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I  

 

ABSTRACT 

 

 

New Zealand is becoming increasingly multicultural and its school population progressively 

diverse. Ministry of Education policy documents present policy and curriculum direction which 

acknowledge the value of New Zealand‟s bicultural identity and multicultural society. These 

policies impact on the field investigated, secondary school art education. Developed under the 

influence of neo-liberal political theory, which emphasises economic sustainability rather than 

principles of social justice, they raise issues of the position and value of art education in the 

contemporary age of globalisation. 

 

Cultural theorists claim that schooling has a responsibility to educate for an equitable 

democratic society. Multicultural art education theorists argue that art education can make a 

significant contribution towards democratic practices. Evident in the literature from within New 

Zealand is critical, theoretical and philosophical debate on the framing of the arts curriculum and 

its socio-political and cultural contexts. There is no evidence, however, of practical investigation 

into how secondary school art teachers are interpreting and implementing the visual arts 

discipline in the arts curriculum or exploring the underlying issues of cultural diversity in an 

increasingly multiculturalised society.   

 

The thesis is underpinned by a critique of interpretations of culture, diversity and difference, an 

interrogation of pedagogical practices for culturally inclusive art education, and a critical analysis 

of curriculum policy. The research investigated, through case study fieldwork in secondary 

schools, the extent to which policy and curriculum directives and art education practice take into 

account the ethnic diversity and cultural differences of students from diverse cultures living in a 

contemporary globalised world.  
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CHAPTER 1 

 

INTRODUCING THE RESEARCH: AN OVERVIEW 

 

1.1 Introduction 

 

The motivation for this study arose from my role as a European New Zealand/Pākehā teacher 

educator increasingly conscious of the imperative to investigate, empirically, issues arising from 

the changing demographics of the New Zealand school population. From the 1980s my 

responsibility has been to prepare graduates from tertiary schools of fine arts, visual arts and 

design to become secondary school art and art history teachers. During this period there have 

been numerous changes in perceptions about art education and their expressions in policy. 

There have also been changes in the composition of students in New Zealand secondary 

schools. Until comparatively recently a priority in my teacher education programmes was upon 

issues of biculturalism, and preparing pre-service teachers to fulfill bicultural obligations arising 

from Te Tiriti o Waitangi–Treaty of Waitangi.1  This imperative arose from consciousness of how 

few Māori train to be secondary school art teachers. It was motivated by an awareness of the 

paucity of knowledge which the majority of the predominantly New Zealand European/Pākehā 

students in my programmes had of taha Māori, Māoritanga, tikanga Māori, and 

traditional/customary and contemporary Māori art forms upon entry to pre-service education (J. 

Smith, 2001, 2006a).2 This resulted in a professional focus on the challenges confronted by, 

and strategies required for, non-indigenous art teachers to work with indigenous knowledge (J. 

Smith, 2006b). While maintaining an emphasis on biculturalism, due in no small part to the 

continuance of bicultural curriculum imperatives, my attention shifted during the 1990s to take 

account of New Zealand‟s increasingly multicultural school populations.  

 

                                                 
1
 Te Tiriti o Waitangi–Treaty of Waitangi was signed on 6 February 1840 by over 500 Māori chiefs and by William 

Hobson representing the British Crown. Although never ratified by the Crown it is considered the founding document 
of New Zealand. The Treaty carried no legal force in New Zealand until receiving limited recognition in 1975, following 
which “the value of the Treaty of Waitangi and of New Zealand‟s bicultural identity” (MoE, 1993: 1) has been 
acknowledged in government, including educational, documents. 
2 Walker (1989) explained the nomenclatures Māori and Pākehā: With the arrival of European navigators, traders and 

missionaries Māori (the tangata whenua) applied the descriptive term Pākehā (white man) to these strangers. 
Because their white skin was a strange and abnormal condition to the indigenous people they adopted the term Māori 
(normal or natural) to distinguish themselves. Durie (1996) added to Walker‟s explanation that far from being 
homogenous Māori are as diverse and complex as other sections of the population even though they may have 
certain characteristics in common. He argued that Māori live in cultural worlds that are as diverse as that of Pākehā. 
Adams et al (2000) noted the complexities of defining Pākehā who are variously referred to as European, Anglo-
Saxon, non-Māori, tau iwi (the other people), white, or the dominant group. King (1991) maintained that although 
Pākehā have their genetic and cultural origins in Europe they have become a unified indigenous group in New 
Zealand and do have a distinct and shared cultural, ancestral, physical and group identity. A glossary of other Māori 
terms used in the thesis follows the reference section. 
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Influenced by Eisner‟s (1991: 193) declaration that “personal biography is one of the tools 

researchers work with; it is the major instrument through which meaning is made and 

interpretation expressed”, I embarked upon this project in the hope that the findings from the 

empirical data will inform professional judgments about the shape and role of art education 

practice in a diversified society which, in an era of economic and cultural globalisation, has an 

historically contingent commitment to biculturalism. I argue that, because a neat fit between 

policy and practice cannot be assumed, any professional debate must search out what is 

happening in the field and investigate what prompts art teachers to do what they do in the 

interests of learning for all students. 

 

1.2 Background to the research  

 

The study was motivated by a number of issues, the first of which is the changing population 

demographics in this country. In 2001, in a census diversity snapshot, Statistics New Zealand 

(2001) projected that Pākehā/Europeans would drop from 79 percent of the population to 70 

percent by 2021. The proportion of Asian inhabitants would double from 7 percent to 15 percent 

and there would be increases in the numbers of Māori and Pacific Island peoples (see 

Frontispiece). A year earlier the Education Review Office (ERO) (2000), in its report on Multi-

cultural Schools in New Zealand, provided a vivid account of how New Zealand society, 

including its student population, was becoming increasingly multicultural. The report not only 

emphasised that a trend that is likely to continue is the decline in the proportion of people who 

identify as New Zealand European/Pākehā, and a corresponding increase in the numbers of 

Māori, Pasifika, Asian and students from other cultures in our schools, but the need for teachers 

in New Zealand to embrace this challenge. Moreover, national education policy documents and 

curriculum statements, pertinent to this study, all emphasise the importance of respecting the 

diverse ethnic and cultural heritage of the peoples of New Zealand, with acknowledgement of 

the unique place of Māori, the multicultural nature of New Zealand society, and this country‟s 

role as a member of the international community of nations.  

 

A second issue underpinning this study is the question of teacher demographics. Indicative of 

the art teaching community in this country a survey of heads of art departments (HODs) in 

Auckland secondary schools demonstrated that they are predominantly New Zealand 

European/Pākehā (83 percent) (J. Smith, 2005). This finding resonated with Sleeter‟s (2001: 94) 

review of eighty data-based research studies on pre-service teacher preparation for multicultural 

schools in the United States, most of which focused on the “overwhelming presence of 

whiteness” of pre-service teachers and the implications for teacher education programmes. 

Although Sleeter considered that the issue of whiteness needed to be addressed, her prime 
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concern was “to populate the teaching profession with excellent multicultural and culturally 

responsive teachers” (94), an ambition relevant to this study. 

 

Sleeter‟s (2001) findings highlighted a third problem underpinning this research - the question of 

what is meant by cultural diversity. Throughout its report, ERO (2000) referred interchangeably 

to multi-cultural schools and the cultural diversity in the New Zealand school population. For the 

purposes of its report ERO claimed to adopt a definition of multiculturalism based on ethnicity 

because ethnicity data from schools is reported to the Ministry of Education. A large body of 

international literature which explicates and debates interpretations of culture, perspectives on 

cultural diversity, and distinctions between diversity and difference, thus provided an important 

background for this investigation.  

 

In the reports of her case studies in the United States Nieto (2004) identified yet another issue 

relevant to this research - the question of pedagogical practices. Nieto noted that “although 

teachers‟ ethnic group membership may have a very powerful impact on student learning, it is 

this in conjunction with teachers‟ cultural knowledge and awareness, and their curriculum and 

instructional accommodations that can make a major difference” (376). Nieto claimed that 

teachers‟ pedagogy is also influenced by their lack of knowledge and/or understandings 

concerning the diversity of their students. Her particular criticisms, that subject matter dominates 

pedagogy in secondary school education, and that teaching from the point of view of students is 

uncommon, raised important issues for this research. Nieto queried whether teachers employ 

constructivist techniques, in which students‟ knowledge and experience is closely integrated into 

their learning, or whether they are simply grafted on to otherwise traditional or instrumental 

modes of teaching. In Nieto‟s view, many teachers attempt to treat all students in the same way, 

reflecting the assumption that “equal means the same” (Nieto, 2004: 107). This viewpoint was 

underscored by multicultural art educator Chalmers (2003) in his keynote address at Nga Waka, 

the 2003 biennial conference of the Aotearoa New Zealand Association of Art Educators 

(ANZAAE). He claimed there is a need for art educators to make their classrooms a place in 

which they consciously work against racism and exclusion, and urged teachers to: 

 

[R]ecognise privilege and develop art-teaching strategies to redress societal inequalities; make 

art that challenges both the racist beliefs of individuals, as well as societal attitudes towards 

target groups; implement an art curriculum that addresses historic and current power imbalances 

between groups, and to be increasingly aware that silence condones racism; have students 

notice and be sensitive to art and artists from racial, ethnic, and cultural groups other than their 

own; to challenge their assumptions about people who seem different; and to encourage students 

to ask questions that increase their understanding of another person‟s experiences and point of 

view (Chalmers, 2003: 260). 
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The stance espoused by Chalmers provided argument for another issue this study sought to 

interrogate – the relationship between schooling and socio-political concerns. Indeed, critical, 

theoretical and philosophical debate on the framing of art education within socio-political and 

cultural contexts was central to much of the literature consulted for this study. The perspectives 

of cultural theorists (for example Freire, 1985; Giroux, 1992; West, 1993), that teachers need to 

adopt the stance of cultural workers, underpinned arguments by multicultural and art education 

theorists of the need for critical examination of schools as political and cultural sites; that 

schooling has a responsibility to educate for an equitable democratic society; that educational 

agencies of government, using the instruments of national curriculum, ought to mandate policies 

and pedagogies that address culturally relevant issues and attend to diversity and difference; 

and that art education can make a significant contribution towards democratic practices. Nieto 

(2004: 112) claimed that rather than being designed to prepare students for democratic life 

“most schools are more like benign dictatorships in which all the decisions are made for them, 

albeit in what schools may perceive to be the students‟ best interests”. The relationships 

between the politics of culture, education and schooling, curriculum policy, and the educational 

needs of students of diverse cultural backgrounds, thus became key dimensions of this study. 

One objective was to determine, through a critique of national education policies and curriculum 

statements, government‟s position towards social responsibilities of justice and cultural inclusion 

in education for all students from the diverse cultures of New Zealand.  

 

To understand policy is to understand the ideological context in which such policy is developed. 

A further issue, therefore, was the impact upon national curriculum policy in New Zealand during 

the 1980s and 1990s of the combined forces of neo-liberalism, neo-conservatism, and 

managerialism. The outcomes of curriculum „reform‟, encapsulated in The New Zealand 

Curriculum Framework (MoE, 1993), emphasised a new culture of enterprise and competition 

(Peters & Marshall, 1996a, 2004), and de-emphasised issues pertaining to equity and 

empowerment. Furthermore, they embodied a tension between a neo-liberal focus on market 

values and a neo-conservative emphasis on traditional values in which „correct‟ knowledge, 

norms, and values, are taught. This ideology provided the political background for the study. 

The curriculum framework, with its focus on a prescriptive sequencing of knowledge and skill 

acquisition, and the building of a workforce technologically competent and obedient to economic 

accommodation to global markets designed to maintain the existing social order and sustain the 

hierarchies of power (O‟Neill, Clark & Openshaw, 2004; Olssen, Codd & O‟Neill, 2004), was to 

affect the formulation of subsequent curriculum statements.  

 

From the outset, response to The Arts in the New Zealand Curriculum (MoE, 2000), the key 

policy document underpinning the study, was marked by controversy over the proposal for a 

generic curriculum that encompassed four arts disciplines – dance, drama, music and visual 
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arts.3 Postmodern critiques (Mansfield, 2000; Grierson, 2003a, 2003b) identified further 

problems to be researched, including arguments that the curriculum continued to align with 

modernist art theory and art historical assumptions; that it defined art according to the dominant 

western practices of the art world, thus elevating it to a fine arts hierarchy; that it ignored the 

relevance of popular culture and mass media, and the multiple and sophisticated imagery and 

media systems that are part of the daily lives of students in New Zealand living in a 

contemporary world that takes account of global and local culture; and that art needed to be 

repositioned to represent the world of culture, history and power relations. Furthermore, the 

investigation was informed by Bracey‟s (2003) and Mansfield‟s (2003) criticisms of art teachers 

and teacher educators for their failure to reflect critically on their practice or examine the 

theoretical foundations of art education, and of their obedient acceptance of the arts curriculum.   

 

A particular motivation for this study was the lack of research on secondary school art education 

in New Zealand, and internationally. With a few exceptions (see J. Smith, 2001; Sutherland, 

2004), there is an absence in this country of evidenced-based research in the secondary area, 

particularly studies which focus on issues arising from cultural diversity. The field work 

investigation was informed primarily by the theoretical, philosophical, and historical literature 

from North America, Britain and Australia, and by New Zealand educational documents. It was 

also influenced by Hattie‟s (2003: 12) argument that there is a need to “accelerate the transition 

from educational practice as a craft to educational practice that is evidence-based”. 

 

 

1.3 Defining the research question 

 

 

This study is grounded in an understanding that the social world may be divided by any number of 

classificatory systems, each of which embodies a pattern of relations in which one group is 

'fundamental' and therefore able to culturally impose itself on the rest of the population (Cocks, 

1989). However, any form of classification will have to take account of other cross-cutting 

factors and the points of difference which are created as these intersect. The principal concern 

for this thesis is with ethnicity as a form of classification and an axis of power that underpins 

social organisation. In particular, it is interested in the complexities which have resulted from 

increasing migration and the associated multiculturalisation of societies around the world today. 

As Taran (2001) suggested, this has meant that societies are becoming more multi-ethnic, 

multi-cultural, multi-racial, multi-religious, and multi-lingual. It is the forms of culturally-related 

                                                 
3
 This research focuses exclusively upon the visual arts. Consideration of the other three arts disciplines was beyond 

the scope of the study.  
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differences that emanate from diverse groups being brought together in this way that is central 

to the concerns raised in this study.  

 

Policy documents in New Zealand have adopted a view of multiculturalism which takes for 

granted a primacy of ethnic diversity. However, engagement with a range of literature, both 

national and international, pointed to a need to look beyond such a simplistic interpretation. 

Culture cannot be reduced to ethnicity. Current theoretical debate draws a distinction between 

notions of ethnic diversity and cultural difference as political concepts. The former takes for 

granted a somewhat unsophisticated notion of ethnic categorisation and argues for recognition 

of distinct ethnic groups. The latter is more concerned with increasing cultural complexities and 

argues for meaningful inclusion at all societal levels through challenging traditional power 

structures. Arguments presented in the thesis are therefore based on the premise, emanating 

from the literature search, that distinctions between diversity and difference must be recognised.  

 

The thesis sought to answer the following questions: 

 

 How are understandings of ethnic diversity and cultural differences reflected in teachers‟ 

 pedagogical practices in year 9-10 art programmes?  

 

 In what ways, and to what extent, are these practices shaped by personal and professional 

 influences? 

 

 

1.4 The importance and professional significance of the research 

 

The paucity of empirical research on art education in New Zealand is offset by much critical 

debate on the theoretical and philosophical framing of the arts curriculum, primarily by art 

educators and theorists in the tertiary sector (Mansfield, 2000, 2003; Bracey, 2003; Grierson, 

2003a; Mane-Wheoki, 2003). Criticisms of pre-service education for art teachers aligned with 

the views of O‟Neill et al (2004) that the dominant technicist model of teacher education, which 

focuses uncritically on curriculum content and teaching methods, must be challenged. This 

research provided an opportunity to search out empirical evidence of how secondary school art 

teachers interpret and implement the visual arts discipline in the arts curriculum and to what 

extent they reflect critically on curriculum policy and their own practice.  

 

What gives particular significance to this research is the unique position of Māori, the 

relationship with peoples of Asia and the South Pacific, and the multicultural nature of New 

Zealand society. The curriculum framework and the arts curriculum acknowledge these 

dimensions. Multiculturalism has featured in curriculum policy since the 1970s, when cross-
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cultural understanding in bicultural terms was advocated, with multiculturalism a hoped-for 

outcome (Renwick, 1984; Irwin, 1989). Commentators such as Mane-Wheoki (2003: 81) have 

questioned whether the arts curriculum can accommodate the needs of an increasingly diverse 

range of cultures and ethnicities, as well as the “still-dominant Pākehā and the still-subordinate 

tangata whenua”. What was not known, and what this research investigated, is whether 

multiculturalism is acknowledged in practice, and whether students from diverse cultures are 

taken into account in art curriculum and pedagogy.  

 

There is potential with this research to enhance current thinking and professional practice. The 

target audience for the research will include practitioners, teacher educators, policy developers, 

and curriculum facilitators. If such a shift is to be made it must be appropriately informed. There 

is also an expectation that the findings from the research will inform critical debate and provide 

an important baseline for the development of a critical pedagogy and strategies appropriate to 

art education in the twenty-first century in culturally diverse secondary schools in New Zealand. 

It is envisaged that this research will be professionally significant for art educators beyond this 

country; that it will go some way towards closing the gap identified by Tomhave (1992) between 

theory and practice; and that it will provide empirical evidence which complements existing 

philosophical discourse. 

 

1.5 Overview of the chapters 

 

This thesis comprises three parts, each containing chapters which are pertinent to a particular 

context. In Part One, the key research problem is contextualised in Chapters 2-4 within the 

theoretical framework of culture, diversity and difference, the literature on pedagogical practices 

for culturally inclusive art education, and the research methodology and methods employed. In 

Part Two, the discipline, art education, is contextualised in Chapters 5-7 within historical 

developments in New Zealand, national curriculum change, and the formulation of the current 

arts curriculum. In Part Three, the reality of art education practice is contextualised in Chapters 

8 and 9 within the outcomes of the empirical investigation, conclusions drawn from the findings 

from the research, and suggestions for the future.  

 

The theoretical framework for the research is presented in Chapter 2. Explicated are the 

variables of interpretations of culture which have a connectedness with art and art teaching, 

teachers and students, the society of students within and beyond school, and schools as 

political sites. The complexity of framing concepts of culture is evidenced in the multiplicity of 

interpretations, and the conflicting discourses within which they are posited. Further identified in 

the research was the problem of framing distinctions between cultural diversity and cultural 
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difference. Messages of cultural inclusiveness, transmitted in educational documents, are 

scrutinised in the context of polarised claims by detractors and proponents of the importance of 

recognising cultural diversity. Highlighted, also, is the absence in curriculum policy of a 

philosophy and a politics of difference which questions assumptions that knowledge is 

inherently neutral and devoid of theoretical or political implication. 

 

In Chapter 3, focus is upon pedagogical practices for culturally inclusive art education, and the 

theoretical positions underpinning them as possible solutions to issues arising from cultural 

diversity. Debates over multiculturalism and multicultural education are articulated in the context 

of cultural pluralism, diversity, and difference. Explicated are the views of protagonists and 

antagonists towards approaches which range from modernist versions of culturally inclusive 

education, that celebrate pluralism and diversity, to postmodern conceptions, which espouse 

social reconstructionist multiculturalism and affirm cultural difference. A critical approach to 

policy and pedagogy, and an ethics that gives priority to equity and democracy as primary social 

objectives, is considered as a way forward for an active engagement of social responsibility and 

cultural inclusion which takes account of the cultural diversity and difference of all students. 

Pedagogical issues confronting the classroom practitioner are also identified. 

 

Chapter 4 presents the rationale for the theoretical framework for the research methodology. It 

sets out the interconnected interpretive practices, within the qualitative paradigm, that were 

used for the empirical study. Justification is made for the purposive selection of key participants 

and research settings - five heads of art departments and five assistant art teachers from each 

of five diverse secondary schools in the greater Auckland area. A rationale is given for the 

subsequent inclusion of an additional six complementary participants – heads of art 

departments with extensive experience in the field – and an expert in the field, all of whom 

contributed valuable historical perspectives. Outlined are the multiple data collection methods 

used in the study – document analysis, interviews, classroom observations, and documentation 

of year 9-10 students‟ outcomes - which do not privilege one method over another. Ethical 

considerations associated with the data collection methods, the strategies used for data 

analysis and reporting, and the limitations and key assumptions of the study are presented in 

this chapter. 

 

Art is a form of cultural production upon which a culturally defined status structure has been 

imposed and maintained over time. When art becomes a content subject in education this 

status becomes complicated by the cultural production of knowledge in schools. There are, 

furthermore, pressures from society for art education to fulfill particular functions and this has 

implications for the development of curriculum policy, teachers‟ pedagogical practices, and 
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student experiences. In Chapter 5 focus is upon the historical background to art education in 

New Zealand from the 1840s to the 1980s. Outlined are factors which contributed to the building 

of a Pākehā-led nation from the 1840s-1930s, the development of a sense of New Zealand 

national identity from the 1930s, and the assertion of a distinctive Aotearoa/New Zealand 

character since the 1950s. Historical moments in the development of art education in this 

country are presented in the context of a utilitarian schooling for settlers in the early public 

schools, schooling as an agent for civilising Māori, the search for a New Zealand identity in and 

through art, changing perspectives on art post-World War II, and accelerating developments in 

art education as a result of curriculum initiatives from the 1940s. Justification is made for such 

an historical approach as a means of understanding how the past informs the present. 

 

An analysis of curriculum developments in New Zealand during the 1980s and 1990s forms the 

substance of Chapter 6. Focus is upon educational changes initiated by the fourth Labour 

Government (1984-1990) and the National Government (1990-1999) in response to economic, 

social, cultural, and educational imperatives. Posited within the political and ideological model of 

neo-liberalism, changes including the restructuring of the governance and management of 

schools and curriculum „reforms‟ which were to affect art education, are outlined. The alignment 

of changes with government emphasis on increasing the ties between education and the 

economy are manifested in The New Zealand Curriculum Framework (MoE, 1993, and in the 

development of the draft arts curriculum. These documents are examined as a response to the 

desire for curriculum change which encapsulated the ideas of the New Right, and critiqued in 

the context of the implications for this study. 

 

Chapter 7 focuses upon The Arts in the New Zealand Curriculum (MoE, 2000), the pre-eminent 

policy statement referenced by art teachers, including the participants in this research. Outlined 

are the responses of Ministry of Education officials, the curriculum writers, teachers, and other 

stakeholders to the formulation of a generic arts curriculum for four arts disciplines – dance, 

drama, music and visual arts. Presented are perspectives on the visual arts discipline in the arts 

curriculum of antagonists and proponents, including the voices of the complementary 

participants. Perceptions of the arts curriculum informed the data collection methods for the field 

work investigation, thereby providing an important foundation for this study.  

 

The empirical dimension of this research is reported in Chapter 8. Voices of the key participants, 

in concert with the researcher‟s interpretations of their perceptions and actions, are presented in 

the discussion of the five case study schools. These encapsulate the influence on the 

participants of their personal histories; the effects of their own art experiences at school and 

tertiary institutions; perspectives on art and art teaching, and relationships with students; 
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attitudes towards cultural diversity and cultural difference; and their pedagogical practices in art 

room settings. Analysis of curriculum documents, schools‟ vision statements, art department 

schemes, art programme planning, and student demographics is presented in relation to the 

perceptions of participants. Data from these sources, and the photographic recording of 

students‟ outcomes, informed the insights gained from classroom observations and interviews 

with participants.  

 

Chapter 9 brings this investigation to its close. The major findings from the study are presented 

in relation to the research question, posited within the contexts of secondary school art 

education and issues arising from ethnic diversity and cultural differences. Limitations of the 

findings are discussed, conclusions drawn, and recommendations made for further research. 

While the emphasis is on looking forward, the thesis pauses in its postscript to present 

reflections by the key and complementary participants involved in the study. The last word 

belongs to them. 

 

1.6  Summary of the thesis 

 

This thesis represents a unique empirical investigation into art education in New Zealand, 

framed within the context of issues arising from the increasing cultural diversity of the student 

population in secondary schools. It presents a framework for interpretations of culture, diversity 

and difference which are theoretically founded, which resonate in varying ways with the 

attitudes and pedagogical practices of a sample of secondary school art teachers, and which 

offer insights for consideration for other art teachers, teacher educators, and stakeholders. The 

thesis presents the literature on a breadth of approaches to culturally inclusive art pedagogies 

and varying theoretical responses towards each. It opens up a range of possibilities for art 

teachers desiring to address the social, political and cultural actions of education and schooling. 

This thesis presents, within a secondary school perspective, a comprehensive account of the 

history of art education in New Zealand. It offers understandings for art educators of the 

historical moments from the 1840s to the present, and the political and cultural imperatives of 

the 1980s and 1990s, that have helped shape the discipline. Unique insights are offered into the 

personal and professional lives of the participants, their schools and art departments, and their 

practice. The various ways and levels at which these interact with student participation are 

demonstrated through student art works. Finally, the thesis offers, through its conclusions on 

whether education policy, curriculum and teachers‟ pedagogical practices in art programmes in 

secondary schools in New Zealand take account of the ethnic diversity and the individual 

differences within the cultures of year 9-10 students, suggestions for further research.                                               
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PART ONE: CONTEXTUALISING THE PROBLEM 

 

CHAPTER 2 

 

FRAMING THE THEORIES: CULTURE, DIVERSITY AND DIFFERENCE 

 

 

2.1  Introduction 

 

The aim of the research was to gain understanding of how a sample of secondary school art 

teachers accommodates ethnic diversity and cultural differences in their pedagogical practices. 

A problem for the study was the complexity of framing concepts of culture, diversity and 

difference. Another was the challenge of framing the philosophical, theoretical, political and 

educational relationships, connections and disconnections of culture to art, to education policy 

and curriculum, to schools as educational sites, to pedagogical practices in the research 

settings, and to the cultural positions of teachers and students. These relationships are 

articulated in their relevant contexts throughout this thesis. In this chapter, the theoretical 

framework is developed. Attention is drawn to the politics of culture, education and schooling, to 

meanings and interpretations of culture which have implications for art and art education, and to 

conceptions of ethnic diversity and cultural difference. Ethnic diversity, in this study, is framed 

within the educational context of the different sectors in the society of schools, teachers and 

students. Cultural difference represents the cultural variables that occur within such sectors.  

 
2.2  The politics of culture, education and schooling 
 
 

Commenting in the context of art education and postmodern pedagogy, Sisson (1999: 21) 

stated that “education is ultimately a cultural and political activity”. Freire (1985: 72), when 

writing about the politics of education, defined what he calls „the culture of silence‟. There exists, 

he maintained, an unconsciousness by the dependent society of the conditional relationships 

that are present in terms of being, of thinking, and of expression between it and the dominator - 

between those of the culture of silence and those of the culture that has a voice. Only when a 

people break out of that silence to examine their condition, and learn to speak, can that 

dependent/independent relationship be altered. Giroux (1992) described this as a „structured 

silence‟ that exists around the issue of how power, history, and culture are organised to secure 

the authority and interests of specific groups. The dominant language of what he called the 

„culture industry‟ is, in Giroux‟s terms, “an elitist view of self and social development based on a 

celebration of cultural homogeneity, an undemocratic approach to social authority, and a 
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politically regressive move to reconstruct (American) life within the script of Eurocentricism, 

racism, and patriarchy” (231). Neo-political dominance, in these terms, can generate 

„educational silence‟. It is a concept which is important for this research in that it brings under 

scrutiny the relationship between policy, educational managers, teachers and students. It 

neutralises, for example, the professional voice of teachers, systematically reducing their 

autonomy by the imposition of structures of managerialism and accountability (Peters, 1996a; 

Peters & Marshall, 1996a; Olssen et al, 2004). Although professionalism relates to power, it is 

also about independent responsibility as delegated and controlled by peers operating on the 

basis of trust. In New Zealand the political rhetoric of economic competitiveness of the 1980s 

and 1990s was considered by Apple (2004) to have permeated every dimension of education 

and threatened teachers‟ professional independence. For him, it is essential that the teaching 

profession is empowered to understand the political, ideological and economic assumptions 

which drive an outcomes-based curriculum, and thus regain its voice. Hattie‟s (2003: 13) 

concern was that the value previously placed on the student has been replaced by valuing the 

school “and it‟s potential to absorb parents into running and financing of the education system”. 

He held the view that the purposes of schooling need to be re-defined in New Zealand.  

 

The politics of power and control are at the centre of any debate over the culture of education. 

How power and control is obtained or lost, managed or manipulated, voiced or silenced, 

determines in particular circumstances whether its usage is at worst oppressive or at best just 

and fair. These dimensions give shape and character to the cultures of schools. Giroux (1992: 

232), for example, stressed that schools are never ideologically and politically innocent; that 

they are “contradictory sites of struggle through which different subject positions, knowledges, 

forms of address, and values are produced”. He claimed that: 

 

 [E]ducating students and audiences in and out of schools is an introduction to how culture is 
 organised, a demonstration of who is authorized to speak about particular forms of culture, 
 what culture is considered acceptable and worthy of valorization, and what forms of culture 
 are considered invalid and unworthy of public esteem (Giroux, 1992: 232). 

 

Here, Giroux called attention to that political territory of education which extends well beyond 

schooling as a state enterprise. Driven by the tides of change, consideration needs to be given 

to how students mediate, relate to, resist and create particular cultural manifestations and forms 

of knowing in the “teeming world of multiplicity that flourishes in (their) everyday lives… beyond 

the school proper” (McCarthy, Giardina, Harewood & Park, 2003: 456). In this scenario culture, 

education and schooling are given a political face. As such, the relationships of power and 

control, no matter how regulated, resisted or unquestioned become part of the discourse 

between state-managed schooling, the professional roles of teachers, and the cultural territories 

of students. This is never neutral territory but is framed by „someone‟, and to the degree that 
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„they‟ are implicated in organising the future for others they are always positioned within moral 

and political interests.  

 

The politics of culture and of knowledge production is, therefore, a critical issue for curriculum 

development and pedagogical practices in New Zealand. When a major shift in political 

ideologies occurs, as it did in the 1980s and 1990s with the move to the New Right, prevailing 

mythologies – the cultural melange - may be slow to respond.  When that same political shift is 

accompanied by significant changes in the composition of New Zealand society, as a 

consequence of the flow of immigration and the impact of social and economic reforms, then 

taken-for-granted assumptions about the function, substance and control of education need to 

be questioned. In the art educational context, Grierson (2001: 15) posited that “as we witness 

the reshaping of the whole educational arena through economic models of governmentality, the 

entire art education sector is reordered by the way curriculum is constructed and implemented”. 

In her keynote address at the Aotearoa New Zealand Association of Art Educators (ANZAAE) 

biennial conference in 2001, Grierson declared that: 

 

 [I]t would appear to be an imperative that art educators bear witness to the political 
 constructions of knowledge, and to the policy formations which frame and form the definitions 
 of knowledge wherein value will be politically determined locally and globally. 

 

The politico-cultural environment, political constructions of knowledge, the intersection of culture 

and power, and representations of art, became underpinning dimensions of this study. What 

was next required was an examination of the particular manifestations of culture and their 

substance which are framed by past and prevailing ideologies. Strongly held assumptions, that 

people possess about their own and other‟s cultures, impact on this investigation into issues in 

art education arising from diversity and difference.  

 
 

 
2.3 Interpretations of culture 

 

A critique of meanings and interpretations of culture which have a connectedness with art and 

art teaching, with teachers and students, and with society within and beyond schools provided 

the critical framework for this study. A problem arising from such an enquiry was that the term 

culture is used variously in numerous contexts, and is so much seen as a condition of ordinary 

life, that it tends to be taken for granted (Bullivant, 1993). Used as a starting point in the search 

for meanings the dictionary definition below anticipates, but does not encapsulate, the 

complexity of culture, or its inescapably political disposition (Brooker, 2003). 
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 Culture /kúlchər/ n. & v. n. 1 a the arts and other manifestations of human intellectual 
 achievement regarded collectively. b a refined understanding of this; intellectual development. 
 2 the customs, civilization, and  achievements of a particular time or people. 3 improvement 
 by mental or physical training. 4 a the cultivation of plants; the rearing of bees, silkworms, etc. 
 b the cultivation of the soil (Tulloch, 1997: 348).  

 

Originating from the Latin colo,-ere, with its root meaning “to cultivate”, the idea of culture 

derived from the cultivation, rearing, and protection of nature (Eagleton, 2000: 2). When 

extended from these practices to enquiry into the nature of the human being, culture generally 

referred to patterns of human activity and the symbolic structures that gave such activity 

significance. Common amongst interpretations of culture is the notion that it derived from what 

is the particular human capability of classifying and encoding experiences, of giving such 

classifications symbolic references, and enabling others to learn what are essentially 

abstractions drawn from patterns of living.4 From an anthropological perspective, Austin-Broos 

(1987: xix) summed up culture as “a human enterprise”. Hall (1981) spoke of culture as the way 

in which we subconsciously communicate to each other by our actions. For him, the study of 

culture is the study of our own lives, of our own ways of thinking and living; it is “a mould in 

which we are all cast, and it controls our daily lives in many ways” (82). Hall believed it is crucial 

to study our own culture in order to understand ourselves and our society.5 He conceded, 

however, that because the need to study our own lives is difficult to comprehend it has become 

easier to think of culture as a description of someone else‟s culture. From a multicultural 

viewpoint, Nieto (2004: 148) drew an interesting comparison between people, primarily from 

dominated and disenfranchised groups, who “have been taught they have no culture”, and 

members of the culturally dominant group of a society who “may not even think of themselves 

as cultural beings”. For the latter group, culture is something that other people have, especially 

people who differ from the mainstream in race or ethnicity. The problem with conceptualising 

culture this way, said Nieto, is that it “tends to exoticise those people who are not in the cultural 

mainstream” (ibid). Whatever their conceptions of culture, theorists agreed that culture cannot 

be thought of as static, fixed, or deterministic (Hall, 1981; Nieto, 2004). Ballengee-Morris and 

Stuhr (2001: 7), for example, argued that culture is misunderstood if seen as “some static, 

esoteric entity” that falls outside an individual‟s lived experience. Over time, ways of living have 

become increasingly complex as societies are affected by the proliferation of global economies 

and communication technologies that accelerate cultural shift between, and within, cultures. In 

the world of today, cultures are likely to be characterised more by the variables they contain 

than by their homogeneity (Freedman, 2000).  

 

                                                 
4
 A list of more than 200 definitions of culture, compiled by Kroeber & Kluckhohn (1952) would undoubtedly include a 

greater complexity of definition today.  
5
 Hall (1981: 82) suggested that “culture hides much more than it reveals, and… what it hides, it hides most 

effectively from its own participants”; further, he claimed it is more important to understand one‟s own culture because 
“all one ever gets from studying foreign cultures is token understanding”. 
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Cultural anthropologist Begler (1998: 272) classified culture in two ways. Culture thought of in 

terms of the social, economic and political systems of a society, and the belief and value 

systems of its citizens, is culture with a little „c‟. In comparison, culture with a big „C‟ refers to 

„high culture‟, commonly associated with forms of endeavour that represent the highest 

aesthetic achievements of a society. In framing culture in these terms, Begler identified not only 

the dilemma of culture being conceptualised in popular but confusing ways, but highlighted an 

issue that has implications for this study in respect of the ways in which art is classified. The 

multiplicity of interpretations of culture evident in the literature, and manifested in national policy 

and curriculum documents, raised issues for this study. Among the interpretations which 

resonated with the inquiry into issues of policy, curriculum, and pedagogical practices in art 

education in New Zealand arising from a culturally diverse society were the following 

manifestations:  

 

Culture of the western aesthetic 

 

The idea of culture as a hallmark of civilisation became known during the Enlightenment, a 

phase in cultural history which emerged during the seventeenth century and reached its height 

in late eighteenth century Europe.6 This philosophical movement encouraged the application of 

human reason to questions of religion, politics, economics, and societal issues. It was thought 

that rational consideration of such problems would lead to progress, with society moving 

gradually towards perfection (Hooker, 1996). During the Enlightenment, the idea of culture as a 

characteristic of civilisation reflected the inequities within European societies, and between 

European powers and their colonies around the world (Austin-Broos, 1987; Kroeber & 

Kluckhohn, 1952). Accordingly, some nations were classified as more „civilised‟, and some 

people as more „cultured‟, than others. Nineteenth century cultural theorist Arnold (1882) 

described culture as not having its origin in mere curiosity, but in a love of „perfection‟. 

Contrasting culture with social chaos and anarchy, Arnold advocated for culture as a pursuit of 

human perfection through the acquisition of excellent „taste‟ arising from intellectual 

development.7 Culture thus became linked with social cultivation and the progressive refinement 

of human behaviour. Pursuing cultural activities was one way in which an admirable human 

nature could be cultivated.  

