arena made up of the intersection and interaction of both the particularities of the local school environment and the wider cultural arena. This produces an amalgam or cluster of interactions between the students, the teacher and the particular knowledge field, and the occurrence or  ‘happening’ of this within the physical environment of the school and classroom. This cluster of interactions includes non-material elements, which may be described in terms such as the tone or quality of relationships, the harmony of classroom atmosphere, the attentiveness of engagement of teachers and students, the depth and astuteness of teacher-student interactions and so forth. 

Woods and Jeffreys (1996), in their study of ‘creative teaching ‘ in which they liken the role of the teacher to that of an artist, state that ‘classroom climate was one of the most prominent features of creative teachers’ work’. Calling upon a musical analogy they suggest that classroom tone refers to such things as the ‘sound quality and levels, rhythm, pace and tempo’ (p. 81). The teacher as artist is called upon to orchestrate and conduct the classroom tone and atmosphere as ‘different tones produce different moods for different purposes’ (p. 81).

The material or physical elements include the natural and architectural environment, the particular classroom design and layout, the material and technological resources that are available and employed, and all other aspects of the visual, tactile and auditory setting. Clearly, the teacher as artist will be concerned to both employ and further develop her techne in manipulating the physical environment, which will in turn complement the way she is able to orchestrate changes in mood or tone thereby adding breadth to daily, learning experiences. 

Artistry in teaching, therefore, can be thought of as being evidenced by a teacher’s awareness of, and ability to think within, the possibilities and limitations of the complex overall teaching context or arena as well as the ability to do this within particular learning occasions, the weekly or daily programme, a particular lesson, a portion of a lesson or even simply at any given moment within this context or arena. 

Clearly the breath and depth of skills, knowledge and level of understanding that can be employed by the teacher are of crucial importance, but teaching as artistry, rather than emphasising these attributes as a bounded, unchanging set of behaviours brought by the teacher to the classroom situation which will in turn determine the so-called effectiveness or quality of the educational encounter, views the quality of the learning endeavour as, at least, being partly related to the ability of the teacher to ‘exploit and explore’ possibilities. The teacher as artist is positioned as having a dynamic, reflexive relationship to the ‘medium’. As there is an expansion and development of her skills, knowledge and understanding, there will also be expansion of the knowledge of possibilities and the ability to exploit these, and vice versa. 

Furthermore, the teacher can be thought of as inhabiting a cultural arena that extends beyond the physical boundaries of the classroom and the school. In terms of this wider arena, the medium she works with can be thought of as discursive, that is, constituted by the range of discursive practices that pervade society at large and her immediate environment in particular. As discussed in Chapter IV, self-reflexivity can be thought of as a way of focusing on the way she negotiates and mediates these powerful discursive effects. The teacher as artist has a belief in her own creative agency, a theme that will be taken up again in the next chapter.

The Arts in the New Zealand Curriculum (Ministry of Education, 2000) captures something of the interactional process between the artist and her medium in its action/reflection model (p. 88). The process of action and reflection in this document emphasises the process of exploration of the ‘elements and technologies’ of the arts alongside ongoing evaluation of ‘artworks’ (p. 89). This notion of doing and thinking where practice informs theory can be said to encourage a kind of metacognition, which seeks to enable a kind of standing outside of the thinking and doing process. In the sense that new knowledge and understanding arises through an interaction of currently held knowledge (particularised to individuals) with the material and non-material world, artistry also involves this process of action and reflection. However, the notion of teaching artistry also embraces a view of knowledge itself as interactional and fluid, and specifically resists any implication or move towards defining knowledge as fixed and knowable. Rather, knowledge becomes viewed as far more related to uncertainty, instability and provisionality.

Artistry as the ability to awaken from slumber 

Eisner (1998) further states that intelligence in the arts is displayed when the imagination is drawn upon to ‘create images that awaken the viewer, listener or reader to features of the world that he or she had not experienced before’ (p. 17). As a result of this process, there is a change in vision – a fresh perspective.  ‘It defamilairizes what in our customary mode we have learned not to see’ (p. 17). Artistry in teaching is displayed when the teacher draws upon the imagination to create experiences that have the power to bring about such a change in vision or understanding. The work of art in the classroom offers an opportunity to ‘play’ with images, sounds, words, ideas and so on that enable a new way of seeing things. Imagination through the work of creative action can be thought of as a kaleidoscopic process, which allows for an infinite variety of ways of seeing things. Viewing learning as a process of change and/or a process of becoming does not imply that a multiplicity of vision is desirable merely for its own sake but rather that the ability to change one’s perspective is crucial to learning. To encounter things and to see things from many angles is in itself an attitude or way of being that is central to that learning process.

Maxine Greene, renowned American educational philosopher and a long-time advocate of an approach to education which honours the imagination, views  ‘education as a process of enabling persons to become different’ (Greene, 2001, p. 5). She has had a life-long commitment to ‘Aesthetic Education’ in which teachers and students are enabled to encounter art-works, to ‘live in music’, to dwell in a poem’ (p. 8) as a means through which understandings are extended, shifts in perspectives are enabled and the challenging of taken-for-granteds can occur. Her interest, she says, has been in an education which ‘signifies an initiation into new ways of seeing, hearing, feeling, moving…. the nurture of a special kind of reflectiveness and expressiveness, a reaching out for meanings, a learning to learn’ (p. 7).

The teacher as artist is challenged to be aware of the tools she has at her disposal to lead students to ‘see’ in new ways. In the first instance, she must bring to the classroom an awareness of the complexity of what it means to know. Recognising the importance of the shift in vision, the sense of fresh perspective or new perception to the learning process, the teacher as artist can use the unfamiliar or unpredictable to surprise and/or even to confuse. For it is out of this confusion that the desire to know or to know more may arise. Claxton (2000) argues that the tolerance of a certain degree of mental confusion is a prerequisite for the emergence of intuitive knowing. In other words, he is suggesting that knowing can emerge out of confusion if one is able to give away the need for a step-by step, seemingly logical, comprehensible process.  There can be a certain logic to artistic thinking and creation without this being linear or mechanical.  We sometimes need to think more holistically to grasp this logic but it can be ‘there’ if we have eyes to see it. Educational philosopher Jim Garrison, cautions against creating a false dualism between rational and creative thinking. While a distinction between the cognitive and the imaginative functions of inquiry can be useful, he asserts that the imagination plays a crucial role in both rational cognitive and creative value appraisals (Garrison, 1997, p. 127).

Music-making which emphasises active involvement over correct technique or accurate playing offers students a chance to come to know in a way that is not dependent upon explicit explanation. Teachers in this situation must be both musically adept enough to provide an appropriate scaffold for successful music-making as well as intuitively aware of the degree of confusion or defamiliarisation that a student or group of students can tolerate and still remain engaged in the learning process.  

Defamiliarisation as a strategy for learning may be used in other ways within music education. It may, for example, influence the choice of a listening example. An excerpt or a piece that is unfamiliar but can nevertheless capture the attention of the students will challenge previously held convictions of understandings and may lead to more active engagement either as listener or as a contributor to a discussion regarding some aspects of the music. It is worth noting that music (as ‘art in sound’) that captures our attention often combines and/or interweaves the unfamiliar or the unexpected  (through the expressive qualities of dynamics, tempo, articulation etc) with the familiar or already known. The tension created by the interplay of these aspects is part of what holds our attention as listeners. 

The process of defamiliarisation as a stimulant to learning can also be initiated by children in our classrooms. Children are naturally wonderful providers of the unexpected – they have a way of being and of saying and doing things that can make even the wisest and most erudite members of our society catch a breath or stop and think for a moment. If we as teachers resist the temptation to make our students’ comments, behaviour and/or ideas fit into a pre-determined, linear sequence of learning or set of expectations, but instead listen attentively and inquisitively to the conversations that children offer, cultivating a preparedness to engage on their terms, the learning process that results will be filled with surprising twists and turns and will have its own momentum and meaningfulness.

It is all too easy for the school classroom to become a place in which non-conformity of thought or attitude or behaviour is ridiculed and marginalised, instead of being welcomed, celebrated and responded to as opportunities for learning on everyone’s part. Furthermore, school life can easily fall into a round of activities that serve the bureaucratic needs of an institution rather than the day-to-day learning needs of students. Familiarity, predictability and inevitability of routine can lead to a numbing, a slumbering of our senses to the extent that change and unpredictability is not merely absent but becomes actively and even aggressively resisted by teachers, in a way not dissimilar to that of a sleepy person resisting the efforts of another to be woken or roused from slumbering. If we are to participate in a vibrant learning journey, we must be prepared to welcome in the unfamiliar, to open our minds to the unexpected and learn to enjoy the accompanying sense of surprise and discovery.  

Artistry as somatic knowledge and the sense of ‘right feel’

Eisner calls attention to the ability of the artist to attend to qualitative relationships between elements (sounds, colours, shapes) of the artwork.  However, he points out that there is no guaranteed formula that enables the artist to know that they have ‘got it right’. Instead artists often rely on a sense of ‘right fit’ or ‘right feel’, which is based on what he calls somatic (from the Greek somatikos) or ‘body knowledge’. Eisner is at pains to point out, however, that such knowledge does not presuppose a mind/body duality; rather artistry involves decisions based on knowledge in the sense of the body (the ear, the eye, the overall sense of feel) being fully engaged or merged with the mind. In other words, the ‘mind is embodied; sensation and emotion are integrated features of cognition’ (p. 18). 

Claxton (2000) also calls attention to the embodied or physical nature of the ways of knowing he subsumes under the term intuitive knowledge. He refers to the frequent reporting by artists and other innovators of the part played by a ‘gut feeling’ or other physical sensations in their decision-making and/or art making processes (p. 47). He also describes intuition as at times having an ‘aesthetic quality’ in the way this form of knowing may involve what may be regarded as artistic taste in terms of design or style or a sense ‘overall rightness’ that informs activity and decision-making. 

Artistry in teaching, then, seeks to redress an imbalance in which there is an over-reliance on explicit, rational forms of knowledge and an associated suspicion of what has previously been discussed here as intuitive knowledge, tacit knowledge and paradoxical knowledge involving an acceptance of contradiction.  The teacher as artist is willing to rely comfortably on her sense of ‘right feel’ as one of the guides in decision-making that can be used in the myriad situations related to the shape or design of learning activities or ways of responding or orchestrating the emotional and psychological dynamics of a classroom environment. 

Although implicit, tacit or intuitive knowledge called upon in these situations is often not amenable to explicit capture in words, this does not mean that these kinds of knowledge are infallible or mystical or that they ought to be accepted unquestionably. Rather a hunch or ‘gut feeling’ provides the teacher with a fallible hypothesis (Claxton, 2000, p. 42) that she may at times act upon immediately, in which case a new experience will be generated that can later be questioned and reflected upon. Alternatively, the thoughts and ideas suggested by a hunch may be held in the conscious mind for the specific purpose of rationally interrogating these. Thirdly, such gut feelings or hunches may simply provide the basis for what Claxton calls the process of ‘rumination’ in which meanings and implications of experience make themselves clear in their own time (p. 40).  

Of relevance to a programme of professional learning, Claxton also argues that intuition is a faculty which is educable, and which thrives in an environment that is ‘professional and purposeful as well as playful, convivial, co-operative and non-judgmental’ (p. 48). The teacher as artist, recognising and practising a wider variety of modes of knowing than the explicit, rational and measurable, would seek to operate within and set up such an environment in her classroom in order to give maximum opportunities for meaningful learning and teaching to occur.  It is worth noting, however, that the teacher as artist also needs to work within a wider professional environment characterised by these features if such aspects of professional practice are to be supported and further developed. Current rationalistic approaches to teaching and extrinsic definitions of accountability do not easily accommodate or attribute value to such intuitive knowing. However,  ‘accountability’ as currently discursively constructed is not the only kind of professional accountability. An argument for the recognition and inclusion of a wider range of ways of knowing should not be reduced to or caricatured as an argument for a sort of ‘anything goes’ approach to teaching. Rather, as my concluding chapter will show, an important concomitant to advocacy for artistry in teaching is the development of an ethos of rigorous intrinsic or professional accountability in teaching. 

Artistry as the shaping of form to express content 

Content and form, what is said and how it is said cannot be separated. Form – how it is said – might then be said to have a content of its own. The meaning of what is said will be changed inevitably as its form of expression or encapsulation changes. The unique shaping of words within the a poem, the rise and fall of a melodic sequence, the shape and contour of a sculpture or the lines and colour of an ink print illustrate the synchronicity of content and form that make up particular art-works as these resonate or have meaning within particular social and cultural contexts. Similarly, the knowledge content in classrooms cannot be separated from the ways in which the classroom milieu is shaped as a place of learning.

Eisner (1998) speaks of the ‘substance of the work’ as being made manifest through the artist’s ability to shape form to express content  (p. 15). This is the quality which, one might say, enables the artwork to speak to us. It is what Heidegger called the   ‘happening of truth’ of the artwork.  Mark Pike (2004), in arguing for ‘aesthetic teaching’, calls upon Heidegger’s ideas about poetry which he saw as ‘clearing projection’ and as the ‘saying of the unconcealment of beings’. He argues for a conception of the teacher as a poet because, he says, the teacher engaged in aesthetic teaching strives to ‘empower learners to see in the truest sense of the word’ (p. 29). In a similar vein, Jim Garrison (1997), reinterpreting Dewey in the late Twentieth Century, argues that the Deweyan pragmatist would ‘talk about imagination as unconcealing or calling into existence the potentialities within an infinite qualitative whole’ (p. 83). The art of teaching can be thought of as being concerned with the releasing of such concealed or latent possibilities. Artistic teaching in its shaping of form and content imagines what is not now but what can be (Garrison, 1997). This imaginative envisioning may be made manifest in innovative programme design which is tailored with care to the needs and abilities of students. It may also be made manifest in a teacher’s overall vision for either a particular student or a particular group or in the teachers general disposition towards students –a disposition which communicates optimistic encouragement and empowering belief in the process of change and growth. 