 

The belief in culture as an adjunct of a civilised person was, and remains, a characteristic of 

modernism, a term which covers a variety of political, cultural, and artistic movements rooted in 

                                                 
6
 When the writers, philosophers and scientists of the eighteenth century referred to their activities as the 

Enlightenment, they meant that they were breaking from the past and replacing the obscurity, darkness and 
ignorance of European thought with the „light‟ of truth (Hooker, 1996). 
7
 See Grierson (2000) for a comparison between Plato‟s ideal forms aligned to nature‟s perfection and the culture of 

the contemporary world which is characterised as chaotic, disorderly and ever-changing. 
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the changes in western society at the end of the nineteenth century. Deriving from the rationalist 

epistemology of western Enlightenment, modernist concepts emerged in France from the 1880s 

where forward-looking artists, thinkers, and writers embraced science, logic, perfection, and 

most of all, progress, and where architects, designers, and artisans forged a new and diverse 

vocabulary primarily to escape the tyranny of previous academic and historical styles 

(Eysteinsson, 1992; Clark, 1996; Levenson, 1999). Based on the assumption that what is new is 

a progressive reform of past practices, the modernist interpretation of culture held popular 

tastes and art forms in disdain, ignored pre-modernist art styles, disregarded non-western 

cultures, and promoted modernist theories of „high art‟ criticism and aesthetics which were 

inaccessible to but a few (Clark, 1996). Culture in the European world was, in these terms, 

associated with élite notions of art and aesthetics. The word „cultured‟ described people who 

knew about and took part in pursuits such as museum-calibre art, fine arts, ballet, classical 

music, drama and literature. The term „fine arts‟ was attested in 1767 as a translation from the 

French term „beaux arts‟ (Brown, 2002). Defined by Tulloch (1997: 556) as “those appealing to 

the mind or to the sense of beauty… or which appealed to taste”, a limited number of visual art 

forms were designated as the fine arts. Painting, sculpture, and printmaking were included, but 

not photography or design. These fine arts forms, which became an integral part of the western 

„canon‟, remain an enduring dimension of modernist culture.8 It has been noted by Mason 

(1999) that the western art canon continues to be the dominant force in the majority of the 

world‟s formal art education systems. This is evidenced in the predominance of western 

instructional approaches to „proper‟ ways of drawing, and the emphasis on creativity in syllabi, 

textbooks, and examination systems. The persistent use by schools, tertiary institutions, and 

other organisations of the term fine arts to indicate a traditional perspective on the visual arts 

implies an association with classic or academic art. This issue is examined in this study. 

 

Classified as high culture, the fine arts and other élitist cultural activities have been elevated 

above forms of „low culture‟: those cultural elements that prevail in any given society, and which 

result from the daily interactions, needs, and desires, and the cultural moments that make up 

the everyday lives of the mainstream population (Bullivant, 1993; Efland, Freedman & Stuhr, 

1996; Freedman, 2000). Designated as popular culture, or the culture of the people, forms of 

popular art find expression through the mass circulation and consumption of technologically-

driven mass-produced products such as calendars, postcards, tea-towels, ornaments, and other 

                                                 
8
 The western art „canon‟ is the norm or standard that operates as a basis for educational criticism and evaluation 

(Banks, 1994). The western canon is a canon of books, music and art that is thought to have been highly influential in 
shaping western culture. It is a list of greatest works with significant literary and artist merit. The selection of a canon 
is considered important to the theory of educational perennialism and the development of high culture. Bloom (1994) 
is one of the greatest defenders of the canon which mostly consists of Dead White European Males (DWEM). The 
canon has become a rhetorical device used to deride the emphasis on western civilisation in schools and on DWEM 
who comprise the majority of figures considered significant.  
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forms of memorabilia.9 Manifestations of well-known items or icons, another source of popular 

culture, are disseminated in a world of cultural fluidity by the media, corporations, and 

advertising. McCarthy et al (2003: 452) argued that the realm of the popular “drives and is 

driven by national (and nationalistic) identities and significations”. As discussed in Chapter 5, 

the kiwi bird, black singlet, plastic tiki and buzzy-bee are unmistakably construed as icons of 

New Zealand culture, just as the kangaroo and koala are connected with Australia, and the 

panda with China. These forms of popular or mass culture are considered by the cultural milieu 

of the social élite to be nostalgic, romantic, sentimental, entertaining, decorative, patriotic or 

„cute‟. Set against the norms of the western aesthetic, popular culture is abhorred by the élite for 

its tendency to endorse a limited understanding and experience of life through „common‟, 

unsophisticated feelings and attitudes and an emphasis on the banal, the superficial, the 

capricious, and the disposable. Conversely, McCarthy et al (453) are among those who claimed 

that popular culture provides greater insight into “the tensions and contradictions of 

contemporary society by observing and interpreting popular culture [rather] than by analyzing 

canonical texts”. For McCarthy et al, “the popular arena is perhaps the clearest window into the 

contextual specifications of (American) life” (ibid). 

 

It is not only the art of popular culture that is excluded from the modernist, hierarchical western 

cultural hegemony. Ruled out are other cultural manifestations such as craft (predominantly the 

work of women), folk art (usually by those without formal art training), primitive or savage art 

(patronisingly viewed as quaint), and tribal art (dismissed as idolatrous) (Efland et al, 1996; 

Chalmers, 1999). Folk art, for example, is dismissed as naïve, unsophisticated, or primitive and 

is considered static, unchanging, and rooted only in the past. Such claims are rejected by those 

who consider that folklore, the study of traditional aspects of culture, has long recognised the 

dynamic aspects of cultural traditions. Congdon and Blandy (1999), for example, explained that 

folk art is usually intended to be used in everyday life among members of small, close groups; 

that it often displays cultural symbology known to a specific group; and that it frequently 

functions as a remembrance of the past or a demonstration of respect for ancestors or older 

adults. They argued that the folkloric creator is simply using a different language from the art-

school-trained artist.  

 

Similarly, exclusive and dominating discourses of modernity classified the cultural forms of 

indigenous and non-western peoples as inferior in aesthetics and value when compared with 

European fine art. Carline (1968: 114) noted that throughout the eighteenth and nineteenth 

centuries “indigenous art did not have any place in the educational policies of British Colonial 

Governments”. Its very existence was largely ignored in curriculum and, in the case of New 

                                                 
9
 Waites, Bennett & Martin (1982) distinguished between primary and secondary popular culture, defining primary 

popular culture as mass product and secondary popular culture as local re-production. 
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Zealand the art of the Māori was despoiled by some of the early missionaries who saw it as 

offensive. The exclusion of non-western and indigenous art, and the marginalisation of other 

cultural forms which do not fit the western aesthetic, has become a concern debated by art 

education theorists in most western nations. Located as it is in the historical moments that have 

shaped art education in New Zealand, and in the discourse on current curriculum, this became 

an important dimension of the field work investigation.  

 

An élitist point of view promulgated by United States art educator, Ralph Smith (2006), is that 

while the history of art engenders an appreciation of difference and contributes to cultural 

literacy it is western art history that provides an undeniable record of artistic accomplishment. 

As he put it, “historical creative moments … make us proud of our equivocal humanity” (120). 

That there exists substantial art historical documentation of western art ignores, however, the 

existence of similar histories in other civilisations not attended to, or disregarded by, the west. 

Art history texts of western authorship attest to this.10 Moreover, Smith believed that the modern 

age necessitates the cultivation of aesthetic vision, and a return to the appreciation of artistic 

accomplishment, to restore faith in the capability of humankind. While he conceded that such 

aesthetic learning will vary from culture to culture, and within cultures, a dichotomy between 

western and non-western aesthetics remains. Accusations of élitism directed at Smith, and 

other proponents of the modernist western aesthetic, are countered by claims that it invokes 

equality, democracy, excellence, and class mobility (Clark, 1996). Posited within discourses on 

excellence the modernist notion of excellence is, for example, well illustrated in the 

proclamations of Smith (1992a: 72), one of its most fervent advocates: 

 

 The true apostles of equality are those who take for granted that the only ideal for a 
 democratic society is one that prizes excellence and the pursuit of the best possible self, an 
 ideal that far from being elitist in any maleficient sense is one that wants for the large majority 
 what hithertofore has been the privilege of the minority (ibid: 72, emphasis mine).  

 
The best possible self alluded invariably to white, male, the individual, and the privileged. Non-

white, female, collaborative groups and the under-privileged are silenced in this scenario. 

Commensurate with this notion of self, the dominant artistic canon of excellence held that the 

“best art in the world has been produced by Europeans… men… and… individual geniuses” 

(Chalmers, 1999: 173), the DWEM referred to earlier.11 These notions of Eurocentricism, racism 

and imperialism were reinforced by Victorian scholar Zerffi (1876: 26), an influential art history 
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 Art History texts in common usage in schools in New Zealand, which trace the visual arts from the dawn of history 
to the present day, invariably place „non-western traditions‟, the „meeting of east and west‟ or „ethnic arts‟ in the final 
chapter(s) almost as addenda. 
11

 Grierson (2004) has discussed how values of excellence cross centuries and cultures, and are reinvented and 
reinvested with meaning. A comparison can be made between discourses on excellence in art presented by Joshua 
Reynolds (1769) at the opening of the Royal Academy, and the discourses on excellence of scholarship in teaching 
presented by postmodernist scholar, Readings (1996).  
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instructor at Britain‟s South Kensington, who considered the white Aryan race to be “the 

crowning product of the cosmical forces of nature”.12 In one of his well-documented  

proclamations Zerffi declared that: 

 

To him (the white man) exclusively we owe art in its highest sense… He surpasses the 
other…groups of humanity, not only in technical skill, but especially in inventive and reasoning 
power, critical discernment, and purity of artistic taste. The white man, alone, has produced 
idealized masterpieces in sculpture and painting (ibid). 

 

 

Those who continue to define culture in terms of the western, ethnocentric conception of 

civilisation and cultivation tend not to use it in the plural as cultures, but rather as a single 

standard of refinement against which all groups are measured. Accordingly, those who regard 

themselves as cultured often consider people with different customs as not having a culture 

(Clark, 1996; Efland et al, 1996; Grierson, 1999). This begs the question of whether such a 

conception of culture has any relevance for people living in culturally diverse societies in the 

twenty-first century. It also highlights the necessity for art educators in New Zealand to examine 

the Eurocentric and racist roots of art education. These antecedents, said Chalmers (1999: 

179), need to be seen as “cultural colonisation” and the attitudes of some past art educators, 

albeit a product of their cultural lineage, understood as egocentric and usually ethnocentric. The 

continuing re-inscription of cultural lineage and values, one of the problems of education in 

western nations, is particularly visible in art education. It reflects the educational histories of 

most art teachers who are predominantly European, or in rarer instances, those of „other‟ ethnic 

origin who have graduated from western fine arts university courses. 

 

Material culture as cultural signification 

 

A second conception of culture which offered explanatory potential for aspects of this study is 

one in which material (non-natural) cultural objects or artefacts are used as identifiers or 

manifestations of a culture (Stott, 1987; Hodder, 1991, 2003; Bolin & Blandy, 2003). Here, focus 

is upon the material culture of things and objects that have been created or modified by humans 

and which derive from the culture‟s norms and values. They may have their sources in extinct 

human cultures which disclose something of the way in which people lived, or be the 

manifestations of living cultures. The social relationships and practices in which such objects 

and processes become embedded are of interest not only to cultural anthropologists but to art 

historians and art education theorists. Stott (1987), an anthropologist, used traditional 

methodological approaches to culture which focus on the symbolic meanings of culture through 
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 See Chalmers (1990) for an account of the British South Kensington System of art instruction, including the 
provision of trained art masters, and its influence on colonies such as New Zealand.  
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an examination of the object itself, the context of the object and the process of the object‟s 

manufacture and use as a means of determining its functions, meanings and aesthetic qualities.  

 

Posited in discourses on materiality, Dant‟s (2004) interest lay in the impact that material objects 

have on contemporary life. Dant challenged the well-established idea that consumerism is the 

principal relationship with material objects in our lives. He argued that it is through material 

interaction with the objects around us that we confront our society. Similarly, Hodder (2003: 159, 

my emphasis) claimed that artefacts are “not simply a passive by-product of life… that material 

culture is active”. Although artefacts may be regarded by some researchers as a form of silent 

or muted discourse, Hodder argued that they can be the intentional, if covert, exercise of power 

to limit or remove individual resistance. In his view, artefacts are produced “so as to transform, 

materially, socially, and ideologically” (ibid). In these terms, material culture is an essential 

dimension of most social constructs, since social relationships are constructed from the 

exchange of artefacts. Moreover, claimed Hodder, control of the style of artefacts can create a 

feeling of common identity.13  

 

In the art education context, however, a number of theorists held the view that the field, at least 

in western nations, has been bedevilled (and still is) by the conceptualisation of culture in terms 

of cultural objects or artefacts (Chalmers, 1995; Irwin, Rogers & Farrell, 1999; Freedman, 2000). 

On the one hand there is a problem, originating in the western view of a single and pre-eminent 

culture, of the dominant use of European artefacts and objects of the fine arts as identifiers or 

signifiers of a culture. On the other, this view of western superiority gave rise not only to the 

assumption that indigenous peoples, world-wide, were inferior species, but that their cultures, 

artefacts, language and ways of life were culturally insignificant. Chalmers (1995: 113-116) cited 

instances in which the artefacts of the Northwest Coast First Nations Peoples in North America 

were considered “objects of ethnological interest” or a “quaint variant of „real‟ art”. This implied 

that cultural artefacts can be looked on at with curiosity, but not understanding. Parallels exist in 

New Zealand where Māori artefacts, referred to as tribal art rather than understood as taonga, 

are held up as signifiers of the Māori culture, or even illustrative of New Zealand culture (Mead, 

1997).14 In New Zealand art curriculum and pedagogy the emphasis in the study of Māori 

culture has tended, until more recently, to be upon the external forms of objects and artefacts 

rather than on their internal, cultural, and contextual significance (J. Smith, 2001, 2006a). A 

solution suggested by Bolin and Blandy (2003) lies in broadening the art education field beyond 

the precedence given to visual material artefacts in favour of multi-sensory experiences. Firm 

proponents of material culture studies as a viable theoretical foundation and practical direction 
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 Hodder‟s (2003) conception of the style of material culture as creating a feeling of common identity is exemplified in 
Te Maori, an exhibition in 1984 of traditional/customary taonga that gained international attention.  
14

 See Hakiwai (1996) for an explanation of taonga and its significance for Māori.  
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for art education, they advocated embracing far-reaching holistic forms and practices that can 

be critically examined through the inter-disciplinary, multi-disciplinary, and trans-disciplinary 

methods associated with material culture studies. Inter-disciplinary curricula, compared with 

separate subject disciplines, was an issue for this study and is examined later in this thesis in 

the context of curriculum development and pedagogical practices in art education.  

 

Evidence of a conception of culture as framed in terms of cultural objects or artefacts or as 

confined to the fine arts as signifiers of culture was looked for in the field-work investigation. At 

issue was whether a study of artefacts drawn from either western or non-western societies, but 

confined to their outward visual appearance, offered students opportunity to develop a deep 

understanding of culture as a manifestation of the meanings and significance of people‟s lives, 

past and present. Hodder‟s (2003) argument that analysis of „material traces‟ can provide a 

basis for the interpretation of social experience in the learning and teaching encounter, was 

taken into account. The debate over approaches to the study of material artefacts raised 

fundamental questions about definitions of art, an issue explored further in Chapters 3 and 7. 

 

Symbolic forms as conveyers of culture    

 

A symbolic view of culture, which holds symbols to be both the practices of social actors and the 

context that gives such practices meaning (Cohen, 1985), is a further conception which needed 

to be interrogated in this study. In this model, cultural anthropologist Geertz (1973) saw culture 

as an organised collection of symbolic systems in which people‟s cultural behaviours are based 

on the meanings of signs and symbols that sustain their social life. In his declaration that “man 

[sic] is an animal suspended in webs of significance he himself has spun”, Geertz (1973: 5) took 

culture to be those webs. Arguing that without people there can be no culture, and more 

significantly, that without culture there can be no men people, Geertz (1977: 26) asserted that 

humans are “not just the producer of culture, but, in a specifically biological sense, its product”. 

Further, he believed that each culture is unique and can only be understood in a culturally 

relative way. Consequently, there cannot be a universal epistemology or science of human 

motivation common across different cultures. In this conception of culture, primacy is given to 

the role of symbolic forms such as words, images and behaviours as guiding how people 

represent themselves to themselves, and to one another. Culture is seen as „text‟; a 

construction of symbolic signs. Commenting on the legacy of Geertz, Cohen (1985: 18) wrote of 

the “symbolic gloss” which allows people in society to use common symbols, which he defined 

as “things standing for other things”, to communicate and understand each other while still 

imbuing these symbols with personal significance and meanings. Cohen (57) viewed community 

as a “cluster of symbolic and ideological map references with which the individual is socially 

orientated”. He stressed the relational aspect of a community by which symbols and their 
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enactment in ritual mark the community in relation to other communities. Symbolic forms are 

considered to provide the framework for „cultured thought‟, thus members of a culture rely on 

these symbols to frame their thinking and expressions in intelligible terms. In this conception of 

what Cohen called personhood, symbols make culture possible, reproducible and readable.  

 

Smith (2006: 167), also referencing the theories of Geertz, argued that the concept of the „self‟, 

as it has been understood in the west (the interest of the self as an individual), is very different 

from the sense of personhood in non-western cultures. Referring to the latter as “alternative 

cultures”, he suggested that an inseparable link can exist between art and life in non-western 

cultures because of the more cohesive sameness in those cultures (ibid). This notion of “life 

approximating art” implies that, for Smith, Geertz‟s theory of cultural relativity manifested 

through symbolic systems is more applicable to non-western cultures (168). Smith‟s view had 

relevance for this study, particularly for the way in which the notion of culture-as-symbols is 

articulated in curriculum documents. For example, culture is defined in The Arts in the New 

Zealand Curriculum (MoE, 2000: 83) as “…symbol systems that are acquired, preserved and 

transmitted by a group of people and that can be embodied in art works…”. A Learning Example 

provided for students at years 9-10 suggested they “[i]nvestigate and discuss examples of 

traditional face painting, decoration, and adornment, examining their cultural significance and 

design features [and that] using this knowledge and a study of ritual, motif and symbol from a 

variety of cultures [they] develop designs on the theme of personal identity” (78). This example 

implied study of a non-western conception of culture and symbols. Furthermore, the inference in 

this example is that traditional face painting can be equated with customary practice. Australian 

art educator Duncum (2001b), and Māori artist and educator Jahnke (2003), both warned of the 

danger of conflating all indigenous forms as traditional if taken to mean that they are stable and 

unchanging, and defined in terms of past history.15 The problem of learning examples which 

promote the study of traditional forms as symbols of culture is that they are likely to engender a 

limited perception of culture which does not extend beyond the superficial use of motifs or 

symbols from a variety of cultures. On the other hand, the concept of the symbolic construction 

of society through an engagement with signs, rituals, and meanings was seen as offering 

potential for a critical approach to curriculum and pedagogy (Kennedy & Roudometof, 2002). 

Grierson and Mansfield (2003: 35) suggested that art education from this perspective can 

become “a vital site for accessing or constructing meanings in the processes of revitalising 

culture on the basis of difference”. Understanding of the symbolic conception of culture as 

propounded by cultural theorists, and as delineated in the arts curriculum, informed this study. 

Questions as to whether approaches which focused upon students using symbols as a form of 
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 Preferring the term „customary‟ rather than traditional, Jahnke (2003: 22) argued that while Māori visual culture of 
the nineteenth century was grounded within the traditions of the marae (the meeting place and repository of Māori 
tradition), visual culture of today tends to “shift the customary index to the non-customary in a state of flux that is 
largely determined by the philosophical position and the ideology of an individual or group”.  
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cultural expression were a feature of art programmes, or whether symbolic forms such as words 

and images were posited within a politicised context, became part of the field work enquiry. 

 

Culture framed as identity   

 

The conception of culture framed in terms of identity - defined as “the quality or condition of 

being a specified person or thing; personality, individuality, distinctiveness, uniqueness, 

particularity” - is an interpretation which connected with this research (Tulloch, 1997: 740). 

Posited in discourses on identity formation, which frame how culture and identity are linked, the 

term „identity‟ has been used in many ways to emphasise different facets of how humans define 

themselves. For example, Erikson‟s (1975) psychosocial theory on social development 

encompasses a life cycle of eight stages and recognises the impact of society, history and, in 

particular, culture on personality. Pertinent to this study, adolescence is the stage at which 

young people strive most to find their own identity. Drawing on the theories of Erikson, social 

psychologist Côté (1996: 420) differentiated between social identity, which designates a 

person‟s position in a social structure, personal identity, which denotes the more “concrete 

aspects” of individual experience rooted in interactions and institutions, and ego identity, which 

refers to the more “subjective” characteristics of an individual‟s personality.16 Côté provided a 

culture-identity framework in which the concepts of human capital and cultural capital are 

precursors to identity capital.17 In his view, identity capital applies more aptly to the conditions of 

the present age, for example in social institutions like education, to denote what individuals 

“invest in who they are” (425). Côté spoke of the importance of people developing assets - 

tangible resources such as a socially-visible sense of self and intangible attributes and 

capacities - with which to navigate modern society. This raised the problem of the 

interchangeable alignment of identity with self. Kumar (2000), for example, contested any 

position in which identity was seen as limited to a classification of an individual within a racial or 

cultural construct. It is a classification from the “outside” and one which, Kumar argued, leads to 

cultural hegemony (84). Differentiating self from identity, she referred to self as the acquisition 

by an individual of the social values that allow him or her to operate in multiple ways within a 

social construct, and to fit and behave within different cultural contexts. The limitation of framing 

culture in terms of individuality is that a person‟s cultural identity is affected by factors of race, 

religion, age, economic status, geographic location, gender, sexual orientation, language, and 

political affiliation. It is affected by the position the individual takes in respect of these, and what 
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 Côté (1996) postulated that social-identity formation tended to be ascribed in pre-modern societies, achieved in 
early-modern societies, and managed in late-modern ones; and that personal identity is largely heteronomous, then 
individuated, and then image-orientated during these three types of societies.  
17

 Human capital theory has had a strong impact on educational policies and is based on the assumption that the 
inculcation of skill-orientated knowledge generates economic activity (Becker, 1975). Cultural capital grew out of 
more recent sociological theories of social-class reproduction (Bourdieu & Passeron, 1977). 
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an individual chooses to privilege. Culture, in these terms, becomes „bigger‟ than individual 

identity or self.  

 

In querying the identity-as-culture interpretation, Novitz (1989: 285) posed a question that, 

because of the focus of some of the activities observed during the field work, demanded 

examination: “What is it that people want when they search for a cultural identity?” In his view, 

peoples‟ desire for “a unified view of their culture: a coherent way of thinking about and 

understanding it” is at the heart of such a search (ibid). Novitz maintained that it is a desire that 

cannot be realised for no matter what the size of the group, society or nation, the views of its 

constituent members about their cultural identity or distinctiveness will vary, may not be held 

within the group, and may not serve to unite them. In support of this view, Ballengee-Morris and 

Stuhr (2001) cited, as example, that there is no single and fixed definition of an Afro-American 

culture, a Native American Culture, or a Jewish culture. While Peters (2002: 23), with reference 

to New Zealand, employs the terms “Māori culture” and “Pākehā culture” others considered 

such ethnic differentiations partial when defining national culture (Adams et al, 2000; Ballengee-

Morris & Stuhr, 2001). They argued that the study of culture reveals variables in beliefs, values, 

and patterns that give particular, not generic, meaning and structure to life. Moreover, any 

impulse to define culture in terms of identity de-emphasises the changing nature of culture 

(Novitz, 1989). Neither the individual nor the culture inhabited will exist in homogeneity because 

identity is in constant flux (Freedman, 2000). This is emphasised further by the effects of 

globalisation. The reality of identity becoming increasingly multiple, contradictory and pluralist, 

as a consequence of population movements, was a question that arose during conversations 

with teachers and, informally, with students in the field. How that question might be answered 

was an important dimension of this research. 

 

Race and ethnicity as defining of culture 

 

Race is defined as “each of the major divisions of humankind, having distinct physical 

characteristics; a tribe, nation, etc., regarded as of a distinct ethnic stock; a group of persons… 

connected by common descent” (Tulloch, 1997: 1256-1257). Adams et al (2000: 85) reported 

that as a term race has a much longer history than ethnicity, having been used from the fifteenth 

to the eighteenth centuries in the “categorisation and classification of species (primarily plants 

and animals), based on their physical characteristics and traits”. By the nineteenth century, 

physically different human groups were being classified into races, for example Caucasoid, 

Negroid, and Mongoloid. Adams et al claimed that as a consequence of the linking of race and 

biology to culture, the term race attracted negative connotations. Ethnicity, therefore, came into 

prominence in the 1960s as an alternative and more accurate description than race for culturally 

different groups. These authors suggested that ethnicity did not carry the same negative 
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associations as race, and has become a more useful way of describing particular groups in 

society. While acknowledging the difficulty of easily defining ethnicity or an ethnic group, they 

proceeded to condense the components of various definitions to include: 

 

 [S]ome combination of a distinctive and shared: cultural heritage (for example, common 
 language, food, music and religion); ancestral heritage (for example, ancestry, national origin, 
 entry by birth and bloodlines…; physical heritage (for example, common physical 
 characteristics…; and sense of group identity and belongingness (often termed „peoplehood‟) 
 (Adams et al, 2000: 88, original emphasis).  

 

For Adams et al, these four areas, in some combination, “comprise the ethnic markers and 

delineate the ethnic boundaries of the group” (ibid, original emphasis). They conceded, 

however, that such a conglomerate does not sufficiently deal with the proliferation of cultural 

diversity. For example, Māori as an indigenous ethnic group cannot be classified within a single 

definition (Durie, 1996). May (1999: 12) warned, moreover, that what are ethnic descriptors can 

be “disguised” as cultural definitions. As such, they are used as blanket categorisations, often of 

ethnic minorities, who are seen as being of one culture. In May‟s words, “new racisms can be 

portrayed as a form of ethnicism” (ibid, original emphasis). Rata (2003), similarly, was 

concerned about defining the experiences of racialised groups primarily in culturalist or ethnicist 

terms. She asserted that “ethnicity, like race, is based upon the notion of „who we are‟ in terms 

of our genetic history”, and that “culture refers to „what we do‟ or the social aspect of being 

human” (7-8). Rata argued that a “culturalist explanation merges these (two) concepts in a 

causal relationship and justifies claims for political recognition for the respective ethnic groups” 

(8). Maintaining that New Zealand education is dominated by culturalism, Rata considered that 

an interpretation in which “culture is caused by ethnicity… is racist because only those „of the 

blood‟ can qualify as full members of the cultural group” (ibid). She claimed, to the contrary, that 

“the universalism that underpins democracy is that we are born into the human race, and 

become members of ethnic or racial groups through socialisation into the cultural practices of 

these groups” (ibid, original emphasis).  

 

From another perspective, Barry (2001: 314) argued that ethnicity, at least in the United States, 

was “not essentially a cultural phenomenon”. A fervent opponent of multiculturalist policies 

which stand in the way of universalistic measures that would benefit cultural minorities, Barry 

claimed that ethnicity is “increasingly vacuous culturally” (82). His argument was that a sense of 

belonging to an ethnic group on the basis of descent may persist for many generations, even if 

after the first or second generation it has negligible cultural content. For him, ethnicity offers little 

in terms of “demand on the polity”; that the ethnic argument was politicized to provide economic 

benefits, rather than the affirmation of cultural distinctiveness (22). Barry‟s stance reinforces 

deficit models but is conceptually useful for making sense of why financial support is provided in 
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New Zealand for “ethnically based cultural manifestations” (314). The argument is that financial 

incentives can be a motivation for people to identify with, or to have them identify with, their 

ethnic community. In New Zealand, the proliferation of ethnically-based cultural groups in 

secondary schools, competitive inter-school cultural performances, and community-based 

cultural festivals, reinforces the ethnicity-as-culture stance. Despite Barry (2001) and other 

authors warning of the risks of equating culture with ethnicity this position remains dominant in 

the cultural debate.  

 

A possible solution was suggested by May (1999: 27) when he asked, “How can we take 

ethnicity seriously in a way that does not entail its reification as a set of fixed cultural 

properties?” May proposed that a way of addressing the “recognition of power relations in the 

structuring of ethnic and cultural identities” was via Bourdieu‟s notion of habitus. Bourdieu 

(1990: 59) himself described habitus as “a system of dispositions common to all products of the 

same conditionings”. Those dispositions consist in, and arise out of, the conditioning which a 

person‟s social and cultural experiences engender. Thus, Bourdieu saw habitus not as an 

ideology but a material actuality which members of a group acquire, move within, and alter - 

ways of looking at and living in the world. For him, habitus embraces all the social and cultural 

experiences that shape us as a person. What is particularly significant about his interpretation of 

culture is that habitus inherits and generates histories which will persist after the original 

conditions from which they arose have disappeared, or been by-passed. In this sense, 

members of a social group can inherit, as much sub-consciously as consciously, elements of an 

ethnic past even when they live in the different present. The social and historical conditioning 

which generates habitus makes for a constraining and sanctioning of what the group may call 

commonsense or acceptable behaviour. To step outside the group‟s mores is unacceptable. 

Nevertheless, Bourdieu did not see this constraint as immovable. Habitus is not static, but rather 

it is in character responsive to changing economic, technological and political conditions. 

Although habitus exists within a climate of conformity, individual dispositions permit singularity 

and difference. In this sense, habitus does not deny the importance of ethnic traditions and 

histories, but recognises that they are likely to be contributory to new regimes of culture. To 

return to the historic condition, as a model for contemporary living, would deny the inevitability of 

change. Such an interpretation has significance for this research. It raises the question of 

whether reiteration or reproduction of the symbols and forms of the past is educationally useful 

or appropriate. 

 

Bourdieu‟s notion of habitus aligns with the postmodernist stance that does not deny change but 

sees it as a cultural condition that is not the logical outcome of modernist progressivism. Rather, 

it is a result of the erosion of such a modernist ideal (Lyotard, 1984). Efland et al (1996: 11), 
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acclaimed proponents of a postmodern approach to art education, maintained that 

postmodernism in this sense interrogates the supposition that changes can be “legitimated as 

positive advances in human culture”. These authors examined cultural membership from the 

position of postmodern epistemological theory which confronts those cultural concepts 

characteristic of Enlightenment doctrines of dichotomous oppositions. They argued that under 

such doctrines “knowledge is presented with an assumed hierarchy of values based on 

dualisms such as male/female, black/white, culture/nature, emotion/logic”, with progress defined 

in moves towards the superior element (21). Such oppositions have generated hegemonic 

distinctions, promoting constructions of culture in terms of „us‟ and „them‟, with us telling the 

story. Efland et al considered that educating about other cultures is inadequate for breaking 

down hierarchical distinctions. What is required, in their view, is an understanding of the 

actuality of difference and employment of that knowledge to restructure the social order. This 

would see the “deconstruction” of what have been regarded as the immutable truths of such 

constructions of reality (28). Similarly, Peters (2002) claimed that postmodernism challenges the 

élitist pretensions of the modernist interpretation of culture by exposing its exclusivity in respect 

of ethnic, racial, gender, class, and sexual characteristics. He argued that while western 

civilisations have given culture a universal reference, in postmodern terms this is an insufficient 

rationale for human behaviour in a global context. Peters said: 

 

 [What] I have called cultural postmodernity (is) a concept that, simultaneously and 
 paradoxically,  refers to both the processes of differentiation (cultural difference) and 
 homogenisation. The former refers to the increasingly complex differentiation of culture as 
 internal to the West and also the(ir) grudging recognition of non-Western traditional and 
 indigenous cultures, which have followed decolonisation mostly as a result of ethnic struggles 
 against the metropolitan state. The latter set refers to the economic processes of 
 commodification and the different consumer forms culture takes within an emerging global 
 culture: most conspicuously, food, fashion, and tourism; most pervasively, news, TV, movies 
 and the new electronic media; and, most powerfully, perhaps, intellectual products, ideas and 
 theories (25, original emphasis). 

 

Focused upon the present, rather than an anticipation of the future, the postmodern view of 

culture is that change is not a shift to an improved future, but simply a “contemporary cultural 

condition” (20, original emphasis). Within that present condition, changing conceptions of 

culture have accelerated with the impact of globalisation in terms of both global differentiation 

and homogenisation. The postmodern view is to deny the existence of a progressivist order - we 

live within the disorder that we increasingly have. Such a view suggests the limitations, if not the 

impossibility, of a curriculum which seeks future outcomes. In this sense it affirms Peters‟ view 

of the essential characteristic of the unpredictability of the arts. Predictability and unpredictability 

thus became a dimension of this enquiry. 
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Effects of globalisation on culture 

 

Culture, economics and politics are the three interrelated dimensions of globalisation that 

influence the ways in which nation-states are affected by the international world order (Olssen 

et al, 2004). While not a new phenomenon, globalisation is becoming more pervasive with the 

acceleration of shift and change of people, images, ideas, technologies, and economic and 

cultural capital (Kalantzis & Cope, 1999; Olssen et al, 2004). The new conditions of 

globalisation and of transnationalism - the multiple ties and interactions that link people across 

the borders of nation-states - are altering conceptions of culture, identity, and nation-state, with 

national or ethnic groups and cultures becoming increasingly entangled, irrespective of national 

origins or identities (Mason, 1999; Kennedy & Roudometof, 2002). It is argued that the new 

nation-state comprises an increasingly hybridised population where “practices of identity 

construction are no longer bound by physical borders” (McCarthy et al, 2003: 451). Further, 

Chalmers (2002) suggested that neither prevailing cultures, nor arriving cultures, can sustain 

independent identity despite efforts to do so. He maintained that hybrid cultures that have 

resulted from the transplanting of people from one place or culture to another, with the resultant 

interactions, contain diverse and often oppositional elements. Such fluidity of global culture 

brings into question the maintenance of pre-existing cultures. It raises, too, the issue of whether 

new cultures may emerge as a result of hybridisation, or whether existing cultures, which are 

always in flux, may absorb new influences and make them their own. In Grierson‟s (2002: 167) 

view: 

 

 [I]ntercultural and intersubjective hybridities may reveal new signs of identity through visual 
 practice when pared away from teleological input and rationalised categories of colonial 
 discourse. New forms of „local‟ may emerge when transnational encounters disrupt historical 
 discourses and re-examine the false expectations of „global village‟ rhetoric. 

 

In questioning the expectations of the global village, Bodley (1994) and Mason (1999) took 

another stance. They claimed that despite the creation of a global culture, resulting from the 

technological commercialisation process, the effects of globalisation and transnationalism have 

increased recognition of the importance of ethnic, national and cultural diversity. Indeed, 

Stephenson, Rio, Anderson & Millward (2004: 1) argued that: 

 

[A]ny attempt to reduce cultural globalisation to global cultural convergence or homogenisation of 
culture ignores the dialectical nature of the process and the varying ways in which interconnecting 
groups engage with one another in a particular context. 

 

Citing a multicultural educational context as evidence for their observations, Stephenson et al 

maintained that the dynamics and contradictions of the dual process of cultural convergence 

and cultural fragmentation are played out daily as “indigenous, colonizer and migrant 
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populations interconnect” (ibid). For these authors, global trends impact on cultures at two 

fundamental levels. As all groups that are brought together in the process accommodate new 

ideas, knowledges and experiences, so too do deeply embedded and previously taken for 

granted norms, values and beliefs become reaffirmed and practised with a conscious 

deliberation.  

 

While the phenomenon of transnationalism has become a reality it is a process not without 

complications. The growing diversity of transnational communities, whose relationships are 

manifestations of broader social trends, extends into and shapes the lives of people in society at 

large, including school life. Pollock and Van Reken (2001) spoke of transnational kids, coined 

„Third Culture Kids‟ (TCKs), who spend their formative years growing up in a foreign country and 

feel as though they are caught between two or three different cultures. Javed (2006) suggested 

that in an interconnected and globalised world TCKs are the citizens of the future. When aligned 

with the rapid development of technology (itself a „third culture‟ to the sciences and humanities) 

a “culture of youth” emerges (Kelly, 1998: 993).  

 

Kelly‟s (1998: 993) argument, that “technology has seized control of culture”, is reinforced by the 

technological practices employed. Considered to be the aesthetic and creative tools of the 

future, these practices favour flexibility, mobility and repositioning in relation to cultural regimes. 

As a consequence, the effects of globalisation and transnationalism “have revealed the political 

character of the previously stable category of aesthetics” (Mason, 1999: 6). Grierson (2001: 15), 

however, cautioned art educators of the danger faced when knowledge is produced and 

furthered primarily through the instrument of technological advancement. She argued that 

technology is “touted politically as ahistorical and apolitical, neutral, [just] as rationalized 

governmentality is touted as neutral in policy formations” (ibid). In these formations cultural 

analysis, which may be a compelling and potent vehicle in art education, is left out of the frame.  

 

While Grierson (2001) warned of inherent dangers, Olssen et al (2004) drew attention to 

another aspect of globalisation. They argued that while globalisation impacts universally it 

remains particularly instrumental in disseminating western culture, especially American and 

British, to all parts of the globe. Arguing that cultural globalisation is largely transmitted by the 

expansion of the transnational enterprises, Olssen et al cited the words of 1988 Nobel prize-

winning economist, Sen: 

 

 The contemporary world is dominated by the West, and even though the imperial 
 authority of the erstwhile rulers of the world has declined, the dominance of the West remains 
 as strong as ever – in some ways stronger than before, especially in cultural matters. The sun 
 does not set on the empires of Coco-Cola or MTV (cited in Olssen et al, 2004: 6).  
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Sen‟s commentary reinforces the view that in spite of advances in communication technologies 

through which culture is transmitted world-wide, and a corresponding increase of access by the 

populations of indigenous and non-western peoples, the issue of western cultural hegemony 

remains in place. In fact, Olssen et al (2004: 7) argued that for many indigenous groups 

globalisation is considered “a renewed form of colonization, threatening to destroy their cultures 

and exploit their peoples”. Despite the argument that an important characteristic of globalisation 

is the increased multiculturalisation of societies around the world, western cultural domination 

persists (Taran, 2001). For Mason (1999: 7), the global dominance of the western art canon 

holds few surprises given the origins of art education in European systems that were “exported 

to the rest of the world in the nineteenth century”. Mason reminded us, too, that the canon can 

be, and has been propagated by nations which surrendered political and economic imperialism 

in order to compete with the dominant west.  

 

The global transformation of culture raised complex questions for this research as to what can 

today be labelled the „art‟ of art education. The fine arts, underpinned by the western art canon, 

were (and remain) largely the prerogative of an élite minority. Under the impulse of 

consumerism and capital accumulation visual and electronic imagery now permeates daily life. 