In teaching, the artistry of knowing how to shape form to express content cannot be separated from the teacher’s sense of purpose and the meaning she attributes to the whole question of what it means to know, what it means to learn and what it means to teach. In a passage that beautifully encapsulates the process of a kind of knowing becoming encapsulated in form, Robert Frost writes in ‘The Figure a Poem Makes’ of the poem as:

…beginning in delight and ending in wisdom…..It begins in delight, it inclines to the impulse, it assumes direction with the first line laid down, it runs a course of lucky events and ends in a clarification of life – not necessarily a great clarification such as sects and cults are founded on but in a momentary stay against confusion (Frost, 1967, p. 18).
A number of notions central to this thesis are contained here. These include: the place of chance or the unexpected, a sense of pleasure as related to the ‘right fit’ in respect of a specific occasion, the sense of inexorability which puts the ‘creator’ in a goal-directed process which is somehow larger than him/her, and finally the arrival at a product – knowledge born of knowing – that is fragile, provisional, vital and above all ‘wise’.

Huebner (1999), in his argument for teaching as an art as a way of ‘opening roadways of exploration which could lead to new horizons’, is another educationalist who has chosen poetry as an art form to provide an analogy for artistic teaching. Huebner calls upon Lu Chi’s metaphor for poetry as ‘trapping heaven and earth in a cage of form’ to invite us to think of the teacher as artist as one whose classroom, in all its material and non-material aspects, is ‘the cage of form’, and the teacher’s resources (linguistic, emotional, embodied knowledge, visual aids and technological tools) as the ‘Heaven and Earth’ from which selections are made to create and make available to children ‘compressed channelled heightened experiences’ that can be thought of as the teacher’s ‘art product’ (pp. 31-32). He goes on to suggest that the teacher as artist, in order to create these experiences for students, requires a range of abilities and that these can be informed by some experience and understanding of a range of art forms. For example, it could be said that, given that language is the prime vehicle of expression and exchange in the classroom, the teacher requires the ability to work ‘poetically’ with language in a way that exploits its possibilities so that language may serve in a liberating way the needs of the teacher and students. From the Heideggerean point of view, language is a gift that ‘has the task of making manifest in its work the existent and of preserving it as such’ (Heidegger, 1949, p. 307, cited in Huebner, 1999 p. 146). 
Huebner also suggests that rhythm and flow are important ingredients in the life of the classroom and that the teacher as actor or dramatic director is involved in the building of pace, the reduction of tension and the staging and flow of events. A teacher’s artistry can also be expressed through movement and dance. The classroom as a physical space in which learning and interaction occurs requires a certain kind of spatial awareness in order to manage and choreograph the flow, rhythm and ease of movement.

The point of these analogies is not to make a case that a teacher actually is or needs to be a poet, a dancer, an actor and so on. Rather such analogies highlight the need for artistry in teaching in drawing attention to the complexity and multifaceted nature of the teaching/learning context. Thinking of teaching as an art serves to both afford greater understanding of the teaching /learning process and as an impetus to strive for ‘quality’ in this undertaking of a different kind to that which is associated with those discursive constructions of teaching where the teacher as technicist is emphasised.

As mentioned previously, it is possible to think of the classroom in its material and non-material aspects as the environment or arena within which the teacher’s work of art is made manifest. Jim Garrison, describing the process of teaching from a Deweyan perspective as the ‘calling of ethereal things’ into existence conjures up a snapshot of classroom activity this way:

The actions of the able practitioner are instinctive; they are poetry; they are fine; they have grace. Watch the eyes of a good teacher in action. Note how easily he sees a discipline problem before it occurs, how he looks away from minor transgressions so as not to interrupt a group’s enjoyment in rehearsing a dramatic story. The left arm embraces the child needing a hug, while the right hand confiscates the baseball cards being traded during class time. More deliberately the teacher rearranges seating or reorganizes small group participants to reduce cruel teasing. All these acts establish good, harmonious social relations conducive to learning and that is beautiful (Garrison, 1997, pp. 81-82).

From Dewey’s point of view, the art of teaching cannot separate creativity, artistry and the poetic from ‘desire’ or ‘eros’. And it was the education of eros in order to desire the good that was the supreme aim of education for the ancient Greeks. The practical wisdom that resulted from the education of eros enabled truth, beauty harmony – the good, the seemly, the shapely, and so on – to be made present. Garrison (1997) puts it this way:

Wisdom is about desirable imaginative possibilities that morally ought to be actualised even though they are not here now and may never have been before. Practical wisdom is desire expressed as moral conviction disciplined by the artistic techniques of sound practice (p. 81).

The notion of moral conviction brings to the fore the ethical dimension which many commentators (Bonnett, 2002; Eisner, 1992; Garrison, 1997; Greene, 1986; hooks, 1994) along with Dewey argue cannot be separated from the concept of the art of teaching.  Having explored the idea of teaching artistry as a concern with the generation of new knowing informed by five broad principles of teaching artistry 

· Artistry as the recognition of unanticipated opportunities

· Artistry as the awareness of possibility and limitation

· Artistry as the ability to awaken for slumber

· Artistry as somatic knowledge and the sense of right feel

· Artistry as the shaping of form to express content

the following chapter will now consider ethical concerns in relationship to teaching artistry. 

Chapter VI: Artistry and the ethical dimensions of teaching

The ethical dimension of teaching has been and is the focus of investigation and research that encompasses a depth and breadth of ideas far beyond the scope and intention of this thesis. However, the concept of teaching artistry and the associated assertion that teaching is an art have ethical implications. Therefore this dimension needs to be explored in order to give fullness and balance to the concept of artistry in teaching. In this chapter, questions of purpose, value, and ethical responsibility will be engaged  in relation to the concept of teaching as an art. I will consider the ethical dimensions of teaching artistry within the context of the teaching/learning arena that has already been described in this study as a complex of interactions involving the teacher, the learner, the immediate classroom environment and the wider cultural or societal context. 

In the passage below, Mark Johnson argues that there is a congruence of process between art-making and moral decision-making. 

In art we make things: physical objects, tunes, events, or even conceptual entities. We mould, shape, give form to, compose, harmonize, balance, disrupt, organize, re-form construct, delineate, portray and use other forms of imaginative making… This is exactly what we do in morality. We portray situations, delineate character, formulate problems and mould events. When we act we engage in various forms of creative making: we compose situations, build relationships, harmonize diverse interests, balance competing values and goods, design institutional practices and orchestrate interpersonal relationships (Johnson, 1993, p. 212, cited in Garrison, 1997, p. 133). 

In terms of this description, it can be said that to act morally or ethically is to engage in creative, imaginative, holistic action, in other words to act with artistry. Education as a holistic, multi-faceted, artistic, ethical enterprise is articulated in the following statement of Freire’s: 

For me education is simultaneously an act of knowing, a political act, and an artistic event. Thus, I no longer speak about a political dimension of education. I no longer speak about a knowing dimension of education. As well, I don’t speak about education through art. On the contrary I say education is politics, art, and knowing. Education is a certain theory of knowledge put into practice every day, but it is clothed in a certain aesthetic dress. Our very preoccupation with helping kids shape themselves as beings is an artistic aspect of education. While being a teacher demands that we be simultaneously a politician, an epistemologist, and an artist, I recognize that it is not easy to be these three things together (Freire, 1985b, p. 17).
The ‘aesthetic dress’ clothing education is the realm of meaning that the concept of artistry in this thesis is seeking to enunciate from a variety of angles. The Deleuzian metaphor of the rhizome, as an image of thought, captures something of the interrelationships, connections and overlapping of ideas that occurs in the attempted enunciation of the different aspects and implications of a concept of artistry. Words resonate and reverberate, images reflect and refract. In this chapter I will argue that on the basis of the description of teaching artistry in Chapter V, one can derive certain ethical principles. 

For the purpose of description I will discuss these principles under headings while at the same time acknowledging (as above) that such a separation of ideas is somewhat arbitrary, since the concept of artistry in its embracing of creativity and fluid dynamic growth cannot be reduced to a simple paradigm or set of absolute theoretical principles. One could say that in seeking to describe the ethical aspects of artistry, there is simply a change of ‘lens’, which will now enable the foregrounding of new emphases in what is becoming a familiar landscape. As has been discussed, teaching practice characterised by artistry embraces a holistic approach to knowing, is concerned with creative action, with attention to the process of growth and change, and/or to a process of becoming. Turning now to a consideration of the ethical aspects of teaching artistry, I will consider the purposes that such teaching artistry can serve and the responsibilities incumbent upon the teacher involved in education as a work of art.

Artistry as the practice as freedom

The sense in which education cannot separate itself from the question of intervention or, to use Britzman and Dippo’s (2003) term,  ‘interference’ demands that we ask the questions (among others), ‘What kind of interference is the act of teaching’, and ‘For what purpose is this act of interference?’ (p. 131). Acknowledging that the view of what it means to know presented in this thesis precludes a belief in the existence of ready-made, absolute answers to such questions, it can nevertheless be said that the first question is addressed to some degree in the conceptualisation of teaching as an art. This question, however, also draws attention to the implications of the place of ‘power’ in the teaching learning process and to the issue of personal agency and freedom. Teaching artistry is concerned to examine the place of power, both at the micro-level (the student-student and teacher-student relationship) and at the macro level (the state, societal level), in the processes of knowing and learning.  

In her view of teaching as a participation in the wider human project of the search for freedom and the making of truth, Maxine Greene argues that it is the faculty of the imagination which must be placed at the centre of the educational enterprise (Britzman & Dippo, 2003, p. 132). Our imagination, she says, is ‘of all our cognitive capacities, the one that permits us to give credence to alternative realities. It allows us to break with the taken for granted, to set aside familiar distinctions and definitions’ (Greene, 1995). She challenges us as educators, through the use of the imagination, to reinvent ourselves, to recreate our social practices and institutions, to envision our futures together. This process requires a ‘sense of agency’, which enables one to position oneself as a teacher who can challenge, take initiatives and think creatively (Greene, 1986, p. 73 cited in John Smyth, 2001, p. 190). Such a positioning of oneself as teacher contrasts with the ‘delivery of services’ mentality produced by centralized bureaucratic educational control, in terms of which teachers are mere trained service providers of programmes and pedagogies devised elsewhere (John Smyth, 2001, p. 190). 
This sense of agency, the belief that as an individual I have the ability to a greater or lesser to degree to exercise choice, to think divergently, to make meaning of experience in something other than pre-determined, set terms is central to the act of teaching as a creative art. A belief in such agency as a human capacity implies that children or learners of any kind are also able to exercise or activate this aspect of being human. The notion of agency inevitably involves one in the consideration of the notion of freedom. Philosophers over the centuries have debated the extent to which as human beings we are able to exercise freedom at all. Teaching as an art asks that we act as if freedom is possible and that in so doing we actively create spaces within which we can exercise freedom. Our freedom and our creativity are linked in a kind of reciprocal, reflexive process in which unforeseen pathways and directions continually emerge. 

The notion of freedom can be said to imply both a freedom from and a freedom to. To be free from implies the ability to be aware of and exercise some choice over our subscription to discursively constructed aspects of reality. To be free to can be thought of as the extent to which we are able to make sense in/on our own terms of the experience of our own, lived lives (Greene, 1986). 

I am speaking of freedom as an achievement rather than an endowment or a ‘right’: and I am associating it with passion and the power of possibilities. Freedom in this sense must be intentionally and reflectively chosen and pursued within lived situations where alternative modes of action are not identified in advance. Often, submergence in those situations is such that there appears to be no possibility of things being otherwise than they are. Or the barriers seem so insurmountable, so much a part of what is given, simply there, that surpassing or resisting appears to be unthinkable (p. 74).
However, freedom is a highly charged word that has been and is used over and over as a moral justification for many contradictory courses of action. The inhumanity of war and cruelty to innocent human beings has been and continue to be justified in the name of so-called freedom. The current rhetoric of the US ‘war on terror’ in the name of freedom is an obvious illustration of this point. On the other hand, in the name of freedom, women have demanded the right to vote, slavery has been abolished and apartheid rejected. The poststructural rejection of absolutes and the postmodern stance of incredulity towards meta-narratives are an invitation for us reflect upon the way ideals can become reified as regimes of truth that can tyrannise and oppress as well as liberate and foster creative envisionment. ​
The question of agency and freedom can be explored from a range of philosophical standpoints.  Foucault’s view of the discursive construction of reality raises questions about the extent to which freedom and agency are actually possible.  Foucault examined the means by which social and personal identity are generated and objectified. His archaeological investigations explored in breadth and depth concepts of discourse, power/knowledge and the subjected subject.  In his various attempts to map the epistemes of particular periods, he identified ways in which the range of statements in respect of what could and could not be said and by whom was constrained by discourse. Foucault consistently dissociated himself from a structuralist viewpoint, which would assume a stable, underlying order of things. At the same time, however, he did not hold that reality is constructed merely out of human consciousness and its ability to perform interpretations. 