Members of society are dependent on visual images and artefacts, ranging from what we wear 

to what we watch (Freedman & Stuhr, 2004). This persuasive popular culture no longer permits 

us to ignore its cultural impact, international in extent, even if reinterpreted locally (McCarthy et 

al, 2003). Since the 1990s art education theorists, particularly in the United States, have argued 

for a transformation of art education which responds to globalisation (Duncum, 2001a, 2001b; 

Freedman, 2003; Freedman & Stuhr, 2004). With global culture rapidly shifting from text-based 

communication to image saturation, and society surrounded by visual culture, a new vision for a 

postmodern visual culture education has been spawned (Freedman, 2003). Visual Culture Arts 

Education (VCAE) moves beyond traditional fine arts disciplines to encompass a broader range 

of visual arts, popular arts, global virtual culture, and forms of visual culture that surround and 

shape people‟s daily lives. Described by Freedman (2003: 2), one of its leading exponents, as 

“inherently interdisciplinary and increasingly multi-modal”, visual culture education demands 

consideration of critical aspects of social theory and the effects of visual culture on cultural 

identities, posited in their contemporary, socio-cultural context (Freedman & Stuhr, 2004). This 

postmodern concept, which has its antecedents in social-reconstructionist multiculturalism 

(critiqued in the next chapter), challenges modernist conceptions of culture.  
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2.4 Perspectives on cultural diversity and cultural difference 

 

Dictionary definitions of „diversity‟ and „difference‟ embrace the concept of difference, but 

recognise individual distinctiveness (Tulloch, 1997). Both reflect today‟s society in which 

peoples‟ allegiances are multi-layered – local or ethnic, national and global. In comparison with 

a past era, nation-states and nationalism, which were traditionally marked by a singular ethnic 

descriptor or a single set of cultural affinities, have become less well defined as the trends 

towards globalisation and localisation have increased (Kalantzis & Cope, 1999). Populations are 

now described as living in dynamic, non-static combinations of multiple cultures and subcultures 

(Chalmers, 1996). New Zealand has become a multicultural, multiethnic, pluralist society. 

Without exception, government educational documents, which provided a framework for this 

research, transmit messages of cultural inclusiveness. The Education Act 1989 requires every 

school charter to contain the aim of developing for the school concerned policies and practices 

that reflect New Zealand‟s cultural diversity. The National Educational Guidelines (NEGS) (MoE, 

1997b: 10-12), which set goals for schools‟ charters, states as its tenth goal: “Respect for the 

diverse ethnic and cultural heritage of New Zealand, with acknowledgment of the unique place 

of Māori, and New Zealand‟s role in the Pacific as a member of the international community of 

nations”.18 In The New Zealand Curriculum Framework (MoE, 1993) and The Arts in the New 

Zealand Curriculum (MoE, 2000), the two key policy documents which are at the centre of this 

study, attention is drawn to the need for teachers to respond to the cultural diversity that will 

mark schools and society in the twenty-first century.  

 

New Zealand education is not without a history of social and cultural diversity. Although it may 

appear to be a recent phenomenon, cultural diversity has been a feature of New Zealand‟s 

public schools since the mid nineteenth century (Hall & Bishop, 2001). While culturally distinct 

Māori and Pākehā schools existed side by side for one hundred years, attendance at either was 

not restricted by ethnicity. Teachers, especially in rural areas, were having to accommodate 

social and cultural diversity within a bicultural society. Colonial policy for education in this 

country shows, however, that regardless of the bi-national or bicultural nature of New Zealand 

society, and its growing “polyethnic” composition, the approaches of schools were generally 

“monoethnic” up until the 1970s (Hall & Bishop, 2001: 188).19 This was based on the tacit 

assumption that those who were not Pākehā would assimilate to Pākehā cultural norms. 

                                                 
18

 The Education Review Office (ERO) (2000: 11) admitted that schools have difficulty establishing how they might 
contribute in practice to the goals of the 1989 Education Act and the NEGS (MoE, 1997b). The report drew attention 
to the tension between respect and acknowledgement; of whether acknowledging Māori culture means giving less 
emphasis to the celebration of all cultures. 
19

 Kymlicka (1995: 13) and Hall & Bishop (2001) used the term bi-national composition. The word bicultural was 
introduced into New Zealand academic discourse in 1968 (Schwimmer, 1968). According to Hall & Bishop (2001) the 
words bicultural and multicultural did not exist in the vocabularies of most New Zealanders, including teachers, until 
the 1970s. 
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Although school populations became increasingly culturally diverse by the mid to late twentieth 

century this diversity was not attended to in fair and equitable terms.  

 

The more recent emphasis on cultural diversity in current education policy and curriculum (the 

focus of Chapters 6 and 7) is not without its difficulties. Polarised points of view are expressed 

by those who argue that cultural diversity lies at the very core of a multicultural perspective, and 

by those who consider the notion untenable. Nieto (2004), for example, claimed that in nations 

such as the United States the tendency has been to do away with special provisions for diverse 

sectors, particularly in respect of ethnicity. This approach is based on the premise that diversity 

breeds instability and discord, while unity creates harmony. Barry (2001) endorsed this view. He 

claimed the need to see that in western societies differentiation is more complex than in 

traditional societies, and it is erroneous to try to treat all societies in the same way. Barry argued 

that, in contrast to the model of common citizen rights, the politics of difference is a formula for 

manufacturing conflict because it rewards the groups that can most effectively mobilise to make 

claims on the polity. While acknowledging that diversity is a modern-day reality, Barry 

condemned the “intellectually corrupting role played in contemporary discourse by the word 

„multiculturalism‟” (21). His objection rested in the distortions that occur when groups, including 

ethnic and national groups, are defined on the basis of some distinctive cultural identity rather 

than some other distinguishing feature. Barry pointed out that “ethnic diversity is not the same 

as cultural diversity” (22). Neither can cultural diversity be an “unqualified good” because, in his 

view: 

 

 [D]iversity is desirable to the degree, and only to the degree, that each of the diverse groups 
 functions in a way that is well adapted to advance the welfare and secure the rights of its 
 members (Barry, 2001: 134). 

 

Bullivant (1981) took a similar stance, asserting that equality between human beings individually 

and nation-states as a whole is a natural or biological impossibility. He considered that the will 

to survive, and to maximise personal or collective advantage, is in tension with a search for 

order and regularity. For Bullivant, there appears to be no over-arching rules. All that we can 

expect in a just society is sufficient order to protect, and sufficient disorder to develop our 

potential. Similarly, Boyd (1996) considered that cultural diversity, if it is to be examined in any 

climate of democratic reciprocity, inevitably confronts us with a dilemma. This dilemma of 

diversity emerges from the tensions between, on the one side, acknowledgement that cultural 

diversity is an established feature of a democratic society and, on the other, acknowledgement 

that there will exist within this diversity unique and probably contradictory or opposing cultural 

values and moral principles. To declare that groups ought to treat one another in terms of 

accepted moral principles, and at the same time deny there is a common moral point of view, is 

for Boyd an unworkable proposition. Breault (2003) agreed with Boyd that cultural diversity and 
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democracy will, to a degree, always be in conflict with each other since national democracy 

seeks equity and co-operation while national diversity demands recognition of separate cultural 

identities. This tension is evident in New Zealand‟s educational policies which, since the 1970s, 

have acknowledged the cultural identities of the bicultural partners - Māori and 

European/Pākehā - rather than according equitable treatment to all.  

 

However, contrary to the notions of impossibility and dilemma propounded above, proponents of 

the recognition of cultural diversity claimed that it is essential to human survival (Congdon & 

Blandy, 1999), and that cultural homogeneity reduces human adaptive potential (Bodley, 

1994).20 There was agreement among proponents that cultural diversity has become a 

fundamental political and educational issue for the twenty-first century. Kalantzis and Cope 

(1999: 246), for example, argued that: 

 

 Cultural diversity… is becoming increasingly pertinent for every member of society, 
 including those most comfortably at home in the dominant culture, untroubled because they 
 imagine themselves to be the cultural majority.  

 

Further, these authors claimed that multicultural education is as important, if not more so, for the 

“children of the dominant culture” as for the dominated (ibid); that the kind of multiculturalism 

which has an exclusive interest in the welfare of minorities is no longer appropriate in an 

increasingly culturally diverse world. For Kalantzis and Cope, “globalization… simultaneously 

means localization”; that the large-scale movement of people across and between nations 

means that diversity is likely to escalate at a local level (247). Framed within the paradigm of 

critical multiculturalism, discussed in Chapter 3, Kalantzis and Cope envisaged cultural diversity 

as an underpinning educational vision which brings about “the increasing interrelation of 

differences” (ibid, my emphasis). The divergent trends of localisation and globalisation would 

thereby reduce the relevance of the nation-state and nationalism. In this country that could 

mean that the term „New Zealander‟ is useful only as a “broad generalisation” and “nationality 

identifier” (Adams et al, 2000: 90).  

 

The stance taken by theorists, educators, and government officials that cultural diversity must 

be acknowledged, that culture counts in the classroom, and that culture is one of the differences 

that students bring to school, were critical factors in this study (Bishop & Glynn, 1999; 

Macfarlane, 2004; Nieto, 2004). Indeed, the fieldwork investigation, reported in Chapter 8, 

highlighted the reality of the ethnic diversity of students, the number of languages they speak, 

                                                 
20

 Art educators Congdon & Blandy (1999) drew on the theoretical perspectives of social ecology and ecological 
democracy to point out that people across the political, cultural and geographic spectrum are sensing and 
experiencing community disintegration; that the best way forward is to build culturally diverse and democratic 
communities through community arts programmes in settings outside public schools. 



34  

the multiplicity of cultures, and the variables within the societies of a sample of secondary 

schools. This diversity means that the dominant cultural majority in New Zealand, including its 

largely mono-cultural, European/Pākehā teaching force, can no longer ignore or exclude „others‟ 

from having an identity within the educational contexts of school, curriculum, and classroom. For 

Nieto (2004: 161, original emphasis), this lent potency to the imperative for teachers to both 

learn “about and from” their students. For Hall and Bishop (2001), the dilemma of diversity 

meant that teachers must not only address the cultural identities of learners, but must 

understand their own cultural identities and cultural positions. 

 

Distinctions between diversity and difference     

 

Discourse on the philosophy of difference founded by Nietzsche and Heidegger, and further 

articulated in Derrida‟s (1981, 1982) concept of différence and Lyotard‟s (1984) notion of 

differends, underpinned this study. Although a critique of the discourse was beyond the scope 

of this chapter Mansfield (2000) usefully posited the philosophy of difference in the context of 

the art(s).21 Using Derrida and Lyotard‟s theories as tools to examine the concept of difference, 

and to pave the way for an examination of the politics of difference, Mansfield explored the 

relationship between the aesthetics of marginalised groups and mainstream traditions, inserted 

culture and difference into aesthetic value, and postulated an aesthetic of difference. She 

emphasised that the original meaning of arts forms cannot be understood outside the cultural 

contexts in which they are produced, thus making it essential to construct a framework for 

understanding the ways in which differences may be constituted in the relationship between 

curriculum and pedagogy. Mansfield drew attention to the multiple processes used to confer 

status upon art, many of which resonated with the interpretations of art and culture presented 

earlier. She asserted that hierarchies of knowledge as they exist within the curriculum - for 

example, western hierarchies of art with their ruling categories of beauty, taste and excellence, 

and how they function in the development of social control of schools - operate to marginalise 

difference. When the representation of art is promulgated within the formalist and expressive 

western aesthetic, rather than through a politics of difference, it operates as “an ideology which 

works to dispossess art of its meaning, to „sanitise‟ the aesthetic, (thereby) conditioning 

students‟ orientation to art” (308). The result is “cultural neutrality” in curriculum (306). An issue 

for Mansfield was that the art education literature confines itself to questioning the dominance of 

the western aesthetic discourse; that the concept of difference has barely begun to be 

theorised, at least in terms of its identification with the politics of difference or cultural politics as 

part of curriculum policy for the arts. This aligned with Grierson‟s (2003a) assertion that a 

                                                 
21

 See also Peters & Marshall (1996b) for their positioning of the philosophy of difference in the general educational 
context in New Zealand; See Rizvi (1994) who applied analysis of the politics of difference to educational practice in 
the arts; see West (1993) who brought a politicised view to cultural agency. 



35  

politics of difference is absent in curriculum policy; that national curriculum statements share a 

quality of sameness and a seeming reluctance to acknowledge difference. Grierson argued that 

“this sameness, which makes appeal to unity as an organisational foundation of knowledge, is 

posed as inherently neutral, devoid of theoretical or political implication… implying that 

sameness is somehow more workable in the educational context” (94, original emphasis). She 

claimed that the construction of knowledge, which is neither neutral nor ahistorical, must be 

contextualised to reflect and engage with conditions of contemporary society, and must include 

the worlds of students. This would “open pedagogical procedures to new discoveries and 

innovative practices that may engage the politics of representation in wider fields of visual 

culture” (97-98). The emphasis is on replacing the modernist focus on „identity‟ with a 

postmodern focus on „difference‟. Grierson‟s advocacy for a critical approach to pedagogy, in 

which attention is given to cultural, social, economic, and political discourses that illuminate 

power relations, speaks to approaches presented in the next chapter.  

 

A further issue arising from the discourse on cultural diversity and cultural difference was 

identified by Bhabba (1995), who called attention to the interchangeable use of the terms and 

the lack of distinction between them. Bhabba drew an important dissimilarity between the two, 

arguing that: 

 

Cultural diversity is an epistemological object - culture as an object of empirical knowledge – 
whereas cultural difference is the process of the enunciation of culture as knowledgable‟, 
authoritative, adequate to the construction of systems of cultural identification (Bhabba, 1995: 34, 
original emphasis). 

 

For Bhabba, cultural diversity treats culture as static, totalized and historically bounded; as 

something to be valued but not necessarily lived. He considers that the term cultural diversity 

implies the „other‟; some constructed and boundaried identification which can be generalised, as 

occurred in 1970s multicultural ideologies. On the other side, Bhabba believes that cultural 

difference involves a dynamic conception of culture; one that recognises and incorporates its 

ongoing fluidity and constant change in the modern world. Bhabha used the example of 

colonisation to exemplify his case. He attacked the assumed polarity of colonisers and 

colonised when both are seen as distinctive identities. Instead, he suggested that the coloniser 

is as much altered by contact with the colonised as are the latter. The coloniser becomes a 

hybrid, no longer sustaining a material and consistent cultural identity, although often holding 

allegiance to it. Moreover, in clinging to an „original‟ cultural identification, the coloniser polarises 

the colonised by classifying them negatively as a universal „they‟, ignoring the possibility of 

difference. What needs to be challenged, under the concept of difference, are assumed and 

generalised norms which conceal the variables and hybridities. Moving beyond the example of 

colonisation, Bhabha saw the empowered/disempowered, we/they dichotomy as not only an 
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insufficient and deficient interpretation of cultural identity, but one that was dangerous in that it 

sustains hegemonies of power under the cloak of enlightened rationalism. For Bhabba (1995: 7) 

cultural difference “demands an encounter with „newness‟ that is not part of the continuum of 

past and present”… but “becomes part of the necessity, not the nostalgia, of living”. He 

concluded that: 

 

 The aim of cultural difference is to rearticulate the sum of knowledge from the perspective 
 of the signifying position of the minority that resists totalization… where adding to does not 
 add up  but serves to disturb the calculation of power and knowledge, producing other spaces 
 of subaltern signification (Bhabba, 1995: 162, cited in Grierson, 2003: 108).  

  

2.5 Conclusion 

 

The multiplicity of interpretations of culture, and the conflicting discourses within which they are 

posited - some of which produce ardent antagonisms – have informed and continue to inform 

educational lineages, beliefs, structures, and values. The variables that exist within a culture are 

encapsulated in Novitz‟s (1989: 282) argument that cultures are “collections of behaviour 

patterns, institutions, values, bodies of knowledge and systems of belief… and it is the nature of 

these ingredients, as well as the way in which they hang together, which determines the 

character of any given culture”. To accept Novitz‟s definition is to accept that cultures are not so 

much tangible products as processes - „colligatory‟ processes, to use his words - distinguished 

by the ways in which we discern the presence of a cultural territory. Such a discursive view sees 

cultures as dynamic, highly flexible, with or without clear parameters or boundaries, and subject 

to shift and change. The processes of demarcation of a culture, in this sense, vary in time, 

situation and condition and are shaped by cultural, political, and epistemological discourses and 

legacies. Giroux (1992), similarly, did not see culture as monolithic or unchanging but he went 

further than Novitz. For him, culture is “a site of multiple and heterogeneous borders where 

different histories, languages, experiences, and voices intermingle amidst diverse relations of 

power and privilege” (169). Giroux‟s understanding of the crises of power within which we live 

and work led him to declare that educators - in his words, „cultural workers‟ - “have a public 

responsibility that by its very nature involves them in the struggle for democracy” (15).  

 

Giroux‟s (1992) belief, that in the pursuit of democracy the teaching profession is a unique and 

powerful public resource, suggests that New Zealand educators within culturally diverse and 

different societies must question taken-for-granted assumptions about the relevance of a largely 

monoethnic curriculum. Since curriculum is constructed through knowledge, it behoves 

educators to become a new kind of cultural worker, described by West (1993: 22-23, cited in 

Grierson, 2001: 19) as one who is prepared to “cast their net widely, flex their muscles broadly, 
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and thereby refuse to limit their visions, analyses, and praxis to their particular terrains”. To do 

so with credible professionalism would require an examination by art educators of the 

interpretations of culture which have been explored in this chapter. Confronted with the 

accusation that persistence with an élitist western cultural aesthetic is no longer tenable, art 

educators still have to seek a way through complex cultural territory. The evidence of this 

chapter reveals not only a complexity of relationships and definitions of art and culture but that 

art education, whatever its shape or form, is inextricably entangled in the politics of culture.    
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CHAPTER 3 

 

MAPPING THE FIELD: PEDAGOGICAL PRACTICES FOR CULTURALLY 

INCLUSIVE ART EDUCATION 

 

 

3.1 Introduction 

 

The student population in New Zealand, as in other nations around the world, is becoming 

increasingly culturally diverse. In its education evaluation report, Multi-Cultural Schools in New 

Zealand, The Education Review Office (ERO, 2000) outlined the nature of that increasing 

diversity and enunciated the effect on schools of this wider demographic shift. The report 

stressed that many teachers in New Zealand, themselves predominantly Pākehā/European, 

now work with student populations more diverse than when they began teaching. The need for 

teachers to respond to the challenges of teaching children of diverse cultural backgrounds, and 

to “acknowledge and respect these diverse cultures”, was emphasised (5). It was suggested 

that this challenge can be met through pedagogical practices which take account of cultural 

diversity and the issues therein. 

 

Pedagogical practices, and the theoretical positions underpinning them, which focus on issues 

of cultural pluralism, cultural diversity, cultural difference, and anti-racism are articulated in a 

comprehensive body of literature on multiculturalism in education in general, and in art 

education in particular. Following its popularisation in the late 1960s, multicultural education 

theorists claimed that multiculturalism has influenced political and educational thinking in much 

of the western world. On the one hand, proponents argued that the multicultural education 

reform movement was, from the outset, and continues to be, an educational process dedicated 

to providing more opportunities for disenfranchised individuals and groups to obtain equity in 

social, political, and especially educational arenas.22 Its policies are those of a dominant sector 

acknowledging the need to provide for minority groupings. On the other hand, critics of 

multicultural education, such as May (1999: 1), considered that multiculturalism “has promised 

much and delivered little”. To this end, May and others (for example, Kalantzis & Cope, 1999; 

Nieto, 2004) advocated for a „critical‟ or „insurgent‟ multiculturalism to foster students “who can 

engage critically with all ethnic and cultural backgrounds, including their own” (May, 1999: 33). 

Similarly, art educators promoted varying approaches to learning and teaching with culturally 
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 See Banks (1986), Banks & McGee-Banks (1989), Sleeter & Grant (1987, 1988), Grant & Sleeter (1989), Nieto 
(1996, 1999, 2004), Sleeter (2001, 2004). 
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diverse students.23 Attracting the attention of both protagonists and antagonists, pedagogical 

practices in art education range from modernist conceptions, which celebrate pluralism and 

diversity, to postmodern approaches, which promote social reconstructionist multiculturalism, 

cultural difference, and the teaching of visual culture. Commensurate with the complexity of the 

issue of culture, presented previously, perspectives on pedagogical practices in art education 

arising from issues of cultural diversity provided an important foundation for this study.  

 

3.2 A demographic snapshot: Students in New Zealand schools 

 

As at 1 July 1999, education statistics for the student population in New Zealand comprised the 

following groups of ethnicities: European/Pākehā 65 percent, Māori 19.9 percent, Pasifika 7.5 

percent, Asian 5.9 percent, and Other 0.9 percent (ERO, 2000). The 2001 Census Snapshot on 

cultural diversity (Statistics New Zealand, 2001) reported that in the Auckland area, the 

geographic location for this study, one in eight people were of Asian ethnicity, one in eight of 

Pasifika ethnicity, and one in ten of Māori ethnicity (of whom over a third were children).24 

Immigration, particularly from Asia, is changing the ethnic composition of our schools. 

Furthermore, one in five young New Zealanders identify with more than one ethnicity.  

 

The definition of a multicultural school in New Zealand is based on ethnicity. This was 

articulated by ERO (2000: 2) as “a school in which students from at least two other ethnic 

groups together comprise at least 20 percent of the school‟s population”. Based on this 

definition, two out of five schools (38 percent) in New Zealand in 1999 were classified as 

multicultural. The majority of multicultural schools (90.5 percent) are large in size, located in 

poorer urban areas, fall within the four lowest decile rankings (based on the socio-economic 

rating of its geographical location), and are predominantly state-owned or state-integrated 

schools. While private schools comprised 4 percent of all New Zealand schools in 1999, they 

made up only 1 percent of all multicultural schools. Because of their larger populations 

secondary schools, which gather students from a number of contributing schools, were more 

likely to be multicultural than their primary counterparts. Most are located in the North Island, 

with over 40 percent in the greater Auckland area, a statistic pertinent to this study. This 

demographic snapshot highlighted the imperative for educators, including art teachers, to 

develop pedagogies which take account of a culturally diverse population.  
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 See Zimmerman (1990), Stuhr (1991), Chalmers (1996), Efland, Freedman & Stuhr (1996), Freedman (2000, 
2003), Boughton & Mason (1999), Ballengee-Morris & Stuhr (2001), Duncum (2002). 
24

 Hattie (2003) predicted that by 2006 secondary school rolls would be about 8% higher than in 2003. Statistics from 
the 7 March 2006 Census Cultural Diversity Snapshot are not available until 2007. 
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3.3 Multiculturalism and multicultural education 

 

Many claim that the term „multicultural‟ is now nothing more that a catchword for a wide variety 

of approaches to education. Indeed, a proliferation of methodologies and ever-expanding 

interpretations of multiculturalism and multicultural education abound in the literature. While 

proponents argued that multiculturalism fosters cultural interaction, interchange, and harmony 

both in schools and beyond, others believed that it has failed to fulfil its promise. Nonetheless, 

the historical antecedents of multicultural education, as well as its earliest and more 

contemporary interpretations, resonated in varying ways within the New Zealand educational 

landscape. 

 

Antecedents of multicultural art education 

 

The antecedents of multicultural art education can be traced to its development in general 

education, a quest originating in the United States as a manifestation of the Americanisation 

movement of the 1880s (Stross-Haynes, 1993). Acquiring the more vernacular title of „the 

melting pot‟ during the 1890s, the first approach – acculturation or assimilation - sought social 

harmony by developing a cohesive and homogeneous American culture. The expected outcome 

was that all people in the United States would have equal access to education, all would speak 

English, and all would have equal opportunity (Tomhave, 1992).25 By the First World War this 

assimilationist approach, which sought harmonious relations between established and newly-

arrived immigrant minority groups, came under attack from those promoting an alternative 

strategy – cultural pluralism.26 Proponents of cultural pluralism, many of whom were affiliated to 

the progressive educational movements of the 1920s, claimed that a culturally diverse society 

would provide advantages over an attempted culturally uniform society. Power struggles 

amongst minority groups would, for example, be less problematic (Clark, 1996). The anti-

assimilationist movement of the 1920s-1980s, referred to as „ethnic revitalisation‟, was defined 

by three phases: Cultural Pluralism (1920-1950), Cultural Difference (1950-1980), and 

Institutional Reform and Neo-Assimilationism (1980s-) (Banks, 1986; Banks & McGee-Banks, 

1989). The last mentioned corresponds with the postmodernist era, although Clark (1996) 

claimed that multiculturalism overall is essentially modernist. He asserted that multiculturalism is 

fundamentally a western construct based on the humanist ideal that individuals should be free 

to choose behaviours and values.  

                                                 
25

 „All‟ appeared to refer to European immigrant white males, thereby ignoring indigenous and other ethnic 
populations (Tomhave, 1992). 
26

 Fitzgerald (2000) claimed that it is necessary to distinguish between multiculturalism as a form of cultural pluralism 
and the Multicultural Reform Movement which is a political response sometimes unrelated to cultures. 



41  

Research in the 1980s by Sleeter and Grant (1987, 1988) provided a critical platform for 

developments in general education. From their review of some 130 books and articles on 

general multicultural education and multicultural research in the United States, Sleeter and 

Grant (1987) identified five approaches to teaching multicultural education – teaching the 

culturally different, the human relations approach, the single group studies approach, 

multicultural education and the social reconstructionist model. Referred to as the „multicultural 

education theory‟ approach, the typology adopted global perspectives associated with the ideal 

of multicultural education, therefore appealing to writers theorising about the possibility of global 

education (Tomhave, 1992). First introduced to art educators in the United States by 

Zimmerman (1990) and Stuhr (1991) this typology has underpinned the various forms of 

multiculturalism in that country and other western nations. The subsequent proliferation of forms 

and interpretations of multiculturalism and multicultural education have both derived, and 

departed, from the approaches first identified by Sleeter and Grant (1987).  

 

Multicultural pedagogies in art education 

 

For educators who align themselves with the first approach - teaching the culturally different - 

the goal is to educate all students in the knowledge, skills and values of the dominant culture 

(primarily western, white, male, and middle-class) to enable them to live, work, and participate 

within that society. With this approach, white middle-class students are used as the standard to 

which the „other‟ students should be raised, thereby making „others‟ the same as those of the 

dominant sector. In the context of multicultural art education, the teaching the culturally different 

approach favours Discipline-based Art Education (DBAE). Emerging in the United States in the 

late 1950s, DBAE was constructed around the four disciplines of criticism, aesthetics, art history 

and studio practice. Its curriculum was based on modernist principles and western formal 

qualities of art and artist models. Promoted by essentialists (for example, R. Smith, 1989) as a 

model of excellence, supporters of DBAE held the view that the art of western civilisation should 

remain the basis of multicultural art education, thereby reinforcing the art of the dominant culture 

(Dobbs, 1998). Detractors, on the other hand, claimed that the approach requires little change 

to the existing curriculum, other than the addition of examples of other cultures which 

supplement the dominant cultural view. This additive approach underpins the belief that ethnic 

histories and cultures are not integral parts of mainstream culture, and that the realities of 

cultural conflict can be avoided. It also reinforces the one-world view held by the dominant 

sector (Banks & McGee-Banks, 1989; Efland et al, 1996). Art forms and artists who represent 

discordant world views are, as a consequence, seldom mentioned (Clark, 1996). For Stuhr 

(1994: 173), this pedagogical approach simply means that “once students and teachers are 

indoctrinated into the right way to teach and learn about art, they will have a stake in the 
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Western fine art world; there will then be no need to practice radical social change”. Essentially 

modernist, the teaching the culturally different approach leaves the prevailing system relatively 

untouched (Efland et al, 1996). The issues raised by these authors prompted considerations of 

whether national art curriculum and art programmes at years 9-10 focused predominantly on 

western art and modernist art making principles and whether studies of cultures, other than the 

dominant European/Pākehā culture in New Zealand, are merely added on. Confirmations and 

disconfirmations were sought in the field work investigation. 

 

In the second category, the human relations approach, it is believed that equity for all can be 

achieved if education engenders mutual respect in terms of race, gender and exceptionality 

(Sleeter & Grant, 1987). This approach claims to move beyond assimilationism in that it is 

concerned with helping students to accept each other‟s differences, whatever their social and 

cultural divisions. Here, equality is defined in terms of recognition of the worth of cultural 

inheritances and histories of the dispossessed. Schools would, accordingly, teach about 

motivations common to all societies while acknowledging different modes of response to them. 

Further, the human relations approach promotes the idea that people have to learn to live 

together in a world shrinking under the influence of modern communication technology and 

mass media (Clark, 1996). In practice, multicultural programmes which use this pedagogical 

approach emphasise the sharing of cultural events such as celebrations, festivals and holidays. 

Begler (1998: 272) claimed that in classroom studies of culture in the United States there is a 

fixation on the “Five Fs” – food, fashion, fiestas, folklore and famous people. Celebrating 

diversity this way was considered by Nieto (2000) to be a hollow act if activities do not confront 

the structural inequities that exist in schools. Nieto (2004: 344) illustrated her point with 

comments she has received from teachers, such as “Oh yes, we have multicultural education 

here… we celebrate Black History Month, and there‟s an annual Diversity Dinner”. Similarly, 

Chalmers (1996) questioned superficial artistic outcomes which have little impact upon 

established beliefs and behaviours. From the perspective of art education in Canada, Chalmers 

referred to the human relations approach as a “totem-poles-out-of-toilet-rolls” model (46). It 

involves, he argued, little more than replication or imitation of cultural artefacts, and a 

consequent failure to promote any real understanding of a culture. Critics such as Efland et al 

(1996: 80) claimed that it is an approach within which “unique differences in knowledge and 

understanding, and areas of power contestation, may be overlooked in the search for the 

overarching qualities of a „melting pot‟ meta-narrative”. The approach raised the question of 

whether a deep understanding of cultural differences can be achieved. Evidence was sought in 

the field work as to whether cultural events or replication and imitation of cultural artefacts 

provided the basis for art programmes at year 9-10 and, if so, whether such approaches 

engendered any understanding of a culture. 
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In the single group studies approach, the third category identified by Sleeter and Grant (1987), 

studies of the contributions and perspectives of a particular cultural group, with a critical 

examination of factors of their oppression, are proposed. This approach aims to establish social 

equity and to revive, propagate and promote what is important in a culture so that it gains status 

as a component of knowledge within the total culture.27 The emphasis is on raising the status of, 

and respect for, the group being studied through investigation of their art history and their 

contemporary artists and art forms. Such study is considered necessary since the group‟s art 

and art practices were not previously validated within mainstream curriculum. Moreover, it 

requires investigation into the means by which a group has been excluded (Efland et al, 1996). 

The approach necessitates teaching to extend beyond the teacher and the school, and to use 

the knowledge and expertise of the group studied. It requires positive, non-discriminatory action 

by teachers and a more substantial revision of curricula and resources than is implied in the 

previous two approaches. Sleeter and Grant‟s identification of the single group studies 

approach is conceptually useful for understanding art education policy and practice in New 

Zealand. While the study of Māori art and tikanga Māori has been included in New Zealand 

education since the 1940s, and appears to pay attention to pluralism and cultural difference, 

there are claims (presented later in this thesis) that the power of the dominant 

European/Pākehā sector persists. Theorists considered that, at best, the single group studies 

approach might broaden but does not reconstruct the status quo (Clark, 1996; Efland et al, 

1996). Further, there was a danger of promoting „escape multiculturalism‟ by excessively 

idealising the group under study, or selecting what are considered to be unduly exotic or 

unrepresentative marginalised groups (Clark, 1996). The approach was seen as representing 

only a beginning for helping students to understand other cultures. In Chalmers‟ (1996) view it 

does not go far enough; art educators, at the very least, should be using a multicultural 

education approach.  

 

According to Grant and Sleeter (1989), „multicultural education‟ is the most popular term used 

by educators to describe working with students who are different because of race, gender and 

class. In their fourth category, the multicultural education approach, cultural pluralism and social 

equity are promoted (Sleeter & Grant, 1987). Here, social goals include provision of a more 

equitable distribution of power, greater opportunities for all groups, and reduction of 

discrimination and prejudice. Rather than focusing on discrete subjects, curricula are planned 

around substantive themes to reflect diversity and acknowledge differences. In Celebrating 

Pluralism: Art, Education, and Cultural Diversity (Chalmers, 1996), a seminal publication at that 

time, Chalmers outlined his ideas for multicultural art education based on the premise that:  

 

                                                 
27

 In the United States multicultural art programmes which use the single group studies approach focus on particular 
groups, such as African Americans, Native Americans or women. 
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 [C]ultural pluralism is a reality and that reluctant, grudging, or tacit recognition by one culture 
 of an-other must be replaced by genuine appreciation and proactive corrective action; that no 
 racial, cultural, or national group is inherently superior to another; that no one group‟s art is 
 basically superior to another‟s; and that equality of opportunity, in the art classroom and 
 elsewhere, is a  right that must be enjoyed by every student regardless of ethnic, cultural, or 
 other differences (Chalmers, 1996: 2).  

 

The multicultural education approach advocated by such as Chalmers was seen by art 

education theorists as moving more positively towards action on behalf of the disenfranchised. 

More than the previous three approaches it necessitates reconstructed school settings in terms 

of staffing, instructional strategies, and learning environments in which art curricula examine 

socio-cultural phenomena, critically and reflectively (Chalmers, 1996; Clark, 1996).28 It also 

demands that attention be given to the cultures of groups regardless of whether or not they are 

represented in a school‟s population (Kalantzis & Cope, 1999). Nieto (2004: 344) reported that 

teachers frequently state: “I don‟t see color. All my students are the same to me”, and… “We 

don‟t need multicultural education here; most of our students are White”. Interviews with the key 

participants in this study, as well as observations in the field, were informed by this pedagogical 

approach.  

 

Whilst the first four approaches in Sleeter and Grant‟s typology of five continue to provide the 

foundation for pluralist multicultural education pedagogies for many teachers, over the past 

decade a comprehensive literature on classroom approaches to multicultural art education has 

been generated, emanating primarily from the United States, Canada, Britain and Australia.29 

Political and pedagogical discourses on art education in Europe, Africa, Latin America, the 

Pacific and East Asia have been brought into the arena by Boughton and Mason (1999). 

Spanish art educator Hernández (1999), for example, considered interculturalism rather than 

multiculturalism to be a less problematic way of addressing cultural, global and community 

contexts. For him, interculturalism focuses on communication that is “learning from each other 

as the main issue of cultural exchange” (106). Here, cultural differences are not seen as static, 

but as a dynamic mixing of cultural inheritances and identities – what Hernández referred to as 

“cultural mestizo… the mixed cultural ancestries and identities” of people (111). It is a 

pedagogical approach which raises the question of who can speak for whom in a culture, of 

whether „we‟ can represent marginalised identities; of whether we can speak for the „other‟ 

(Chalmers, 2002). The issue is addressed in another form of multiculturalism - hyperculturalism 

- in which only natives of a culture are authorised to speak on its behalf (Fuller, 2000). This 

parallels Jahnke‟s view (1994) that Pākehā cannot speak for Māori, only about them.  

                                                 
28

 Stuhr (1994) noted that although the first four approaches identified by Sleeter & Grant differ pedagogically, the 
notion of culture is similar for all, and all remain grounded in the modernist paradigm. 
29

 See Wasson, Stuhr & Petrovich-Mwaniki (1990), Billings (1995), Delacruz (1995), Chalmers (1996), Andrus (2001), 
Adejumo (2002).  
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The approaches identified above are, however, able to remain within the categories of what 

McLaren (1995) called „uncritical‟ multicultural education, and what McCarthy et al (2003) 

described as an „unthreatening‟ form of multiculturalism.  Even Chalmers (2002: 301) admitted 

that “we have yet to put the „multi‟ in „multiculturalism‟… let alone the „critical‟ in „critical 

multiculturalism‟”. Indeed, Chalmers‟ (1996) approach to celebrating pluralism, promulgated in 

the 1990s, has come under attack from critics who considered it to be evolutionary rather than 

revolutionary (Stuhr, 1999; Freedman, 2000; Ballengee-Morris & Stuhr, 2001). Nieto (2004: 92) 

claimed that a significant problem for multicultural education is when it is thought of as “simple 

additions to ethnic content to the traditional curriculum”. In her view organisational structures are 

central to the development of a comprehensive multicultural education. Thus there are calls to 

transform traditional pedagogy into more radical action by applying a critical perspective. It  was 

argued that the perceived weaknesses of multicultural theory and practice can be addressed by 

a postmodern approach to critical (or insurgent) multiculturalism which allows space for different 

voices and identities to be heard (Kalantzis & Cope, 1999; May, 1999; Nieto, 1999, 2004).  

 

3.4 Critical pedagogy and critical pedagogies 

 

Critical pedagogy was described by McLaren and Torres (1999: 66) as: 

 

 [A] way of thinking about, negotiating, and transforming the relationship among classroom 
 teaching, the production of knowledge, the institutional structures of the school, and the social 
 and material relations of the wider community, society, and nation-state. 

 

Developed by progressive teachers seeking to eliminate inequalities, critical pedagogy grew out 

of a number of theoretical developments.30 It is the prime concern of a number of well known 

critical pedagogues and has ignited an array of pedagogical and policy initiatives such as anti-

sexist, anti-racist, and anti-homophobic classroom-based curricula and policy (McLaren & 

Torres, 1999). The primary preoccupation of critical pedagogy is the issue of power in the 

teaching and learning context. Giroux (1992), for example, argued that pedagogy should not be 

reduced to a simplistic definition - the relationship between teaching and learning – but should 

be posited as central to any political practice that takes up questions of how individuals learn, 

how knowledge is produced, and how subject positions are constructed.31 Giroux maintained 

that learning is a way of becoming politicised; that it has to be meaningful for students before it 

can become critical; and that it must be linked not just to learning in schools, but extended to 

                                                 
30

 Theoretical antecedents include Latin American philosophies of liberation, the pedagogy of Freire, the sociology of 
knowledge, the first generation of critical theorists working in the Frankfurt school between WWI and WWII, feminist 
theory, and neo-Marxist cultural criticism. 
31

 Gore (1993: xi) suggested that it is impossible to speak of „pedagogy‟ since this suggests “a unity and coherence 
…for a domain in which there is so much variation and contestation, not only about meaning but about function and 
goals”; that „pedagogies‟ highlights that practices and approaches of pedagogy are multiple and various. 
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shaping public life and social relationships. As a form of cultural politics critical pedagogy rejects 

the reduction of teaching to a narrowly defined concern with instrumental techniques, skills and 

objectives, an issue that is discussed in Chapters 6 and 7 in the context of New Zealand 

curriculum. Giroux (1992: 98) claimed that within such a scenario the instrumentalism of 

teaching “erases questions of power, history, ethics, and self-identity”. Freire (1970) called this 

kind of classroom pedagogy „banking‟ education, a process by which teachers „deposit‟ 

knowledge into students who are thought to be empty receptacles. For him, it is education for 

powerlessness. Similarly, Haberman (1991) used the term „pedagogy of poverty‟ to refer to a 

basic urban pedagogy that encompasses a body of specific strategies that are limited to asking 

questions, giving directions and marking assignments, all of which are based on the dubious 

assumption that students of racially and linguistically diverse backgrounds and from low socio-

economic backgrounds cannot learn in creative, active, and challenging learning environments. 
 

Proponents of critical pedagogy postulated, therefore, that educators have a responsibility to be 

aware of their own political and social approaches to teaching and to engage critically the 

relationship between culture and learning. Moreover, they must not leave out those histories 

and cultures that are rejected in order for an uncontested practice to emerge. A prime concern 

of critical pedagogy is how and in whose interest knowledge is produced, the nature of that 

knowledge, and how knowledge is passed on. Critical pedagogy attempts to create new forms 

of knowledge through its emphasis on breaking down disciplines and creating interdisciplinary 

knowledge. This aligns with Giroux‟s (1992, 1994a) support for radical education that is 

interdisciplinary in nature, that questions the fundamental categories of all disciplines, and 

which has a public mission of making society more democratic. Importantly for art education, 

critical pedagogy rejects the distinction between high and popular culture so that curriculum 

knowledge becomes responsive to the everyday knowledge that constitutes peoples‟ lived 

histories (Giroux, 1994a). Art education theorists (for example, Freedman, 1994, 2000; Duncum, 

2001a, 2002; Ballengee-Morris & Stuhr, 2001; Grierson, 2003a; Mansfield, 2000, 2003; 

Freedman & Stuhr, 2004) have argued for a move away from the emphasis on traditional fine 

arts disciplines toward a broader range of popular arts and visual culture objects and images, a 

pedagogical approach discussed later in this chapter. Giroux (1994a: 181), however, warned of 

radical educators who have argued for the importance of student experience as a central 

component for developing a critical pedagogy yet have “failed to consider how such experience 

is shaped by the terrain of popular culture”. Questioning why educators have not posited 

popular culture as a serious object of study, he put this lack of an adequate conception of 

critical pedagogical practice down to the absence of an adequate politics of popular culture.  
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Of further importance for this study, critical pedagogy raises questions about the relationships 

between those on the margins and at the centre of power in schools. It is concerned about how 

to provide a way of „reading‟ history as part of reclaiming power and identity, particularly in 

terms of race, gender, class, ethnicity, and culture. For example, Giroux (1994a: 169) argued 

that: 

 It is important for critical educators to take up culture as a vital source for developing a politics 
 of identity, community, and pedagogy. In this perspective, culture is not seen as monolithic or 
 unchanging, but as a site of multiple and heterogeneous borders where different histories, 
 languages, experiences, and voices intermingle amidst diverse relations of power and 
 privilege. Within this pedagogical cultural borderland known as a school, subordinated cultures 
 push against and permeate the alleged unproblematic and homogeneous borders of the 
 dominant cultural forms and practices.   
 

 

Critical pedagogy is not without its critics, however. The methodology, the goal, and the forms it 

takes have all been questioned. It is claimed, for example, that the intellectualism of the 

approach to understanding the nature of society is élitist; teacher bias towards an anti-status 

quo position is promulgated; the goal exceeds the desire to instil creativity and exploration by 

encouraging disdain for tradition; icons are selectively picked by critical pedagogues to 

interrogate and subvert; many of those involved in critical pedagogy have never themselves 

been involved in struggles and have used the field for their own bourgeois class interests rather 

than to build a social movement; that much critical pedagogy focuses on culture, language and 

abstractions about domination rather than criticising the centrality of class, alienation, and 

exploitation; and, that critical pedagogy has been „domesticated‟ and reduced to student-

learning approaches devoid of social critique (McLaren & Torres, 1999; Kalantzis & Cope, 

1999). Indeed, McLaren and Torres (1999: 67) maintained that critical pedagogy and 

multicultural education no longer provide an adequate social or pedagogical platform from which 

to challenge “the current social division of labour and its effects on the socially reproductive 

function of schooling in late capitalist society”. Further, they claimed that critical pedagogy no 

longer enjoys its status as “a herald for democracy, as a clarion call for revolutionary praxis, as 

a language of critique and possibility in the service of a radical democratic imaginary”, which 

was its promise in the late 1970s and early 1980s (ibid). These authors suggested that: 

 

 Critical pedagogy as a partner with multicultural education needs to deepen its reach of cultural 
 theory and political economy, and expand its participation in social-empirical analysis in order to 
 address more critically the formation of intellectuals and institutions within the current forms of 
 motion of history. Critical pedagogy and multicultural education need more than good intentions 
 to achieve their goal. They require a revolutionary movement of educators informed by a 
 principled ethics of compassion and social justice, a socialist ethos based on solidarity and 
 social interdependence, and a language of critique that is capable of grasping the objective laws 
 of history (69-70). 
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On the other hand, Sisson (1999) maintained that Giroux‟s notion of critical pedagogy intersects 

well with the multicultural concerns of postmodernism and of contemporary critical enquiry in art 

education. She argued that the adoption of a critical pedagogy does not mean a wholesale 

rejection of a traditional, modernist curricula but rather “the incorporation of a critical language 

(both intellectual and visual) which challenges and interrogates the universalism of the 

modernist canon” (Sisson, 1999: 3). For Grierson (2003d: 4) critical practice in art education 

would require: 

 

[A]ttention to the cultural, social, economic and political practices which throw light on the way 
power relations may be constituted, reproduced, or resisted as part of the social; and how „art‟ 
(whatever „art‟ may or may not be) may be constituted, considered and legitimated within social 
relations and institutional systems: and how the politics and signification may be understood 
through educational policy and practice. Subjects of education (human subjects and disciplinary 
subjects of knowledge) are constituted through what is said and what is done in the name of 
education. 

 

Emphasis is given to the need for pedagogical practices to be critical. This would mean for art 

educators that they need to move from assimilationist approaches realised through traditional 

transmission pedagogy, and from pluralist multiculturalism celebrated via the medium of 

modernist progressivist pedagogy, to critical postmodern pedagogies which specify inclusion 

and access and affirm diversity and difference (Kalantzis & Cope, 1999; Nieto, 1996, 2004). 

Further, Kalantzis and Cope (1999: 257) pointed out that in contrast to the “universalist 

pretensions of modernism, the key term of postmodernism is difference… No longer are there 

any overall social meanings in the world, no master narratives such as the western Canon”. In 

these terms western culture can no longer be privileged and schools must make a space for 

different student „voices‟ (Aronowitz & Giroux, 1990). Critical multiculturalism, which 

incorporates postmodern conceptions and analysis of culture and identity, while holding onto 

the possibility of an emancipatory politics, was considered a means by which the crucial links 

between theory, policy and practice can be enacted critically (S. May, 1999).  

 

Critical multiculturalism 

 

A framework for critical – or insurgent - multiculturalism was articulated by Nieto (1999), Giroux 

(1994b) and Kalantzis and Cope (1999). The latter offered four proposals for a critical 

multiculturalism - what they called postprogressivist pedagogy. Nieto (1996), too, challenged 

educators to make schools a force for social justice. Posited in the socio-political context of 

public schools in the United States, Nieto‟s position is founded on the premise that multicultural 

education without a critical perspective can result in superficial changes that may not affect in 

any substantive way the life chances of students. Taking into account the perspectives of 

students, Nieto (1999: 206-209) proposed six ways in which critical multicultural education can 

contribute to teachers‟ understanding of students‟ experiences. First, she claimed that critical 
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multicultural education affirms students‟ culture without trivialising the concept of culture itself. 

This requires a transformative pedagogy and curriculum which moves beyond the notion of 

culture as the static artefact or symbol of a people, an interpretation of culture presented in the 

previous chapter. Second, Nieto argued that critical multicultural education challenges 

hegemonic knowledge that promotes the interests of powerful, élite groups. This demands that 

all knowledge, not only official knowledge, be taught critically. Nieto‟s third proposal was that 

critical multicultural education complicates pedagogy, and that a critical perspective helps 

understand that there is no one right way to teach. For her, it is the intentions and goals behind 

the pedagogy that matters, a dimension that underpinned the investigation of year 9-10 art 

education programmes. Fourth, Nieto claimed that policies and practices in schools which 

respect and affirm some groups, while devaluing others, create low self-esteem in the latter 

students. She saw critical multiculturalism as problematising an over simplistic focus on self-

esteem. Rather than thinking of self-esteem in terms of convincing students to feel good about 

themselves, Nieto maintained that critical multiculturalism needs to be understood as operating 

in relation to particular situations, for example the socio-political contexts of students‟ lives. Fifth, 

Nieto declared that critical multicultural education encourages „dangerous discourses‟; that 

challenging existing structures requires schools to become sites of freedom to learn even 

controversial issues. The extent to which art education provided opportunities for contentious 

debate became a point of interest during the field work observations. Finally, Nieto admitted that 

multicultural education by itself cannot do it all. Describing it as a „hopeful pedagogy‟, she 

nonetheless argued that critical multiculturalism holds great promise for transforming the future 

of countless young people who would otherwise be rejected and devalued by the schools they 

attend and the societies in which they live.  

 

Giroux (1994a) also suggested possibilities which might inform a critical multiculturalism. In 

opposition to the liberal emphasis on individual diversity, he argued that an insurgent 

multiculturalism must address issues regarding group differences and how power relations 

function to structure racial and ethnic identities. Important here would be a multicultural 

curriculum informed by a new language in which cultural differences are taken up, not as 

something to be tolerated but as mutually democratic with curriculum. Further, as part of an 

attempt to develop a democratic multicultural and multiracial society, Giroux argued that 

educators must account for the fact that people of colour are disproportionately represented in 

cultural and public institutions. Pedagogically this suggests that a multicultural curriculum must 

provide students with the skills to analyse how representations such as art images and objects 

shape social identities and how they serve to reinforce, challenge, or rewrite dominant moral 

and political vocabularies that promote stereotypes that degrade people by depriving them of 

their history, culture, and identity. An insurgent multicultural curriculum, Giroux argued, must 
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also address how to articulate a relationship between unity and difference that moves beyond a 

simplistic duality. Rather than defining multiculturalism against unity or for difference Giroux 

suggested that educators develop “a unity-in-difference position in which new, hybrid forms of 

democratic representation, participation, and citizenship provide a forum for creating unity 

without denying the particular, multiple, and the specific” (339-340). In this scenario, the 

interrelationship of different cultures and identities become „borderlands‟, sites of crossing, 

negotiation, translation, and dialogue. Giroux maintained also that an insurgent multiculturalism 

must challenge the task of merely re-presenting cultural differences in the curriculum. This 

would necessitate a curriculum which requires analysis and understanding, not only how 

structural imbalances in power limit the capacity of subordinate groups to exercise a sense of 

agency and struggle, but the factors that produce specific forms of inequality and oppression. 

Finally, Giroux advocated for a multicultural curriculum that serves to refigure relations between 

the school, teachers, students, and the community. He suggested that public schools must be 

prepared to develop a critical dialogue between the school and those public cultures within the 

community dedicated to producing students who address “the discourse and obligations of 

power as part of a larger attempt at civic renewal and the reconstruction of democratic life” 

(339). Giroux stated that in this scenario a curriculum for a multicultural and multiracial society 

“provides the conditions for students to imagine beyond the given and to embrace their 

identities critically as a source of agency and possibility” (341).  

 

Social reconstructionist multiculturalism 

 

The visions of critical or insurgent multiculturalism articulated by Nieto and Giroux have their 

parallels in a pedagogy which advocates social reconstructionist multicultural education. 

Identified by Sleeter and Grant (1987), in their fifth approach to multicultural education, this is 

the only pedagogy not grounded in the modernist paradigm. Clark (1996) drew an important 

distinction between multicultural education and the social reconstructionist approach. He 

explained that whereas the former “strives to reform schools… the latter attempts to 

fundamentally reform society itself” (56, emphasis mine). Essentially postmodernist, the aim of 

multicultural education that is social reconstructionist is to prepare students to challenge social 

structural inequality and to promote the goal of social and cultural equity. According to Grant 

and Sleeter (1989) the shift would be towards the education of students who can think critically 

and analytically when examining their own lives and the societal conditions which limit access to 

full social and economic rewards. Schools adopting an approach to education that is both 

multicultural and social reconstructionist would incorporate four practices:  

 

(1) democracy must be actively practised in the school… (2) students learn how to analyse their 
own situations…  (3) students learn social action skills that help them practice democracy and to 
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analyse their own situations… and (4) students and groups are taught to coalesce and work 
together across the lines of race, gender, class, and disability in order to strengthen and energise 
their fight against oppression (Grant & Sleeter, 1989: 57). 

 

 

In seeking to sustain democracy and social action this approach advocates that marginalised 

students learn to deconstruct socio-cultural phenomena which disadvantage them. Similarly, 

students from the dominant culture would be required to deconstruct phenomena to reveal how 

it advantages them. Proponents of this approach claimed that social reconstructionism would 

enable the education community to put into practice democratic processes for the benefit of 

those who are revealed by an enlightened curriculum to be disenfranchised (Stuhr, 1994; Efland 

et al, 1996; Freedman, 1994, 2000; Ballengee-Morris & Stuhr, 2001). In accord with Giroux‟s 

(1992) beliefs, students would be invited to construct new interdisciplinary school curricula, 

without subject demarcations, which would be responsive to social realities. Proponents of this 

approach claimed that by focussing on the teaching of subjects or disciplines many teachers 

had lost sight of an essential teaching goal – to help students understand and create meanings 

of and for life which are connected to their contemporary world (Ballengee-Morris & Stuhr, 2001; 

Freedman, 2000, 2001). With this approach the arts would be taught in the context of the whole 

curriculum in order to provide students with a more informed understanding of socio-cultural 

issues and concerns relevant to their lives, an issue that is discussed in Chapters 6-7 in the 

context of the arts curriculum in New Zealand.  

 

However, multicultural education that is social reconstructionist has been much maligned by 

teachers in the field, at least in North America. Billings (1995), for example, was adamant that 

the promotion of politically correct theoretical social-reconstructionist approaches is the 

antithesis of programmes which protect and encourage freedom of expression in art. Her view 

was supported by Eisner (1994) whose concern was that this model results in students 

becoming analytic spectators, rather than being productive young artists. Moreover, he argued 

that reconstructionist approaches divert teachers and students from art experience worthwhile 

for its own sake and restrict the delight in art making, the satisfactions of creative endeavour, 

and the quality of aesthetic experience. Clark (1996: 56) reported that questions are raised of 

“whose vision of a reconstructed western society would be adopted?”, “how would dissident 

viewpoints be reconciled?”, and “could totalitarian methods for achieving the new social order 

be avoided?” Eisner (2001), while acknowledging that all ideas have a political affiliation, 

asserted that reconstructionist policies unfairly saddle art teachers with the formidable task of 

social reform, a task more properly the role of social studies. With this declaration he identified a 

major concern for many art educators who fear that social reform education would be the death 

knell of art as a subject in the curriculum. Indeed, the balance of cultural study versus art 
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practice was a topic of discussion raised by some of the participants in this research. Of 

concern, too, was the broadening of an already over-stretched art curriculum. 

 

Teaching visual culture 

 
Broadening the domain of art education was, however, advocated as a means of shifting from a 

modernist to a postmodernist multicultural pedagogy. Envisaged through replacing art education 

with visual culture arts education (VCAE) proponents claimed that what is required is a critical 

pedagogy which addresses the visual culture of today‟s world, in both global and local terms.32 

Duncum (2001a: 106), a leading exponent of VCAE, explained that „visual‟ suggests a concern 

with visual artefacts while „culture‟ requires an interest in the social conditions beyond the 

artefacts. For him, critical understanding and empowerment, not artistic expression, are the 

primary goals of art education. Investigation into the social conditions in which the artefacts 

have their being was seen as a more legitimate dimension. Grierson (2003b: 7) questioned 

whether the term „visual‟ is merely about what we see, or is it the “discernment to see, to 

comprehend the layers of possible meanings beyond sight”, thereby suggesting that the visible 

always has a social, political, personal and cultural context (original emphasis). Duncum (2001a: 

103) claimed, moreover, that in the twenty-first century the importance of imagery as central to 

the creation of identity, and the gathering and distribution of knowledge, represents “a 

recognition of a vastly changed cultural environment which includes a new symbiosis between 

new technologies, new economic arrangements, and changed social formations”. In the present 

extraordinary visual age, everyday life is visual culture; it is not special but something practiced 

all the time. Since the visual arts make up most of visual culture, the term visual culture 

inherently provides the context for the visual arts, and its effects, and points to the connection 

between popular and fine arts forms (Freedman, 2003). Teaching visual culture, said Freedman 

(1994: 158), involves a curriculum that “encompasses the peculiar socio-political, as well as the 

sensory, formal and material characteristics and effects of fine arts, and goes beyond fine art to 

include the expressive foundations and implications of multi-cultural and mainstream artifacts”. 

Students‟ investigations of visual artefacts or images and the contexts in which they were made, 

as well as their interpretations of meanings, featured in several of the year 9-10 art programmes 

in this study. 

 

Another aspect of visual culture identified by Freedman (2003) - its effect on identity in terms of 

both art-making and viewing art works – was also noted during the field work. Since education is 

a process of identity formation, understanding the significance of visual culture for students is 

                                                 
32

 See Ballengee-Morris & Stuhr (2001), Duncum (2001a, 2001b, 2002), Freedman (1994, 2000), Grierson (2003b), 
Freedman & Stuhr (2004).  
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important for teaching and learning in a contemporary democracy. Students are confronted daily 

with a proliferation of international imagery which confounds established interpretations of the 

visual arts. Freedman argued that by broadening the field of art within art education students 

would be helped to respond to the rapid development of electronic media which is part and 

parcel of globalisation and would be assisted to interpret newly encountered images. Such 

interpretations would be based on meanings that have been defined through the previous use of 

related signs and symbols. This approach supported the claim that art is a form of cultural 

production whose point and purpose is to construct symbols of shared reality (Efland et al, 

1996). Freedman (2003: 5) referred to this method as an “intergraphical process (which) is 

didactic because it involves meanings that are learned and taught by social groups”. When 

images related to previous knowledge are integrated with visual sights/sites of visual culture - 

which range extensively from popular images, advertising, the internet, computer environments 

to the representation of visual environments of diverse cultures - new meanings of art emerge. 

Furthermore, the production of hybrid forms, ideas, processes and practices in the visual arts 

which may merge, oppose or interact as an outcome of accelerated immigration was seen as 

contributing to the globalised world of students‟ lived experiences. Freedman and Stuhr (2004) 

claimed that these forms of global culture function to produce “hegemonic, virtual realities, 

including our social consciousness and identities”. Further, Duncum (2001b) argued that visual 

culture impacts upon and reflects all sectors of society and provides freedoms to cross 

traditional borders which reveal people‟s attitudes, beliefs and values. Popular forms of visual 

culture, therefore, do not merely reflect social life; they are a major part of social life (Freedman 

& Stuhr, 2004). Teaching visual culture, then, was promulgated especially by those who claimed 

that the western distinction between high and low culture, with its hierarchical implications, is no 

longer valid. Studying the more inclusive category of visual culture was seen not only as a 

necessary shift from studying the art of the institutionalised art world but it highlighted the 

limitations of the western fine arts canon. As Mitchell (1995: 210) commented: 

 

The genius and the masterpiece will not disappear in the context of visual culture but the status, 
power, and the kinds of pleasure they afford beholders will become objects of investigation rather 

than a mantra to be ritually recited in the presence of unquestionable monuments.  

 

Visual culture education is not accepted without question, however. The issue arises, for 

example, as to what defines visual culture amongst the vast array of manufactured products, 

and who makes that decision. Moreover, the term „visual‟ was firmly rejected by Bolin and 

Blandy (2003) who questioned the desirability of visual dominance. They maintained that visual 

culture studies is too constraining and restrictive of a territory; that both the world of art and the 

world at large now employs a complex, inter-active range of sensory data. Their preference was 

for material culture studies which is broad-based in its meaning and describes all manifestations 
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of human production in the past and in our contemporary world. McCarthy et al (2003: 456) 

warned, also, that a form of multiculturalism configured through a proliferation of images could 

become reconfigured into a “normalized, non-politically charged discourse”. Attention is, thus, 

drawn to a number of problems confronting practitioners when designing and implementing 

culturally inclusive art education.  

 

3.5  Pedagogical issues for practitioners  

 

As demonstrated in this chapter, art teachers in the field are faced with an array of pedagogical 

approaches that can take into account the ethnic diversity and cultural differences of students 

living in a contemporary globalised world. They are also confronted by a number of issues 

which, it is claimed, have led to confusion and resistance to adopt critical pedagogical practices. 

The first issue is that misconceptions or myths about multiculturalism have arisen as a result of 

ignorance, fear, selfishness, and unwillingness by teachers to share or surrender privilege and 

power (Banks, 1993; Banks & McGee-Banks, 1989). Banks (1993) identified these myths as: 

the belief that multicultural education is for victimised minorities and is for others; that 

multicultural education is against the west and is hostile to the notion of excellence; that 

multicultural education divides rather than unites nations (especially in the United States which 

is already deeply divided); and that multicultural education will pass because it is a fad. Manley-

Delacruz (1995: 59) added two further myths which are relevant to this study – the belief that 

multicultural art education means teaching about art and artefacts of all cultures everywhere, 

and that multicultural art education is not about art because it does not focus solely on “a certain 

honorific or stipulated definition of art” based on western formalist aesthetics. Delacruz 

questioned why teachers cannot see that while multicultural art education acknowledges 

modernist western formalist aesthetics, it also “looks beyond form, medium and techniques… to 

the function and content of art, as a symbolic expression of belief about the nature of the world 

and one‟s place in it” (ibid). In this research the field work was informed by recognition of these 

myths, including the issue of depth of study compared with breadth; whether cultural coverage 

is possible or desirable; and if the exclusive use of western models of art is prevalent in art 

education at years 9-10.    

 

A further issue which had implications for the way data were analysed was the claim that 

misinterpretations of multiculturalism lead to dubious practices such as culture-hopping (the 

superficial study of numerous cultures), cultural appropriation (inappropriate copying or 

mimicking of cultural artefacts and symbols), disregarding cultural context, and re-defining non-

western art in terms of the western art canon (Delacruz, 1995; Chalmers, 1996; Andrus, 2001). 

It was claimed that such actions erode art education‟s multicultural goals, maintain racial and 
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ethnic stereotyping, and further remove art from its context. Despite its lack of conceptual clarity 

multicultural theorists, nevertheless, considered that multicultural art education remains an ideal 

vehicle through which people can reconceptualise who they are and what kind of people they 

want to be. What is required, they said, is avoidance of superficial quick-fix and recipe 

approaches at the expense of making a commitment to acquiring cultural knowledge. Whether 

art educators demonstrated preparedness to acquire cultural knowledge in any depth, or 

whether they resorted to „dubious practices‟, were concerns for the field work. 

 

Also of interest for practitioners was the suggestion that multiculturalism is against the notion of 

„excellence‟. Posited in the previous chapter, in the context of the culture of the western 

aesthetic, the issue of excellence was raised by Ralph Smith (1992b, 2002). Smith was 

adamant that advocates of multiculturalism want a pluralist, inclusive and non-judgemental 

curriculum that has no basis of rigour. Sitting firmly in the modernist camp, Smith believed that 

cultural pluralism creates contradictions and paradoxes that interfere with and debase a proper 

study of art; that a return to the principles of art, which are too often ignored in contemporary 

theories of art education, is needed. Holding the view that the inheritance of western culture is 

the source of excellence in art, Smith was scathing of postmodern deconstructionist tactics, 

socio-cultural approaches, and variants of visual culture studies which devalue art making 

based on modernist principles. Moreover, he expressed doubt that it is possible to have a 

curriculum which fairly balances tradition and multiculturalism since many of the ideas of the 

pluralists are incompatible with conventional thinking about art education. A recurring theme for 

Smith is that attention given to equity and inclusiveness has resulted in mediocrity, that 

excellence has been sacrificed. Likewise, Zimmerman (1997) raised the question: “can we be 

excellent and equal too?” Her view, albeit more moderate than Smiths, was that teachers 

needed to foster aesthetic excellence and employ strategies appropriate to students‟ learning 

styles and cultural backgrounds. Both Smith and Zimmerman based their rationales on the 

assumption that western art is a world-wide standard by which to evaluate artistic performance. 

Understanding of these debates meant that the issue of the appropriate means to measure 

performance and questions of excellence was raised during the field work, especially in schools 

in which academic achievement was a priority.  

 

These debates gave rise to questions relating to the primacy given to modernist fine art, an 

action which was seen to be in conflict with critical multicultural art education pedagogy. 

Freedman (1994) identified several myths related to modernist interpretations of art that are 

significant. Among them are notions that fine art has inherent value; that it is a universal 

language and can be studied outside of production and appreciation; that fine art is 

distinguishable from other forms of art; that it can be understood using western aesthetic 
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models and is interpreted by experts; and that instruction in art should always begin with 

objects. Chalmers (1999) also believed that students are indoctrinated into believing that fine art 

produced according to European values is seen as the „right‟ art. Indeed, evidence from 

international sources showed that students of minority cultures experience pain and loss 

through constant exposure to western fine arts images, objects, and publications which transmit 

racist messages of exclusion (Boughton & Mason, 1999). The issue for pedagogical practice is 

whether the essentially Eurocentric construction of modernism should give way to the 

postmodernist stance that a culture and its products can only be evaluated within its culture of 

origin (Efland et al, 1996; Duncum, 2001a, 2001b). In these terms, postmodern attitudes toward 

culture would bring a new focus to multiculturalism by questioning the modernist multicultural 

premise that there is a norm of universality applicable within any culture. This view was 

supported by Jacobs (2002) who argued that multiculturalism within the modernist fine art ethos 

is assimilationist and only pretends to inform about and sustain the cultures of „others‟; that it is 

insufficient and damaging to merely look on at other cultures without confronting the nature of 

difference. The question of modernist fine art pre-eminence was an issue for this study. It 

informed the field work investigation and is revisited throughout this thesis in the context of 

curriculum development and pedagogical practices.  

 

A further pedagogical issue for practitioners is the difficulty of defining art within multicultural art 

education. While theorists argued that the visual arts are vital to all societies; that art is culturally 

powerful; that the arts have a highly significant role in communicating and maintaining the 

culture that produces them; and that art education should reveal the complexity, diversity and 

cultural dimensions of art and society, there remains the issue of what sort of art they are talking 

about.33 Just as interpretations of multicultural education are complex, there is a similar problem 

with defining art. Two questions posed by Duncum and Bracey (2001: 7), “What do we mean by 

art?” and “How can we know art?”, drew diverse responses from art educators world-wide. For 

example, New Zealanders Bracey (2001b) and Pearson (2001) were distinctly at odds with their 

Australian and North American counterparts (Duncum, 2001b; Garber, 2001; Freedman, 2001; 

Chalmers, 2001), thereby illustrating the complexity of the issue for practitioners. Bracey and 

Pearson argued, on the basis of institutional theory, that art is a distinctive social convention, 

that art education should limit its focus to examples of particular conventions, and that it should 

avoid the distractions of social education. Freedman (2001), identified earlier as a proponent of 

social reconstructionist multicultural education, opposed their notion that art education‟s focus 

should be upon a particular conception of art rather than exploring the social implications of the 

interactions of art education. In her view Bracey and Pearson appeared to be under the illusion 

that art education is only about a narrow conception of art, not about the complex social 
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 See Chalmers (1996), Boughton & Mason (1999), Freedman (2000), Ballengee-Morris & Stuhr (2001). 
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interactions, purposes and jurisdictions of education. She opposed their notion of art as „Art‟ 

with a capital „A‟, that art is for artists and other professionals, and that no one who is not closely 

linked to the production of art is of particular importance. In response to these questions, 

Chalmers (2001) preferred to ask “What is art for?”  He said: 

 

I posit that we get closest to „knowing‟ art (broadly understood as „visual culture‟) when we 
include the perspectives and lenses of a great variety of individuals and groups, across different 
cultures and time periods, who make „art‟, sell it, collect it, steal it, study it, use it, display it, label 
it, hate it and enjoy it. I want students to understand how, in a variety of contexts, visual culture is 
talked about, viewed, understood, valued, trashed, ignored, used and labelled (Chalmers, 2001: 
86). 

 
Such variable interpretations of art complicate consideration of what might constitute the art of 

art education which takes account of issues arising from ethnic diversity and cultural 

differences. While some suggested that the art of a culture must be studied within its social 

context, others supported art as a discipline in its own right. These differing points of view were 

used as a measure against definitions of art expressed by the key participants in this study. 

 

Yet another pedagogical issue which was important for this research is teachers‟ resistance to 

multicultural art education due to the perceived gap between theory and practice. Tomhave 

(1992), claiming to echo the views of many art teachers in North America, acknowledged that 

while the multicultural education theory approach is important in conceptualising an ideal for 

which to strive it is not viable in terms of practical curriculum application. He argued that 

teachers are not provided with the information and approaches required to make multicultural 

curriculum decisions. Freedman (2000) admitted that much of the work on social perspectives 

has been in the form of philosophical essays about the ethics of multicultural art education and 

what ought to happen in and through curriculum. Nevertheless she defended multicultural 

theorists, citing investigations concerning the art and cultures of many cultural groups.34 What 

was lacking in the international literature, however, was information on the degree of adoption 

by teachers of the models of multicultural art education explicated in this chapter, of the 

outcomes of approaches taken, and whether there is well-researched evidence of the 

empowering capacity of art within culture. The extent to which participants in this study were 

aware of the international literature on multicultural education, their perceptions of the gap 

between the stated ideals of theorists and pedagogical practices, and their knowledge of 

culturally inclusive critical pedagogies in art education, informed the data analysis.  

 

 
                                                 
34

 Examples cited by Freedman (2000) included guidelines for multicultural education (Wasson, Stuhr & Petrovich-
Mwaniki, 1990; Ballengee-Morris & Stuhr, 2001) and empirical research in classrooms on sociocultural perspectives 
(Freedman & Wood, 1999). 
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3.6 Conclusion 

 

Multicultural education is a concept, a process, and an educational reform movement. There are 

versions of multiculturalism which challenge the dominant power and knowledge structures that 

tend to create socio-cultural inequities and which provide hope for a more democratic society. In 

comparison, there are versions and understandings of multiculturalism which serve to reproduce 

existing political, social, and cultural conditions. In the literature on multicultural art education 

claims were made that art is not only a significant feature of cultural life in all societies, but that 

its practice can be remedial in empowering the disadvantaged. There existed argument that art 

can restore the personal and group identity of disempowered groups, notably the indigenous, 

ethnic and gender-related; that it can aid their struggles for status and equality. Others argued 

that art is a valuable means of coming to understand and respect others. There were calls for a 

more politicising role for art education that can inform opinion and shape attitudes; that 

multicultural art education has the potential to reconstruct society. It was claimed that 

broadening the definition of art to include visual culture empowers people to resist the worst 

effects of global mass culture, and to embrace global culture as an integral part of social life. 

Finally, there was the view that art education has a place in curriculum in enhancing the 

qualities of personal life within society for all individuals and groups.  

 

How far such claims derive from a desire to protect and defend the place of art in the 

curriculum, or from well-researched evidence of the empowering capacity of art within culture, 

was not easy to ascertain. What became evident was that the literature on general multicultural 

education derived very largely from western sources, even when commenting upon the nature 

and condition of non-western societies or cultures. Similarly, the literature related to the nature 

of art and its functions, although protesting the need to attend to the art forms of other cultures, 

generally took the western aesthetic as its point of departure. Indeed, priority was given to 

western notions of art, even when there were references to understanding the art of other 

cultures from the specific world-views of culturally diverse authors. As Desai (2003: 187) 

demonstrated in her review of Boughton and Mason‟s (1999) publication, which presented 

international perspectives on multicultural art education, notions of “the West and the rest” can 

be perpetuated discursively.  These orientations are not surprising given that multiculturalism as 

a movement had its roots in western society, in particular the United States. Moreover, most of 

the doctrinal commentaries upon the role of multiculturalism and multicultural art education 

focused upon inequity and its removal or at least its amelioration. Little was discovered in the 

literature about multicultural education for the benefit of groups or entities within a society where 

grievance over inequity was not a motivating force.  
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A critical approach to policy and pedagogy and an ethics that gives priority to equity and 

democracy as primary social objectives was seen as opening the way for an active engagement 

of social responsibilities of justice and cultural inclusion in art education which takes account of 

the ethnic diversity and cultural differences of all students. It was claimed that a reconstructive 

multicultural pedagogy can employ art in the service of social justice and pluralistic democracy, 

and operate as an instrument for reform in pursuit of equity. Within a social-reconstructionist 

framework art education can, thus, enable students to realise how power is associated with 

social affiliations, to deal with cultural complexity, and to initiate action towards equity. Further, a 

critical pedagogy which addresses the visual culture of today‟s globalised world was seen as a 

vehicle through which students could gain in-depth understanding of the cultures and cultural 

manifestations of culturally diverse societies. Art education, in these terms, becomes part of the 

democratic territory.  

 

Secondary schools, the focus of this study, reflect the increasing cultural diversity of New 

Zealand society. This suggests that if a central tenet of a democratic society is equity of 

treatment and access, then art in the New Zealand curriculum should take account of the art of 

all its cultures and critically explore the ways in which they are legitimated or rejected through 

policy and practice. Otherwise, art education will merely pay lip service to equity and may well 

perpetuate a monocultural way of thinking, knowing, representing and being, which 

disempowers the diversity of cultures in our schools. Mapping the field of international literature 

on the antecedents and perspectives on multiculturalism and multicultural art education, 

examining critical approaches to teaching and learning, and exposing issues confronting 

practitioners, offers diverse possibilities for pedagogical practices for culturally inclusive art 

education in this country. The desire to discover the ways in which art education is promulgated 

in curriculum policy, and enacted in classrooms in this country in the twenty-first century, 

influenced the choice of methodology and methods for this study. These are delineated in the 

next chapter.   
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CHAPTER 4 

 

DELINEATING THE PROCESS: RESEARCH METHODOLOGY AND 

METHODS 

 

4.1 Introduction 

 

The decision to posit the research methodology within the qualitative paradigm was founded on 

the nature of the problem. It was based on the necessity to search for and interpret meanings of 

culture, diversity, and difference and the art of culturally inclusive education within the 

framework of multiculturalism and multicultural art education. The choice of particular methods 

for this study, and the linking of them to desired outcomes, employed a range of interconnected 

interpretive practices. These methods correlated with the requirement to explore the possibilities 

of pedagogical practices for an art education which takes into account the ethnic diversity and 

individual differences within the cultures of students living in a nation-state and contemporary 

globalised world. They were founded in the pre-requisite to investigate the historical, social, 

cultural and political contexts in which art education developed in New Zealand, the political 

climate in which national educational policies were conceived, and the formulation of the arts 

curriculum. Furthermore, the particular methods were selected to facilitate the investigation into 

the nature of art education at years 9-10 in secondary schools according to the interpretations 

and behaviours of the participants in the social settings studied.  

 

4.2 Theoretical framework 

 

The nature of the research problem lent itself to a methodology underpinned by a constructivist 

interpretive paradigm, which “assumes a relativist ontology (there are multiple realities), a 

subjectivist epistemology (knower and respondent co-create understandings), and a naturalistic 

(in the natural world) set of methodological procedures” (Denzin & Lincoln, 2003: 35). An 

assumption of interpretivist research is that meaning is socially constructed, and that such 

meanings are derived through social interactions. For qualitative researchers, the construction 

of social reality is based on a constant process of interpretation and reinterpretation of 

intentional, meaningful, and perhaps ordinary behaviour of people and, as such, is always under 

construction and deconstruction (Denzin & Lincoln, 2003; J. K. Smith, 1989; Stake, 2000). How 

reality is understood, and how this understanding assists us to know and verify our knowing, is 

the central ontological concern of interpretivists. Unlike empiricists, who assume there is a 

reality out there that can be comprehended and understood untainted by the influences of the 
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observer (researcher), interpretivists believe that if there is a reality out there it can never be 

comprehended in an unmediated way. What is constructed as the „truth‟ is very much shaped by 

time, place, and social location (B. Smith, 2000). As arts-based qualitative researcher Eisner 

(1991: 46) persuasively put it: 

 

 Related to the impossibility of knowing the world in its pristine state – a kind of immaculate 
 perception – is the framework dependent character of perception. Perception of the world is 
 influenced by skill, point of view, focus, language and framework. The eye is not only part of 
 the brain, it is part of tradition. 