In his later rethinking of power, discourse and knowledge, Foucault (in an interview with Martin (1988)) made clear his concerns and interest in the question of how freedom is exercised:

…. My role is to show people that they are much freer than they feel, that people accept as truth, as evidence, some themes which have been built up at a certain moment during history and that this so-called evidence can be criticized and destroyed (p. 10).

Throughout his philosophical career he was concerned both with the ways one’s freedom could be said to be constrained and, particularly in the latter part of his career, with the way in which freedom could be exercised. He described himself as always having been distrustful of the theme of liberty because of its association with the idea of a once-and-for-all setting free of the essential, foundationalist self (M. Foucault, 1987, p. 3). Rather he was concerned to define what he called the ‘practices of freedom’ (p. 3) – practices that could be exercised within the context of knowledge/power. Preferring to use the term ‘relationships of power’, Foucault pointed out that power is always present in human relations and that power relationships exist on different levels and in different forms. Power relationships are not given once and for all.  They can modify themselves in the light of new knowledge. Power relationships are reversible and unstable. 

Paradoxically, the omnipresence of power relationships also attests to the omnipresence of freedom. Foucault believed that there could not be a society without relationships of power, that is, without the means by which individuals try to conduct and determine the behaviour of others. Consequently he formulated the problem, not as one in which such relationships should be, or even could be dissolved, but as calling one to find

the rules of law, the techniques of management, and also the ethics, the ethos, the practice of self, which would allow these games to be played with a minimum of domination (Foucault, 1987, p. 18).

According to Foucault, a state of domination exists where power relationships have become fixed and there is an extremely ‘limited margin of liberty’, as in the example Foucault himself uses of nineteenth-century conjugal relations which left minimal options for resistance and change for women (1987, p. 12). The challenge is to locate a productive line of resistance to domination. 
For Foucault, then, calling attention to the endemic nature of power does not equate with a view that power is itself a system of domination which controls everything and leaves no room for freedom. In other words, it is not a denial of the possibility of freedom. He states:

Let us also take something that has been the object of criticism, often justified, the pedagogical institution. I don’t see where evil is in the practice of someone who, in a given game of truth, knowing more than another, tells him what he must do, teaches him, transmits knowledge to him. The problem is rather to know how you are to avoid in these practices – where power cannot not play and where it is not evil in itself – the effects of domination which will make a child subject to the arbitrary and useless authority of a teacher (M. Foucault, 1987, p. 18).

In terms of this analysis, the teacher is challenged to accept that in her role as teacher she will at times know more and therefore is in a position to guide, to take the lead, to teach, to inform. 

Teaching artistry, in its concern for form and content, not only accepts this as an inevitable part of teaching, but also challenges the teacher to pay careful attention to the way this role is played out through all aspects of presentation and teacher ‘performance’. On the other hand, artistry as the practice of freedom demands that the teacher support power relations that can be reversible and fluid. Reversibility and fluidity will be promoted in teaching situations in which the teacher and learner have opportunities for the exchange or negotiation of roles. Children can be encouraged to challenge, to question, to disagree and to take the lead in situations in which others (including the teacher) position themselves as learners. Where curriculum is tightly defined and teachers are appraised on the basis of the pupils’ attainment of particular learning outcomes, roles are likely to become fixed.  Artistry, however, as the practice of freedom, seeks the engagement of the learner in a collaborative way, where the learner is enabled to make choices and participate willingly. Moreover, it encourages the aforementioned opportunities for role reversal, in which case the ‘domination or acquiescence to arbitrary authority’ cannot be said to describe the positioning of learners in the educational process.
Kincheloe and McLaren (1994) point out that Foucault, in arguing that power is pervasively implicated in the structure of discourse, sheds an important light on naïve, utopian thinking that pretends that power relations are fixed and able to be dismantled. Power/knowledge, pervading that network of relationships which makes up the socio-political milieu, challenges the modernist emancipatory project, since the latter is founded on the Enlightenment metanarrative of linear progress towards a free, harmonious and unified community. Such a narrative implies the willing participation of likeminded subjects, with selves identically constructed in discourse. With an emphasis on social and cultural multiplicity and difference, a critical postmodernist viewpoint undermines both the attainability and desirability of such a view of freedom and identity. However, say Kincheloe and McLaren, although the Enlightenment narrative of freedom is no longer tenable as a determining master-narrative, it does not have to be abandoned in its entirety. Rather, they argue, it can be refurbished so that…

it takes the form of a contingent foundation out of which further dialogue can develop which is attentive to the contextual specificity of the local and the over determining characteristics of larger institutional and social structures (Butler, 1990, cited in Kincheloe & McLaren, 1994, p. 146).

In seeking a synergism with postmodernism, a number of contemporary critical theorists have had to confront postmodernism’s redefinition of the critical notions of democracy in terms of multiplicity and diversity. Traditional notions of community often privilege unity over diversity, conformity over non-conformity, in the name of Enlightenment value. When a particular ‘version’ of common sense is held to be reasonable (with a capital ‘R’), then individuals are likely to feel pressure to subscribe to it. This can be disabling in the way it suppresses race, class, gender or local and particular differences. Critical theory, reconceptualized by postmodern concerns, promotes a politics of difference that ‘refuses to pathologise or exoticize the Other’ (Kincheloe & McLaren, 1994, p. 145). In its own terms, then, it can be said to be promoting a liberating agenda because, in contesting common sense (in the sense it has been used above), it allows for the acceptance and celebration of multiple ways of viewing the world.  

A critical approach holds that everyday experience, in this case the teaching/learning situation, can upon examination yield critical insights into the way in which power works and the process by which knowledge is certified or legitimated.  In this process conditions of everyday life are first of all considered with a view to uncovering the assumptions that privilege particular interpretations of this everyday experience. Experience never speaks for itself. Rather, experience is an understanding derived from a specific interpretation of a certain engagement with the world of symbols, social practices and cultural forms. In these terms, freedom becomes a matter of the way one exercises choices in one’s specific acts of interpretation – whether as teacher or as student.

Concerned to develop a theory which avoids the nihilistic tendencies of the postmodern critique, Kincheloe and McLaren (1994) have suggested a need for a normative foundation in which ‘the undecidability of history [as] related to the class struggle, the institutionalisation of asymmetrical relations of power and privilege, and the way historical accounts are contested by different groups’ can constitute a basis for ‘distinguishing between oppressive and liberatory social relations’ (p.144). Quoting Aronowitz, Giroux and McLaren, they argue that if the postmodern critique is to make a valuable contribution to an argument for schooling as an emancipatory form of cultural politics (where schools value cultural and linguistic diversity, for example, and actively contest deficit-based constructions of minority groups [Locke, 2004, p. 68]), it must connect with the egalitarian spirit of modernism that played a role in the development of modern democracies.  As mentioned before, rather than being debunked, this aspect of modernist discourse is conscripted by a more contemporary emancipatory agenda. However, the discourse is reshaped under pressure from new understandings of how power operates, brought to the table by those groups whose perspectives (on schooling, for example) have been previously marginalised on the basis of class, gender, race or some other category. 

For Freire, the creative process is encapsulated in his approach to knowledge as the process of becoming, which is also intimately bound up with his ethical ideal of humanization which is, in his view, the ‘ontological vocation of man’ (Freire, 1972, p. 28). It is not a project which can be completed; rather it is a process that involves at its heart ongoing, creative change and growth as a result of interaction, communication and dialogue with others. Liberation from oppression is a key Freirean ethical ideal in human life and a concrete expression of the process of humanization. Oppression is one of the main concerns of Freirean educational philosophy. According to Freire a situation of oppression occurs when a person is prevented from engaging in dialogical praxis. In simple terms, this happens when people are prevented from either being aware of options or possibilities available to them or are being actively prevented from taking up those options. In this situation both the oppressed and the oppressor become dehumanized:  ‘To deny someone else’s humanization is also to deny one’s own, since for Freire humanization is a dialogical process.  Those who dehumanize practise a profound form of anti-dialogue, and consequently cannot be engaged in the task of becoming more fully human’ (Roberts, 1998, p. 107). 

On the other hand, the goal of humanization is pursued when we engage in critical, dialogical praxis. To engage in critical, dialogical praxis implies a communicative relationship with others and the world and is the process though which we can come to know and recreate the world. The essence of living a truly human life involves one in a communicative relationship with the world in which there is a unity of theory and practice, thought and being, and a balance of action and reflection. Dialogical praxis allows for the continual interplay of action and reflection, which enables meanings to be changed through action. To engage in true dialogue is to name the world and in naming the world, the world can be transformed (Freire, 1972). ‘Men and women are human beings because they are historically constituted as beings of praxis, and in the process they have become capable of transforming the world – of giving it meaning’ (Freire, 1985, p. 155). Being engaged with the world, objectifying oneself, inheriting acquired experience, responding to experience, creating and recreating reality – all these enable human beings to intervene in reality and, as artists, indeed to make and remake history and culture. 

For Freire, education is never and can never be neutral.  His two characterisations of education, one of banking education and the other of problem-posing, each imply a particular relationship with knowledge and with the process of humanization. Banking education is inherently oppressive and therefore dehumanising. It regards the teacher as a possessor of knowledge which can be bestowed as a gift upon passive, voiceless students. Knowledge becomes static and lifeless, and students are regarded as adaptable manageable beings (Roberts, 1996, p. 296).   Discouraging curiosity and creativity, banking education serves to maintain oppressive systems, reinforcing divisions and inequalities.  

Problem-posing education on the other hand implies a different kind of relationship between teacher and student and a different view of knowledge. Problem-posing education has at its heart the process of dialogical praxis fostering reflection and action. Dialogue becomes the pivotal, pedagogical process (Roberts, 1996). Teachers and students are involved in a non-hierarchical relationship in which they communicate, critically reflect and come to know. Through this process knowledge is made and remade together.  For Freire, education has a key role to play in the process of humanization. Freirean education demands a ‘deep commitment to the goal of building a better social world, and necessitates active resistance against oppressive structures, ideas and practices’ (Roberts, 1996, pp. 335-336). 

Roberts cautions against the domestication of Freirean pedagogy in ways which simplify his philosophy and reduce it to a few stock clichés allowing claims to be made that one’s approach to education is ‘Freirean’. He also cautions against reducing the Freirean approach to a set of fixed techniques or strategies. He states that from the Freirean point of view, the first question that must be asked in any situation is: ‘What human ideals do we wish to promote?’, not ‘What methods should I use?’ This vital interconnection from the Freirean point of view between pedagogy and ethics is totally compatible with the view of teaching as an art in which teaching artistry as the practice of freedom is a commitment to the process of being the ‘authors of our own lives’ (Garrison, 1997, p. 169). For, as Foucault said, ‘What is morality if it is not the practice of liberty, the deliberate practice of liberty?’ In a world of givens, the givens of our own biological identity, our life circumstances and the discourses which we inhabit and inhabit us, there is still considerable ‘room to move’. 

In a human being there is always something that only he himself can reveal, in a free act of self-consciousness and discourse, something that does not submit to an externalising second hand definition. In Dostoyevsky’s works, the characters…  all do furious battle with such definitions of their personality in the mouths of other people. They all acutely sense their own inner unfinalizability, their capacity to outgrow, as it were, from within and to render untrue any externalizing and finalizing definition of them. As long as a person is alive he lives by the fact that he is not yet finalized, that he has not yet uttered his ultimate word (Bahktin, 1984, pp. 58-59). 
The exercising of this freedom is itself a quest or, in Freirean terms, an ongoing, never-to-be-completed project. In Peter Abbs’ (2003) view of authentic education, the art of teaching is not to prescribe ‘settled narratives of meaning but to engender a quest of what is not yet known or what may never be known’ (p. 15). This quest for both teacher and student depends upon a choice for active engagement with the process of collaborative meaning-making that only ceases when we cease to live.

Artistry as the celebration of multiplicity

A postmodern world is one in which we no longer accept the grand narrative of a single universal unifying truth, that can be discovered or uncovered and subsequently acted upon for the benefit of all. Instead, through awareness of and attention to the way knowledge is produced and legitimated, we can come to know and understand the way knowing and acting are both constrained and made possible within the particularities of local communities, particular world views and personal narratives. 

Art-making, as a creative engagement with experience resulting in the unconcealment of what actually is, pays attention to the local and the specific. Wallace Stevens (1955), in his poem  ‘On the road home’, evokes a way of thinking about the world in which an over-riding belief in an ultimate truth is no longer adhered to.

It was when I said,

“There is no such thing as the truth,”

That the grapes seemed fatter.

The fox ran out of his hole.

You…You said,

“There are many truths,

But they are not parts of a truth.
Then the tree, at night, began to change… (p. 203).

In accepting that there is not one truth, the way we perceive the particularities of the world around us begins to change. He suggests that in surrendering to such a view, there may be an increased sense of plenitude, a sense of there being more to experience, not less: ‘the grapes seemed fatter’.  What has been hidden becomes visible: ‘the fox ran out of the hole’; what has been in shadow assumes a new form: ‘the tree at night began to change’. When we no longer look for unifying principles, our attention becomes focused upon the world of experience and we are freed to attend, to listen, to see and to celebrate the detail, the parts, the luminous fragments of everyday experience.

Stevens’s poem invites the celebration of the abandonment of a notion of a single truth in favour of the notion of multiple truths that are not parts of an overarching whole. Children, in their candid and usually unselfconscious diversity, confront us daily with the opportunity to recognise and celebrate multiple ways of seeing, of being and of responding. Teaching artistry views this multiplicity of response as a resource and does not seek to produce uniformity and conformity. What is demanded of the teacher on a moment-to-moment basis is a flexibility of thinking that enables a shift of perspective in order to accommodate and further respond to the multiple opportunities for learning that arise. Teaching as an art rejects a one-size-fits-all approach.  Prescriptive lesson sequences, standardized testing and the inappropriate use of learning theory in which children become labelled or where stereotypic thinking is (unwittingly) encouraged, all contribute to what Foucault called the ‘normalizing gaze’ (1977) of institutional practice and conspire to diminish the extent to which the artistry of teaching can be practised and developed. Hallowing the normal is the enemy of creative multiplicity. 

Teaching artistry, in placing creative action at the heart of the generation of new knowing, is more concerned with evocation than imposition. The teacher, working alongside her students, is called upon to negotiate and navigate the world of indeterminate and multiplicitous meaning, at the same time playing the crucial role in assisting learners to make meaning and find value from one day to the next, while acknowledging that there is not a once-and-for-all answer.

The last sentence indicates, in philosophical terms, the difficult balance the teacher as artist needs to keep between the one and the many. In his 1907 lectures on Pragmatism, William James (1981) used a metaphor which imagines human beings as ‘swimming in a sea of sense, bounded above by the superior element [“the world of abstract ideas”], but unable to breath it pure or penetrate it. We get our oxygen from it, however, we touch it incessantly, now in this part, now in that, and every time we touch it, we turn back into the water with our course re-determined and re-energized’ (p. 61). The metaphor occurs at the start of the lecture on ‘The One and the Many’, where James shares his thoughts on this age-old philosophical problem in a way that can be said to anticipate the postmodern notion of multiple truths. James’ solution questions the existence of some transcendent or overarching One, but at the same time asserts the human need for a kind of provisional connectedness. He writes: ‘The world is One just so far as its parts hang together by any definite connexion. It is many just so far as any definite connexion fails to obtain’ [my italics] (p. 71). The fact that human beings use ideas to generalise about the multiplicity of experience, in a pragmatic view, does not require absolutes – single explanations for multiple phenomena. A sense of harmonising order viewed as partial and provisional serves us perfectly well, as James explained in an earlier lecturer where he explained and endorsed Dewey’s instrumental view of truth. Ideas, he says, ‘become true just in so far as they help us go get into satisfactory relation with other parts of our experience’ (p. 30). Again we have the modal qualifier  ‘just so far as’; again we have a view of truth as an instrumental bridge across parts of experience. There is no singular one – just multiple parts and many bridges.

Artistry as care for the self and care for the other

Teaching children implicates every teacher in a role of  ‘in locus parentis’ and this arrangement of care-giving, quite aside from the teaching/learning process, is central to the economic and social functioning of present-day society. Teachers are responsible for the overall well-being and safety of children during the school day. The conception of teaching artistry, however, seeks to go beyond this sense of legal and moral responsibility to ask what ethical relationship of ‘care’ between the teacher and student is implied in the construction of teaching as an art and what the consequences of this are in the teaching/learning/coming-to-know process.

I wish to argue for artistry as the exercise of care for the self and care for the other, that is, for an ‘ethic of care’ in teaching as an art in a specific sense rather than in the commonly understood sense of ‘caregiver’, or that associated with the ‘caring professions’, in which women in particular are said to feature strongly and in which the value of other-centeredness practised through empathetic nurturing is emphasised.  In this latter construction of care, putting the other first through acts of selflessness and self-sacrifice is applauded. While not wanting to underestimate the value of virtues of generosity, kindness, mercy and so on, I wish to avoid a construction which overlooks or underemphasizes the aspect of the ‘care of the self’. The care of the self as an ethic in teaching artistry dovetails with the concept of ‘making of our lives as works of art’.  Teachers and students alike are involved in a collaborative, artistic, self-making exercise, which takes place within the overall teaching/learning arena. 

For Foucault, the self is not an individuated object or substance but rather a form (Marshall, 2001). Rather than seeing the individual as a person who exhibits different characteristics in different contexts, Foucault asserts that identity is not a continuous entity but rather a form that is capable of constant transformation and reconfiguration. Thus the mother reading her son a bedtime story is a differently constituted self to the woman who may, in another situation, be the sales person negotiating a deal.

For Foucault the self is not something fixed and essential but rather something contingent and fluid. Although Foucault sees the subject as able to constitute her/himself in an active fashion by practices of the self, these practices are not something that the individual invents by her/himself. Rather, they are patterns that individuals find in their culture and which are proposed, suggested and imposed on them by their society and their social group. Social and cultural forces operate within complexes of power/knowledge relations, but these are not immutable and are therefore susceptible to change (Marshall, 2001).

For Foucault care of the self is envisaged as an exercise of the self upon itself by means of which one attempts to develop and transform oneself and attain a certain mode of being. This practice is related to concerns Foucault explored in his 1984 essay, ‘What is Enlightenment?’ where he advocated for a particular philosophical ethos – an ontology of the present:

The crucial ontology of ourselves has to be considered not, certainly, as a theory, a doctrine, nor even as a permanent body of knowledge that is accumulating; it has to be conceived of as an attitude, an ethos, a philosophical life in which the critique of what we are is at one and the same time the historical analysis of the limits that are imposed on us and an experiment with the possibility going beyond them (Foucault, 1984b, p. 50).

Foucault’s thesis on sexuality offered an ethics that was not derived from scientific knowledge. Rather it contained the beginnings of an attempt to establish ethical existence on different principles, a conception of life as time-bound yet modified by conscious artistry. In this view, one can attempt to transform oneself in accordance with principles generated by shared aesthetic and moral standards. Foucault wanted to remove art from the domain of scientific objective creativity and place it in the hands of the subject struggling to make for itself a pleasurable and satisfying set of constructed experiences. 

What strikes me is the fact that in our society, art has become something, which is related only to objects and not to individuals, to life. That art is something, which is specialised, or which is to be done by experts who are artists. But couldn’t everyone’s life become a work of art?…From the idea that the self is not given to us, I think that there is only one practical consequence: we have to create ourselves as a work of art (Foucault, 1984a, pp. 350-351). 

Garrison (1997), in discussing the Deweyan reconstruction of the ethic of care in the work of pragmatist feminist M. Regina Leffers (1993), quotes her as commenting on art in a way which resonates with the sentiments of Foucault and as offering a further insight into the nature of art in the practice of teaching and its implications for the ethic of care.  
In Art as Experience Dewey describes the way in which we have separated art from life. We have dissected life in such a way that art has come to be an object, something we have carefully placed inside a cubby hole of life – we no longer participate in it We go to the museums to look at it or we hang it on our walls. Art as a quality of the transitive experience of making and doing in our everyday lives is unknown to us (Leffers, 1993, p. 71, cited in Garrison, 1997, p. 61). 

The transitive aspect of art in our everyday lives is that which is concerned with interaction, with connection, and with transformation and change. Teaching, having at its heart this concern, implicates us in relationships that offer us the opportunity for the practice of both care of ourselves and care of others. Our ‘selves’ can only be created within the context of community – there can be no ‘I’ without a ‘we’. The Freirean view emphasises connectedness to others and to the world. According to Roberts (2003) Freire argues that ‘it is only through intersubjectivity that individual existence makes sense….For Freire the “we exist” explains the “I exist”‘ (p. 106). In a similar vein, poet and educator Peter Abbs (2003) quotes a famous Swahili saying:  ‘I am because we are’ in relationship to the collaborative nature of teaching (p. 16). 
From the Deweyan perspective, the idea of creative response to the needs of others involves an ideal of love as the bestowal of value upon others and therefore upon ourselves – in caring for others we care for ourselves and vice versa. This paradox is central to the ethic of care, which Garrison advocates in his reconstruction of the Deweyan ideal of self-transcendent, loving bestowal. It is artistic in that it calls for ‘aesthetically appreciative recognition and creative responsiveness to the needs, interests and values of all of those, including ourselves caught together in some shared social context’ (p. 69). Perceptiveness and sensitivity to others (and to the self), responsiveness and critical appraisal are essential aspects of the ethic of care, which is actually embedded within the overall undertaking of teaching as art. 

Foucault (1987) also draws our attention to the notion of reciprocity within the Greek ethos of care of self and its relationship with caring for others, in which the risk of dominating others and exercising over them a tyrannical power was seen to come from a failure to care for the self because one had become a slave to one’s desires. For Freire (1972) it is the notion of dialogue that precludes the possibility of this kind of domination. Freire suggests an unsentimental notion of love in which ‘love is dialogue itself’. To care from the Freirean perspective is to take up an ethical position. Freire’s educational ethic makes it clear that he considers we ought to always care enough to confront oppression through critical reflection and dialogical praxis.  From the Deweyan perspective, it is the interconnectedness of a holistic, organic, growing world that implies that caring as loving bestowal extends beyond the classroom or immediacy of personal relationship to the wider world. In a way that parallels Freire’s view, the Deweyan notion of the caring response always includes care of the self, care of the other and moves beyond particularity to wider human circles (Garrison, 1997, p. 68).

Teaching as art, then, in its commitment to the creative, collaborative project of self -making has embedded within its very practice an ethic of care in which paradoxical reciprocity binds together care of the self and care of the other and extends naturally to an ethic of care within the wider human community. 

Artistry as the pursuit of grace, beauty and the ‘good’

The assertion that artistry is concerned with the pursuit of grace, of beauty, of goodness, of orderliness, of harmony, or seemliness or indeed as shapely form appeals to a commonly held understanding that all art engages with aesthetic notions of beauty and goodness or artistic form. However, to move beyond this statement and attempt to define such qualities or to attach such adjectives to art-works engages issues of artistic taste, personal preference and individual judgement. Philosopher Alexander Nehemas (2000) argues that if ‘beauty is not a determinate feature of things (as the dismal failure of all attempts to define it implies) it turns out to be important…. Valuable [my italics] precisely because its value is always in question’ (p. 402). A qualitative judgement of beauty is not based on a priori reasoning, does not come at the end of an interaction with beautiful things, but rather it is an intimation of something we sense we wish to engage with further, something to which we are drawn, something which lies before us of which we have not exhausted the possibilities, something upon which we wish to linger and savour. The perception of beauty, says Nehemas, is inseparable from a sense of yearning and as such it is part of the journey associated with the process of becoming, when we reject easy answers and comfortable somnolence in favour of the acceptance of uncertainty in the ongoing engagement with the question of value and purpose. 

According to Lines (2005), the Heideggerean notion of art in which the artwork ‘shines’, calls attention to ‘the world that is opened when the art is set up’. The work of art as a ‘being’ has a life and resonance of its own. It projects ‘truths within the historical context of a people’ (p. 73). The teacher, then, in her work of art, the act of teaching, is concerned with the pursuit of this ‘shining’ in relationship to all aspects of the learning/teaching arena. Garrison (1997) suggests that the very act of artistic teaching itself is a process of disclosing ‘the beauty of extraordinary possibilities concealed beneath the cloak of the actual the ordinary the everyday’ (p. 84). 

From another perspective and calling upon Aristotelian ideas about knowledge, goodness and beauty, Regelski (1998a) argues that concern with goodness or right results is the phronesis that ought to guide teaching as praxis.  Phronesis is ethical knowledge of and for achieving right results or what is good in any given situation (1998a, p. 28).  In his view, techne or theoretical knowledge is useful and relevant to the extent that it is able to inform praxis, which must involve a dialectic of action and reflection in which eudaimonia or practical wisdom is concerned with the pursuit of goodness. Using Aristotelian concepts of techne and poesis, he contrasts the art of teaching as praxis with technicist teaching which he says relies upon techne, the craft-based technology that was prescriptive, traditional, instrumental knowledge employed for taken-for-granted ends. 

Teaching artistry as the pursuit of shapely form, as well as alluding to the disclosing of beauty and truth that is the work of art, also implies an ongoing ethical engagement with the processes of action and reflection in order to bring about that which is ‘good’ and to engage in an ongoing way in the consideration of the purposes or the good ends that education must serve in any given context. 

Garrison (1997) argues for the education of what the ancient Greeks called eros, which he translates as passionate desire (pp.xxii-xxiii). In his view good teachers passionately desire good for their students. Eros informed by practical wisdom (phronesis) allows teachers to recognise what is authentically good for students and for themselves. He asserts that practical wisdom is desire expressed as moral conviction disciplined by the artistic techniques of sound practice. Furthermore, he confidently states that  ‘practical wisdom in teaching possesses the poetic power to actualise the good in everyday affairs’ (p. 81). This optimistic view emphasises the artistic nature of teaching and also suggests that the very act of good teaching has embedded within it a form of intrinsic accountability, something that is not often acknowledged or discussed amidst the consistent calls for monitoring teacher behaviour through accountability measures such as the establishment of state-endorsed professional standards and the introduction of performance pay for teachers. 