 

A decision was made, therefore, to use an interpretive case study approach in order to gain 

through fieldwork a better understanding of a particular case within the context of education 

policy, curriculum, and pedagogy. The option of using the flexible methodology offered by case 

study research was further influenced by Stake (2000) who emphasised that case study is not a 

methodological choice but a choice of object to be studied; that it is defined by interest in both 

the process of inquiry about the case and the product of that inquiry. An interpretive framework 

was therefore used to seek reliable (authentic) and context-rich interpretations of the 

phenomena under study in order to “transform understandings into forms that help us notice 

what we have learned not to see” (Eisner, 1995: 3). The conceptual structure of the case study 

was organised around issues which determined the fieldwork research questions, and which 

gave direction and “force(d) attention to complexity and contextuality” (Stake, 1995: 16). These 

issues, identified from the literature pertaining to interpretations of culture, multiculturalism and 

multicultural art education and to culturally inclusive pedagogies, to the historical moments that 

have helped shape art education in this country, and to the development of curriculum policy in 

New Zealand, were used to seek out “compelling uniqueness” (Stake, 2000: 440). During the 

analysis of the literature, and throughout the field work investigation, further issues and 

questions emerged through progressive focusing. The relationship between the research 

question posed and the purposes of the research needed clarifying throughout the study (K. F. 

Punch, 1998). For example, the research question was modified from that originally framed in 

the research proposal.  

 

4.3 Research settings and participants 

 

Qualitative inquiry, in comparison with quantitative methods, typically focuses in depth on 

relatively small samples selected purposively rather than randomly. Sample size, the fitting of 

sampling strategy to the research problem, choosing information-rich cases, and the 

researcher‟s imagination and judgment are critical in the selection of participants (Miles & 

Huberman, 1994; Denzin & Lincoln, 2003). Using Patton‟s (1990) model of purposive sampling, 

art departments in seven secondary schools in the greater Auckland area were selected as the 
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possible sites for the study. Each school had national policy and curriculum in common and 

each offered art programmes at years 9-10, thus representing the field of inquiry. The choice of 

settings was also based on ERO‟s (2000) ethnicity-based definition of multicultural schools, the 

low to high (1-10) decile classifications of the schools, their geographical spread within 

Auckland, and the inclusion of single-sex, co-educational, state, integrated-state, and private 

schools [see Appendix A(i)]. A decision was made to exclude schools in which the researcher 

had conducted a fieldwork investigation for her Master of Education. Also excluded from 

selection were schools which have highly-sophisticated, well-resourced art departments with a 

large number of art teachers (each focusing on a specialist field of art practice), and which are 

known to be schools with a high level of student achievement. It was recognised that this 

purposive, rather than random, selection of schools represents a possible limitation in terms of 

providing a balanced overview of pedagogical practice.   

 

The rationale for inclusion of less culturally diverse schools was in response to claims by 

multicultural education theorists that attention should be given to cultures regardless of whether 

or not they are represented in a school‟s population (Sleeter & Grant, 1987; Kalantzis & Cope, 

1999). This view was supported by multicultural art educators who argued that to understand art 

from other cultures, and to understand cultures in general, art educators should, at the very 

least, be reflecting socio-cultural diversity in the curriculum (Chalmers, 1996, 2003; Ballengee-

Morris & Stuhr, 2001). However, it was the view of Kalantzis and Cope (1999) that multicultural 

education has focused too much on minorities, and should be for all, that most influenced the 

decision to situate the research in a culturally diverse range of schools.  

 

Following the purposive selection of the possible research settings, fourteen art teachers - the 

head of art department (HOD) and an assistant art teacher (AT) in each school - were informally 

approached to participate in the study. A letter to their principals informed them about the 

research and sought consent to formally invite the teachers to participate [see examples, 

Appendices C and D]. In my professional role I was well known to the schools and experienced 

little difficulty in gaining permission to conduct the research. Five of the seven schools selected 

(hereafter referred to as Schools A–E) agreed to participate. Just prior to the commencement of 

the study the two lowest decile schools withdrew from the project due to a change of HOD in 

one, and a major health issue for the other. Following consultation with the EdD lecturer who 

had supervised the research proposal it was decided to proceed with ten teachers in the five 

settings. It was anticipated that these settings would be small enough to allow sufficient depth of 

enquiry and a context-rich interpretation that was trustworthy, yet broad enough to represent 

what was perceived to be a sufficiently encompassing range to reach information redundancy 

(Sandelowski, 1995).  



63  

The decision to include the head of art department and an assistant art teacher (hereafter 

referred to as the „key participants‟) was to enable a variety of perspectives within, and between, 

schools to be heard. The criteria used for selection of the key participants was their differing 

ethnicities, genders, length of service, and the type of school in which they were located. 

Excluded from consideration as participants were those with whom the researcher has a close 

personal, as well as professional, relationship. A demographic reality, which was reflected in the 

sample, is that heads of art departments in Auckland secondary schools are predominantly 

Pākehā/European (83 percent) and female (76.6 percent) (J. Smith, 2005). A professional 

reality was that a percentage of the participants were likely to have been former students. A 

decision was made to exclude candidates who were students in the researcher‟s pre-service art 

and art history education courses from 2002. 

 

Subsequent to the commencement of the study, as an outcome of the progressive data 

analysis, a further six heads of art departments, and an expert in the field, were invited to 

participate [see Appendix A(ii)]. The HODs, hereafter referred to as the „complementary 

participants‟, were purposively selected using demographic information from an Auckland-wide 

survey (J. Smith, 2005). The principal criterion for selection was their extensive experience in 

the field, which ranged from twenty-three to over thirty years. Further, it was decided to invite an 

„expert‟ in the field of secondary school art education, my husband Peter Smith, whose 

knowledge and experience is considered pre-eminent, to contribute historical perspectives to 

the study. His participation was predicated on the understanding that ethics procedures permit a 

single interview (but not a series of interviews), which is able to be with a family member; that 

there would be no comparison with other experts; that the participant had agreed to be named; 

and that there was no undue influence (Ethics seminar, Faculty of Education, The University of 

Auckland, 27 October, 2005).  

 

4.4 Data collection methods 

 

Consistent with case study research, the perspectives of the ten key participants were gained 

through multiple data collection methods which did not privilege one method over another 

(Wolcott, 1994; Stake, 2000; Denzin & Lincoln, 2000, 2003). Critical document analysis, as the 

catalyst, was followed by a series of observations and interviews and the photographic 

recording of examples of students‟ outcomes from art programmes. Referred to by Wolcott 

(1992: 9) as “examining”, “experiencing” and “enquiring” these methods were selected to gain 

multiple perspectives on the issues underlying the research question and the subsequent 

implications for policy, curriculum, and pedagogy.  
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Document analysis 

 

The decision to use documented sources took into account differing points of view about this 

research method. While detractors dismissed documents as impressionistic snapshots, or crude 

empiricism, protagonists stressed their importance. Documents were considered valuable for 

this study for what lay behind them, their embedded meanings, what they purported to say, the 

language used, the explanations given for processes of programme development, and their 

depictions of priorities and goals (Patton, 1990; Hodder, 2003). Taken into account were claims 

by detractors that documents are not neutral artefacts; that they reflect as well as construct 

social reality and versions of events; that they are media through which social power is 

expressed; and that they may be seen as attempts at persuasion (T. May, 1997).  

 

The analysis of publicly accessible government documents, and the bureaucratic, institutional, 

and ideological environments in which they were developed in New Zealand from the 1840s to 

the late 1990s, provided a rich starting point for the analysis of schools‟ documents in terms of 

culture, policy, and curriculum. These government documents, in which the voices and 

perceptions of visionaries and bureaucrats were heard, informed the interviews with the key and 

complementary participants as well as the field work observations. Insights gained from analysis 

of the Thomas Report (DoE, 1944), the Art Education Junior Classes to Form 7 Syllabus for 

Schools (DoE, 1989), and the two key policy curriculum statements, The New Zealand 

Curriculum Framework (MoE, 1993) and The Arts in the New Zealand Curriculum (MoE, 2000), 

were critical for framing the interview questions and observations. Key evaluation reports (ERO, 

1995, 2000), purportedly a source for education policy and decision makers at national level, 

teacher training, boards of trustees, centre managers, and academic research communities, 

informed the questions posed to participants about definitions of multicultural schools and their 

characteristics, the degree to which schools in New Zealand are culturally diverse, the effects 

on schools of changing demographic patterns, and how such changes are shaped by 

government policy.  

 

Documentation from the five schools, as a means of providing insights into their philosophy and 

character, further informed the research. Schools‟ charters, mission statements, and strategic 

plans were scrutinised for references to culture and cultural diversity, and whether art education 

featured in these generic documents. Art department schemes were critically analysed for their 

interpretations in teaching programmes of national policy and curriculum. The position taken in 

each of the schemes towards issues of culture, multiculturalism, diversity, and difference was 

sought and provided a snapshot of the socio-cultural contexts in which they were conceived. 

Documents were used alongside each other and, when later juxtaposed with data obtained from 

observations, interviews and the photographic documentation of students‟ work, the connection 
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between stated objectives and practices became visible. This enabled the biases of each to be 

understood (Hodder, 2003).  

 

Observations  

 

The art room and school were regarded by Wilson (1997: 30) “as a text to be interpreted much 

as one might interpret a work of art”. This viewpoint, together with Eisner‟s (1991: 195) 

argument, that “the richest vein of information is struck through direct observation of school and 

classroom life”, was instrumental in the decision to collect data from observations. While 

maintaining that observation in interpretivist research is under-theorised and underdeveloped, 

Adler and Adler (1994: 389) conceded that it serves as a “powerful source of validation”. The 

aim of classroom observations was, therefore, to engage in the art department settings in order 

to experience and seek understanding of them, and to “perceive” (not merely “see”) and 

interpret what was happening (Sanger, 1996: 3). Various stances can be taken by the 

researcher - that of complete observer, full participant, or half participant-half observer. The 

decision to be a participant-observer was based on the desire to learn from, not just about, the 

key participants in the study (Sanger, 1996). Whereas in scientifically-based empiricist research 

the strategic quality of observation is achieved through pre-structured checklists or matrices to 

minimise ambiguity and maximise replicability, the strategic quality in interpretivist research is 

linked to the idiosyncracies of the researcher-as-instrument (Wolcott, 1995). This requires 

immersion and naturalistic participant (researcher) observation in the phenomenological 

complexity of the social settings observed (Adler & Adler, 1994; Angrosino & Mays de Perez, 

2003). An interest in understanding the „insider‟s perspective‟ is considered critical to the form 

and function of participant observation (Merriam, 1998; K. F. Punch, 1998). The challenge in 

this study was to combine participation and observation so as to understand the situation as an 

insider, while interpreting the situation for outsiders.  

 

The question of how much participation and how much observation should be enacted by the 

researcher relates to the purpose, scheduled time, and setting of the research. Sanger (1996) 

recommended that the participant-researcher role should take precedence in the first stages of 

fieldwork, during the period of negotiation and familiarisation. The first set of observations in the 

five art departments was therefore conducted early in the research and prior to the interviews. 

Data was subsequently collected from repeated observations of the ten art teachers at work 

with their year 9 or 10 students, in order to build trust and to look for confirmations and 

disconfirmations (Lincoln & Guba, 1985; Glesne & Peshkin, 1992). The process involved 

multiple sightings of selected phenomenon, each sighting coming from a different point of 

reference. Jotted notes, which provided the basis of more extensive field notes, were compiled 

immediately after leaving the field (Neuman, 1997). Follow-up discussions with key participants 
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of these written accounts of observations, as well as repeat episodes, were required to achieve 

data redundancy.  

 

The framework for observations was informed by the analysis of government, school and art 

department documents, by the complexity of issues articulated in the literature about culture, 

diversity and difference, and by multicultural pedagogical practices and the issues for 

practitioners arising from them. For the most part, observations in the art room settings focused 

on the relationship between practice and the stated aims in art department schemes; evidence 

in programmes of shifts that have occurred in curriculum over time; and, in particular, how the 

substance of art programmes relates to national curriculum policy and to the ethnic diversity and 

cultural differences of students in their classrooms. The interactions of the key participants with 

their students was informed by what Palmer (1998) called a capacity for connectedness with 

students. Fine (1991) claimed that teachers who feel they have autonomy in their classrooms, 

and with their curriculum, generally also have high expectations of their students. These views, 

together with Hattie‟s (2003) claim that teachers account for about 30 percent of the variance in 

the achievement performance of students, became a focus of the fieldwork.35 Hattie‟s argument 

that student engagement will become the greatest problem to face New Zealand schools; that 

“engagement is in the hands of excellent teachers and inspiring teaching” (6), informed the 

observations in the learning encounter. Of particular interest was the link between what the 

teachers claimed to do and the reality of their practice. 
 

Interviews  

 

The decision to use interviews was influenced by exponents who considered the interview to be 

an essential, creative process and a highly interactive means of generating data (Eisner, 1991; 

Merriam, 1998; Fontana & Frey, 2003). There was much focus in the literature upon the 

dynamics of different methods of conducting interviews, styles that can be adopted, and the 

characteristics, strengths, and weaknesses of interviewing, recording and note-taking. The 

political nature of interviewing, and the care needed when planning interviews as a research 

method, became evident during the study. A principal task was to create the necessary 

conditions to optimise data generation and meaning. This depended, on the one hand, on the 

participants‟ accessibility to the information sought, their understanding of what was required of 

them, their motivation to be involved, and the feeling that their answers were valued (T. May, 

1997; Tolich & Davidson, 1999). On the other hand, the key to getting good data from 

interviewing is to ask good questions, thus making the interviewer a key instrument in the 

                                                 
35

 Hattie (2003: 8-9) reported that there are six major sources of variance in student achievement: Students account 
for about 50 percent, teachers for about 30 percent, and schools, principals, home and peer effects each account for 
about 5-10 percent.  
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research (Merriam, 1998). A further consideration was the potential threat to validity in 

interviewing, including distortions of what is heard (mis-hearing, mis-transcribing, mis-

remembering), omissions, and the effect of researcher subjectivity on data (Adler & Adler, 1994; 

Angrosino & Mays de Perez, 2003). It was suggested that the desire of participants to be seen 

in the best possible light might also cause them to provide expected, rather than true, 

responses. To counter such effects it was necessary to both acknowledge the reflexive nature 

of social research and to employ a reflexive approach throughout.  

 

Differing methods of interviewing were considered for this study. The use of highly structured 

interviews, which seek closed responses through preordained questions asked in 

predetermined order, was dismissed as being too limiting to the naturalness and relevance of 

questions and answers. Similarly, unstructured interviews which take the shape of controlled 

conversation using open-ended questions, and which can be less systematic and 

comprehensive if certain questions do not occur naturally, were not used. Instead, three semi-

structured interviews were conducted over several months with each of the ten art teachers in 

the five secondary schools. The interviews with these key participants were guided by some set 

questions and prompts which sought open responses that could form the basis of further 

questioning, to seek clarification and elaboration as they proceeded. Careful framing of 

questions, in order to make discussion of these issues accessible to participants, was 

necessary [see examples, Appendix E(i)-E(iii)]. Claims by Patton (1990) that salient points may 

be inadvertently omitted in semi-structured interviews, and that interviewer flexibility in 

sequencing and wording questions may also result in substantially different responses from 

different perspectives, thus reducing comparability of responses, were taken into account. It was 

found, in fact, that this type of interview allowed for freedom to probe beyond the answers (T. 

May, 1997; Fontana & Frey, 2003). Data from interviews with the key participants were 

subsequently used in the triangulation process with the document analysis and observations. 

 

During the analysis of data from the first set of interviews with the key participants it became 

apparent that most were unaware of the historical developments in art education in this country. 

The majority had been teaching art for less than fifteen years thus were not cognisant of the 

shifts that have occurred over an extended period. It was decided, with the approval of The 

University of Auckland Human Participants Ethics Committee, to conduct an email interview with 

the six complementary participants, referred to earlier. The questions were designed to seek 

their views on the factors that have shaped art education in New Zealand over a more extensive 

time frame than was accessible to the majority of the key participants [see Appendix E(iv)]. 

Questions for the semi-structured interviews with the key participants, the email interview with 

the complementary participants, and the single interview with Peter Smith, were informed by the 
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analysis of government and schools‟ documents and art department schemes, the critical 

literature which focuses on developments in general education and art education policy and 

curriculum, issues raised by art education theorists in New Zealand, and the field work 

observations. They were shaped by international perspectives on the complex interpretations of 

multiculturalism and multicultural art education theory, and the issues of culture, diversity and 

difference that underpin them.  

 

Photographic documentation 

 

The decision to document examples of year 9-10 students‟ outcomes from their art programmes 

was influenced primarily by the perspectives of Hodder (2003), and the desire to present 

concrete visual evidence in the context of the research question. Hodder argued, albeit in the 

context of material artefacts, that analysis of such material traces is important for providing 

alternative insights into the interpretation of social experience. Artefacts, in his view, can be 

regarded as cultural texts and representations of the attitudes and practices in the teaching and 

learning encounter. The aim was to ascertain what insights could be gained, in addition to 

observations, from the photographic documentation of classroom displays, students‟ outcomes 

in workbooks and journals, and of work in progress and on completion. Furthermore, insights 

were sought from the visual documentation of the teachers‟ interpretations of the art curriculum. 

 

4.5 Ethical considerations 

 

Stake‟s (2000: 447) reminder that “qualitative case study researchers are guests in the private 

spaces of the world… that their manners should be good… and their code of ethics strict” was 

complemented by Snook‟s (2003) dictum that the responsibility of field workers is to their 

subjects first, the study next, and themselves last. From a specifically New Zealand perspective, 

Tolich and Davidson (1999) stressed that the social researcher in this country must think of it as 

a small town in order to protect the participants. Pertinent, also, was Snook‟s (2003: 165) 

warning to researchers to recognise the “power component” of their work when there are 

disparities between the researcher and their subjects. In this study, not only were the research 

settings situated in the researcher‟s professional location, Auckland, but nearly all the 

participants were known to her either as former student teachers or colleagues in the art 

education community. Many were aware of her professional roles, including teacher educator, 

curriculum policy developer, examiner, moderator, and referee. Thus, while the role of 

researcher offered a new and different dimension to participants it was essential to be mindful of 

issues of power relationships. Moreover, an interest in the personal as well as the professional 

views of art teachers, and the circumstances of their work in art education, was an inherent part 

of the study. Personal convictions, responses, and reactions to issues of culture, 



69  

multiculturalism, cultural diversity and cultural difference can involve commitment, rejection, or 

apathy in respect of politically correct interpretations. Participants were potentially vulnerable, 

risking criticism, perhaps condemnation, for expressed or discerned views and attitudes.  

 

Snook (2003) cautioned, also, that ethics is not only restricted to individuals but must take 

account of the social and cultural groups to which individuals belong. This study included 

participants who identified as Māori, Samoan, Chinese Taiwanese, European (Dutch) and North 

American, as well as Pākehā, New Zealander, and European. This raised important issues of 

cross-cultural research, including negotiating access to ethnic minority groups (Troyna, 1995). It 

is claimed that research in New Zealand involving Māori has largely served Pākehā interests (G. 

H. Smith, 1997; L. T. Smith, 1999; Bishop & Glynn, 1999). This brought into focus the 

researcher‟s role in terms of professional integrity, as well as the question of whose 

interpretations were to be recognised in and through the fieldwork. A priority in this study was to 

recognise the voice and perspectives of all participants involved in and affected by it, regardless 

of race or ethnicity (Anderson & Stephenson, 2002).  

 

Before the research commenced the requisite support materials for ethics approval for research 

with human subjects were submitted to The University of Auckland Human Participants Ethics 

Committee for ethics approval. Once approval was granted, the purposively selected 

participants were approached to register their interest in being involved in the study. Following 

agreement by ten art teachers from five secondary schools a Participant Information Sheet was 

sent to each Principal/Board of Trustees member seeking formal permission to invite the HOD 

and assistant art teacher to participate, and to endorse that participation. Following the 

principals‟ endorsements the key participants, over 200 year 9-10 students, and the 

parents/guardians of students under the age of fifteen, received Participant Information Sheets 

and Consent Forms. Consent from parents/guardians was sought in regard to the photographic 

documentation of their son‟s or daughter‟s art works should it be selected for inclusion in reports 

on the research findings. Subsequent to the commencement of the study, the formal ethics 

procedures and processes for gaining informed consent were repeated with the six 

complementary participants and their principals [see examples, Appendices B(i)-B(ii) and C(i)-

C(ii)]. The agreement of all parties to voluntarily participate was based on full and open 

information about the aim of the research, the methods that would be used, the anticipated 

duration of the field work, and the consequences and possible risks. Confidentiality was assured 

against disclosure of personal data and private knowledge which could be considered 

damaging. Although Christians (2000: 139) claimed that “watertight confidentiality has proved 

impossible”, every attempt has been made through the use of pseudonyms and disguised 

locations to protect the identity of the art teachers, the students, and their schools. Prior to the 
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commencement of the fieldwork, one parent contacted the researcher‟s main supervisor for 

additional information about the anonymity of his son‟s art work (his son likes to sign his work); 

another gave consent for the researcher‟s presence in class but not for the photographic 

documentation of her daughter‟s art work if selected. 

 

An important ethical principle was to ensure accuracy of data from the analysis of documents, 

observations, interviews, and photographic documentation. Each of the data collection methods 

used involved particular ethical considerations. In terms of interviews, Fontana and Frey (2003: 

89) argued that while there are three traditional concerns for interviewing human subjects, 

“informed consent, the right to privacy and protection from harm”, there are other unethical 

practices which must be avoided. These include the covert use of recording devices, inaccurate 

and demeaning depictions in field notes, misrepresentation of opinions and ideas, manipulation 

of participants, and treating subjects as objects rather than individual human beings. Fontana 

and Frey‟s (2003) argument, that the quest for objectivity in qualitative research should not 

supersede the human element, was taken into account. The ethical considerations of 

observation, highlighted by Angrosino and Mays de Perez (2003: 135) in their discussion of the 

transition from the classic observer role of an objective researcher to interactive membership-

orientated researchers, were also noted.36 Furthermore, these authors alerted researchers to 

ethical issues of observer bias that may arise from the “distortion of ethnocentricism”, and the 

fact that the researcher “brings his or her distinctive talents and limitations to the enterprise” 

(112). In this study, openness and disclosure in a spirit of informed consent was paramount in 

exercising the role of participant-observer. Issues of observation, and how these were to be 

reported, were discussed with the key participants in advance of fieldwork. “Member checks” 

(participant validation) were used to endorse accounts of participants at interviews (Miles & 

Huberman, 1994: 262), with only two participants requesting amendments or additions to 

interview transcripts. Drafts of field notes, which revealed to teachers how they were quoted and 

interpreted, were sent to them for verification and signs of any concerns were sought (Stake, 

2000). Drafts of the photographic documentation of art programmes – three pages for each of 

the ten key participants – were verified by them as representative of the unit/s of work observed 

during the field work. The names and visual identity of students, where they occurred in the 

images, were deleted. Pseudonyms were assigned to the schools, art teachers and students. At 

the conclusion of the field work formal letters of appreciation were sent to each of the key and 

complementary participants and their contribution to the study endorsed in a letter to their 

school principals. 

 

                                                 
36

 Angrosino & Mays de Perez (2003) differentiated between the classic observer role of an objective researcher who 
is „extrusive‟ to the social setting, to a new context in which researchers define themselves as „members‟ of the 
setting, thereby becoming „intrusive‟. 
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4.6 Data analysis strategies 

 

The strategies employed in this study were influenced by Sanger‟s (1996: 73) argument that in 

qualitative research methodology “data analysis permeates everything we do as researchers…”, 

and by Wolcott‟s (1994: 37) wise proclamation that “research is a means of organising our 

thoughts to reach understanding, not an end in itself”. Moreover, the claim by Denzin and 

Lincoln (2003: 37) that “the interpretive practice of making sense of one‟s findings is both artistic 

and political” provided further direction for the analysis of data. In this study, the aim was to 

illuminate the complexity of issues brought to the debate through the representation of multiple 

perspectives and layers of meaning.  

 

Methods of analysis 

 

Stake (1995, 2000) maintained that in qualitative research there is no particular moment when 

the analysis of data begins. For him, it is a matter of giving meaning to first impressions as well 

as final compilations. Similarly, Neuman (1997) claimed that analysis and interpretation should 

begin from the very first sighting, so that the results of early analysis can guide subsequent data 

collection. Indeed, the analysis of the first set of interviews with the key participants resulted in 

the subsequent recruitment of the six complementary participants and the expert in the field. 

Interpretations from these first impressions informed subsequent interviews and observations. In 

this study, analysis was therefore a “less distinct final stage” (Neuman, 1997: 420).   

 

The intention, prior to the study, was to use the code-based, theory-building computer 

programme NVivo to aid management of the plethora of non-numerical and unstructured data 

generated by the qualitative methods used. The rationale for using a computer programme was 

that much of the data from the case studies in the five schools, and from the email interviews, 

would be in the form of free-flowing text. It was anticipated that the programme would support 

processes of coding this data in an index system, and for searching text to identify patterns of 

ideas, recurring themes, and important constructs. Such patterns and themes would be drawn 

from the research question and known in advance, but others would emerge unexpectedly from 

the analysis (Miles & Huberman, 1994). In the event, the analysis of data was carried out 

manually by the researcher. Bearing in mind Denzin and Lincoln‟s (2003: 37) assertion that 

qualitative research is endlessly “creative and interpretive”, and that qualitative interpretations 

are constructed, a process suggested by these authors was used in the study. Field text made 

from notes and documents in the field became the research text, which was then re-created as 

a working interpretive document before becoming the published text. Underpinning these steps 

was an “analytic hierarchy”, recommended by Ritchie, Spencer and O‟Connor (2003: 212), 

which depicts the stages and processes involved in qualitative analysis. This analytic structure, 
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a form of conceptual scaffolding, enabled movement between the data and the analytic 

concepts “repeatedly going backwards and forwards in order to produce greater refinement in 

the analytic account developed” (213). Thus the management of raw data in the initial stage 

employed Ritchie et al’s matrix-based analytic method in which a thematic framework (or index) 

was used to classify and organise this data according to key themes, concepts and emergent 

categories. From the identification of initial, lengthy lists of themes or concepts a manageable 

thematic framework or index was constructed for each research method and episodes therein 

and assembled electronically in tables. Indices for each set of observations and interviews, and 

for the written and visual document analyses, were formulated as data was collected. Links 

between categories were identified then grouped thematically and sorted according to “different 

levels of generality” so that each framework contained a hierarchy of main and sub-themes 

(222). The aim was to ensure that there was a conceptual clarity within the frameworks with no 

obvious areas of overlap or omission. Having established the initial conceptual frameworks the 

raw data was applied to them in a process that Ritchie et al call indexing, rather than coding. 

Each phrase, sentence, and paragraph of the textual data from observation field notes, 

interview transcripts, and documents was read in fine detail to decide “what is this about?” in 

order to determine which part/s of the index applied. Thematic summaries of data were then 

constructed on index file cards so that material with similar content or properties was labelled 

and physically clustered together. After each labelled piece of text had been examined for its 

content, sorting and synthesising began. In the process care was taken to retain key terms, 

phrases, or expressions as much as possible from the participants‟ own language. This indexing 

approach, applied systematically to the whole data set, enabled cross-sectional analysis. It was 

used to support thinking about the meaning of the data and to assist in creating an environment 

in which ideas and categories could be explored to enable questions to be asked, new ideas to 

be discovered and built on, and theories tested. 

 

Modes of data analysis and reporting  

 

The declaration by Sanger (1996: 100) that “the act of writing is an act of analysis”, was 

complemented by B. Smith‟s (2000: 196) argument that writing “as a continuation of analysis… 

makes us more conscious of the selectivity, partiality, situatedness and constructedness of the 

meanings emerging from our research”. The analysis of data, based on what was read in the 

written and visual documents and in the literature, what was seen in the classrooms of the ten 

key participants, and what was heard at the interviews, was used to make sense of what has 

been learnt in this study (Glesne & Peshkin, 1992: 127). Differing modes of qualitative data 

analysis and reporting styles, with which to re-construct and re-present experience, are 

possible. Options include explanatory, descriptive, and expressive modes although interpretivist 
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researchers are commonly flexible in combining modes of analysis and reporting. Neuman 

(1997), for example, maintained that no single qualitative data analysis approach is widely 

accepted. However, whatever mode is used to reduce and categorise data, assemble 

information, and interpret meaning from the displayed data it is an “iterative process based on 

the identification of patterns, themes and comparisons” (Miles & Huberman, 1994: 429). 

Explanatory accounts, for example, concentrate on an analysis of themes and patterns that 

combine to describe a case using a data management scheme to reduce data, display data, 

and draw/verify interpretations (Miles & Huberman, 1994). Descriptive accounts use data which 

has been categorised, with links between categories identified, to enable recognition of patterns 

and common themes. This mode involves the intuitive and artistic processing of data in order to 

evoke meanings through the vivid portrayal of instances deemed critical to understanding the 

idiosyncracies of the case study settings (Stake, 1995). A third approach, the expressive mode, 

most commonly used by arts-based researchers, aims to engage the reader and evoke 

reflection about the ethical integrity of current ideas and arrangements. It uses 

“connoisseurship” (a term coined by Eisner, 1991: 68) and image making through text to 

present poetic, evocative allegorical narratives depicting coherence and verisimilitude.  

 

A combination of these modes was used in this study. The research report thus sought to evoke 

a vicarious experience in the readers through the inclusion of accounts from the case study 

participants which present “insights into the distinctive nuances of a social phenomenon” (B. 

Smith, 2000: 185). In Chapter 8 the voices of the participants, supported by the photographic 

documentation of students‟ outcomes, were used to provide a sense of the immediate and the 

particular of the research settings, the idiosyncrasies of the ten key participants, and of their 

interactions with year 9 or 10 students. Perceptivity (discerning and selecting what is deemed 

significant to a particular context) and drawing together selections of what was seen, heard and 

read, were employed (Eisner, 1991). Careful consideration was given to what to include and 

exclude in the accounts. The selection of rhetorical devices, such as the descriptive terms 

employed or the sequencing of events, the incorporation of direct quotes as recorded in field 

notes or interview transcripts, and the representation of art programmes through photographic 

documentation, were critically considered in relation to the research purpose.  

 

4.7 Limitations and key assumptions 

 

The shape and form of this study highlighted a number of potential limitations. Foremost was 

the issue of validity, especially since validity of interpretations and meanings has long been a 

key issue in debates over the legitimacy of qualitative research (Lincoln & Guba, 1985; Maxwell, 

1992; Hammersley, 1992). Questions of legitimacy arise from the assumption that empiricism is 



74  

rigorous whereas interpretive claims are impressionistic, subjective, and biased. Mishler (1990) 

argued that validation has come to be recognised as problematic in a theoretical sense, rather 

than as a technical problem to be solved by rules and procedures. He proposed 

„trustworthiness‟ as a more useful reconceptualisation of validity that better fits the theory of 

interpretivism. To determine trustworthiness of evidence in this study, four criteria 

recommended by Lincoln and Guba (1985) were used - credibility (establishing the „truth‟), 

confirmability (demonstrating links between data, analysis and claims), transferability (providing 

„thick descriptions‟ of relevant evidence) and dependability (demonstrating reflexivity and 

responsiveness to the field). Denzin and Lincoln (2000) argued, moreover, that the quality of 

trustworthiness is demonstrated in interpretivist research more in the final research account 

than in the stipulation of methods used. These authors claimed that it is the inferences drawn 

from the data that are important, thus making validity relative to purposes and circumstances. 

Techniques were thus planned to minimise error, distortion or misunderstanding, and 

disconfirming evidence and contradictions were sought in order to demonstrate that the study 

was rigorous and trustworthy.  

 

A second limitation was the risk of generalisation in case study research. Thomas (2003), for 

example, warned of the possibility that generalisations or principles drawn from one case can 

not be applied to other cases. This impacts when readers are less interested in a particular case 

than in how that case can help them understand other similar people, institutions, or events. 

Thomas suggested that the risk of assuming that the results of other cases will align with the 

particular case can be reduced if “more than one entity” is studied to establish that confidence is 

able to be placed in conclusions from the first case (33). His argument influenced the decision 

to situate this study in several entities – five diverse secondary school art departments. Wolcott 

(1994), on the other hand, argued that every case is in certain aspects like all other cases, like 

some other cases, or like no other cases. The researcher concurs with Wolcott‟s view that a 

case is not so unique that lessons cannot be learned from it and applied more generally.  

 

A third possible limitation of this study could be, in the eyes of some, its confinement to art 

education in the secondary school sector. Perceiving this focus to be its strength, rather than a 

limitation, a deliberate decision was made to sacrifice breadth (transferability) for depth (Patton, 

1990). Prior to this study no evidence-based research on issues of cultural diversity in art 

education across any sector in New Zealand could be located. Furthermore, the paucity of 

research in New Zealand on issues pertinent to this investigation resulted in a dependence on 

sources drawn largely from the United States, Canada, Britain and Australia. Reliance upon 

models of multicultural theory and practice propounded by international theorists and 

practitioners to inform the fieldwork could be considered a limitation. This study of secondary 
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school art education at year 9-10 in New Zealand is thus intended to contribute some qualitative 

depth to the general field in this country, and beyond.  

 

Another possible limitation was the focus on art teachers and their behaviours and interactions 

in the case study settings. It was considered beyond the scope of the research to formally 

include students as participants. The year 9-10 students were not interviewed, but their role in 

shaping the experience was taken into account in the observations, in the photographic 

documentation of their outcomes from art programmes, and in informal interactions during the 

observer-participant encounter. The issue of researcher stance could also be considered a 

limitation. This study was approached from the perspective of a Pākehā/European teacher 

educator with an interest in issues of culture, multiculturalism, cultural diversity and difference, 

posited in the context of policy, curriculum and pedagogy in art education in New Zealand. A 

possible limitation was that the Māori, Samoan and Chinese Taiwanese participants might 

regard the researcher as an outsider or onlooker to whom they limit the kind and amount of 

information they are prepared to disclose. A further limitation could be that the researcher may 

be partisan in bringing to the research her own concerns and assumptions, arising from what 

she considers to be inadequate achievement by Māori and Pasifika students in educational 

terms (Troyna, 1995). Yet another limitation could be that the researcher‟s long-standing 

preoccupation with art education gives her a partial or biased perception of „good‟ practice. The 

researcher subscribed, ultimately, to Troyna‟s (1995) view that to do nothing is to defer to the 

status quo. 

 

4.8 Conclusion 

 

This chapter articulates the rationale for the theoretical framework underpinning the research, 

and the use of an interpretive case study approach. The choice of a flexible qualitative 

methodology and multiple data collection methods is justified in the context of the research 

problem. Who the participants were, and how the field work settings were selected, has been 

explained and validated. Ethical considerations related to each of the data collection methods, 

as well as the issue of the researcher‟s relationship with participants, are addressed. Strategies 

used to manage and analyse data from the investigation are outlined, and the modes of 

analysis and reporting have been explained. Supported by photographic documentation of art 

programmes in the case study schools, the report seeks to present insights into understandings 

of ethnic diversity and cultural differences. Underpinning the field work investigation was an 

examination of the development of art education in New Zealand, from the 1840s to the 1980s. 

The ways in which the present is located in the past is the subject of the next chapter.  
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PART TWO: CONTEXTUALISING THE DISCIPLINE 

 

CHAPTER 5 

 

LOCATING THE PRESENT IN THE PAST: HISTORICAL MOMENTS IN 

ART EDUCATION IN NEW ZEALAND 1840s-1980s 

 

5.1 Introduction 

 

Education is never a passive, autonomous or static activity: it manipulates as much as it is 

manipulated and reflects specific contexts. Educational histories document continuities and 

changes over time, and are able to throw light on and inform contemporary practice. Individual, 

group or institutional histories continue to influence change or the desire for change. An 

historical approach to understanding the development of art education in New Zealand from the 

1840s-1980s was therefore considered a critical dimension of this study. Beginning with early 

provincial and (non-state) missionary activity, this chapter is able to demonstrate mutually 

constitutive relationships between culture and politics in the development of education, state 

and nation (Stephenson, 2000). Beginning with the institutionalisation of utilitarian and civilising 

curricula for Māori and many Pākehā, and including the search for a New Zealand identity in art, 

and the authentication of the nation through manifestations of visual and material 

representations, art education is seen to play a crucial role in those processes.  

 

Developments in art education that occurred in New Zealand echo models of teaching and 

curriculum which dominated the western world at the time. Efland‟s (2004) identification of the 

principle visions of nineteenth and twentieth century art education in the United States provided 

a context for understanding developments in this country as it did in other western nations such 

as Britain, Australia and North America. Efland suggested there was a progression from the 

teaching of academic drawing, to elements and principles of design, creative self-expression, 

crafts (art in daily living), and to art as a discipline. His outline focused, however, exclusively on 

art education as seen through western eyes. As such, it does not take into account the art of 

„others‟ or art which falls outside the parameters of the Euro-western concept of the fine arts. 

Nevertheless, it provided a useful historical framework from which to determine whether, and in 

what ways, current art education in New Zealand is located in the past. Augmenting the 

historical commentary are the voices of the complementary participants in this research, six 

heads of art departments who have extensive experience in art teaching in secondary schools, 

as well as the perspectives of Peter Smith, an expert in the field. 
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5.2 Building the nation: 1840s-1930s 

 

The various phases of development during the colonial period exhibit in respect of the schooling 

of both Māori and Pākehā the politics of colonisation expected and desired to replicate the 

systems and values of the mother country, Great Britain. Settlement was based on the official 

goal of “reproducing British society” in the antipodes, not of “escaping it” (Willmott, 1989: 4).37 

Willmott suggested that children were taught that New Zealand was an outpost of Britain, that 

they were Britons rather than New Zealanders - “albeit second-class Britons” since they were so 

far from London – and that Māori inhabitants were “not genuine citizens” of this country because 

they were different (ibid). That the Europeans saw the Māori as being able to be „civilised‟ in no 

way supposed that their culture would be respected. The intention of nineteenth century 

educationists was to detach Māori children from their roots and to educate them to be 

conforming, if somewhat inferior workers, respectful of the new order. In the formation of 

educational policies during this period the emphasis in both governmental legislation for 

education and daily practice demonstrates the persistence of colonising power. To this end, an 

examination of the role of the colonists in the formation of education (including secondary 

school education) from the 1840s to the 1930s precedes discussion of the provision for Māori.  