Chapter VII: Artistry and the teaching of music to children

In order to develop the concept of teaching as artistry, I have drawn from a wide range of sources, among which, on all sorts of levels, there are tensions, differences, disagreements and sometimes incompatibilities. However, I am not arguing for any kind of binding unity or ultimate consistency among this range of theorists. Rather I have been concerned to probe a variety of philosophical traditions and schools of educational thought for resonances with an approach to teaching which seeks to capture something of both the spirit and ‘procedural’ practices of art. 

In turning now to a specific curriculum area (Music) and furthermore a specific identifiable approach to this curriculum area (Orff Schulwerk) it would be inconsistent with my argument to suggest that principles of artistry can be applied in a prescriptive way, detailed and described in so many words, to be consequently emulated in other curriculum areas.  Rather, this chapter will consider by precept and example how principles of teaching artistry may be inherent or become manifest in the teaching of music to children, and in particular within the Orff Schulwerk approach to teaching.

I am not suggesting that the Orff approach as represented in this chapter is necessarily how others working in this field would represent it. It is an account motivated by an interest in bringing to the foreground connections between my interpretation of the musicking made possible within an Orff Schulwerk approach and the notion of artistry developed in this thesis.

The provision or setting up of certain kinds of  ‘musicking’ (Small, 1998) opportunities for children is itself an instance of an art-making process within which artistry can be expressed and actualised. In such a scenario, the teacher’s (and the children’s) artistry may be made manifest as she (and they) are called upon to, specifically and literally, conduct, orchestrate, arrange, improvise and compose within the context of a pedagogical arena, in a way which in terms of its own modus operandi can be thought of as an artistic process Although it may be said that a concern to perform with ‘artistry’ or musical finesse is the concern of any conscientious music teacher, my aim here is to describe in some detail an approach to music-making in which both the nature of the activity itself and the kind of interaction and interplay suggested by the approach itself are of direct relevance to the notion of teaching artistry. As mentioned above, in arguing for the value of the metaphor of art for the overall act of teaching and learning, it is not the intention of this chapter to argue that principles of teaching artistry may necessarily be reduced to an explicit set of strategies. Rather the intention of the following descriptions and explanations of a particular approach to music education is to evoke connections and resonances with the principles of artistry already outlined, in ways that realise, in a small way, the potential these principles have to inform the way we think about teaching and learning in general and in specific contexts.

The Orff Schulwerk approach to music teaching

Orff Schulwerk, as a label, is cumbersome and off-putting for those unfamiliar with the pedagogy. As is often the case with jargon, this difficulty is quickly forgotten and overcome by those who have become familiar with the whole world of conceptual understanding that is signified by this term. Simply put, this term signifies a pedagogical approach to music education within the schooling system (literally ‘schoolwork’) based upon the work of twentieth-century composer Carl Orff and his teaching associate Gunild Keetman. In the sixty or so years since Orff began his work and as a result, in part, of the establishment of The Orff Institute in Salzburg, which has given teachers from all over the world access to courses of study and practical experience in this approach, Orff-based pedagogy has been disseminated in music education circles throughout the world.

It is an approach which Orff himself envisaged as always needing to allow room for further development and change. ‘Every phase of Schulwerk will produce stimulation for new independent growth, therefore it is never conclusive and settled but always developing, always growing, always flowing’ (Orff, 1963). Similarly, the non-prescriptive and open-ended nature of the approach is endorsed - in the following words of Dr Hermann Regner, first director of The Orff Institute: 

Certainly there are outstanding people who do it [the Schulwerk] completely differently than planned. But then that is also the essence, when something grows with vitality – when I plant a tree I don’t know how large it will become… the one remains small, the other becomes very large. That depends on the soil, on the sun and on other circumstances which must play a part. Such a thing one cannot plan, such a thing can only grow (Regner, 1984, cited in Shamrock, 1995 p. 24).
Mary Shamrock (1995), in her encapsulation of the goals of Orff pedagogy as part of her documentation of the world-wide dispersal of Orff Schulwerk, quotes the following somewhat dated and stilted statement which nevertheless speaks of the Schulwerk’s concern with some kind of creative action, and that this, according to Feiler  is in some way at the heart of the artistic experience. 

The Orff Schulwerk ….has nothing to do with a creative capability in the higher sense, with the composition of music. But the freeing (my italics) of productive powers ​ the desire to invent and search for ideas – all this to a certain extent is included in the method. And whoever, without being creative, just once has tasted the secret of creativity, will for the duration of his life be a more understanding friend of art (Feiler, 1951, cited in Shamrock, 1995, p. 21).  ​

Andre De Quadros’ (2000) edited collection of the work of music educators throughout the world who have embraced the Orff approach, Many seeds, different flowers, states in the preface to this work that the choice of this title reflects his wish to convey the sense in which ‘seeds’ from the original Schulwerk have grown into plants ‘so differentiated by their educational heritage as to make their flowerings vastly different and endlessly fascinating’ (p. 6).  It should be noted, then, that this approach, at least in the in the minds of its progenitors and significant commentators is conceived of or perceived as one which supports the development of music as a creative art and, indeed, the teaching of music as a creative art in a overall sense that is compatible with the notions of artistry enunciated in this thesis so far.

I will now describe as succinctly as possible, while still endeavouring to do justice to the depth and particular nuances of the Orff Schulwerk educational approach to the teaching of music to children, the key features or defining characteristics of this approach. As much a possible I will do this with reference to the works and the writing of Carl Orff and those closely associated with him. Like all educational approaches that become widely disseminated, Orff music education appears in many guises and forms. For the purposes of this thesis, which is to explore the potential for compatibility in this approach with the conceptualisation of artistry, I will not examine the tensions or potential for difference of interpretation implicit in the approach but rather I will try to capture something of the intentions of its progenitors. As I describe Orff Schulwerk pedagogy, I will also provide a commentary which makes connections with the principles of teaching artistry as described in Chapters V & VI. Principles of artistry drawn from these chapters will be italicised in the discussion. 

The Orff ensemble: Teaching and learning in music as collaborative music-making

The teacher should be only  ‘primus inter pares’ (one among equals), that is, not a director and commander but a guiding participant and helper (Keller, 1963, p. 48).
The Orff music room is a place to come and make music. Wooden and metal barred instruments (i.e. rectangular boxed instruments with tonal bars, whose initial construction, in 1932, was based upon the indigenous, African marimba) are set up around the room, usually in bass, alto and soprano sections. Untuned percussion instruments, drums, shakers, rattle gongs and so on, both commercially produced and ‘homemade’ found sounds, are also laid out so as to be readily available.  In the ideal Orff teaching situation, there is also open space available for movement activities, whence children may move freely to the easily accessible instruments.

Within the Orff pedagogical approach, to come to music class is to be actively involved in music-making as part of a collaborative ensemble. Activities involving moving, listening and singing may occur as preliminary warm-ups or they may be integrated or interspersed with ensemble work involving the playing of instruments. There is no requirement to play the same instrument each time; in fact, children are encouraged to play different instruments. Unlike the traditional orchestra or musical ensemble, parts are only allocated to specific instruments and players once ‘everybody has learned everything’. This gives an understanding of the parts making up the whole. In addition, the learning of each musical part offers specific opportunities for learning and skill development.  Nevertheless, some children quite often develop particular affinities for particular instruments. For example, there are often two or three students who are attracted to the delicate timbre and size of the soprano glockenspiel. Conversely, there are usually quite a number of students for whom playing the contrabass marimba, with its deep, resonating, large sound is always the number one preference. As well, there are children who prefer to play untuned percussion to tuned percussion, or children who opt to move rather than play, but the emphasis on shifting and shared roles ensures that children engage in a variety of musical behaviours. There may be jostling and competition among the children for particular instruments. However, conflicts tend to resolve easily without the need for intervention by the teacher, with deals being struck in the knowledge that there will be many more opportunities (and perhaps with resolutions being made to position oneself more swiftly next time!). 

According to the habits and style of the teacher, there may be some free activity in which children play around for a few minutes on their instruments, but at a particular point there will be a direction for activity to subside. Children are then directed to prepare themselves to be still, to listen and to be ready to respond through active engagement in music making.  

Children take up their positions on particular instruments ready to engage in music-making that is not intended to be a rehearsal for another occasion, but very much an activity, complete in itself. While increases in skill level and certain types of understanding will result from the music-making, the music-making in the moment is intended to be, in the first instance, an aesthetically satisfying end in itself.  The overall artistry of the teacher plays a key role in determining the degree to which such music-making is a satisfying and musical experience for all of those involved. 

Music is a multi-dimensional activity in which learning by doing is embedded. Music-making approached with this  ‘action driven impetus’ (Bowman, 2005) offers opportunities for the recognition of unanticipated opportunities. Artistry in teaching and learning, in its concern with the here and now, knows that unanticipated learning opportunities abound. The artistry of the teacher will be made manifest in the way she responds to the musical activity as it proceeds. This may involve few words. Her guidance may take the form of visual cues through the use of body language and it may involve her in musical modelling with little use of verbal instruction. She may call for the repetition of particular parts, but this will always involve the entire group so that the momentum of group music making is not lost.  Solo work may be undertaken but this will always involve others in a listening, responding (e.g. in movement) or accompanying role. 

In this context the teacher may not be able to readily describe all that she is doing – tacit knowledge propels her actions at a rate that is difficult to process as a verbal description. Her overall sense of ‘right feel’ and the ethical principles of teaching artistry will be informing her decision-making and she will be engaged in on the spot action and reflection. 

Although the teacher in the Orff ensemble is responsible in an overall sense for the orchestration and arrangement of the material, she must position herself primarily as a member of the ensemble who can play a larger or smaller role, with students taking the lead, as is possible, according to the needs and abilities of the group.  Although she may be working from a particular score or composition, she will adjust and adapt the piece as necessary in response to particular group’s or individual children’s needs. These adjustments will occur both in the here and now, as abilities or limitations make themselves known in the course of a lesson, and over time, from one lesson to the next, as she reflects upon the possibilities of the material she is working with and the way the students are responding to this material. 

Artistry as the awareness of possibility and limitation is at work on a number of levels in this process. In the first instance, the students in their artistic activity are themselves reflexively negotiating their own possibilities and limits as they make music. In a broader sense, but still thinking in musical terms, the teacher is working artistically within the possibilities of the group’s music-making potential – pushing the boundaries as well as respecting the limits. But thirdly, in the pedagogical sense alone, the teacher works with artistry as she shapes the group dynamics and the ‘extra-musical’ learning in a way that negotiates the limitations and the possibilities determined by such factors as levels of attentiveness, of energy, of overall comprehension and of general well-being.  

Decision-making and action taken in terms of these issues will sometimes reflect a concern with the musical and/or other kinds of needs of the group as a whole; at other times the needs of specific individuals within the group may be prioritised.  For example, on many occasions, for the sake of the music-making, it is beneficial for the ensemble to have a ‘rock-solid, steady beat’ in a bass part provided by a capable child or group of children. However, in order that all children have opportunities for learning, it may be necessary that such parts be played at times by students with less technical control. At such times, the particular learning needs of specific children are prioritised over the specifically musical needs of the situation. In this situation the group is required to adjust and adapt to the less satisfactory musical situation  (e.g. a more rhythmically unstable accompaniment) for the sake of prioritising a particular individual opportunity for learning. There may also be, at times, according to the judgement of the teacher, a value to the disorientation, or the confusion that can arise from the experience of less-than-perfect or predictable music-making, which can also be beneficial to students’ learning. 

In this case, artistry as the ability to awaken form slumber can be evident. If learning opportunities follow predictable, routine procedures a reduction in attentiveness and engagement will be evident in the students. A kind of sleepiness and  ‘switched off ness’ appears when nothing new, fresh or surprising ever happens. Collaborative music-making is inevitably full of surprise. The group affords opportunities for music-making which are greater than those possible individually. In such a situation, there is often the surprise and thrill of the sense of being carried along by the group and making-music that one did not previously expect to be possible. 

The teacher’s artistry becomes evident in her ability to organise and manipulate music-making carefully structured to ensure success but with just the right amount of challenge to ensure attentive engagement. The element of surprise is ensured in the Orff approach through the value placed upon children’s contributions. Children invariably suggest ideas or act in ways (musical and otherwise) that enable a fresh perspective. This is a central element in the Orff process – creative action on the part of the children must be welcomed and encouraged. However, this also requires an overall artistry (according to the principles described in Chapters V & VI) in the teacher who needs to respond and integrate children’s ideas into a meaningful whole and ensure that maximum advantage to all is sustained. 

In the Orff ensemble, the teacher is called upon to provide a musical scaffold.  Her own levels of musicianship are therefore of relevance and have a direct bearing upon the sorts of opportunities that can be provided for the students.  On the other hand, however, highly sophisticated and technically advanced skills in solo performance are not called for. Rather, she regards herself as a member of the ensemble who will use both her own musicianship and her professional judgement as a teacher to determine the extent to which she takes a lead herself by providing a musical role model, or retreats from a leadership role in order to provide the opportunity for others to lead, or enables a group cohesiveness which depends not so much on leadership as upon careful listening and responsiveness on the part of all members of the ensemble.

Artistry as care of the self and care of the other find a direct expression in the musical ensemble. The musical ensemble offers an actual and lived out experience of connection, interaction and the potential for transformation. The Swahili saying ‘I am because we are’ becomes ‘I am a musician because we are musicians’. The ensemble demands that we have confidence and belief in ourselves, that all voices are valid and important, and that care and attention must be paid to the construction of musical meaning. This requires careful listening and patient attentiveness to individual and group activity, as well as a willingness on the part of the teacher to, as Mary Shamrock (1995) says, ‘recede more and more as the students gain confidence and ability’. She goes on to assert that ‘a class able to function competently without the teacher bears witness to her ability and effectiveness’ (p. 21).  

This also resonates with the notion of pedagogical artistry as the pursuit of shapely form in its Heideggerean concern with the ‘shining’ of art in which, as Lines (2005) says, ‘the artist diminishes as the work emerges’ (p. 73). The process at work in the Orff lesson can allow an emergence of musicking that has shape and vibrancy of its own. According to Lines, the human intervention called for in relation to the shining of art is of a ‘gentle and caring character that works with things with the intent of preservation – working with things and letting them be as that they are’ (p. 73). 

Orff Schulwerk: Teaching and learning through ‘elemental music’ 
Dance has the closest relationship to music.... the task I had set myself was a regeneration of music through movement, through dance Carl Orff (1978).
Carl Orff used the term ‘elemental’ to encompass both a general style of pedagogy in respect of music and dance for children and to refer to specific musical devices, such as bordun and ostinati accompaniments, and pentatonic and modal melodies, that feature in Music for Children (Orff & Keetman, 1958). Music for Children refers to the five volumes of Carl Orff and Gunild Keetman’s collaborative compositions that serve as examples of the Schulwerk principles. (These volumes are sometimes referred to as ‘The Schulwerk’ and should not be confused with the descriptive turn of phrase, ‘The Orff Schulwerk’ approach to music, which is concerned with the overall principles that can be derived from this work.)   The following quotation gives some insight into Carl Orff’s thinking regarding the notion of elemental music. 

What is elemental? The Latin ‘elementarius’ means belonging to the element, to the origins, the beginnings appropriate to first principles’. Further, what is elemental music? Elemental music is never music alone, it is bound together with movement, dance and speech; it is a music that one must make himself into which one is drawn into not as a listener but as a participant. It is unsophisticated, knows no large forms or grand structures, instead it consists of small series forms, ostinatos and small rondo forms. Elemental music is near the earth, natural physical, to be learned and experienced by everyone, suitable to the child (Orff, 1963, cited in Shamrock, 1995, p. 8). 
Orff’s idea, then, was that elemental music, with its connection to beginnings or origins, which is, he says, always connected with movement, dance and speech and can be described as earthy, natural and unsophisticated, is music that is particularly suitable for children who themselves are at the beginning of their lives encountering music for the first time. 

The term  ‘elemental’ can be perceived in some ways as belonging to a former era – a time when notions of underlying structures, foundational bases, and universal essences were not problematised in the way they are today. However, an interpretation of the idea of elemental music as music whose construction is simple (in the best sense of this word) enough to afford children a rich tapestry of varied opportunities for holistic creative music-making alongside Orff’s injunction to adapt the Schulwerk to the local context, mean that the notion of elemental need not be rejected as out-of-date, or limiting in a negatively constraining sense the kind of music-making that is deemed appropriate for children. 
Elemental music for children is music which integrates movement, dance and speech. Simple dances are learned in association with melodies, or parts thereof, that can easily be played upon barred instruments by children themselves. Locomotor and non-locomotor movements are starting points for feeling and expressing the rhythm of our everyday experiences. Renaming the prosodic features of language (Ministry of Education, 1996) in musical terms makes clear the way language also can be thought of as a powerful expressive medium in a musical sense.  Intonation can be thought of as pitch and timbre; volume – dynamics, pause – rests, pace – tempo and emphasis – accent and metre. These features can be found in children’s natural speech as well as in poetry, stories, chants, rhymes and sayings related to the world of the child. They provide a rich source of musical material, which enables arrhythmic or rhythmic movement sequences, rhythmic patterns expressed as body percussion or movement through space, which in turn can be transferred to untuned or tuned percussion instruments. Apart from providing a natural way into music, the importance the Schulwerk placed upon language, rhymes and in particular the creative play with language, makes manifest in a child-appropriate way several aspects of artistry as described in the thesis. 

In the first instance, traditional rhymes and stories play a very important role in the development of the imagination, which must be awakened. Writer John A Lee, in paying tribute to the role of childhood familiarity with nursery rhymes in his later life, said, ‘Hey diddle diddle, the cat and the fiddle gave me the key to open all the doors of fact and fancy because in a harshly real world I was reared on fancy as well as poverty. At nearly 85, I am still jumping over the moon’ (J. Lee, 1977, p. 3). Orff Schulwerk, in giving prominence to language play, offers children the opportunity to disrupt representational meaning and stimulate the world of the imagination. It offers opportunities at a young age for satire, irony and thinking outside of the square and for a release from slavish adherence to literal meaning. Creative play with language invites both teacher and students to exercise artistry as the celebration of multiplicity and artistry as the ability to awaken from slumber. 
Untuned percussion (drums, shakers, claves, etc) and barred instruments lend themselves to embodied music-making – the large muscle control necessary for playing these instruments enables a relaxed, integrated body and mind engagement and contrasts with the difficulty that many children experience in playing instruments that depend upon the finer, small muscle control necessary for fingering, bowing and so forth. Artistry as somatic knowledge and the sense of right feel are expressed in this holistic approach to music-making where the mind/body duality is collapsed.  Musical knowledge is somatic knowledge. Our musical knowledge is expressed through our bodies, as a result our listening ear, our spatial awareness, our sense of touch and our overall sense of ‘right feel’.  . We listen as we play and respond through and with the body. As we move, we dance, we feel, we play, we express ourselves physically in collaboration with sound-making technologies. As Wayne Bowman, advocating a pragmatist approach to music education in which embodiment, creative action and narrative meaning give value, writes: ‘Music is always and unavoidably a bodily event’, and as such ‘offers to teach such lessons [as the authenticity of human action and the non-arbitrary nature of value] with a vividness and durability that eludes most other instruction’ (2005. p. 41).

In Music for Children (Orff & Keetman, 1958) – the five volumes of composed pieces – rhymes, stories and traditional proverbs from Orff’s native Bavaria were the source of much traditional material. However, Orff made it clear that he and Keetman’s compositions were to serve as a guide only. The guiding principle for the choice of textual material in the Orff approach must be that the material be close to the play and fantasy world of children and that it connects in some way with the cultural heritage of the particular students involved. Mary Shamrock puts it this way: ‘The implication surrounding the few speech examples in Volume 1 is that teacher and students in echo situation will develop comparable mini compositions based on text material meaningful and appropriate to the group’ (Shamrock, 1995, p. 11). What is needed, then, to provide the raw material for elemental music, is a fusion of that which has been culturally given in any particular context and that which can be created out of the immediate world of the child. 

This makes clear the importance placed upon local responsiveness in the Orff Schulwerk approach to music-making with children. As such it makes manifest the concept of artistry as the celebration of multiplicity. The Orff approach does not favour particular musical traditions because of a penchant to attribute inherent superiority of particular traditions – rather different musical traditions they are engaged to the extent to which they may be able to further the pedagogical goals of the Schulwerk, at the heart of which is meaningful, creative, engaged music-making by children. 

The Orff Schulwerk process:  Creativity, inventiveness and originality in Orff Schulwerk 

Remaining alive also means to change with time and through time. Therein lies the hope and the excitement (Orff, 1978, p. 249).

The emphasis in the Orff Schulwerk process is first of all upon active participation as a music-maker. Music-making, defined as a collaborative undertaking, requires and benefits from the contributions of all members and assumes that every person can be a music-maker. The emphasis and value placed upon doing is exemplified in the point made by renowned US Orff practitioner Arnold Burkart, when he states that Orff Schulwerk approaches music with the belief that ‘it is easier to learn music by behaving like a musician than through doing “something else”’ (2004, p. 17). Consequently, the process in Orff Schulwerk is in many ways the purpose of the Schulwerk. Orff Institute director Wilhelm Keller stated in the Introduction to Music for Children that elemental music ‘originates and finds its fulfilment in a process that is going on now and is not directed towards an abstract goal’ (Keller, 1963, p. 8). In a similar vein, Burkart states that in Orff Schulwerk ‘process is content’. ‘Processes’, he says, ‘are not merely vehicles to a destination (i.e. a performance) but are themselves a key destination’ (2004, p. 15).

This aspect of the Schulwerk challenges the teacher to view every session as a call for the exercise of artistry as the shaping of form to express content. What is said and how it is said cannot be separated. Teachers and students together collaborate to give form to content. This process involves the calling forth of latent possibilities but it will involve both active responsiveness and passive receptivity on the part of the teacher. She must listen as well as act. The music lesson is not approached in an ad hoc manner. Planning, preparation and the sense of overall purpose, as well as specific aims and goals relevant to the group and to individuals within the group, inform the teacher’s ability to stimulate the flow of events, build and control pace and achieve coherent, meaningful learning. 

Creativity is a frequently mentioned dimension of the Orff Schulwerk process (Burkart, 2004; Goodkin, 2003; Keller, 1963; McNeil Carley, 1977; Orff, 1985; Shamrock, 1995; Warner, 1991).  Brigitte Warner (1991) states that Orff- Schulwerk is based upon a belief in the ‘inherent creativity not only of the child but of the teacher as well’ (p. 6). In doing so she draws attention to the emphasis on ‘creativity’ in its suggestion that not only the child be given opportunities for creativity but that the teacher in the Orff Schulwerk classroom is also called upon to be creative.  In line with this thinking, San Francisco Orff teacher, Doug Goodkin (2004) suggests that the Orff teacher ought to regard every lesson itself as ‘a composition that needs to be voiced, orchestrated and developed’ (p. 29). This emphasis on creativity determines not only the kinds of activity in the music classroom but also the particular approach or style of teaching, including the style of interaction between the teacher and the child. 

Movement activities in Orff Schulwerk are often based around improvisation of a fluid and very loosely structured nature and provide the opportunity to respond to music in an uninhibited and personally expressive way. Instrumental and vocal improvisation is also a central activity within the Schulwerk. Child-appropriate instruments, the use of elemental musical devices and simple structural forms (e.g. binary, ternary, rondo) lend themselves to improvised introductions, interludes, bridges, codas and so on and help facilitate success in music-making for every child. The performance of a set piece can be adapted, as is appropriate, to judgements of musical taste and/or the learning needs and abilities of each child, with accompaniment parts either being simplified or made more complex. Elemental musical forms and devices provide a structure and a vocabulary from which students can draw for both rhythmic and melodic improvisation. Rhythmic improvisation builds upon skills developed through exploration and imitation, for example, the echoing and creating of rhythmic patterns using body percussion or untuned percussion.  Melodic improvisation usually begins with a vocabulary of two or three pitches, and gradually works with and through a range of pentatonic and modal scale forms. 

Improvisation offers a microcosm of a way of being that incorporates an overall artistry. All the principles of artistry outlined in this thesis, it could be argued, are at work within the improvisational act. However, to convey this through didactic argument would itself be a challenging if not impossible task. Understanding of this idea to a very large extent comes from the experience of active participation in improvisatory activity. Improvisation calls for an open-minded attitude, a willingness to explore and preparedness to take risks. Such behaviours can be seen to be central to teaching artistry.  

The Orff music classroom exudes a most intense form of engagement and wide-awakeness, when both teacher and students ‘get in the groove’ to such an extent that confident group or solo improvisation (with simple accompaniments provided by the teacher or other students) can be undertaken. When this happens, students are deeply engaged in their own narrative music-making or listening to that of others.

Music for Children (1958) sets out a sequence of learning of rhythmic, melodic and harmonic concepts which, as Brigitte Warner points out, is reflective of concepts within Western musical culture.  Mary Shamrock (1995), in her examination of the global dispersal of Orff Schulwerk and taking into account the intentions of Orff and Keetman, states that ‘the challenge of adaptation is that the goals of the European model are to be maintained while the materials for development should be formulated according to the indigenous tradition’ (p. 29). She goes on to point out that the Orff Instrumentarium
 was developed primarily to motivate and accommodate improvisation. She argues that it was, therefore, developed for a pedagogical purpose, rather than as a result of its place within an indigenous tradition of a particular culture. There is no reason why the Instrumentarium cannot include any other instruments chosen on the basis of their suitability for and support of, music-making with children that includes all children and the potential they offer for creativity and inventiveness through improvisation Indigenous instruments such as drums and rattles, for example, the Japanese taiko drum, the hand-held, Native American drum, and African rattles and bells have been included. In this part of the world, locally made marimbas feature in Orff ensembles. Conventional western instruments such as the electric bass, acoustic stringed instruments (e.g. violin and cello) and wind instruments such as flute or clarinet may also be included.  Improvisation in this context occurs within boundaries that ensure confident, successful music-making and the spirit of the Schulwerk suggests that students ought to be invited and encouraged to set the boundaries themselves, or to stretch and experiment with them as the case may be. 

The five volumes of Music for Children (1958)  (and extensive supplementary material) offer an enormous repertoire of pieces and exercises organised in a sequential way that Carl Orff and Gunild Keetman believed should serve as models only. In the spirit of the Schulwerk, these must be seen only as starting places. New ideas may take the form of phrases to be added to poems, original stories which can be adapted to form the basis of musical narrative, and also suggestions related to performance details, such as the form of a piece, the kind of introduction it may have, the layering of instrumental parts, interludes that may be inserted, the allocation of particular parts to particular instruments, the tempo, the dynamics and so on. In a classroom environment in which the actuality of the ensemble itself testifies to the value of the voice of each member, individual suggestions and changes are welcomed, acted upon and evaluated through discussion.  This requires particular skills in the teacher. There are no right or wrong answers – only ideas to be tried out and evaluated in the light of the overall style or purpose of the music making and the taste of those involved. 