 

A utilitarian schooling for settlers: Art education in the public schools 

 

Between 1840 and 1852 New Zealand, as a Crown Colony, was politically controlled from 

Britain. During the early colonial period some educational provision, run by churches or by 

individuals on a private enterprise basis, was established as the settlers arrived in New Zealand 

(Simon, 2000). The social and educational ideas the early colonists brought with them were 

acquired in Britain in the first half of the nineteenth century and the type of schooling that was 

provided, and the role played by colonists in shaping education in this country, was influenced 

by their experiences of the English and Scottish systems of the time (UNESCO, 1972). On the 

one hand, McDonald and Livingston (1984: 1) claimed that the pioneer settlers “never saw 

themselves as anything less than transplanted Englishmen and Scots, or anything more than 

subjects of the British Empire”. On the other, Stephenson (2000) argued that the extent and 

nature of earliest educational provision was shaped by circumstances in the settlers‟ new 

colonial homes and, with the establishment of politically distinct provinces under the 

Constitution Act, 1852, strong local loyalties and provincially defined identities were created. As 

provincial councils took responsibility for education in their area, education continued to reflect 

the respective histories of the colonists. 

 

                                                 
37

 Stephenson (2000) noted that for the people the goal was to escape the class-based society from which they had 
come, but the practice was to accept their classed location as common sense. 
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Simon (2000: 26) wrote of the “ideal of egalitarianism” being nurtured in the early years of 

European settlement. Despite the reality of a small élite of landowners, merchants and others of 

influence dominating the political and economic landscape of New Zealand, Simon maintained 

that the egalitarian ideal played a significant part in the establishing of the national education 

system. The New Zealand 1877 Education Act resulted in a state-provided, universal, 

compulsory and secular elementary school education system which reflected British and 

colonial influences, with an entitlement of up to eight years of free education (Renwick, 1986). 

The public elementary education in Victorian England, from which most of the colonists derived 

their educational ideas, was essentially a “cheap form of mass instruction designed to produce 

an orderly and literate working population” (UNESCO, 1972: 31). In an analysis of parliamentary 

debates leading up to the 1877 Act, Harker (1985) identified objectives relating to social control, 

economic productivity, social justice and electoral responsibility as being the principal 

arguments being put forward in favour of universal education. This supports the view that 

underpinning the 1877 Education Act was a concern to create an obedient, disciplined and 

industrious labour force which would enhance the economic prosperity of the country (O‟Neill et 

al, 2004).  

 

Although Beeby (1986: XVIII), Director of Education in New Zealand from 1940-1960, 

suggested that the difference between English schooling and the model developed in the colony 

was that from its beginnings New Zealand education “avoided the worst class distinctions of the 

English system”, this did not mean that class distinctions were not embedded in educational 

policy, or that issues of culture were not implicit in this. The reality was that the majority of 

students left school at the age of twelve to enter the workforce in a nation in which the 

infrastructure for agricultural and industry was still developing. Whilst wealthier British settlers 

had brought with them to New Zealand the nineteenth century concept of a “selective, academic 

secondary school, run by private enterprise” for those who could afford it (Beeby, 1984: 96), 

these perpetuated class distinctions and the privileging of ascribed status through a fee-paying 

system. This position was justified by the Minister of Justice Charles Bowen, who had drawn up 

the Education Bill, on the grounds that it was “not intended to encourage children whose 

vocation is that of honest labour to waste in the higher schools time which might be devoted to 

learning a trade” (NZPD, 1877: 37).  

 
A year later further regulations were enacted to establish the 1878 Standards Syllabus, the first 

national curriculum in New Zealand. The subjects offered, which closely related to the British 

model, included reading, writing, arithmetic, English Grammar, English composition, history, 

geography, elementary science, drawing, object lessons, vocal music, and sewing and 

needlework (for girls) (UNESCO, 1972). Chalmers (1999: 176) claimed that “in as much as art 

expresses a culture‟s values and aspirations (its “soul”) it should come as no surprise that art 
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education [in New Zealand] was… a major agent of colonization and cultural imperialism”. 

Drawing in the 1878 curriculum derived from developments in British art education which, in 

turn, were shaped by Britain‟s desire to train the manufacturing population in design so that the 

nation would be equipped to compete with, and outdistance, her international rivals. Macdonald 

(1970) cited examples of incentives being offered to encourage drawing at the first meeting of 

the Society for Encouragement of the Arts, Manufactures and Commerce in Britain in 1754: 

 

 And it being the Opinion of all present that ye Art of Drawing is absolutely Necessary in many 
 Employments, Trades, and Manufactures, and that the Encouragement thereof may prove of 
 great Utility to the public, it was resolved to bestow Premiums on a certain Number of Boys or 
 Girls under the age of Sixteen, who shall produce the best pieces of Drawing, and show 
 themselves most capable, when properly examined (Macdonald, 1970: 36). 

 

Thus, training good designers and artisans was the mission of England‟s first publicly funded 

system of Schools of Design established in 1837. According to British art educator, Steers 

(2006: 3), what becomes apparent from such historical records is “the paradox of competing 

utilitarian or liberal conceptions of art and design education”. Art, or rather, drawing and design, 

was clearly regarded as economic potential instead of a means of expression or any notion of 

art-for-arts-sake. This practice mirrored developments in America where Benjamin Franklin, one 

of the earliest advocates for the inclusion of art in the curriculum, wrote:  

 

 As to their studies, it would be well if they could be taught everything that is useful, and 
 everything that is ornamental. But art is long, and their time is short. It is, therefore, 
 proposed that they learn those things that are likely to be most useful and ornamental; regard 
 being had to the several professions (Franklin, 1749, cited in Brown, 1948: 25). 

 

The utilitarian stance which subsequently pervaded New Zealand‟s earliest approach to art 

education derived specifically from the South Kensington System of art instruction set up in 

Britain in the 1850s. This system of state-aided and controlled art schools and examinations 

was established for training art masters and examining generalist teachers in art. The essence 

of its twenty-three-stage syllabus, Course for Designers, Ornamentalists, and Those Intending 

to be Industrial Artists, published in 1853, “lay in the manner in which teachers and children 

were taught to exactly delineate plane and then solid forms… only at an advanced level was 

there any reference to nature” (Chalmers, 1990: 72). Drawing from plaster casts of sculpture 

and fragments of architectural decoration – „drawing from the cast‟ or „in the round‟ - was one 

form of instruction. Fry (1985: 147) reported that “the presence of replicas of Greek statues and 

Roman busts continued to haunt girls‟ schools long after the practice of „drawing in the round‟ 

had been dropped”. Indeed, plaster casts of sections of Michelangelo‟s (1501-04) eighteen foot 

high marble sculpture David – a foot, an ear, a hand and an eye – found their way into the art 

departments of co-educational, as well as single-sex schools. In the late 1960s, I used them for 
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teaching rendering in pencil of three-dimensional form. Ironically, these same plaster cast 

sections were among the resources observed in one of the field work schools in 2005, and 

developing skills in rendering form remains prominent in many classrooms today. It is not 

surprising, therefore, that in the 1878 New Zealand Syllabus education in art followed the South 

Kensington model. The order of instruction in drawing was as follows: 

 

 Standard 1: Freehand outline drawing from blackboard exercises (on slate);  
 Standard 2: The same, but more advanced and use of drawing book;  
 Standard 3: Freehand outline drawing in drawing book (from copies); 
 Standard 4: Outline drawing from models and other solid objects; 
 Standard 5: Practical geometrical drawing; 
 Standard 6: Practical perspective drawing (New Zealand Gazette, 1878: 1311). 

 

The South Kensington System was, moreover, to influence teacher training. Its formula was 

evident in the Auckland Teacher‟s College art course from its inception in 1881 to the mid-

1920s. Cited by Trussell (1981: 36), in his reflections on the first one hundred years of teacher 

education at the institution, “art = drawing” and “drawing = illustration”. Illustration required the 

“ability to copy Armor, Swords, Halberds, Galleons, Gondolas, Icebergs, Bird‟s feet (and) Kiwis”, 

many of which would unlikely to have been seen by students in New Zealand (ibid). The 

influence of the South Kensington system was also felt in the art schools established at Dunedin 

(1869), Christchurch (1882), Wellington (1885), Auckland (1889), and Wanganui (1892). 

Indeed, the first art schools were so dependent on Britain that students‟ work had to be sent to 

London for external assessment (Batten, 1989). All five art schools were headed by South 

Kensington trained art masters. The first, David Con Hutton (1843-1910), appointed as drawing 

master to the School of Art in Dunedin in 1869 arrived in New Zealand with “eleven cases of 

models and casts, and more were ordered in 1873” (Chalmers, 1990: 76). Included, 

undoubtedly, would have been plaster sections of Michelangelo‟s David. Hutton had the 

additional responsibility for teaching drawing in district high schools which also purchased casts 

and models. When specialist instruction in the district high schools was withdrawn in 1883, due 

to lack of financial support, Hutton’s Drawing Books, Parts I and II (1880, 1881), “the first to be 

published in New Zealand and written and illustrated in the South Kensington style”, continued 

to provide “much needed assistance to those classroom teachers who still taught drawing” 

(Chalmers, 1990: 77). According to Chalmers (1999: 176), “uniformity and conformity were 

important and the art educational policies of imperial and colonial governments were not 

questioned by the colonizers”. He pointed also to the clear division between the fine arts, as the 

preserve of the colonial upper classes, and the utilitarian and practical arts of the working 

classes. While the fine arts were fostered in the Societies of Art that were founded in Auckland 

(1869), Dunedin (1876) Christchurch (1880) and Wellington (1892) it was the utilitarian 

approach to art education that was to dominate for the remainder of the nineteenth century. 
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Debating whether art had any place at all in New Zealand education at this stage, Collinge 

(1978: 15) maintained that: 

 

 The main objectives of art education, such as it was, had nothing to do with childhood 
 expression or imagination. Drawing was thought to develop perception, to quicken the hand 
 and eye, and in addition was strongly linked to technical education…it was technical 
 education rather than art education that was being introduced (emphasis mine). 

 
Collinge‟s recognition of a link to technical education is significant and is central to 

understanding the nature of the development of secondary education in the colony. Until the 

early twentieth century secondary education in the selective grammar schools was clearly seen 

as linked to academic and professional futures. These followed the British model, in which the 

classics dominated the curriculum for boys, with a larger place for girls being given to modern 

languages, art and music (Murdoch, 1943). Whilst some higher education was available where 

district high schools had developed as extensions to the basic elementary provision, this was 

largely restricted to the Scottish influence in Otago, was limited in the content offered, and did 

not carry the status afforded the grammar schools. Technical education was to become integral 

to the expansion of secondary provision in the early 1900s and also to the continuing classed 

nature of opportunity.  

 

A framework for the introduction of technical education had been provided by the 1877 

Education Act, as evidenced in the emphasis on simple technical instruction, alongside drawing, 

as a compulsory subject. Indeed, the production of technical drawings and plans required by the 

trades reflected the utilitarian and materialistic values of a developing nation and the strongly 

embedded Victorian values of the work ethic. As secondary education became central to liberal 

policy at the turn of the century manual and technical instruction became the „common sense‟ 

preserve of the working classes. As such, the emphasis for art was on its vocational application. 

The struggle for status amongst the secondary schools also reinforced notions of subject status 

and perceived value of place in the curriculum. Attempts by Hogben, Inspector-General of 

Schools from 1899-1915, to persuade secondary schools to forsake the academic bias of their 

instruction in favour of a broader curriculum met with little success (Murdoch, 1943; DoE, 1978). 

The conservativism of the schools did little to foster the cause of art education. The focus of 

such art instruction as existed remained on copying from models, including pupils replicating 

examples by the teacher. A primary syllabus, introduced in 1904 by Hogben, purportedly 

replaced “the formality and rigidity of the old system” with one based on “freedom and 

adaptability” (DoE, 1978: 11). It was not, however, until the introduction of the 1928 Syllabus of 

Instruction for Public Schools (DoE, 1929) that an art curriculum included some scope for 

imaginative work and freedom for teachers to develop their own ideas. Despite this initiative, 

emphasis on skill in drawing continued into the 1930s (Collinge, 1978).  
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Schooling as an agent for civilising Māori: Art education in the Native Schools  

 

Paralleling the development of a utilitarian curriculum in the public schools, schooling as a 

civilising instrument was established for Māori pupils (Simon & Smith, 2001). While the first 

mission school was opened at Rangihoua in the Bay of Islands in 1816, and pupils were taught 

in te reo Māori (Māori language), instruction in public schools was in English. The British 

annexation, the signing of Te Tiriti o Waitangi–Treaty of Waitangi in 1840, and the associated 

policies of assimilation which followed marked the beginning of state involvement in Māori 

education. The Native Trust Ordinance, 1844, signalled the colonial policy of assimilation which 

was to prevail and to be written initially into the 1847 Education Ordinance and the practices of 

joint missionary/state boarding institutions developed under the legislation.38 Under the Native 

Schools Act, 1867, the government established a national, state-controlled system of village 

schools referred to as Native Schools, under the supervision of the Native Department. This, 

and subsequent Acts, adopted policies of assimilation which were considered to have a 

profound effect upon the language and culture of the Māori (Jones, McCulloch, Marshall, Smith 

& Smith, 1990).  

 

The effects of assimilation upon the art of the Māori were inscribed initially in the attitudes and 

actions of British missionaries and were later to shape art education in the Native Schools. 

Carline (1968) posited that the missionaries were loath to encourage or include the indigenous 

arts in education because of their connection to beliefs and values they opposed. Variously 

labelled as primitive, savage, tribal, or “objects of ethnological interest” (Chalmers, 1995: 116), 

these Māori taonga (treasures) were considered graven images by the missionaries. In cultural 

terms, their defacing of Māori carvings through such actions as the removal of genitalia, 

construed by the missionaries as obscene, represented an attack not only upon the art of the 

Māori but on the spiritual basis of their belief systems. Thus, the colonial form of art education 

as was provided in the Native schools had the specific purpose of aiding assimilation through 

breaking down of traditional structures and belief systems in order to make Māori conforming 

and useful citizens, albeit as labourers and domestics of a new social, moral and political order. 

Instruction was taken out of the hands of the kaumātua (tribal elders) whose influence was seen 

by colonial educators and many missionaries as demoralizing and regressive (Barrington, 

1987).  

 

One of the earliest insights into colonial attitudes towards education, art, and culture for Māori 

children was provided in The Native Schools Code, 1880. In this code the word Natives was 

taken to mean “Maoris and half-castes” (AJHR, 1880, H.-1F: 7). The “suitable persons” selected 

                                                 
38

 See Simon (1998a) for a comprehensive examination of assimilation policy and its impact as institutionalised in 
education. 
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to take charge of the Native Schools were usually a married couple, the husband‟s role being 

that of master of the school while his wife acted as sewing mistress. Indeed, sewing was to be a 

significant and examined part of the curriculum for Māori girls until the disestablishment of the 

Native Schools in 1969. The master‟s role, as well as instructing the children to read and write 

and speak the English language (with the aim of dispensing with the Māori language as soon as 

possible) and in the rudiments of arithmetic and geography, was to “endeavour to give them 

such culture as may fit them to become good citizens” within the framework of a dominantly 

British colonial culture (1, emphasis mine). This goal was exemplified in an explanation by 

James Pope of the role of the Native Schools. Appointed by the Department of Education in 

1880 as the first inspector of Native Schools, Pope (AJHR, 1880, E2: 16) declared that their role 

was: 

 

 [T]o bring to an untutored but intelligent and high-spirited people into line with our civilisation and 
 by placing in Maori settlements European school buildings and European families to serve as 
 teachers, especially as exemplars of a new and more desirable mode of life. 
 
  

In respect of art education only one reference was made in the 1880 code with elementary 

drawing listed among the Extra Subjects in which classes at Standards III and IV were 

examined (AJHR, 1880, H.-1F). Included in the list of text books for the subject was Hutton’s 

Drawing Books, Parts I and II (1880, 1881) which contained a series of graduated exercises 

which could be used by even the untrained teacher. These promoted the South Kensington 

system whereby “drawing had an „alphabet‟ – the straight line and the curved – and its form” 

(Eisner, 1972: 37). The specifications for the elementary drawing examination in the revised 

version of the Native Schools Code, 1897, in which Extra Subjects were now offered at 

Standards V and VI, continued to impose upon Māori children a Eurocentric notion of the arts as 

utility.  

 

A further historical insight into developments in art education for Māori was signalled in the 

Native Schools – Curriculum, 1902, with the introduction of a programme of Handwork (AJHR, 

1905, E.-2). Activities such as clay and plasticine modelling, cane weaving, woodwork and 

drawing were undertaken in the Native Schools between 1902-1906 “to provide interest to 

Native Study and to encourage attention to detail” (Simon, 1998a: 101). Photographs of 

children‟s work of the time show examples of leaves, swordfish and worms modelled from clay. 

It was indicative of the persistence of assimilationist policies and attitudes that weaving with 

cane, part of the British craft tradition, was introduced “despite the fact that Māori already had 

an extensive tradition of weaving with flax, kiekie, pīngao, and other plant materials” (108). 

Simon cited William Bird, newly appointed Inspector of Native Schools, as commenting in 1905 

that weaving with cane was “not altogether suitable for Māori girls, as they usually mastered the 

skills in one or two lessons” (Bird, cited in Simon, 1998a: 108). Bird‟s view, that “no educational 
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benefit was to be gained from including Māori weaving in the curriculum” (ibid), was indicative of 

his strongly assimilationist position (See Renwick, 2006). A further observation by Simon, in 

relation to the handwork activities undertaken in the Native schools, not only reinforced 

assimilationist policy but confirmed the devaluing of the indigenous Māori culture:  

 

[T]here is no evidence of Māori themes or motifs being acknowledged and incorporated into this 
work. In line with the assimilation policy, the very absence of Māori motifs or themes could well 
convey to the pupils that Māori traditions and styles of weaving and carving were less significant 
and less valid than those of Europeans (Simon, 1998a: 109). 

 

Handwork was to become officially enshrined in the curriculum in The Education Act, 1908 – 

Regulations Relating to Native Schools (New Zealand Gazette (NZG), 1908). In addition to the 

basic subject descriptors for each school level, detailed guidance was provided for elementary 

manual training in drawing. These offered insights into the nature of drawing instruction which 

could accompany any branch of handwork. For example, at Preparatory and Standard I levels 

pupils were to make drawings “with and without rulers of rectilinear figures, straight lines, 

angles”, and of “actual objects whose outlines consist of straight lines, e.g., a book, a slate, etc”. 

At Standard II drawing was from actual objects but “simple curves” were introduced, e.g., a key, 

a leaf. At Standards III, IV, V, and VI, respectively, drawing comprised “scale drawing”, “drawing 

with the aid of instruments”, “drawing from actual objects”, and “geometrical drawing” (2511). All 

pointed to a focus on the acquisition of manual skills. Indeed, the 1908 Regulations relating to 

Native schools stated that for all boys in every school some definite form of manual occupation 

must be provided, and for girls the instruction must include regular training in needlework or 

domestic duties, and in the case of older children in both. 

 

The same conflation of art with technical schools, as was apparent in the general schools, was 

evident in the Native Schools‟ curriculum. Moreover, in the revised regulations of 1915 (NZG, 

1915), handwork (including drawing) and “other manual occupations” continued to be included 

in the curriculum (1159). At first glance, a change of direction from earlier practices appeared to 

be signalled. For example, the stated aim of instruction in handwork and drawing at the 

Preparatory Division was to “awaken and develop the facility of observation, to train children to 

use hands and eyes in harmony, freely and correctly at will, and express graphically in suitable 

media the appearance (form and colour) of easily understood objects” (ibid). However, while 

large-scale work and the use of coloured crayons and chalk was encouraged and drawing of 

small objects was to be avoided, the “free expression through illustrative and imaginative 

drawing” remained firmly linked to “ideas formed in other lessons, particularly in nature lessons” 

(ibid, emphasis mine). In the Senior Division (Standards II-VII) highly detailed instructions 

provided for drawing and handwork further reinforced an occupational approach to drawing. For 

example, while “drawing is to be regarded as a means of assisting expression in the child‟s daily 
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life and study (it) should for this purpose be taught as a language rather than as an art” (1169, 

emphasis mine). Art was thus seen as a skill which could aid the learning of other subjects, a 

concept distinctly different from art as a means of personal expression and aesthetic 

development. This interpretation confirmed the prevailing view of art education that existed at 

the turn of the century. The notion of art and craft education, as was to be provided to Māori, 

was clearly based upon British models of industrial preparation and training. As a further 

indication that the European saw the Māori “as being able to be “civilized” (to become sort of 

second class Europeans)” the drawing curriculum included “suitably civilized and British objects 

for study” (Chalmers, 1999: 177). Thus, the 1914 regulations listed the following selection as 

suitable for Māori pupils in the Junior Division (Standards I-II):  

 

 Coloured beads or buttons (in groups), skipping-rope, hoop, wooden spoon, gridiron, wire 
 netting, envelope, slate, kite, knife, axe, football, toy flags, toy animals, ninepin, bow and  arrow, 
 horse-shoe, carrot, plum, apple, unserrated leaves, pansy, daffodil (NZG,1915: 1170).  

 

Listed as suitable objects for the Senior Division (Standards III and IV), the same bias towards 

European examples was evident:  

 

 Picture and photo frames, toasting fork, fan, croquet-mallet, spade, broom, cricket-bat, tennis 
 racquet, school-bag, tambourine, basin, wood-shaving, clock-spring, bag of sugar, lantern, 
 serrated and subdivided leaves, sprays of three or four leaves, twigs and small boughs, fruits, 
 feathers, shells, butterflies, fish (ibid). 

 

Even more curious, if not extraordinary, was the list for Standards V and VI pupils:  

 

 Bottle and vase forms, school bell, paper scroll, boot, hat, linen cuff, flower-pot, toy yacht, 
 Indian club, Japanese umbrella, draped shawl or curtain, doll, woodwork and garden tools, 
 kitchen utensils, simple science apparatus, fern and palm trees, grasses and rushes, celery 
 and rhubarb sticks (ibid).  

 

The move from assimilation to adaptation was signalled, however, when Native Schools began 

to use the public school‟s syllabus following the introduction of the 1929 Syllabus of Instruction 

for Public Schools (DoE, 1929). The subsequent Regulations Relating to Native Schools, 1931, 

marked the adoption of the cultural adaptation policy influenced by the 1925 British colonial 

policy for tropical Africa (Barrington, 1987; Simon, 1998b). That policy had its origins in theories 

of functional anthropology which proposed a means of adapting the cultures of native people to 

the new environments of colonisation, whilst sustaining the intrinsic social fabric and its arts, 

music and language. Until this time there had been no “official approval or encouragement for 

the schools to include Māori crafts or to incorporate Māori themes or motifs in their drawing 

programmes” (Simon, 1998a: 106). The new regulations appeared to validate aspects of Māori 

cultural knowledge as worthy of inclusion in the „New Zealand culture‟. From the 1930s, some 
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schools offered traditional or customary skills in whakairo (carving), raranga (weaving), whai 

(string figures) and kowhaiwhai (painting scroll work on rafters). However, what constituted 

appropriate Māori art, culture and knowledge was decided by Pākehā officers of the Department 

of Education. More importantly, said Kare-Ariki (2000), by designating it as Māori arts and crafts 

Māori cultural knowledge was reduced to the same inferior subject status that was, at that time, 

afforded arts and crafts in the mainstream system. Taught mainly on Friday afternoon when the 

„real‟ work of the school had been completed, it simply became a cultural addition to the mono-

cultural system.  

 

It is evident that the first one hundred years of art education in New Zealand, from the 1840s to 

the 1940s, was marked by an ethnocentricism in which the values derived from the cultural 

background of the colonisers were applied within the New Zealand context. These roots of art 

education carried into the mid-twentieth century notions of art as being formal, utilitarian, and 

essentially western. 

 

5.3 Developing a sense of national identity: 1930s-1940s 

 

From the 1930s, a number of historical moments in New Zealand prompted an educational 

revival which contributed to a growing sense of national identity. These events were to 

subsequently affect art education at primary and secondary levels for both Māori and Pākehā. 

Of particular significance was the search for a „New Zealand identity‟ in art and the 

authentication of the nation through manifestations of visual and material representations; the 

visits to New Zealand during the 1920s of educational theorists and psychologists influenced by 

such as Dewey, Freud, Jung, Burt and Piaget; the appointment of Peter Fraser as Minister of 

Education in the first Labour Government, which marked a turning point in official thinking about 

education; the 1937 New Education Fellowship Conference, which introduced progressivist 

ideas on education to primary school teachers; the 1944 Thomas Report, which held particular 

significance for secondary school art education; the appointment in 1946 of Gordon Tovey as 

National Supervisor of Art and Craft; and the introduction of Māori arts and crafts into schools. 

 

The search for a New Zealand identity in and through art 

 

Beatson and Beatson (1994) held the view that as well as arousing pleasure and constructing 

meaning, art is an agent of social cohesion; that art has an integrative function. They claimed 

that the “magnetism (of art) integrates isolated individuals into groups, groups into the nation 

and the nation into global culture” (223). The search for a distinctively New Zealand identity and 

style in and through art, as an agent in building the nation, is a subject that has long 
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preoccupied art historians, commentators, critics and educators.39 While Batten (1989: 213) 

argued that “there is no one search for identity, no one „New Zealand identity‟, for the frontiers 

of identity are forever shifting”, the quest for a New Zealand identity in art originating in the past 

continues to the present day.  

 

Brown and Keith‟s (1969) seminal publication, Introduction to New Zealand Painting, traced the 

phases in the development of nationalism through painting. Focus was upon a depiction of the 

scenic New Zealand landscape in the élitist western aesthetic and the exclusion of arts of the 

indigenous Māori.40 Until the 1880s this epitomised the quest for the New Zealand (white, male-

defined) identity in art. From the 1930s there was an explicitly-stated search for a national 

identity in painting and literature, for New Zealand subjects, and an identification of new 

hallmarks of the supposedly New Zealand style (Pound, 1982).41 Beatson and Beatson (1994: 

225) suggested that as successive artistic generations emerged after the Second World War 

this self-conscious quest for national identity receded into the background, to be replaced by a 

“postmodern awareness of the differences separating New Zealanders from one another”. In 

these authors‟ view, the metanarrative that was constructed by artists over sixty years ago in the 

name of New Zealand as a whole was disrupted by a variety of competing voices whose claim 

to Māori, Pasifika, female, and other identities “took precedence over being always and only a 

New Zealander” (225). As Batten (1989: 216) put it there was a realisation from the 1970s that 

“New Zealand subject matter and a truly New Zealand consciousness are two different things.”  

 

The impulse to develop a national style became more muted in the 1960s as artists and critics 

moved towards the international scene, particularly that of the United States, where abstraction 

and later abstract expressionism were a powerful influence. However, the banner of 

nationalism, and nationalistic mythology, was still a dominant feature in popular iconography. 

Icons of cultural nationalism such as the buzzy bee toy, silver fern, paua shell, kiwi bird, and the 

black singlet, swandri, gumboots and Dominion Bitter (DB) beer associated with the kiwi bloke, 

featured in the aesthetic, sociological and political statements of contemporary artists. The 

conferring of identity through nationalistic iconography and paraphernalia such as the „kiwi‟ was 

taken up, in particular, by the populist arts. The kiwi brand, first attributed to Australian William 

Ramsay who developed a shoe polish in 1906 which he named „Kiwi‟ in honour of his wife‟s 

country of birth, became synonymous with New Zealanders themselves following the Second 

World War (Barnett & Wolfe, 1989). 

 

                                                 
39

 See for example, Brown & Keith (1969), Docking (1975), Pound (1982), Bett (1986), Dunn (1991), O‟Brien (1996).  
40

 Pound (1983) drew a comparison between the way in which Pākehā and Māori are depicted in landscape 
paintings. The settler, with his back to the viewer, surveys the land; the Māori is contained within it.  
41

 Early representations depicted the Māori in the land adorned in feather cloak, hei tiki, ear pendant and huia 

feathers, posed in classical contrapposto, a taiaha in hand - the noble savage in a Utopian world (Pound, 1983). 
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In the belief that there is an absence of culture in New Zealand a category of kitsch 1950s-style 

artifacts, referred to as „kiwiana‟, is seen as the defining cultural touchstone. Barnett and Wolfe 

(1989) claimed that this was an outcome of a world transformed from the 1960s by social, 

political, economic and technological changes. Articulated and manipulated through national 

pageants, television commercials, advertising and the internet, manifestations of popular culture 

are designed to arouse Kiwi pride. Included in the smorgasbord of objects and images 

„trafficked‟ in the name of New Zealand culture is a vast array deriving from 

traditional/customary Māori art (Graham, 1995). Tourist vendors offer varieties of green plastic 

hei tiki (Māori pendant), T-shirts and tea-towels adorned with the flat patterning of the koru motif 

and dolls dressed in Māori costume. In their appraisal of the search for a national identity in and 

through the fine and popular arts Beatson and Beatson (1994: 226) stated that: 

 

 Whether sincere or factitious, the integrative function of such art is two-fold. Internally, it 
 encourages New Zealanders to shake off their rival identities as Māori or Pākehā, working 
 class or bourgeoise, men or women, and merge with the imaginary national family, its roots 
 deep in the good earth of Aotearoa. Externally, it creates a distinctive face by which New 
 Zealand can be  identified among the larger family of nations. It provides the icons through 
 which we know  ourselves and are identified by others.  

 

While these authors took this view of a distinctive New Zealand identity, within it there exists 

controversy and dispute, particularly in respect of what Māori see as unthinking and culturally 

inappropriate usage of taonga. Additionally, an increasing number of artists, both Māori and 

Pākehā, take a highly critical view of complacent assumptions about New Zealand identity.  

 

Changing perspectives on art education  

 

The quest for a national style in art in the 1930s coincided with New Zealand‟s emergence from 

the Great Depression. The first liberal/socialist Labour Government elected in 1935 was 

committed to new educational ideas, with Minister of Education Peter Fraser determined to 

initiate changes in the school system which were grounded in notions of equality of opportunity 

in education. Illustrative of Fraser‟s desire for change was his support for innovative ideas. In 

July, 1937, the New Education Fellowship (NEF), an organisation devoted to the propagation 

and sponsorship of new ideas in education, held its international conference in Australia. At the 

invitation of Fraser a delegation of eminent educationalists from the conference visited New 

Zealand and addressed large audiences in the main centres (see Campbell, 1938). A theme 

that ran throughout these meetings was “the need to cater for the individual student, whatever 

his abilities might be” (Beeby, 1986: xxii). Collinge (1978) noted that two of the speakers 

specifically concerned with the role of art in education – Lismer, a Canadian painter and 
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enthusiast for children‟s art, and Dengler, an Austrian who had worked with Cizek (an early 

theorist of „child art‟) - commented on the lack of progress in art education in New Zealand:42 

 

 The message given by Lismer in particular was a direct but revolutionary one for this country: 
 art should have a central place in the education of all children. Art was not something to be 
 placed on a pedestal, out of reach of ordinary mortals, but was to be brought within the arena 
 of active life, so that the attitudes and experience of the artist could be shared by all (Collinge, 
 1978: 13-14).  

 

The ideas introduced at the conference, which struck a chord with art educators in this country, 

were articulated by Eisner (1972) in his seminal publication Educating Artistic Vision. These 

ideas stimulated interest in the psychological and personality development of children, rather 

than in their acquisition of skills: 

  
 First, the Progressives were concerned with using art to unlock the creative potential each 
 child was believed to posses… Second, the Progressives were committed to the idea that art 
 ability unfolded, as a flower did, when the proper environment was provided… Third, the 
 Progressives saw art as a tool for tapping the imagination and providing the child with 
 nonverbal means of communication… Fourth, the Progressives viewed art as a field of activity 
 to be integrated or correlated with the other fields of study in the curriculum… Fifth, the 
 Progressives wanted the art experience to flow from the needs and experiences of the child. 
 The teacher was not to prescribe but was to guide and facilitate (Eisner, 1972: 52). 

 

While this meant that the focus on formal drawing, which had dominated art education in New 

Zealand for the previous one hundred years, turned to art as a creative activity the child-centred 

approach to art education was paralleled by a contradictory change in the 1940s in the 

conception of art‟s function in New Zealand society. The shift was towards the uses of craft, as 

much as art, in daily life and work.  

 

Clarence Beeby, then Director of Education, had been much impressed by the success of craft 

activity in households during the Education Emergency Scheme in 1942. This scheme, which 

necessitated the closing of most schools in the Manawatū, broke down the barriers between 

school and community. As Beeby (1992: 143) expressed it, “the public temporarily accepted that 

the arts could co-exist alongside serious subjects… This gave us the opening we needed and, 

after some fumbling, we got the authority to set up a system of art and craft advisers”. By now 

believing that art should play a central role in the education of all children, Beeby established 

the Art and Craft Specialist Service. With its early emphasis on three major crafts – textile crafts, 

clay modelling, and book craft – Beeby‟s initiative appeared to reflect something of the settler 

ingenuity in making things; the New Zealand do-it-your-self mentality, an aspect of this country‟s 

national identity which lingers today.    

                                                 
42

 In 1904, Cizek was appointed chief of the Department of Experimentation and Research at the Vienna School for 
Applied Arts; see Viola (1936) for a discussion on Cizek‟s beliefs on the development of the „creative power‟ that he 
found in all children, and which could blossom in accordance with „natural laws‟. 



90  

When, in 1946, Beeby appointed Gordon Tovey to be the first National Supervisor of Art and 

Craft the emphasis moved again – this time from craft to art (Henderson, 1998). Tovey, 

variously described as a “poet, writer, philosopher, romantic, educator, charismatic, and artist” 

did not fit the “stereotype of a departmental officer” (J. Smith, 1992: 9). The significance of his 

vision, teaching, and educational leadership - particularly in the context of primary education 

and within the broader climate of social and cultural change throughout the period - has been 

both eulogized and questioned. Bell (2005: 96) attributed the success of Tovey‟s vision to some 

simple reasons – it “employed a clear and easily articulated method; it was founded in a 

utopian, and cogently argued, theoretical perspective; and it was pursued with sincerity and 

commitment and promoted with a charismatic energy”. Tovey‟s views were also drawn from two 

influential books published in the 1940s – Read‟s (1943) Education Through Art and  

Lowenfeld‟s (1947) Creative and Mental Growth, both of which focused upon the psychological 

and emotional welfare of the child, with art considered a potent vehicle for its realisation. 

Tovey‟s premise was that promotion of the imagination was the natural birthright of all children; 

that freedom of children‟s expressive capabilities required the elimination of adult rules or the 

imposition of adult ideas or standards. He embraced, via inter-curricula activities, an approach 

which nurtured the child through encouragement rather than through instruction in skills. 

Although Efland (2004: 698) put the creative and expressive child art movement into another 

perspective, claiming that it resulted in “one of the first major culture wars that divided educators 

into traditional versus progressive enclaves”, Tovey‟s approach marked a radical break from the 

art education thinking that existed in New Zealand prior to the 1940s. Furthermore, it aligned 

with the social position of the Labour Government of the day towards education.  

 

Tovey was also to play an influential role in art for Māori children by promoting an education 

which drew upon Māori tradition (J. Smith, 1992). In 1946 the Department of Education 

appointed the first specialist instructors in Māori arts and crafts to the Native schools. Tovey 

was aware that there could be a “perceived conflict between the concept of child-centred, 

spontaneous creativity and the cultural and traditional initiation into the making and 

understanding of Māori art forms” (13). In 1954, with Beeby‟s support, he established the 

Northern Māori Project (1954-57) in five primary schools and a Māori district high school. 

According to Simpson (1974: 94), one of the principals involved, these schools were chosen 

because they were at a “considerable distance from urban influence” and “most of their pupils 

were bi-cultural”. Hardie (2005: 9), a former art adviser, described the programme as being 

centred upon the arts, using “rhythm in sound and movement, expression in poetry, paint and 

clay, (and) the natural environment both physical and spiritual, to energise and extend these 

children‟s thinking, performance, and self-confidence”. Traditional/customary Māori patterns 

were used in the art and craft work and Māori songs, dances, haka and legends formed, to 
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some extent, a basis for drama and movement. Hardie (2005) admitted that the loss of records 

and inadequate documentation of the programme made it difficult to assess its success. Peter 

Smith (personal interview, 12 July 2005), an art adviser at the time who had close contact with 

the project, took a cautious view. He had no doubts that Tovey‟s charismatic and enthusiastic 

style won the support of the staff of the schools involved, and that he was able to use his 

innovative pedagogy to motivate effective learning across a curriculum that previously had little 

appeal. What was more debatable, in Smith‟s view, was whether the project restored and 

enhanced knowledge of Māori art and culture or if, in fact, this was Tovey‟s prime purpose. 

Following the Northern Māori Project, and a parallel project by Elwyn Richardson at Oruaiti 

(Richardson, 1964), increasing attempts were made to “provide education with a Māori 

perspective” (Hardie, 2005: 9). By the 1960s the Department of Education had given its Art and 

Craft Branches responsibility for developing a programme for the teaching of Māori arts and 

crafts. Tovey recruited thirteen Māori art advisers who worked with him between 1948 and 

1961. Without exception, these advisers credited Tovey for the opportunities he gave them to 

“meet and work together…; to establish contact, often for the first time with Māori artists working 

in traditional ways…; to obtain the permission of Māori tribes to use traditional and protected 

information within the schools…; to contribute to a wider community responsibility…; and to 

pursue their own artistic development within the security of a departmental position” (J. Smith, 

1992: 137). Essentially, Tovey appeared to have given the Māori art advisers a sense of 

purpose within which exciting educational ideas could be matched to traditional Māori art 

practice, and a strong sense of collective security in the face of a dominantly Pākehā system. 