In actively engaging in music-making alongside and with the support of the teacher, students at all stages explore, experiment and gain satisfaction from the experience of being a fully engaged musician – one who is able to both create their own music and also recreate the music of other. In the way that Orff Schulwerk calls for the child to position him or herself as music-maker and, in particular, as a creator and inventor of music, one could say that the child is being invited to explore and extend their sense of their own ‘margins of freedom’ As they engage with music, as an initiator and as an active participant, they bring to the act of music-making a reflexive engagement involving culturally determined meanings and understandings coupled with their own particular ability to shape or reinvent musical meaning. Musical exchanges that occur within the group can be seen as a kind of dialogue that has resonance with the Freirean notion of dialogical praxis, which allows for the continual interplay of action and reflection and enables meanings to be changed through action.  Teaching artistry as the practice of freedom supports and extends this process through intuitive action and also through carefully thought out design of the learning situation. 

Commenting on the degree of flexibility allowed and required (or perhaps in terms relevant to this thesis, the degree of artistry called for), Mary Shamrock (1995) comments: ‘Not all teachers want or are able to handle the responsibility that accompanies this much flexibility. It tends to attract teachers with a flair for creativity themselves, those who feel constrained by a prescribed curriculum’ (p. 21). Carl Orff (1985) said of improvisation: ‘Nothing demands more careful preparation than improvisation exercises’. This makes clear that artistic creative teaching is not teaching in which anything goes, as is sometimes suggested by those who wish to equate tight prescriptive approaches to teaching with so-called quality, but rather that teaching artistry calls for adaptability on the part of the teacher in addition to the need for careful planning and preparation. 

Orff Schulwerk and the whole child. 

The following words of Carl Orff make clear his overriding concern with the education of the whole child. His conception of the role of music in children’s lives was as an immediate, ‘here and now’ means of serving the development of the whole person, rather than as a means of equipping the child to become a musician later in life. 

Just as humus in nature makes growth possible so elementary music gives to the child powers that cannot otherwise come to fruition… It is not primarily a question of musical education – this can follow, but it does not have to. It is rather a question of developing the whole personality. It is at the primary school age that the imagination must be stimulated; and opportunities for emotional development, which contains experience of the ability to feel and the power to control the expression of feeling, must also be provided. Everything that a child of this age experiences, everything that has been awakened and nurtured is a determining factor for his whole life – much can be destroyed at this age that can never be reclaimed’ (Orff, 1963).
It is clear that Orff considered the approach to music-making embodied in the Schulwerk potentially beneficial to children’s lives both in the here and now and in the future. Contemporary calls for a praxial approach to music education ask us to teach music in ways that ‘make a difference’ in the actual lives of students. Artistry in teaching and learning as the pursuit of shapely form is concerned with right action and the pursuit of value within locally and personally embedded, relevant contexts.  A call for a music education that is relevant and meaningful to the lives of students can only be welcomed. Regelski has suggested that this relevance and meaningfulness can be assessed on the basis of the extent to which our students engage in musical activities outside of school and Bowman ask us to consider what music is good for in ‘the real world’(Bowman, 2005, p. 41).  However, I would contend that a future orientation, which sees school primarily as a preparation for elsewhere, is not consistent with a view of teaching as an artistic enterprise in which the process really is as valuable as the so-called product or future outcome. There is an obvious difficulty in accessing or evaluating information about the difference schooling or aspects of schooling (teaching music in this case) may have made in students’ lives. As well as this, there is a further difficulty in projecting into, let alone preparing students for, the particularities of future scenarios of musical activity that may be available, attractive or meaningful in the future, diverse lives of our children. 

Teaching children, which involves a time-based relationship in which there is a considerable time lag between their school life and their so-called, future ‘real lives’, invites us to ensure value for the child in the here-and-now, learning process. Care and attention to meaningful music-making within the context of schooling, as developed in the Orff approach with its connection to the world of childhood in its local and personal and cultural particularities, is demonstrably able to ‘make a difference’ to the actual ‘here and now’ lives of children. It invites children to become actively engaged as meaning-makers, concerned, as Bowman (2005) advocates, ‘with the process of narrative sense making, of weaving meaningful and coherent personal and interpersonal stories from musical actions’(p. 41). Further, in its collaborative, interactional, community-oriented style of music-making, Orff Schulwerk is  ‘concerned with the nurturance of lived commitments, attachments and engagement in the process of living’ (p. 41). And finally, in terms of making a difference, it is likely that as a result of the experience of being able to position themselves as musicians, students will be more likely to confidently and enthusiastically respond to music-making opportunities as they become available in their lives.  

I would like to conclude this chapter with a vignette from my own teaching experience. 

Summer holidays are over. The time has come for Saturday morning music classes to begin again, but I plan my first music class with a heavy heart. The beginning of this year is tragically different.  During the holidays, as a result of a horrible, freak accident resulting in death through drowning, Sam and Phoebe have lost their mother. 

Over the last three years, she has accompanied her two children to music class every Saturday and attentively delighted in their growth, their enjoyment of, and achievement in music. My heart is very heavy.  Although I am a ‘professional’, the strong feelings of sadness and grief at the thought of these two young children losing their mother are ‘personal’, and the dividing line between the professional and personal seems to have become terribly blurred. I am wondering how I will be able to deal with the gaping hole of emptiness that Anna’s’ absence at music class will provoke, especially when the two children arrive with their now ‘solo’ Dad. I ask myself,   ‘What will I do?’ 

I realise that I have no easy or completely satisfactory answer to this question.  But – I am a professional – I must act professionally and so I determinedly proceed with my planning and preparation. “No, we can’t have the song, ‘Sailing Over the Ocean’. No, ‘The Cat Came Back’ will not do. No, I don’t want us to sing, ‘Five Little Seashells’. Finally, I have a lesson planned that seems ‘good enough’, but somehow I am not sure it is what is just ‘right’ for today. At any rate, I have made resolutions to be strong – not to over-focus – but to be careful, to be gentle. 

Our class begins and we make our way through. There is surprising happiness and fun as we sing, play instruments and move to music – doing do the usual things that make up music-making experience Orff-style for children of this age. But then there is a surprise – the interruption of the unexpected, the tragic unexpected.

Sam, always reserved at singing time, begs me for a song from last year’s classes. ‘You know, you know, that one about music, about how music will never die.’ Today, of all days, I wish to respond especially attentively to Sam.

I say, ‘Okay, okay, of course.  Let’s find it, Sam.’ And then, ‘Here we go.’ 

Without any of his usual hesitation or reserve, in full, open-throttled. tuneful, beautiful six-year-old singing, Sam soars above everyone else:

All things shall perish from under the sky.

Music alone shall live, 

Music alone shall live,

Music alone shall live,

Never to die.
And he says, ‘Again, please, Linda.’ We do it a second and a third time. 

A classmate, in what seems to me to be an extraordinary act of empathy, says, ‘It’s true, Sam, isn’t it, Linda. It’s true! Music won’t die, will it?’ 

And I, lost for words, somewhat limply say: ‘Mmm, I guess not – music has been around a long time.’ And Sam smiles and laughs and giggles and says, ‘Hey!  That’s good!’

So, what happened? Who can really say for sure, but upon reflection it seems to me that there was a powerful act involving the shaping of meaning and the creation of narrative as Sam, a six-year-old boy struggling with an unimaginable grief, sang a familiar song, which he was able to imbue, through the act of music-making, with a whole new set of meanings in the light of his recent, tragic experience of loss. In the singing of this familiar simple song Sam seemed to be involved in a kind of powerful exchange with the world of meaning in which he was able, in some significant way, to take charge of the meaning-making process in a way that enabled him to give expression to his loss and also, happily, to attain a sense of optimism or regeneration (which in part was a result of his own natural disposition). For Sam, that day, it was a performance that mattered. However, there were no relevant learning outcomes stated in my planning – indeed there was no reference to any of this in my planning. And there was no formal assessment of this performance. But I learnt a lot about Sam that day and, more importantly, he learnt something new about himself and his place in the world.

Teachers in their day to day involvement in the reality of children’s lives are often called upon to guide and support children through both, everyday commonplace challenges and, at times, through those more significant life changing events, whose impact upon children may shape the rest of their lives. Teaching artistry, with its emphasis on an open ended process of the generation of new knowing, an acceptance of paradox and incompleteness as well as its commitment to teaching as an ethical act offers a way of conceptualising teaching practice that attends to the overall needs of the child, where the affordances of any particular knowledge domain or discipline and the practices of teachers themselves work in consort to produce transformations that are unanticipated, that can be truly seemly and life-enhancing. 

Chapter VIII: Implications of the concept of artistry in teacher’s daily lives. 

The preceding chapters have woven together a range of ideas, images and thoughts in order to construct a concept of teaching artistry. In Chapter V this concept was developed around the naming of five principles of teaching artistry associated with the generation of new knowing: artistry as the recognition of unanticipated emergent opportunities; artistry as an awareness of possibility and limitation; artistry as the ability to awaken from slumber; artistry as somatic knowledge and the sense of ‘right feel’; and artistry as the shaping of form to express content. In Chapter VI, four principles – artistry as the practice as freedom; artistry as the celebration of multiplicity; artistry as care for the self and care for the other; artistry as the pursuit of grace, beauty and the ‘good’, – were enunciated as a way of enabling an exploration of the ethical dimensions of teaching. Chapter VII considered and discussed both the potential evidencing and the exercise of these principles of artistry in the specific context of the teaching of music to children

In this final chapter, I will consider the implications of the concept of artistry as developed in this thesis for the daily lives of teachers, in the current educational milieu as discussed and critiqued in Chapter II. I will consider the impact of this concept of teaching artistry in the daily lives of teachers from three perspectives in respect of teacher practice: the teacher as actor, the teacher as knower; and the teacher as relater.
The construction of teaching as an art and recognition of the artistry potentially embedded in teaching practice does not constitute a simplistic call to teachers to choose between artistry and technicism. It is firstly a means of drawing attention to, and of affirming, the value of ways of being in the classroom that will be very familiar to many teachers but which have become marginalised or dismissed as irrelevant in an educational environment colonised by discourses spawned by economic rationalism. Secondly, in considering the implications of the concept of artistry in the current milieu of teaching, I am adding my voice to those who call for teachers to resist and challenge ‘the relentless bureaucratic standardization of teachers and teaching’ (Abbs, 2003, p. 11) and endorsing the view of ‘authentic education’ expressed by Abbs as that in which the arena of the teaching and learning process ought to be thought of as an art-making space characterised by creative interaction and embedded with certain values.

Analyses of the reforms in New Zealand echo analyses of reforms in the United Kingdom, Australian and the United States, where neo-liberal economic theory can be seen to be driving government agendas. The forces of neo-liberalism can seem to be monolithic and all pervasive. However, while neo-liberalism may be providing the grand narrative for the educational project, teachers may construct ways of being that resist this narrative. While having to comply with the requirements of extrinsic accountability, teachers can still continue to hold themselves accountable to their own sense of intrinsic accountability. This is not to underestimate the toll taken on time and energy in activities that do not seem to connect to the real task of teaching, but rather to suggest that here are spaces that can be created where teachers may reclaim their professional lives.

The teacher as actor

The implications of artistry in the day-to-day life of the teacher as ‘actor’ in the sense of one who is able to be active as well as one who is called upon to play a part invokes artistry as the care of the self in the Foucauldian sense. In considering the complex question of agency in the light of the rejection of the notion of the autonomous individual in favour of a discursively constructed, multiple self, Devine and Irwin (2005) state that Foucault was interested in ‘the interrogation of the ways in which one can exercise some kind of influence on the self one is becoming’ (p. 325).  There is an implicit subscription to the role that art plays in this process when they note that the ‘self has only the tools of its own time (including the past) and place (however imagined) with which to think itself out of that time and place’ and in their comment that ‘Foucault (along with Heidegger and Nietzsche) focused upon thinking, poetry and art as the means to exceed the world of totalising calculation and rational control’ (p. 326, my italics). 

Foucault’s call for an aesthetics of existence and the creation of ourselves as works of art invites dynamic self-creation and an experimental expansion of the possibilities of subjectivity in open defiance of the modes of being laid down for us constantly in every moment of our day-to day lives (Mansfield, 2000, p. 63). Such a stance can create spaces for active resistance and the contestation of the positioning of teachers by various discursive practices. In particular, teachers ought to see themselves as able to resist the regimes of truth embedded in current curriculum reforms which construct teachers as technical functionaries whose job in a mechanistic sense is the delivery of a commodified curriculum. 

Supporting such an attitude, Smyth (1992) argues for a socially, culturally and politically reflective approach which challenges the taken for granted official ends towards which teaching is directed. Asking such questions as:

• What do my practices say about my assumptions, values and beliefs about

  teaching?

• Where do these ideas come from?

• What social practices are expressed in these ideas?

• What causes me to maintain my theories?

• What views of power do they embody?

• What interest seem to be served by my practices?

• What acts to constrain my views of what is possible in teaching? (p. 299).

teachers are enabled to reflect actively on ways in which their practices are being discursively constructed and to explore alternative options. The answers to these questions act to establish the legitimacy of one’s theories or regimes of truth. Artistry as the practice of freedom challenges the bringing of an interrogative light to bear upon the discursive construction of the practices one is asked to engage in as a teacher and to contest these. It enables a more conscious awareness regarding one’s participation in and subscription to different discursive positions and is compatible with what Devine & Irwin describe as the ‘honest appraisal of governmental techniques and an understanding (as far as we are able) to make these techniques visible to ourselves’ (p. 326). Smyth calls the final stage of this critically reflective practice ‘reconstructing’, where one acts on the world to change it (Smyth, 1992). 

The teacher as knower

One of the implications of teaching artistry as the generation of new knowing is that it positions the teacher in her daily life as one who, alongside her students, is in the process of coming to know. This dynamic view of knowing, partly expressed through artistry as the celebration of multiplicity, releases the teacher from the tyranny of absolutes, but challenges her to respond to the local and particular and to accept contradiction, paradox, uncertainty and incompleteness. In practice, this means that she will resist pedagogical approaches to teaching that offer universalised, ready-made solutions to particular problems and contest discourses which offer tidy labels for student behaviour or so-called learning abilities or disabilities.
Artistry as the celebration of multiplicity also makes it incumbent upon the teacher as knower to actively engage, with genuine interest and curiosity, in a range of forms of dialogue (for example, talking, reading, listening, observing, writing) with her educational community in order to participate in an ongoing process of coming to know. Opportunities for professional collaboration and networking in which there is increased access to resources both human and material ought to be sought and welcomed. A teacher concerned with the generating of knowing is open to new knowledge, is careful to examine prejudices which lead to the shutting out of certain ways of knowing – prejudices, for example, that insist on an unbridgeable gap between theory and practice, between academics, policy-makers and practitioners, between the sciences and the arts, and so on. At the same time, however, artistry as the celebration of multiplicity releases the teacher from the need to know everything or to feel she can only speak out of a sense of a ‘complete picture’. It enables her to speak confidently of what she does know while at the same acknowledging there are other versions and other stories possible. Such an attitude will impact upon the way she speaks about her student’s achievements and abilities.  She is in a position to speak meaningfully about her students and to comment on achievement but at the same time to acknowledge that this is not  ‘the final story’ or ‘ the total view’.
Artistry as an awareness of possibility and limitation invites the teacher as knower to contest a discursive construction of ‘quality teaching’ in terms of which her  ‘performance’ is viewed as the isolated functioning of an autonomous, individuated self that is assessable against a standardised series of competencies within a linear progression. Such a construction can be seen as constraining teacher expertise to the narrow gamut of measurable, observable and short-term effects. Rather, this principle of artistry invites her to adopt a praxial approach to teaching in which attention is paid to the processes of action and reflection. In this approach teacher knowledge and expertise is expressed through her ability to observe detail, think laterally and to create an overall learning environment which favours what Eisner (2002) calls ‘problem-solving’ and ‘expressive’ outcomes (p. 118) – outcomes which favour an approach to knowing which is context-specific, open-ended, exploratory and based around rich tasks.
Artistry as the awareness of possibility and limitation is also characterised by self-reflexivity, which enables a view of teachers’ knowledge and work as situated within social and cultural contingencies, which are necessarily limiting and inevitably historically bound. While one may feel constrained by this or that curriculum document, it can be liberating to acknowledge that the construction of a particular knowledge domain implicit in this document is historically situated and neither absolute nor immutable. Self-reflexivity is also liberating in that it allows a teacher to identify and embrace ways in which her knowledge might be reshaped in accordance with alternative discourses – ones deemed to be more responsive to the local and particular. As she takes careful account of the overall context of her work, she pays attention to the children as they are, the classroom dynamics, the school setting and the local environment. The teacher as artist is concerned to create a teaching/learning arena that will provide opportunities for meaningful and ongoing engagement with learning in which the students come to know. At the same time, she also comes to know more about the students and about herself. 

In the exercise of artistry as the awareness of possibility and limitation, once and for all solutions, inflexible methodologies, prescriptive lesson plans designed elsewhere, packaged programmes with learning outcomes incorporated and downloaded from the web, will be rejected in favour of an approach in which the teacher as knower exercises artistry as the pursuit of grace, beauty and the good and artistry as the shaping of form to express content. Rather than being enslaved to prescriptions imposed upon her from elsewhere, the teacher as knower in the exercise of artistry is challenged to a greater confidence in her own judgement regarding the way lessons are shaped, conversations are conducted, dynamics are managed and so forth. 

In the current milieu, however, the suggestion that teachers can and ought to exercise a greater degree of personal professional judgement in relationship to what happens in their classrooms is not always welcomed. In some circles, reminders about the teacher’s professional obligations to meet the requirements of the state will be quickly forthcoming if the teacher openly employs a divergent approach to the dominant model. The document Professional Standards for Teachers (Ministry of Education, 1998) was hailed by some as a breakthrough, because teachers were finally required to be accountable. This version of accountability relies on the belief that it is extrinsic accountability that will ensure ‘high standards’ and teachers, if left to their own devices, cannot be trusted to be concerned with high standards themselves. Such standards must be formulated elsewhere, set out prescriptively and ‘policed’ through surveillance technologies to ensure the well-being of children and the  ‘quality’ of programmes. The two principles of artistry discussed in the previous paragraph favour a high-trust, professional environment where accountability is defined intrinsically as indexed to the purposes consistent with a broader vision of education than the current dominant model offers, and take into account the particularities of specific children, groups of children and the local school and community context within which learning is occurring.

Artistry as the practice freedom demands a critically interrogative attitude to the world. However, artistry as the generating of new knowing, as the concern for care of the self and of the other, and as the call for the pursuit of grace beauty and the good, implies the dialogical and collaborative nature of knowing. It follows therefore that artistry is not a call for what could be called ‘a form of rampant individualism’. A recognition of the ‘we’ as well as the ‘I’ of knowing and the emphasis on self-reflexivity and ongoing action and reflection, challenge the teacher as artist to listen attentively to all voices within her sphere of activity, those on the margin, those near the centre, those close to her and those further away. When she does act, she does so with resolution and confidence, but also with the awareness of the provisionality of particular solutions and awareness that a challenge to her approach is an opportunity for growth in the process of coming to know.  

Artistry as the recognition of unanticipated opportunities challenges the teacher to surrender to the unknown in the sense that it invites an attitude of curiosity and the value of unexpected discovery in both the teacher and the learner. Gale’s (2003) metaphor of the flaneur for the ‘creative practitioner who is open to unintended and unexpected discoveries as a means of teaching and learning’ (p. 166) offers a strategic stance that is not only valuable in its potential to enrich the teaching/leaning context in the specific classroom sense, but that informs creative resistance in the educational context to established ways of seeing things, particularly, the ways in which legitimacy of ‘professional identity and practice styles’ (p. 166) is established. 

Such a stance offers the exhilaration and invigoration of the ‘strolling and looking’ of the flaneur. The flaneur is one who ‘wanders the backwaters to discover what might have been sidelined and downplayed’. The strolling may be aimless but it affords opportunities for attentive observation – everything becomes slowed down in order to ‘inquisitively and critically examine the undisclosed or hidden pathways’ (p. 173). 

Rewards such as intensity of engagement (Bowman, 2005, p. 40) and the richness of an expanded view are available through the practice of this form of artistry. Furthermore, the teacher as artist in her practice of such a way of knowing will encourage her students, through modelling and active suggestion, to approach the process of coming to know in this same way and consequently make available to them similar kinds of intrinsic reward. Gale, in quoting the flaneuresque character Quinn in Paul Auster’s book The New York Trilogy, puts on this way: 

There is something nice about being in the dark, he discovers, something thrilling about not knowing what is going to happen next. It keeps you alert, he thinks, and there’s no harm in that, is there? Wide awake and on your toes, taking it all in, ready for anything (Auster, 1987, p. 152, cited in Gale, 2003, p. 172).
The teacher as relater

The principles of artistry associated with the generating of new knowing suggest a relationship between teacher and student that is dynamic, collaborative and reciprocal. Smyth, McInerney and Hattam’s (2003) concept of teacher as improviser encapsulates a concept of teaching artistry that embraces   the need for recognition of unanticipated emergent opportunities and the need to respond to the local and particular.  Smyth, McInerney and Hattam call upon Fielding’s distinction between an effective school, which has an overriding emphasis on outcomes and a unilateral view of learning, and a person-centred school, which emphasises a concern for students as individuals and is committed to integrity of ends and means. Advocating for middle schooling based on a person-centred school as a model potentially able to address the problem of declining rates of completion in Australian high schools, Smyth, McInerney and Hattam use the concept of teacher-as-improviser as a way of highlighting the need for teachers who are committed to an informed responsiveness to students’ needs in the moment, instead of teachers equipped with a set of automatic or pre-programmed approaches which are employed to achieve specific ends.

Smyth, McInerney and Hattam’s concept of teacher-as-improviser embraces the view that the teaching /learning process is far more elaborate than the mastering of a set of techniques and methods. Using the metaphor of an improvised dramatic, Smyth invites us to think about teaching as an artistic performance involving dialogical, interactive script-making. Taking up Eisner’s assertion that ‘no intended curriculum can be followed by teachers as script’ (1992, p. 624), he advocates an approach to teaching in which the teacher knows the pre-formulated script well enough but also actively seeks to bring students into the script-making process so as to bring about ‘a co-authoring of a script through a dialogic process’ (p. 190). In going beyond the mere acting out of someone else’s script, the teacher and student are enacting a process which offers opportunities for learning through daily-lived experience. 

Teaching in this instance is not about the transmission of knowledge or the maintenance of school routines and procedures for the sake of organisational efficiency, but is concerned to enact a different construction of the student-teacher relationship. This construction of teaching contrasts with one in which a pre-formulated script, designed to bring about previously determined ends, is delivered largely monologically with little or no reference to the particulars of the here and now.

Artistry as the ability to awaken from slumber challenges teachers to follow Abbs’ (2003) suggestion of the leaving of gaps which ‘invite, provoke, unsettle, and support the deep involvement of the student’ (p. 15). In Abbs’ view, the involvement of students in this way is necessary for learning to take place, as it his view that learning can be released but not conferred by the teacher. In this scenario, the teacher is charged with the responsibility of exercising artistry as the practice of freedom which will enable a student to stand out; to become visible; to declare him or herself and in so doing to become ‘the protagonist of his or her own learning’ (p. 15). In addition, this kind of student-teacher collaboration releases teachers from the burden of having to be the font of all knowledge, or to use a metaphor more apt in respect of the current milieu, the source of the goods delivered to willing recipients.  

Principles of teaching artistry associated with the ethical dimension point to the importance of the collaborative nature of educational activity.  The ‘I’ cannot exist without the ‘we’, and learning requires ‘open spirited engagement’ between people (Abbs, 2003, p. 16). Artistry as the practice of freedom and artistry as the care for the self and care for the other charges the teacher with the responsibility of ensuring as much as possible that the classroom dialogue is open to all perspectives, democratic, collaborative and expressive of all of those engaged in it. 
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� Throughout this thesis, I will be using the female-gendered pronoun to refer to the teacher, not in deference to the current imbalance of female teachers in the New Zealand, primary teaching workforce, but as a way of resisting the customary, supposedly neutral use of the male pronoun to denote persons of either gender.


� The term ‘reform’ is not a neutral usage. It positions readers to accept a preceding situation as needing some form of remedial action to be undertaken in respect of it. It also predisposes a reader to accept proposed ‘remedial’ actions as improvements. As this thesis indicates, a number of educational researchers and commentators question whether the reforms of the 1990s were ‘reforms’ at all.


� The Educational Review Office released a report on the quality of teaching of the music discipline of The Arts in New Zealand Curriculum (Ministry of Education, 2000) across a sample of 109 schools in October 2004. This study is part of ongoing evaluation of the quality of teaching in all curriculum areas, which aligns its curriculum focus with that of the National Education Monitoring Project (NEMP), which assesses student achievement in different curriculum areas and skills on a four-yearly cycle, from a sample of from Year 4 and Year 8.  ERO’s evaluations focus on the quality of teaching of the learning areas selected by NEMP over the same cycle. 


� A canon can be thought of as a collection of art products deemed to have certain superior qualities in and of themselves, divorced from considerations of social context and historical contingency. Poststructuralism would question the legitimacy of such a notion and regard the meaning of a work as inevitably related to its contextual determinants.


� The term ‘smooth’ was coined by Gilles Deleuze to contrast with ‘striated’ – both terms defining different  musical forms. Striated means ordered by rigid schemata and fixed points, smooth as  irregular, open, dynamic structures of fluid forces comprising a field.....wedded to non-metric, a-centred, rhizomatic multiplicities (Semetsky, 2003, p. 28).  


� In terms of mechanistic objectivism, consciousness is reduced to a mere copy of objective reality (Roberts, 2003, p. 170).


� Solipsism is the theory that consciousness is the creator of all reality (Roberts, 2003, p. 170).


� He prefers the word  ‘outcomes’ over ‘objectives’, which, he says, in the US has become associated with pre-determined or pre-formulated goals.  I would argue that in the New Zealand context it is the other way around.


� The Instrumentarium is the term used to denote the collection of instruments Orff originally brought together for the purpose of the Schulwerk. Nowadays, it can be used for any collection of instruments brought together for this purpose. 
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