 

During the 1930s and 40s, while the creative child-centred approach to art education was being 

enacted in primary school classrooms, and pupils were beginning to receive instruction in Māori 

arts and crafts, the autonomy of secondary schools enabled them to ignore progressivism and 

maintain traditional academic programmes. In the secondary sector art was unimportant; at 

best, it could suit the unintelligent student. In his critical survey of the high schools in New 

Zealand Murdoch (1943: 155) stated that: 

 

 [A]rt… largely identified with one form of expression, drawing, has lurked in the dark corners 
 of the timetable, lucky to find an odd, preferably non-examination class with more than one 
 period a week to spare for it. Even as drawing, it has been narrowly conceived, mainly as 
 freehand or instrumental drawing… New Zealand secondary teachers are university 
 graduates, but no art figures even in an arts degree, and the schools must depend almost 
 wholly either on visiting art specialists or on such teaching as an untrained teacher can provide.  

 

Nonetheless, concern was being expressed by secondary school principals and teachers that 

from the 1920s stereotyped curricula and methods had forced them to ignore some of the 

obvious needs of many of their pupils. Following a survey of teaching opinion in 1936 the 

Secondary Schools‟ Association (STA) pronounced:  
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 That in the view of the proved necessity for adjusting the secondary school curriculum to meet 
 individual differences while retaining the elements of a liberal education, drastic revision is 
 necessary; That the curriculum, through prescriptive deference to external examinations and 
 to false  valuations… neglects the rich cultural province of art. It fails culpably on the creative, 
 artistic,  and physical sides (cited in Murdoch, 1943: 67, emphasis mine). 

 

These two resolutions reflected concerns still expressed today, as evident in the focus of this 

study. In common with issues enunciated in the 1930s is the current desire for a curriculum 

which meets individual differences, and which explores the rich cultural province of art. The 

reason these concerns remain as issues today is perhaps highlighted in Murdoch‟s (1943: 67-

69) study of the high school curriculum that was carried out some two years later. In 1938 only 

339 boys and 181`girls in New Zealand post-primary schools studied art and art appreciation; in 

the technical schools there were 127 and 256, respectively (157). Of the thirty-four state 

secondary schools Murdoch studied, only nine offered art as a subject for boys and ten for girls. 

Only forty-five pupils (out of over nineteen thousand) took art as a main subject course. Nor was 

it available as a subject for top stream classes, even at third and fourth form levels. In the 

district high schools, on the other hand, 32 percent of boys and 55 percent of girls took art and 

craft (Thom, 1950). As if to emphasise the essential subordination of art to the established 

academic subjects, the handicrafts were identified as important for children who „think with their 

hands‟. While art and craft clubs thrived in many secondary schools during this time, art 

remained a mere addition to the mainstream curriculum (Murdoch, 1943). A breakthrough for 

secondary school art education came with the presentation of the report of the Committee on 

the Post-primary School Curriculum (the Thomas Report) in 1944. 

 

The implications of the Thomas Report   

 

The Thomas Report (DoE, 1944) was a milestone in the development of secondary school 

education in so far as it called for all students to receive a balanced education through a 

compulsory common core of general subjects and a range of optional subjects. Moreover, this 

reorganisation of the curriculum was intended to put an end to the domination of secondary 

schooling by university requirements (Ewing, 1970). Although O‟Neill et al (2004: 30) argued 

that the move resulted in “more State-imposed curriculum uniformity… that a national core 

curriculum had arrived”, it advantaged the visual arts which had not previously enjoyed the 

status of a compulsory core subject. The findings of the consultative committee, set up in 1942 

to advise the government, were to be influenced by the liberal egalitarian model promulgated by 

Fraser in 1939. Aligned with this policy of equality of opportunity was the intention to reduce the 

rigid divisions between the types of secondary provision then available – the academic grammar 

school, the vocational technical high school, and the rural district high school – and to establish 

comprehensive secondary schools.  
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In declaring that “…the human values we sum up in the word „democracy‟ have too much been 

taken for granted”, the Thomas Report (DoE, 1944: 6) stressed the importance of giving 

adolescents a richer and better balanced education than they had had in the past:  

 

 The post-primary schools, no longer selective, must now cater for pupils of widely differing 
 abilities and interests (and that) …much harm is done by the common notion that the choice 
 is simply between a bookish „general‟ education for those with good verbal powers, and a 
 „practical‟ education of a narrowly vocational kind for those without them (7).  

 

In a comprehensive section devoted to music, arts and crafts the Thomas Report acknowledged 

that aesthetic studies, for the most part, had been given a minor role in the curricula of post-

primary schools. Official returns in 1942 showed that while some significant work had been 

achieved in the arts and crafts there was strong evidence that both examination pressure, and 

the needs of prevocational training, had resulted in a meagre share of schooling devoted to 

these activities. Many schools had made no attempt to include aesthetic activities in the 

curriculum of pupils taking academic courses and, where a school had recognised the value of 

aesthetic subjects, the time for them was mostly out of school hours. The Thomas Report 

suggested that an “intelligent parent”, would desire for his child the acquisition of a “reasonable 

degree of skill in art or craft”, and “would wish a daughter to have, in addition, the knowledge, 

skill, and taste required to manage a home well and make it a pleasant place to live in” (17). In 

the subsequent recommendations, “a Craft or one of the Fine Arts” was included in the curricula 

of all full-time students up to the School Certificate stage and, “For girls, Home Crafts” were 

regarded as “satisfying the requirement of a „craft‟” (12). This latter recommendation aligned 

with the focus on homemaking in the curriculum of the first Native District High Schools which 

opened in 1941, albeit with a quite different ideological rationale. Inspector T. A. Fletcher (cited 

in Simon, 1889a: 113) explained that the core curriculum for Māori students was to be:   

 

 [H]omemaking… in the widest sense, including building construction and all its features, 
 furniture making, metal work and home gardening for boys and home-management, including 
 cooking, home-decorating, and infant welfare for girls. The aim is to develop the tastes that 
 make the house not merely a place of habitation, but a home in the best sense of the word. 
 

 
This focus on homemaking, including the emphasis on developing „taste‟, perpetuated the 

Victorian moral expectations of women – the cult of domesticity and true womanhood - which 

prevailed from the early 1900s. Moreover, prevailing attitudes towards the arts (which were not 

regarded as the equal of academic subjects) were reflected in the recommended minimum time 

allotments for core studies and activities in the core curriculum. For example, in the first and 

second years 2.7 units (a unit being one hour a week throughout the school year) were 

suggested for music, art, or craft (including home crafts for girls). Alternatively, students could 

receive eight forty minute periods in the first year, and seven forty minute periods in the second 
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year. In recommending that all pupils in post-primary schools pursue a course in music, and in 

at least one of the arts or crafts, the authors of the report trusted that schools would give “a 

progressively generous interpretation to its spirit and give much more time to the Arts and Crafts 

than the minimum suggested…” (DoE, 1944: 41). Arts and crafts as leisure-time occupations, 

for those pupils who showed interest, were also to be encouraged. In doing so, the Thomas 

Report reinforced the notion generated during the colonial period, and perpetuated following the 

Great Depression and World War II, of crafts as more useful than the pursuit of fine arts. To give 

potency to this view the report outlined, in considerable detail, a recommendation for “a 

substantial Craft as a core subject” (42). It specified that: 

 

 Only those crafts which are capable of considerable development in the hands of a pupil should 
be selected, i.e., they should call out his powers and stimulate his creative ability; they should 
lead him to further practice in adult life or at least should establish criteria of design and 
craftsmanship that can be applied in later life. A good craft is also one that demands the 
disciplined attention of the pupil and gives in return for good work the joyful sense of 
achievement. The discipline of understanding the limitations of the material one is working with is 
an experience every pupil should have. It follows that the trivial crafts do not measure up to these 
standards, e.g. poker-work and barbola, should be excluded from the school. It should be added 
that pupils should be made aware of the history of the crafts they undertake, learning something 
both of their technical development and their changing social significance (43). 

 

 

It was expected that woodwork or metalwork would be the crafts most readily available in post-

primary boys‟ schools and that home crafts and embroidery would predominate for girls. 

Moreover, it was hoped that other crafts such as book crafts, lettering, textile crafts (spinning, 

weaving, and fabric designing), clay modelling, lino cutting and fabric printing, which did not 

require much equipment but met the required standard, would be practiced. Drawing, painting, 

and design were recommended as a core subject to be developed along with the practice of a 

craft. Strongly reflecting Efland‟s (2004) typology of the elements and principles of design as a 

vision for art education, the Thomas Report declared that “…ability to visualise and record the 

intended plan or design of any projected piece of work in line and colour is… fundamental to 

progress in Crafts… The teacher of Crafts should therefore encourage the practice of drawing, 

and teach the principles of colour and design” (DoE, 1944: 43). Although the report 

recommended that drawing as a “natural means of self-expression” be offered as an optional 

subject (ibid) far greater emphasis was given to design, with a sense of its value to the 

consumer society:  

 

Appreciation of good design should grow along with the practice of designing, and we suggest 
that teachers should give their pupils every opportunity to see and handle examples of work of 
first quality… We must remember that mass-produced articles need not necessarily be of bad 
design; they will improve only when people are able to distinguish and reject ugly things. The 
process of rejection might well begin in school. We recommend teachers… to direct the critical 
attention of their pupils to design in familiar things with which we come in contact in our daily lives 
– knives, forks, crockery, textiles, furniture, etc. (43-44). 
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The Thomas Report recommended, in addition to appreciating design, a focus on art 

appreciation. Activities suggested as valuable included exposing pupils to examples of work of 

high quality so that they might learn to discriminate between „good‟ and „bad‟ design.43 

Familiarising pupils with the work of the great masters “who have contributed to our common 

culture”, and giving talks on reproductions of paintings, sculpture, and architecture were 

recommended. It was considered desirable that the work of New Zealand artists should not be 

neglected. The authors applauded schools that annually acquired at least one significant work 

by a local artist, particularly when such acquisitions were not confined to painting but included 

“first-rate examples of modelling, pottery, sculpture (and) embroidery” (44). Further, the report 

recommended “that when the teacher is a practicing artist he should do some of his own 

creative work in the school so that pupils may observe his methods” (ibid). 

 

After nearly two years of consultation the proposals of the Thomas committee were embodied in 

the Education (Post-primary Instruction) Regulations, 1945 (DoE, 1945). The regulations 

specified the subjects in which every full-time pupil should receive instruction and set out the 

minimum number of hours per week that were required throughout the school year. However, 

drawing and painting were recommended as activities essentially for those pupils with special 

ability who would be granted access to facilities for drawing and painting at special art centres, 

during after-school hours.  

 

Particular attention has been given in this chapter to the Thomas Report and subsequent 

regulations because they throw important light upon the ideologies behind concepts of art and 

craft education of that time. They encapsulated, very firmly, Beeby‟s belief in the significance of 

a broad field of crafts education rather than a focus upon the fine arts. While Collinge (1978) 

saw this as a blemish, a focus upon the crafts could be seen more accurately as fulfilling the 

spirit of the times. The emphasis aligns, moreover, with Efland‟s (2004) identification of the 

elements and principles of design and of craft (art in daily living) as two of the dominant visions 

of nineteenth and twentieth century art education throughout the western world. By 1949, steps 

were underway in this country to develop senior technical colleges to meet the probable future 

needs of New Zealand industries (Beeby, 1986). 

 

 

 

 

                                                 
43

 Ironically, the notion of making judgements about „good‟ and „bad‟ design was a dimension of the secondary art 
teacher training course in the late 1960s mentioned by one of the participants. A lecturer trained in the British „art 
education for industry‟ mode displayed objects (such as teapots crafted in the shape of animals) which students were 
to „distinguish‟ or „reject‟ for their „good‟ or „bad‟ taste and design.  
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5.4 Asserting a distinctive Aotearoa/New Zealand character: 1950s-1980s  

 

While the climate in New Zealand altered with the defeat of the Labour Government at the end 

of 1949 Beeby (1986) maintained that there was no marked change in the general direction of 

education. Rather, he attributed a combination of the post-war baby boom, the policy of free and 

compulsory secondary education for all, and a growing tendency for secondary pupils to stay on 

beyond the minimum school-leaving age of fifteen (established in 1945) to the demand for 

“greater diversification of courses for a school population with increasingly varied abilities and 

purposes” (xxvii). Following the publication of the Education (Post-primary Instruction) 

Regulations, 1945 (DoE, 1945) new regulations for School Certificate were gazetted. The aim 

was to provide a wider range of options for students who had no intention of attending 

university. Until then, the secondary school curriculum had been dominated by the élitist, highly 

academic University Entrance Examination (Ewing, 1970). However, post-war thinking on 

education was to focus on events external to the school system, including the growing 

realisation that education had a vital role to play in industrial development. Beeby (1986: xxix) 

declared: 

 

 Without realising it, we were on the verge of a new era of planning, when economists 
 throughout the world were to discover that education is not just a form of consumption but a 
 national investment to be treated as respectfully as other forms of capital formation. 

 

Accelerating developments in secondary school art  

 

Indicative of this pragmatic approach to education in the new era, the revised School Certificate 

Art prescription was labelled Drawing and Design. Although craft and art appreciation had been 

recommended in the Thomas Report they remained confined to the compulsory core curriculum 

at third and fourth form level. The type of skills that pupils might develop in drawing and design, 

on the other hand, could well be useful in the workplace. Peter Smith (2005) recalled that the 

three-hour Drawing and Design examination he sat in the 1940s required drawing from common 

objects (such as a hurricane lantern), and the construction of geometrical drawings of the plan 

and elevations of regular solid forms (such as cones and cylinders). Throughout the 1950s, 

developments in secondary school art continued to be sporadic. A relatively short-lived 

innovation initiated by Tovey in 1951 was the appointment of liaison organisers to establish 

continuity in art education from the primary to the secondary sector. Refresher courses, advice, 

teaching notes, as well as photographs and slides for art appreciation were available for 

secondary school art teachers.  

 

Until the 1940s most training for secondary school art teachers had taken place in the Schools 

of Art. Although some teachers‟ colleges maintained a small university graduate division most 
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art school graduates entered directly into secondary school employment. In 1943 a secondary 

department was opened in Auckland, with responsibility for secondary art teacher training 

initially given to the primary college art department under Charlton Edgar. Subsequently, a 

specialist secondary art teachers‟ course, under the lectureship of Peter Smith, was introduced 

in 1953.  Smith, commenting on his course, noted: 

 

 The post-World War II years were exciting ones for New Zealand‟s art community as it came 
 to grips with European and American developments, particularly in the fields of post-cubism, 
 abstraction, expressionism, and in the design field of the Bauhaus. The schools of fine arts 
 clung to academy regimes but students began to be restless, influenced by such tutors as 
 Weeks, Sutton, Gopas, Allen and Nicholson. Upon entering the art teacher training course 
 they were excited to explore a wider repertoire of skills - painting, pottery, graphics, screen 
 printing, textiles, construction, and a variety of stylistic innovations. My background as an art 
 adviser  within the Tovey regime convinced me of the worth of creative art activity aligned with 
 children‟s developmental stages, but I now had to consider in more depth adolescent artistic 
 maturation. I began, too, to develop with students concepts of thematic programming rather 
 than „one-off‟ lessons. One of the problems was to find teaching practice placements in the 
 relatively few supportive secondary school art departments (Personal interview, 12 July 2005).  

 

Increasingly, visual arts graduates from Auckland‟s Elam, and Christchurch‟s Ilam Schools of 

Fine Arts, who sought careers as secondary school art teachers, entered the Auckland course. 

In 1968, Auckland Secondary Teachers College was established independent of Auckland 

Teachers College. That year its counterpart was established in Christchurch, including a 

secondary art teacher training course under Michael Eaton. However, in spite of more 

secondary schools beginning to employ art teachers, art education remained a poor relation 

within secondary school programmes. That poor status was confirmed by a survey conducted 

by Smith in 1965 for the then Art Teachers‟ Association; of 109 secondary schools returning a 

questionnaire only 30 offered art as a subject. This trend was confirmed by Collinge (1978). 

From a total roll of 22,613 students those studying core art numbered 8,655. Art in the senior 

school was even more abysmal. His report on a survey conducted by K. D. F. Graham in state 

secondary schools showed that as late as 1966 only 28 percent of all third formers studied art, 

while 72 percent took a craft other than art (for example, woodwork or clothing). In the fourth 

form 27 percent were taking art, and in the fifth form nearly 9 percent were studying Drawing 

and Design as a School Certificate subject. For the latter three-hour examination, teachers 

„schooled‟ students to execute passages of text in Roman lettering, make repeat patterns for 

wallpaper or fabric, and create book illustrations, record covers and posters. The drawing 

examination comprised illustrating passages of verse or poetry and, invariably, an excerpt from 

a Māori legend. The conscious inclusion of Māori myths and legends in art examinations of the 

time paralleled the choice of subject matter in art works of the 1960s and 1970s by some of the 

Māori artists recruited by Tovey.  
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By the late 1960s secondary school art teachers and teacher educators, dismayed at the lack of 

support for their subject, realised that „respectability‟ could only be achieved if art became a 

subject for entrance to university. This opportunity was provided by the establishment of an Art 

History Department at Auckland University. Thus, in 1968, Art History (but not art) became a 

University Entrance subject in secondary schools. The prescription required a survey of 

European fine arts from Greece to the present, thereby perpetuating an emphasis upon the fine 

arts of the western world. According to Peter Smith (2005) “the introduction of Art History as a 

senior examination subject served to put art on the map in terms of both practice and 

enrolments”. The eventual introduction of University Entrance and University Bursaries Art and 

Art History examinations, as well as the then-radical School Certificate Art in 1974, rapidly 

changed the face of art education in secondary schools.44 In Art in Schools: The New Zealand 

Experience (Thorburn & Smith, 1978), which traces art education in this country from the 1930s-

1970s, the authors reported that in 1976-77 art advisers, inspectors, teachers‟ college lecturers 

and primary and secondary teachers came together and compiled a statement of aims. 

Furthermore, this publication provided professional support through its documentation of 

programmes in schools across all sectors throughout New Zealand. While the Art and Craft in 

the Primary School (DoE, 1961) provided primary teachers with a syllabus on which to develop 

their own programmes there was no equivalent syllabus for secondary art teachers. 

Unencumbered by a syllabus, but guided by the Art in Schools publication, secondary art 

teachers enjoyed the freedoms of planning and implementing programmes which encapsulated 

their interests.  

 

Nonetheless, the complementary participants in this study – the six heads of art departments 

with extensive experience in the field – reported that prior to the introduction of a national 

syllabus in 1989 art played an insignificant role in the curriculum of their schools. Heather, a 

teacher since the 1970s, noted that “there was definitely an attitude with my school hierarchy 

that saw art at years 9 and 10 as secondary in importance to the key subject areas… it was 

seen as recreational time and not essential”. Her junior art programmes were based on “a 

simple and basic scheme” which focused on the development of skills, techniques and 

processes and an exploration of a broad range of media through a range of activities. Margaret, 

a teacher for nearly 25 years, recalled that “art was seen as an „addition‟ to the curriculum, 

where students were largely given taster/token classes that were more often called „art and 

craft‟ and explored a huge variety of subject matter”. Programmes, she said, were “generally left 

up to the discretion of the individual as to what they might entail”. Her units generally had a 

thematic base that was used to cover “basic elements in art such as colour, line, form, etc”. 

                                                 
44

 These senior examinations which were, undeniably, the agents of curriculum change, also became a means of 
control. Dominated by a focus on art making according to the western fine arts aesthetic, their influence has filtered 
down to the junior levels (J. Smith, 2000b). 
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Jennifer, a teacher for over 30 years, recalled that “in the 70s, core art was very activity and 

skills based”. Programmes were designed to give “a range of experiences in making art and 

craft objects and the primary objectives were activity-based and product-orientated… there was 

little sense of a progression from one level to the next”. Hannah, in teaching for nearly 30 years, 

similarly recalled that “art making, including investigating techniques, was the primary focus of 

our teaching”. Robert‟s memory of the two secondary schools he taught in at the beginning of 

his career was of “very ad hoc programmes”. He recalled there was “a focus on making art, 

often with a very mono-cultural bent… Māori and Polynesian art essentially was just paid lip 

service”. Robert also noted that there was no emphasis on “using the lower school as a 

potential catchment area for senior art”. For the majority of these teachers core art comprised 

teaching the basic principles of art, skills, techniques, and processes through a variety of one-

off lessons and short-term two-dimensional and three-dimensional activities. Heather‟s 

observation that, “up until the 1980s there was limited emphasis on developing ideas, 

interpretation and understanding within the students‟ context”, was to be addressed in 1989. 

 

The significance of the 1989 art education syllabus  

 

The creativity rationale for art education and the commensurate interest in personality 

development, so strongly advocated by Read (1943), Lowenfeld (1947), Tovey and others, 

dominated the field world-wide well into the 1960s. During the late 1960s and early 1970s a new 

generation of scholars and educators began to question that direction and to suggest, for the 

first time, that the study of art-for-arts-sake was worthwhile (Eisner, 1972). The new approach 

advocated art learning activities that fostered understanding of the world of art, awareness of 

the concepts, language, and approaches useful in responding to art, as well as activities that 

resulted primarily in art production. This was the climate in which the Art Education Junior 

Classes to Form 7 Syllabus for Schools (DoE, 1989) was developed. Thus, the introduction to 

the syllabus articulated how “the best of current practice in primary and secondary schools”, the 

“changing educational needs of society”, as well as the “shift and alteration in New Zealand 

society and its cultural and artistic character”, were taken into account (DoE, 1989: 3). Indeed, it 

was claimed that: 

 New Zealanders have come to realise that they live in a culturally diverse society made up of 
 complex relationships, and rich in diverse contributions (ibid). 

 

The 1984 exhibition, Te Māori, was cited as affirmation of the “significance and richness of the 

indigenous art of the Māori people” (ibid).45 In addition, the syllabus acknowledged the many 

cultural groups within New Zealand society, albeit with only one reference (see above) to a 

“culturally diverse society” (ibid). Further, it claimed not to make separate reference to Māori or 

                                                 
45

 See Hirini Moko Mead (1984, 1997) for the significance of Te Māori in New Zealand, and internationally. 
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Pacific Islands or European-derived art on the premise that art referred to “the art of all the 

communities in New Zealand” (ibid). Somewhat contradictorily, in the statement on An Art 

Education for New Zealanders it was stressed that “two major traditions, Māori and European, 

contribute to an art that is distinctive” (4). The bicultural stance underpinning the syllabus 

aligned with 1970s and 1980s policies of tolerant cross-cultural understanding (DoE, 1976; 

Renwick, 1984), in which a place for biculturalism was affirmed, while multiculturalism was a 

hoped-for outcome following a „biethnic‟ period. The latter, focusing on Māori-Pākehā 

interaction, was considered an intermediary step between a monocultural education system and 

the desired goal of “multiethnic” awareness and understanding (Irwin, 1989: 11).  

 

References to culture were pre-eminent in the syllabus. This differed from the Thomas Report 

(1944), in which social needs were emphasised, but cultural aspects not mentioned (though 

these were assumed). In 1989, in contrast to 1944, the articulated aim of art education was 

seen to enable students to “participate effectively in the cultural and artistic life of New 

Zealand…; to gain understanding of the actions and relationships of art in cultures and in 

society…; to learn about the many ways in which art permeates society and culture…; to 

understand the significance of art in their own culture…; and to become aware of how people 

respond to art works within different cultures” (DoE, 1989: 4-6). The term „culture‟ was neither 

formally defined in the syllabus (no glossary was included), nor explained. Indeed, the 

multifarious references to culture in the 1989 syllabus sign-posted a dilemma that beset The 

Arts in the New Zealand Curriculum (MoE, 2000). The syllabus stressed, in respect of art and 

culture, that different societies place varying emphasis on the importance of art and of the 

child‟s role in it and that people “from different social and cultural backgrounds vary in their 

artistic maturation and in their perceptions of what art is” (DoE, 1989: 7). It was stated that:  

 

 Teachers must be sensitive to social and cultural variety, and make use of it. Students who 
 are confident in the art of their own culture are in a good position to move towards the art of 
 other cultures. Conversely, students who gain some knowledge of the art of other cultures will 
 enrich their appreciation of the art of their own culture (8). 
 

 

The most significant new element introduced in the syllabus was providing a balance between 

the previous focus in art education on making art, and the need for students to gain an 

understanding of the social contexts and significance of art. Studies about art, ways of 

responding to art, and the contexts for art were dimensions previously ignored despite the 

recommendations of the Thomas Committee to include art and design appreciation. The 

philosophical and educational stance taken in the syllabus, illustrated by its broad definitions of 

art and art works, indicated how far the vision for art education had moved from that articulated 

in the Thomas Report (DoE, 1944) and published in the Post-primary School Curriculum (DoE, 

1959). In the 1989 syllabus art was defined, thus: 
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 People, within their societies and cultures, make art works for many different purposes. They 
 know of, possess, and use many kinds of art works, which they respond to and value in 
 different ways. Art, therefore, is concerned with the making of many kinds of art works, with 
 the ways people and societies obtain and use these art works, and the values they give them. 
 The term “art” in this syllabus refers to all such actions and the relationships between them 
 (DoE, 1989: 4). 

 

This statement illustrated how the definition of art extended well beyond the narrow views of 

colonial art educators, and the gender-stereotyping prevalent in the Thomas report (1944). 

Similarly, the broad definition of art works in the syllabus was indicative of the position taken by 

the syllabus developers, albeit retaining a focus on the art forms in daily living: 

 

 Art works include such things as paintings, sculptures, and handcrafted objects found in both 
 private and public places; the images we experience through the print media and on film and 
 television; the art works children make in their classrooms or in their communities; the whare 
 whakairo (carved meeting house) upon the marae with its treasures of whakairo, kowhaiwhai 
 and tukutuku; the mat woven for a matai; the vehicles we travel in; the buildings we live and 
 work in; the environments we create; furniture, dress, utensils, and appliances. Art works, and 
 their design, production, and use reflect values and beliefs, style and fashion. They are an 
 important and inseparable part of our daily lives (DoE, 1989: 4).    

 

Envisaged as interwoven aspects, the content of the syllabus comprised three dimensions: the 

first part defined some of the sources of motivation for making art works; the second outlined 

some of the procedures used in making art works; and the third was concerned with knowing 

about art. That people who make art works are motivated by many different needs was the 

major thrust for students in making and learning about art works. The need or desire to make art 

works that can “represent or symbolise cultural values”; be used to “comment upon themselves, 

their families, societies, institutions, manners, or customs”; or to “express personal or 

community identity” were given as indicative examples to support teacher planning and student 

learning (8). Knowing about procedures for making art works – technical knowledge about 

materials, equipment and appropriate procedures when making particular kinds of art works, as 

well as the  knowledge students would need to acquire about the forms that art can take – were 

clearly articulated. The examples cited, however, were primarily from the western art making 

tradition. Indicative of the times, perhaps, the comparison made below between western 

cultures and Māori culture is a modernist interpretation which would be challenged today:  

 

 Contemporary Western cultures… place value on imaginative and original interpretations of 
 experience, and the inventive use of procedures. Maori culture, on the other hand, often 
 requires that traditional practices are observed, although contemporary Maori artists may 
 innovate on established practice (DoE, 1989: 9).  

 

This example from the syllabus illustrated the Eurocentric and racist roots of modernist art 

education in which differentiation is made between western art and the cultural production of 

others, including indigenous art, which does not conform to the western aesthetic. In further 
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indicative examples of the forms that art works can take the focus was bicultural, rather than 

multicultural. “Whare whakairo – the use of taonga, whakairo, tukutuku, and kowhaiwhai as 

wairua of the marae” – were cited as forms which explore two and three-dimensional qualities 

(11). This was further expressed in the use of te reo Māori, albeit for the first time without 

English translations. Peter Smith (2005) explained that “at that time one was clearly expected to 

align with the then Department of Education‟s policies regarding biculturalism. Biculturalism was 

the primary emphasis, above multiculturalism. Today, a more diversified stance would be 

taken”.  

 

In terms of the third dimension of the syllabus content, knowing about art, it was stressed that 

students need to recognise that “there are many bases of judgement, and that individuals, 

organisations, and cultures respond to and value art works in a variety of ways” (DoE, 1989: 

12). The art works within schools and communities, in the press, on television and in magazines 

were cited as examples which could be commented on in terms of how they were made or 

obtained, and how they are valued or respected. Articulated, in detail, were the contexts in 

which art is made. These contexts were framed in terms of knowing about how the “traditions, 

histories, and beliefs of cultures and societies” have affected how art works are made, the forms 

they take, and how they are used; how “the structures within a society” affect the roles of those 

who make, commission, acquire, distribute, present, house, or care for art works; how people 

“respond to art works”, from person to person, culture to culture, society to society, and 

according to time, place, and circumstances; and how “values” in art change with time and 

context” (13). Taking the stance that “there are no absolute values in art”, it was stated in the 

syllabus that: 

 

People place many different values on the art works of their culture. They value them as social 
artefacts or symbols, personal or community possessions, as evidence of status, as unique or 
rare objects, as historical data, as objects of aesthetic appeal or spiritual significance. Some art 
works are given more value than others…compare a ceremonial mere with a builder‟s mallet or a 
chalice with a wineglass (ibid).  

 

The emphasis here, as elsewhere in the document, rested predominantly on the modernist 

preoccupation with art works as the tangible outcomes of cultures, a position very different from 

the postmodern/poststructuralist conception of art as cultural text which has been promulgated 

since the 1990s. Nevertheless, it was evident from the analysis of the syllabus that it was a 

highly innovative document for its time. The syllabus was to have considerable influence on art 

education in New Zealand during the 1990s and was to lay the foundation for the development 

of the current curriculum, The Arts in the New Zealand Curriculum (MoE, 2000). Comfortable in 

the hands of mostly trained secondary school art teachers, the syllabus enabled art education to 

flourish at third and fourth form levels and to provide the foundation for examined courses in the 
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senior school. Indeed, the influence of the syllabus was a critical factor in this study since a 

number of the key participants, along with the complementary participants, entered secondary 

school art teaching with knowledge and experience of it. Without exception, the six HODs with 

extensive experience in art teaching agreed that the syllabus was vital to the development of art 

education in New Zealand. Not only was a clear direction for teaching and learning provided 

and presented in a discrete document, but it “increased the professionalism of the art teacher 

who now must be knowledgeable in the theory as well as the practical aspects” (Helen). 

Jennifer, the longest-serving art teacher who participated in this research, summed up its 

importance:  

 

 The introduction of the J1-F7 syllabus was very significant and the changes were wide 
 reaching. The syllabus changed what was happening in primary schools and this in turn 
 provided a foundation of learning about art at intermediate and secondary school level. There 
 was a sense of  continuity and the thematic approach became prevalent. We were all doing 
 and saying the same things about art education. The emphasis on research to find sources of 
 motivation and to identify artists to study (knowing about art) was also a significant 
 development. The increasing use of artists as exemplars to support student learning was a 
 major outcome of the introduction of the  syllabus and also a downward filtering influence from 
 developing trends at the senior end of the school, particularly Bursary art. The appearance 
 and format of School certificate art submissions  changed from one-off pieces of work to  planned 
 and thematic studies in which all three strands of the syllabus were clearly evident. The J1-F7 
 syllabus was responsible for the development of a quality of art education across  the year levels 
 and across the country and the standard steadily rose over the next two  decades. 

 
Heather, however, provided an additional perspective which had ramifications for this research. 

In her view, “the programmes were still strongly skill based and the knowledge font was the 

teacher (the majority of the information, resources, motivation)… The students did not ask why”. 

Nonetheless, said Heather, “it set a national standard from which new visions have evolved. It 

addressed a need for a national framework in a tangible form responding to technological 

advances, changes in communication, changes in society (gender roles, bicultural awareness, 

and our national status world wide”. 

 

5.5 Conclusion 

 

The art education curriculum in New Zealand from the 1840s to the 1980s was essentially a 

selection from the culture – the way of life, the kinds of knowledge, and the attitudes and values 

of society – during this period. In this chapter, these developments have been framed within the 

context of colonisation, the building of the nation, an increasing sense of national identity, and a 

growing interest in a distinctive Aotearoa/New Zealand culture and style of art curriculum, with a 

bicultural rather than multicultural focus. Analysis of the colonial forms of utilitarian and civilising 

art education that were imposed on pupils in the early public schools, and on Māori children in 

the Native Schools from the 1840s; the promulgation of crafts and creative self-expression in art 
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in primary schools from the 1930s; the emphasis on design for living in the 1940s; and the 

development of art as a discipline, particularly in the secondary sector from the 1980s, revealed 

that curriculum policy and art education practice in New Zealand, in which western ideologies 

are dominant, aligned with Efland‟s (2004) identification of the vision of nineteenth and twentieth 

century art education. Efland‟s chronology was, however, confined within a western context. It 

cannot, therefore, take account of those arts belonging to other cultures, such as Māori. If the 

history of education provided by the state for Māori exhibited assimilationist objectives, a 

distinctive characteristic of art education in New Zealand has been a consciousness of the 

bicultural environment, as epitomised in the Art Education Junior Classes to Form 7 Syllabus for 

Schools (DoE, 1989). However, while bicultural policies of equal opportunity for Māori and 

Pākehā are often portrayed as a particular and characteristic feature of art education in this 

country, it could be argued that a paternalistic and western view persists (J. Smith, 2001, 2003). 

This westernised orientation maintains a polarisation of „we‟ and „they‟, not only in ethnic terms, 

but in such distinctions as academic and vocational, talented and less able. First, it suggests an 

incompatibility between the western fine arts aesthetic and an aesthetic of cultural difference. 

Second, the predominance of education in fine arts in secondary schools since the 1980s, and 

the relegation of crafts largely to the field of technology, represents a substantial ideological 

shift. Indeed, the concentration upon the fine arts with its modernist and monocultural 

interpretation of art‟s functions departs from those democratic principles formulated by Beeby, 

enunciated by Fraser, and legitimised in the Thomas Report and subsequent legislation. How 

principles of cultural and social democracy were enacted in the restructuring of education and 

curriculum reform in New Zealand from the 1980s is the focus of the next chapter.  
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CHAPTER 6 

 

RESPONDING TO CHANGE: CURRICULUM DEVELOPMENTS IN NEW 

ZEALAND 1980s-1990s 

 

 

6.1 Introduction 

 

During the 1980s, at a time when art teachers were preparing to implement the Art Education 

Junior Classes to Form 7 Syllabus for Schools (DoE, 1989) economic, social, cultural and 

educational changes, including curriculum reforms were being initiated in New Zealand. These 

were to affect art education. Between 1984 and 1990 the restructuring of the governance and 

management of schools undertaken by the fourth Labour Government, and the consequent 

curriculum reforms of the National Government from 1990 to 1999, were designed to strengthen 

the connection between education and the economy. The changes aligned with the major 

emphasis in many other nations on increasing the ties between education and paid work and 

education and the market. Posited within the political and ideological model of neo-liberalism, 

changes in the governance of education funding, regulation, provision and delivery altered, in 

the view of many, the face of education in this country.46 A product of this environment, The 

New Zealand Curriculum Framework (MoE, 1993), was formulated in response to the desire for 

curriculum change which encapsulated the ideas of the New Right. The curriculum framework 

underpinned the subsequent development of national curriculum statements for specified 

learning areas, including the arts, and was to influence the structure, philosophy and 

educational vision of curricula in New Zealand schools. The Arts in the New Zealand 

Curriculum: Draft (MoE, 1999), developed in response to the political policies and economic, 

social and cultural changes of the time, offered insights relevant to this study. The stance taken 

towards culture, and evidence of whether education policy takes into account the ethnic 

diversity and cultural differences of students, was sought from both documents. Included in this 

chapter are the responses of the six complementary participants in the study to curriculum 

developments of the 1980s and 1990s. 

 
6.2 The politics of curriculum change  

 

Curriculum change, posited within a broader policy context, had its basis in a number of 

ideological foundations. Deriving largely from business models, which had their origins in neo-

                                                 
46

 See Lauder (1987), Marshall (1994), Peters & Marshall (1990, 1996a), Olssen & Morris Matthews (1997), Adams, 
Clark, O‟Neill et al (2000), Olssen, Codd & O‟Neill (2004), O‟Neill, Clark & Openshaw (2004). 
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liberalism and neo-conservatism, the principles of New Right ideology, Monetarism, Human 

Capital Theory, Public Choice Theory, Agency Theory and Managerialism were manifest 

internationally in the 1980s, but were used and shaped in differing ways in different countries.47 

In Britain, for example, the importance of order, traditional values, and social hierarchy, and an 

acceptance of state intervention as a buffer against erosion of such values and morals, gave 

precedence to neo-conservatism. In New Zealand, on the other hand, reforms which sought to 

restructure the relationship between state and market, with a focus on public administration, 

were grounded in neo-liberalism (Dale & Ozga, 1993). Accountability and control of the public 

service sector per se underpinned the reforms, the aim being to curtail the state‟s area of 

responsibility for the provision of services (for example, education) and its accountability for it. 

Political ideas about individual freedom and the desire to stop state interference in people‟s 

lives, and the encouragement of individuals to make their own choices regarding welfare, were 

linked to economic ideas about the importance of reducing legitimate demands on the state, 

and hence pressure on public spending. Thus, the primary ambitions of the New Right – a loose 

coalition of aligned groups, such as multinational corporates, business interest, and the moral 

Right – were to increase the role for the market and to reduce the role of the state. With its 

emphasis upon restoration of the economy in the global market, and on reducing state 

expenditure, New Right ideology argued that: 

 

 Individual choice within a deregulated social environment is given priority over state-imposed 
 responsibilities, duties and obligations. Property rights are given priority over social 
 citizenship or welfare rights, and economic efficiency is given priority over human need in the 
 allocation of resources (Adams et al, 2000: 153).  

 

These ideas represented something of a dilemma for the Labour Government elected in 1984. 

Labour, which traditionally held to policies of state responsibility for welfare rights, inherited from 

the National Government a „Muldoon-style‟ authoritarianism and intolerance of civil 

administration and the welfare state as well as a country in financial disarray. Prompted by the 

New Zealand Treasury and the Business Roundtable (NZBR), in alliance with senior politicians, 

Labour moved towards the ideologies of the New Right in an endeavour to stabilise the market 

economy.48 State control of investment and expenditure in areas of previously public enterprise 

was reduced by deregulation and privatised initiatives were encouraged. At the same time the 

government had to maintain those social services, including education, which are expected 

within a democracy. Answers were sought within New Public Management and its concomitants 

of deregulation and state-formalised structuring of delivery. With this a framework, said Dale 

                                                 
47

 See Olssen et al’s (2004) critique of these principles, including the neo-liberal model of the entrepreneurial, „self-
interested‟ individual. 
48

 The NZBR described itself as a „market-orientated think-tank‟. It is an organisation comprising primarily chief 
executives of major business firms committed to contributing to the development of policies it believes reflects New 
Zealand‟s overall national interests. 
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(1997: 227), “the state retains, even enhances, its strength while divesting itself of a significant 

range of activities which will, it is anticipated, also thereby become more efficient and 

responsive”. 

 

The Labour Government‟s restructuring of the governance and management of schools was 

prefaced in 1987 by the New Zealand Treasury whose arguments were informed by neo-

liberalism. Treasury, in its report to the incoming government (New Zealand Treasury, 1987), 

argued that education could be likened to any other service or commodity traded in the market 

place and should be more responsive to business interests and the needs of the economy. 

Increased expenditure was not seen as necessarily improving educational standards, equality of 

opportunity, or improved economic performance. Treasury argued that the education system 

had not adjusted to a changed economic environment, had performed badly despite increased 

government expenditure on it, and that funding should be cut. Poor performance was attributed 

to the self-interest of teachers, their unions and educational providers, and to a lack of 

accountability, monitoring, or comparability between schools. Government intervention and 

control had, in the views of Treasury, “interrupted the „natural‟ free-market contract between 

producer and consumer with all that entails for efficient and flexible producer responses to 

consumer demand” (41).   

 

In 1987, the same year that Treasury postulated arguments which were to influence the 

reorganisation of education, the restructuring of the curriculum was announced in The 

Curriculum Review: Report of the Committee to Review the Curriculum for Schools (DoE, 1987). 

Instigated by Minister of Education Russell Marshall, the curriculum review was an outcome of 

extensive community consultation and debate on the aims and purposes of education. For 

example, the report on Educational Policies in New Zealand (DoE, 1983: 20) identified as major 

issues the “development of a national cultural identity… ethical and cultural diversity… and the 

shifts in emphases needed within education”. The curriculum review centred on school and 

community planning. Opportunity for all, individual rights, and fairness were emphasised within 

a curriculum that was to be “non-racist… enabling… holistic… and accessible” (DoE, 1987: 3). 

The prime focus was the learner and learning: 

 

 The learner is at the heart of all educational planning. Learning is a distinctive purpose of 
 schools… Learning happens best when there is an active partnership of students, 
 teachers, families and the community (8). 

 

The report was lauded, on the one hand, by the political Left and many in the education 

community because of its liberal spirit and wide-ranging educational focus. On the other, it was 

attacked by the New Right and the New Zealand Treasury and ignored by the Labour 

Government. Criticised for being too liberal in recognising the needs of too many groups, and 
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for being “not sufficiently aware of the needs of the economy”… it was “stillborn” (Peters & 

Marshall, 2004: 113). Conceptualising the flaws in education as administrative, rather than 

systemic, the government placed curriculum reform on hold. It turned its attention to 

administrative restructuring.  

 

Initiated by the Taskforce to Review Education Administration, and instigated in Administering 

for Excellence: Effective Administration in Education, the model promulgated in the ensuing 

Picot Report (DoE, 1988a) was designed to devolve control to the local level, on the one hand, 

and to privilege consumer choice and managerial accountability over models of professional 

accountability on the other. The process towards economic rationalisation was consolidated in 

the Government‟s response, Tomorrow’s Schools: The Reform of Educational Administration in 

New Zealand (DoE, 1988b). In 1989 the Department of Education was replaced by a ministry 

whose role was confined to policy development. The consequent dismantling of the Curriculum 

Development Division of the Department of Education resulted in the loss of a vast pool of 

professional expertise in curriculum development, and a move away from the consensus-based 

processes formerly used. Indeed, the role played by the curriculum division in the development 

of the Art Education Junior Classes to Form 7 Syllabus for Schools (DoE, 1989) was never to be 

repeated. Its demise reflected Treasury‟s belief that “teachers had captured the curriculum for 

their own ends” (O‟Neill et al, 2004: 37). Moreover, government, intolerant not only of the close 

relationship between teacher professional organisations, their officials and the department, and 

the history of promotion from these ranks to Ministry of Education positions, wished to limit the 

role of teachers in administering education (Dale & Ozga, 1993). By its actions, the ministry 

reinforced control through a process of disempowerment. 

 

In the period which followed the adoption of New Right ideology and neo-liberal policies, Prime 

Minister Lange could be seen to have been caught between the oppositions of economic reform 

and the espousal of individual worth and welfare which had typified Labour Government policies 

since 1935. Lange‟s introduction of the concept of the self-governing school was argued as a 

means of empowering teachers and school communities, and disempowering and streamlining 

the substantial servicing/controlling industry of the then Department of Education, Education 

Boards, and Boards of Governors. Newly established Boards of Trustees found themselves 

faced, not only with an increased workload and substantial responsibility, but with a steep 

learning curve and limited support. While schools in the high decile territory might, by the nature 

of their populations, have been able to draw on the management and organisational skills of a 

professional class, trustees of rural and low decile schools often struggled to manage, and not 

infrequently were forced to surrender to the installation of commissioners. The very sectors, 

which in terms of socio-economic status were urgently in need of equitable provision, were more 

disadvantaged than ever. Elley (2004) noted that there is remarkably little to show for the effort 
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put into self-managing schools to close achievement gaps which have been identified between 

socio-economic and ethnic groups in New Zealand. It is something of a paradox, too, that while 

neo-liberals seek to limit state powers they also strengthen state accountability through 

extensive auditing. This is reflected in the powers of the Education Review Office, and was 

central to the structuring of the curriculum framework and its assessment procedures.  

 

Critics of the stance taken by the Labour Government saw its approach as a serious erosion of 

democratic rights; that although advocates of neo-liberalism “subscribe in principle to a 

„reduced‟ state, it is a reduction of „bureaucracy‟ but not „control‟” (Olssen et al, 2004: 138). 

Marshall (2000: 191) added to this claim. For him, the New Right movement with its neo-

conservative element was not committed to principles of freedom and democracy but to 

“fundamental and conservative moral values (which are anti-socialist, anti-feminist and anti-

Māori)”. Furthermore, the intrinsic benefits of education, such as development of the intellect 

and the opening up of knowledge, became subordinate to utilitarian and instrumental functions 

(O‟Neill et al, 2004). Indeed, an emphasis on skill-based, individualised, competitive learning - 

with its antecedents in the utilitarian and materialistic values, and the strongly embedded 

Victorian work ethic that were evident in New Zealand as a developing nation from the 1840s, 

and which were reflected in early technical education - was to become a feature of The New 

Zealand Curriculum Framework (MoE, 1993), discussed later in this chapter.  

 

If the Labour Government (1984-1990) was responsible for a dramatic shift in economic, social 

and education ideology, that shift was further reinforced with the return of a National 

Government (1990-1999). By the time National came to power in 1990 the New Right reform of 

education was largely in place. Intent on pursuing the reconstruction of an economy-driven 

society the government turned its attention to curriculum, examinations and qualifications. In 

1991 the Minister of Education Lockwood Smith (1991a) revealed plans intended to bring the 

schooling system into line with the needs of the twenty-first century and the imperatives of the 

modern competitive international economy. Smith claimed that current curriculum in New 

Zealand had “excessive focus on social issues… poor preparation for the competitive world 

(and) inadequate skilling in technology” (1). In a speech to the Auckland Division of the National 

Party, he stated: 

 

 Over recent years the word „competition‟ has disappeared from the vocabulary of 
 educationalists. Yet, the world is a competitive place. Our standard of living as a nation now 
 depends on our competing successively in the international environment. We do our young 
 people a grave disservice if we shield them from that reality and if the curriculum ignores it… 
 The imperatives of the modern world require a new culture of enterprise and competition in 
 our curriculum (L. Smith, 1991b: 15-16). 
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What became known as the enterprise culture was to inform curriculum design. In this model, 

education is constructed as an enterprise and “students (and the public more generally) are to 

see themselves as enterprises in which to invest” (Peters & Marshall, 2004: 115, original 

emphasis). Central to this concept is the importance of restructuring education to deliver 

research, skills and attitudes which would enable New Zealand to compete in an increasingly 

competitive, globalised economy. In Smith‟s view the emphasis in the past on social and cultural 

objectives in education, rather than attention to economic goals, required a redesign of the 

system to meet the needs of business and industry. Thus, an educational culture which 

traditionally espoused notions of equality of opportunity and fairness for all – as manifest, for 

example, in the 1989 art syllabus - was replaced by a culture of individualism and 

competitiveness. The hierarchical structure of society was thereby reinforced, in stark contrast 

to the principles of equality of opportunity espoused by Fraser in 1939.  

 

This, then, was the climate for educational reforms, post-1980s. Within this environment the 

National Government played a major role in the development of The New Zealand Curriculum 

Framework (MoE, 1993). As a precursor, it produced The National Curriculum of New Zealand: 

A Discussion Document (MoE, 1991) in which a core group of subjects (English, technology, 

science and mathematics) was framed in an overarching structure. The arts, humanities and 

social sciences were not included in the core grouping. The framework in the discussion 

document closely aligned with that of 1988 The National Curriculum for England, a model 

described as “highly prescriptive, bureaucratic and politically contentious” (O‟Neill et al, 2004: 

37). A limited timeframe was given to respond to the discussion document hence few changes 

had been made when it emerged as the statement of policy direction for teaching, learning and 

assessment in New Zealand schools for the 1990s and beyond.49  

 

 

6.3 The New Zealand Curriculum Framework 

 

Apple (2004: 9) argued that the “transformation of educational policies and practices is 

inherently political”. One of the first issues arising from this premise is the question of how the 

curriculum framework was shaped, who was responsible for shaping it, and who owns the 

curriculum. While the Ministry of Education claimed that the framework was designed in 

consultation with all interested parties, it is alleged that most teachers were excluded from the 

restructuring process for political reasons, that previous consensus-based procedures were 

used inadequately, and that the process was undemocratic because it represented the views of 

only those who won the government contract to develop the framework (Elley, 2004; O‟Neill et 
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 The New Zealand Curriculum Framework (MoE, 1993), which is currently regulated under the 1989 Education Act 
through the National Education Guidelines (NEGs) (MoE, 1997b), has not yet been legally mandated. 
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al, 2004). Of further concern was Lockwood Smith‟s control of the composition of the curriculum 

policy and writing parties and appointment of many of the statement writers, most of whom 

remain anonymous.50 Even more contentious was the lack of reference in The New Zealand 

Curriculum Framework (MoE, 1993) to cultural consultation, thereby positioning it as essentially 

a product of the dominant Pākehā culture.51  

 

Supporting the premise that the development of curriculum is innately political is the 

embodiment of New Right ideology in the framework. Posited within a climate of wider 

restructuring and economic rationalisation the ministry argued that it brought together the best 

of past curriculum experience, recommendations from major reviews of education of the 1980s, 

submissions from the education sector and the public, and the views of business and enterprise 

to shape a framework that would address the challenges facing New Zealand as a nation. 

Emphasis was given to the knowledge and skills necessary for contributing towards the 

development of the economy. This pronounced focus on what is, in reality, a vocational 

education generates a tension between the neo-liberal emphasis on market values and a 

conservative attachment to traditional values of academic schooling. Not reconciled in the 

framework, this uneasy alliance resulted in a significant shift in which education seen as cultural 

practice became subordinate to an enterprise model. A dichotomy arose between curriculum 

design carried out under contract to the government, and curriculum implementation by a 

teaching force presumed obedient to the dictates of the ministry. Bates (1991: 8) held the view 

that teachers have been reduced to „technical functionaries‟; that education as a cultural 

practice has been moved “from the public sphere by privatising the realm of values”. He raised 

the question of whether curriculum should be interpreted within a market model concept rather 

than as a form of cultural politics. In these terms, O‟Neill et al (2004: 111) argued that the 

market model has enabled politicians “to reclaim the curriculum for those who are the „end-

users‟ of the „products‟ of schooling”. 

  

Under the dual pressures of commercial enterprise and neo-liberal education policies, 

curriculum in this country reflects more than ever the dominant values and interests of the 

power-holding sector. Nowhere is this more evident than in the requirements and expectations 

specified in the curriculum framework. Emphasis is given to a grouping of eight Essential Skills 

to be developed by all students - numeracy, information, problem-solving, self-management and 

competitive, physical, communication, social and co-operative, and work and study skills (MoE, 

1993: 17-20). Skill, as compared with knowledge, is embodied in technique, performance or a 
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 In comparison, the identity of the statement writers of the arts curriculum was known from the outset. This could be 
attributed to the proposition for the development of a generic arts curriculum; the ensuing debate throughout the 
country made public their identity.  
51

 This exclusion supported Bishop and Glynn‟s (1999) view that the curriculum framework is an example of 
educational policy which was, and continues to be, developed in a framework of colonisation which advantages the 
monocultural élite.  
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tangible accomplishment. By reducing knowledge to skills, the designers of the national 

curriculum revealed a political purpose. Because skills can be more readily related to individual 

performance, and are more easily measured than knowledge and understanding, the political 

objective of control is better achieved. Thus, curricula and teaching approaches which are 

dominantly skill-based, as well as being measurable, focus upon preparation for the labour 

market. Marshall (1994) objected to the ministry‟s emphasis on skill acquisition and 

performance on the premise that with a reduction of knowledge to knowing how, rather than 

knowing that, the tacit form of knowledge or wisdom that goes with the use of either form of 

knowledge is ignored.52 Obedient performance is preferred over a critical and questioning 

public. Citing Lyotard‟s (1984) concept of „performativity‟, Marshall (1999) claimed that because 

New Zealand‟s educational reforms subordinate ideals to skills this strongly reflects the 

government‟s predisposition towards vocational education. Indeed, five of the eight groupings of 

essential skills specified in the framework comprise those that are deemed essential if students 

are to achieve their potential and participate confidently in society and in the competitive world 

of work. Only three groupings emphasise the development of skills in social and cultural 

contexts. Although it is stated that the eight groupings encompass other important skills, such 

as creative skills, valuing skills and practical life skills, these are comparatively underplayed. 

The vocational emphasis is visible in the notable omission of skills of creativity within the 

curriculum framework, an area widely held to be an essential dimension of art and art education.  

 

In addition to the essential skills nine Principles, designed to give direction to the curriculum, 

further espouse New Right ideology. These principles illustrate how the emphasis on social and 

cultural objectives in previous curricula is now considered less desirable than individualised 

learning in the interests of competitive enterprise. While one such principle declares that 

“learning is shaped by the diverse experiences, values and cultural beliefs which students bring 

from their informal learning”, this is contradicted by the overarching declaration that the 

curriculum principles are based on the premise that “the individual student is at the centre of all 

teaching and learning…” (MoE, 2000: 6, emphasis mine). Issues pertaining to differences in 

learning and teaching styles, collaborative practices, and cultural diversity appear to have been 

of little interest to the curriculum authors in the 1990s.  

 

The context within which the essential skills and the principles were to be developed in the 

school curriculum was through seven Essential Learning Areas - mathematics, science, 

language and languages, technology, social sciences, health and physical well-being, and the 

arts. These essential learning areas reflect a 1990s version of the „education of the whole child‟, 

                                                 
52

 Marshall (1994: 12-13) argued that knowing that something is true is difficult and uncertain, whereas knowing how 
is practical and (arguably) translatable into behaviouristic terms, that can be quantified and measured. Knowing that 
is more difficult and the wisdom that goes with both decision making and problem solving is even more difficult to 
judge and quantify. Further, an emphasis on skills ignores wisdom and intelligent judgment as to the appropriate use 
of skills. 
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one of the educational myths articulated by Beeby (1986, 1992). While it is stated in the 

curriculum document that all seven learning areas are “essential for a broad and balanced 

education” (MoE, 2000: 8), the positioning of some as more important or useful than others 

reinforces New Right ideology, and at the same time perpetuates a social and educational 

hierarchy generated by the regimes of the grammar schools. Science, mathematics, language 

and technology are discrete disciplines in the framework. In comparison, visual arts, music, 

dance and drama, which had previously enjoyed discrete curricula or national course 

statements, are reduced to one essential learning area, thereby indicating a lower priority for the 

creative and performing arts. The ministry‟s sequential development timetable illustrates the 

prioritising of curricula between 1992 and 2000. Mathematics was the first curriculum to be 

published, followed by science, language and languages, technology, social sciences, health 

and physical well-being and, finally, the arts. Complementary participant Margaret, in one of her 

responses to the curriculum framework, was adamant that the latter “is a factor in what many art 

teachers see as a serious decline in the ministry‟s commitment to art education”. A further 

insight into attitudes towards the arts is presented in the ministry‟s descriptor of the arts learning 

area. Consistent with the overall philosophy of a market-driven, utilitarian model, the framework 

states that the arts provide “essential learning for living” and develop a wide range of both 

general and specific skills, which are significant in many aspects of life, including employment” 

(MoE, 2000: 15). A perspective on the arts as design for living, emphasised in the Thomas 

Report (DoE, 1944), is perpetuated 50 years later in the curriculum framework. This aligns with 

the overall emphasis in the framework on creating a learning environment which helps people to 

“enjoy a healthy prosperity in today‟s and tomorrow‟s competitive world economy” (MoE, 2000: 

1, emphasis mine).  

 

Much retrospective critical commentary has been published about the curriculum reforms and 

the politics of curriculum which underpinned the development of The New Zealand Curriculum 

Framework (MoE, 1993).53 Assumptions underlying its vision, and whether the reforms 

promulgated to improve educational outcomes have lived up to expectations, continue to be 

debated. Scepticism remains about a radical restructuring of a curriculum for New Zealand 

stakeholders which used an educational model uncritically borrowed from The National 

Curriculum for England; the superimposition of an eight-level framework across all subjects of 

the curriculum, which strictly regulates the delivery and assessment of the seven essential 

learning areas; the prescribed sequencing of knowledge and skills to constitute a progression, 

which presupposes that not only are there proper and prescribed ways of learning, but that all 

learning areas of the curriculum can operate and be delivered in the same way (an 

interpretation at odds with much pedagogical theory); the specification of levels of performance 
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 See Peters & Marshall (1996a, 2004), Elley (1996, 2004), Lee, Hill & Lee (2004), O‟Neill et al (2004). 
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objectives and their matching assessment criteria, which might suit the needs of an 

undifferentiated consumer society but are unlikely to accommodate a culturally diverse student 

body; the failure to recognise learning outside the formal curriculum; and the pressure to 

“bypass the teachable moment in the interests of attaining the externally specified outcome” 

(Elley, 2004: 95). Furthermore, O‟Neill et al (2004) argued that the curriculum framework takes 

too narrow a view of curriculum as „syllabus‟ and is “provided to students by the teacher through 

the school (26, original emphasis); that curriculum is “an object given to, or imposed upon, 

passive students” (ibid); that it “does not embrace an educational or pedagogically informed 

approach to teaching and learning… but forcibly separates these processes from learning 

outcomes and their assessment” (43); and that it “has been instrumental in eroding a genuinely 

„educational‟ vision, character and purpose for education in this country” (ibid). They claimed, 

furthermore, that the curriculum framework “fails to capture the complexity of curriculum as a 

reciprocal process of active construction by teachers and students” or to acknowledge 

curriculum “as a socio-cultural and political construction” (26, original emphasis). 

 

In respect of the positioning of the arts in the curriculum framework, there is the issue of the 

significance of creativity. The question is complicated by debate over the foreseen outcomes of 

creative approaches. In the United Kingdom, for example, the education pendulum has recently 

swung back to the importance of creativity, not just in art and design but across the whole 

curriculum. But the creativity agenda, said Steers (2006: 1), is “being driven by concerns about 

developing the creative industries as a core element of the British economy”. Indeed, in 2002, 

the Creative Industries was a category named by Prime Minister Helen Clark as one of the three 

target areas for enterprise and growth in the New Zealand economy. Grierson (2003c: 12) 

argued, however, that in this scenario “the arts become servants of state and global productivity 

as the creative process is mined endlessly for resource”. In her view, the humanities as an 

educational arena of cultural enquiry and investigation are required as never before. Creativity, 

posited as an essential component in a national curriculum framework, should not be confined 

in terms of skills but as an essential component in the development of the whole person. 

 

The voices of the six complementary HODs add a variety of practitioner-based perspectives to 

the published critiques. Heather, for example, believed that the influence of the curriculum 

framework has been two-fold: “while the visual arts have lost out in time allocation and student 

participation especially at year 9, the arts have gained status as an essential learning area; that 

it changed the hierarchical focus on traditional subjects”. She considered the curriculum 

framework to be a “powerful force” in driving and monitoring assessment, in making “the 

essential skills and their part in a more holistic approach to learning, accountable in department 

schemes”, and in its emphasis on the “life-long learner”. Jennifer, similarly, believed that the 
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curriculum framework “encourages students to become independent and life-long learners”. 

Margaret‟s concern was that “the conception of technology as a separate essential learning 

area has had major consequences, particularly on the place of art in secondary schools”. She 

saw the “relocation of the importance of art in education” as significantly affecting allocation of 

time and resources. Luke was highly critical of the framework, describing it as “the beginning of 

quantifying and scientificising of art to make teachers and the subject accountable with other 

subjects”. He objected to “applying the same rules to all subjects no matter what their 

differences”. For him, the curriculum framework “has had a strong influence in terms of 

formularisation”. While Helen believed that “the defining and sectioning of the Arts as belonging 

to one overall group means that arts teachers have become linked within schools”, Robert felt, 

in retrospect, that the “visual arts should have been kept separate from the Arts”. Nonetheless, 

he claimed that:  

 

 The curriculum framework has clearly focused on the viability and importance of the arts as 
 career options. New Zealanders have finally cottoned on to the fact that art, and particularly 
 design,  drives our economy to a large extent and unless we have creative, innovative thinkers 
 the country will flounder. The film industry (Weta Workshop, etc.) is a prime example, as are 
 our architects, boat and furniture designers. 

 

The views of detractors of the curriculum framework and the voices of HODs informed the 

fieldwork investigation. How the principles of the framework were enacted in classrooms, and 

ways in which the essential skills are included in art education programmes at years 9-10, is 

reported in Chapter 8.  

 

Cultural policy in the curriculum framework 

 

The New Zealand Curriculum Framework (MoE, 1993: 3) purports to apply to all students 

“irrespective of gender, ethnicity, belief, ability or disability, social or cultural background, or 

geographical location”. The focus of this study – the position taken in art education programmes 

towards the ethnic diversity and the cultural differences of students – demanded an examination 

of references to cultural policy, explicit or implied, in the curriculum framework. In 1981 the 

Department of Education (1981) had ear-marked multicultural education, as a means of 

addressing and catering for cultural diversity, as a priority for educational research. During the 

development of the Art Education Junior Classes to F 7 Syllabus for Schools (DoE, 1989) the 

curriculum writers took account of the shift and alteration in New Zealand society and its cultural 

and artistic character. The syllabus stressed that “two major traditions, Māori and European, 

contribute to an art that is distinctive” (4). The New Zealand Curriculum Framework (MoE, 1993: 

27), itself, reported that the education reviews of the 1980s had recommended “an increased 
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emphasis on culture and heritage, to reflect a growing awareness of the bicultural identity of 

New Zealand society and its multicultural composition”.  

 

In 1990, when the newly-elected National Government turned its attention to curriculum reform it 

could be expected that these recommendations would engender an equally strong emphasis on 

multiculturalism and biculturalism in the curriculum framework. Instead, by 1992 Minister of 

Education Lockwood Smith had de-emphasised all issues pertaining to equity and 

empowerment, thus signalling his political intentions for national curriculum policy (Gordon, 

1992). The statutory requirement that schools include equity clauses in their charters was 

subsequently repealed by the minister. What Smith was not able to ignore, however, was the 

voice of Māori who, by the 1990s, were part of the new hegemonic bloc in New Zealand. In 

terms of biculturalism, the authors of The New Zealand Curriculum Framework (MoE, 1993) 

appeared to have heard demands from Māori that a philosophy of biculturalism was a preferred 

approach to understanding and approaching multiculturalism, and that Pākehā should address 

the Māori-Pākehā relationship first (Irwin, 1989; Bishop & Glynn, 1999). Arguments based on 

the need to recognise Te Tiriti o Waitangi–Treaty of Waitangi as the founding document of New 

Zealand were mandated in the curriculum framework. Consistent with government policy, 

acknowledgement of the value of the Treaty (albeit named in English only) and of New 

Zealand‟s bicultural identity is repeated throughout. Much emphasis is placed on the school 

curriculum recognising the “unique position of Māori” in New Zealand society; that students will 

have the opportunity “to acquire some knowledge of Māori language and culture”; and will have 

opportunity “to learn through te reo and ngā tikanga Māori” (MoE, 1993: 7). That such 

opportunities will be available, let alone possible, raises the question of provision. Given the 

demographics of the teaching population in New Zealand and in Auckland, the location for this 

study, the emphasis in these statements on “will” and “all” would seem to be impractical. Even 

more debatable is the assumption by the ministry that the school curriculum will “acknowledge 

the importance to all New Zealanders of both Māori and Pākehā traditions, histories, and 

values” (ibid, emphasis mine). The supposition that these aspects of the bicultural partners are 

important to all New Zealanders is questionable and its realisation improbable.  

 

Taken at face value the emphasis on biculturalism would mean that the traditions, histories and 

values of „others‟ in New Zealand are of little consequence. Although the curriculum framework 

purports to reflect the multicultural nature of New Zealand society, references to other cultures 

are nominal compared with its bicultural stance. Declarations that the school curriculum “will 

encourage students to understand and respect the different cultures which make up New 

Zealand society”, and “will acknowledge New Zealand‟s relationships with the peoples of Asia 

and the South Pacific” (MoE, 1993: 7) are generalised and non-specific. The singling out of 

these two generic groupings - potential economic commodities - exemplifies the market-driven 
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approach promulgated in the curriculum framework. What becomes apparent is a dichotomy 

between biculturalism and multiculturalism on the one hand, and on the other, a politically-

correct fusion of both. Exploration of cultural diversity in any depth within school curriculum, or 

celebration of differences that promote cultural identification - albeit with the majority Pākehā 

culture remaining the major frame of reference for interpreting cultural differences – is ignored 

by the curriculum authors. There is, instead, an ambiguous and repetitive use of the phrase, 

“New Zealand‟s… multicultural society”. Any portrayal of the need to recognise others in New 

Zealand society is undermined by neo-liberal claims that there exists a seamless national 

identity in which all have equal rights and opportunities.54 The voices of HODs added variety to 

these views and pointed to an important issue relating to the relative autonomy of teachers to 

interpret policy in particular ways. Margaret, for example, believed that the curriculum 

framework “emphasises the intrinsic purpose of art as a vital part of the cultures of students”; 

that it “encourages students to learn about their heritage and to explore ideas about themselves 

and their environment”. Jennifer claimed that the curriculum framework has “influenced art 

education particularly in its emphasis on the Treaty of Waitangi and the development of a 

multicultural approach to education”. Furthermore, she said, it “has encouraged us to celebrate 

our cultural diversity… which is becoming more evident in the art work produced by our 

students”. 

 

Subsequent history has revealed, however, that policies purporting to advance tolerance and 

understanding have failed to alleviate educational and cultural inequities. Critics claimed that 

little significant advance has been made in addressing cultural diversity in New Zealand 

because current educational policies and practices continue to be developed by, and 

advantage, the dominant Pākehā power-holding sector.55 Bishop and Glynn (1999), from the 

perspective of education for Māori, argued that culture does not count in the curriculum 

framework, in spite of research which demonstrates that culture does count in the classroom. In 

their view, there is a mismatch between what should be addressed – for example, an 

educational approach which promotes Te Tiriti o Waitangi–Treaty of Waitangi both as a model 

and a metaphor for power-sharing and change - and the instrument of neo-colonial policies in 

the form of New Right politics. The implication for these authors is that the bicultural emphasis 

in the curriculum framework is empty rhetoric. When the debate shifts from state policy into the 

arena of teacher professionalism – from policy to practice – Hall and Bishop (2001) argued that 

an ethic of care would require that all students be treated as „normal‟, a condition requiring all 
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 This view aligned with the declaration by the then Leader of the National Party, Don Brash (2004: 1-2) that “We are 
one country with many peoples, not simply a society of Pakeha and Maori where the minority has a birthright to the 
upper hand, as the Labour Government seems to believe”.  
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 See Bishop & Glynn (1999) and Hall & Bishop (2001) who argued that despite guarantees of protection promised 
by Te Tiriti o Waitangi Pākehā political control over decision-making processes in education, within an assimilationist 
agenda, has marginalised Māori language, cultural aspirations, and Māori preferred knowledge-gathering and 
information-processing methods and contexts. 
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teachers to recognise and respect the validity of the cultures of all students in their care. This 

view was supported by Macfarlane (2004) who emphasises the role that culture plays in 

education and the implications of that role for teaching and teachers, and for learning and 

learners.   

 

While the ministry claimed an emphasis on an education which will prepare students to 

participate successfully in New Zealand‟s multicultural society in a rapidly changing global 

environment, it persists in the afore-mentioned mix of materialist managerialism and traditional 

values and fails to recognise the fundamental shifts in the concepts of nationhood under the 

impact of economic, social and cultural globalisation. Curiously, despite its avowed intention to 

look forward, the curriculum framework holds to a paternalistic past which has proved incapable 

of resolving the complexities of these relationships. Peters (2002: 27) offered this view:  

 

 I do not see biculturalism as a stage on the way to multiculturalism, yet biculturalism by itself is 
 unable to address wider questions of representation of non-Māori ethnicities, groups and 
 individuals. While it helps to shape our national identity and does so by emphasising a sense 
 of place and belonging – a place to stand – it cannot, by itself, provide us with the software for 
 understanding or coping with the complex changes confronting us, even though it may provide, 
 in part, a political response to economic globalisation. Globalisation, whether capitalist, socialist 
 or culturalist, tends to bring into question more and more the concept of a single enclosed 
 culture bounded by the nation-state or enclosed by the closed system of  ethnic solidarity.  
 
 

What becomes particularly significant for this research is the interrelationship between 

management, production and consumerism, and culture in what Jessop (1999) called the post-

national state. The declared intentions of Lockwood Smith, implicit in the curriculum framework, 

hold to a twentieth century separation of the cultural and the aesthetic from the academic and 

vocational, a distinction which Jessop considered to be an untenable fiction. This failure not only 

to recognise the connections between culture, life-style and the economy, but to identify their 

significance educationally, was identified in a stocktake of the curriculum framework undertaken 

in 2002.  

 

The curriculum stocktake  

 

Consequent to the implementation of the policy direction presented in The New Zealand 

Curriculum Framework (MoE, 1993) social, economic, political, and educational changes 

occurred which necessitated modifications to the document before it could be legally mandated 

as the overarching foundation policy. These changes, articulated in the Curriculum Stocktake 

Report (MoE, 2002), a report from the Ministry of Education to the Minister and Associate 

Minister of Education, included wider consultation with Māori; research evidence which links 

certain pedagogies to improving student outcomes; the continuing diversity of New Zealand 
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society; increasing globalisation, which has resulted in greater recognition of social 

connectedness; the need to acknowledge the uniqueness of indigenous culture, language and 

traditions; and recognition of the importance of balancing the social outcomes of education with 

a focus on academic achievement.  

 

With the return of the Labour Government Coalition to power in 1999 centre-left policies have 

been reasserted in concert with the emergence of the „third way‟ approach to political 

management.56 While maintaining its belief in state investment as a means of providing 

solutions to social problems, economic globalisation is considered by Labour to be “a reality that 

has to be accommodated with a mixture of enthusiasm and pragmatism” (Olssen et al, 2004: 5). 

The findings and recommendations of the ministry‟s stocktake report aligned with Labour‟s 

socially democratic orientation to education. An increased emphasis on students developing a 

sense of social consciousness is exemplified in a comparison of the Attitudes and Values in the 

curriculum framework and those in the stocktake report. In the latter, values of “equity, respect 

for diversity, democracy, excellence, global human responsibility, active community participation 

and contribution, and citizenship” (MoE, 2002: 129) replace “honesty, reliability, respect for 

others, respect for the law, tolerance (rangimārie), fairness, caring or compassion (aroha), non-

sexism, and non-racism” (MoE, 1993: 21). The emphasis tends towards community 

responsibility, rather than individual attributes. That more attention should be given to social and 

cultural objectives in education was further reinforced in the report‟s recommendation that the 

aims and achievement objectives for each of the seven essential learning areas be revised. It 

was recommended that outcomes from the curriculum statements be audited against the 

purposes of the curricula and the “future-focused curriculum themes… of social cohesion 

(including developing a sense of social connectedness); citizenship (local, national, and global); 

education for a sustainable future; bicultural and multicultural awareness; enterprise and 

innovation; and critical literacy” (MoE, 2002: 64). The report recommended that curricula must 

recognise a responsibility to use diversity as a strength, and that teachers should be sensitive to 

and cater for diversity. These recommendations were drawn, in part, from an international 

critique of the curriculum framework by Le Métais (2002: 53), in which it was stated: 

 

 New Zealand is not as explicit as other countries in the role education plays in developing 
 national identity through teaching about different cultures, using a range of cultural contexts in 
 teaching, promoting positive attitudes towards diversity, and making differentiated provision for 
 different cultural and ethnic groups.  

 

The recommended change in focus is from an individualistic to a more public and societal 

responsibility. Preparing adolescents for citizenship was a feature of the early education for 
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 Giddens (1998) described the „Third way‟ as lying between the Old Left and the New Right. It is a middle path 
between the old-style social democracy of the Left (the „First Way‟) and the free market neo-liberal agenda of the 
New Right (the „Second Way‟). 
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Māori and Pākehā. The Thomas Report (DoE, 1944: 5), in its advocacy for the “full development 

of the adolescent as a person”, identified citizenship education as an educational priority in the 

context of post-war New Zealand society. Although this objective meant different things in those 

differing contexts, there was an assumption that citizenship education would occur within the 

framework of a democratic society. A critical reading of the Curriculum Stocktake Report (MoE, 

2002) suggested, however, that its recommendations for a shift towards a more socially 

responsive and responsible curriculum still do not go far enough. Indeed, subsequent to the 

presentation of the report, the Ministry of Education established a new phase of review, The 

New Zealand Curriculum Project. The specifications for the project propose the redevelopment 

and modification of the curriculum. One of its aims is to make the curriculum more responsive to 

learners‟ needs, cultures and backgrounds. Another is to revisit the aims and objectives of each 

essential learning area to make them clearer and fewer in number. The New Zealand 

Curriculum: Draft for Consultation 2006 (MoE, 2006) was published in July for consultation and 

feedback, and its release is forecast for September 2007. It remains to be seen whether lessons 

learned from the development of current curriculum, including the arts, will inform the revised 

national curriculum. 

 

6.4      The development of the draft arts curriculum 

 
The arts curriculum is the key policy document underpinning this research. That “curriculum is a 

powerful political tool for the construction of a nation‟s cultural and political identity” (Grierson, 

2003a: 98) was manifest in its development. While the Ministry of Education acknowledged that 

the arts had a place as one of the seven essential learning areas in the curriculum framework, 

this was through the adoption of an ideology in which they were seen as a contributing 

component of cultural and economic capital, validated in terms of useful skills development. The 

development of The Arts in the New Zealand Curriculum: Draft (MoE, 1999a) reflected, 

therefore, the neo-liberal curriculum reform agenda of the National Government.57 The process 

of development of the policy specifications, background papers and the draft curriculum 

provided insights into the attitudes of the Ministry of Education, schools, teachers, and teacher 

educators towards arts education in New Zealand during the 1990s. Furthermore, it exposed 

the position promulgated by the ministry and its protagonists and antagonists in terms of cultural 

policy within the context of an accelerating multicultural population, as well as understandings 

and interpretations of culture, ethnic diversity and cultural differences - insights which informed 

this study. 
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 For a comprehensive account and critique of the draft curriculum see Mansfield (2000), The Arts in the New 
Zealand Curriculum: From Policy to Practice.  
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The context for developments 

 

The Ministry of Education‟s position towards the arts was controversial from the outset. Of 

foremost concern to arts stakeholders was the intention, signalled in the curriculum framework, 

to develop a national curriculum which encompassed “learning in visual art (including craft and 

design), music, dance, drama, and literature” (MoE, 1993: 15).58 The idea of a „generic‟ arts 

curriculum raised the question of whether, in the eyes of many, including the ministry, the role of 

the arts in education was of lesser importance than other learning areas, a legacy from the past 

as demonstrated in Chapter 5. Grammar school traditions imported from Britain, and the 

Thomas Report (DoE, 1944), did not substantially alter the hierarchical view of both educators 

and the public towards art education. Mansfield (2000: 191) argued that the arts, hitherto largely 

conceived in terms of the „aesthetic‟ and the „affective‟, were seen by the state as having little to 

do with the cognitive and the rational, and with important learning; that they were “lumped 

together and marginalised”. In 1995 the ministry called for submissions from interested parties. 

Accustomed to discrete curriculum for their particular arts field educators responded in alarm to 

the questions posed:   

 

 What are the issues arising from a united approach to the arts?  
 What are the common features of the arts disciplines?  
 What are the purposes for developing a generic curriculum statement for the arts? (cited in 
 Mansfield, 2000: 196). 

 

Anxiety generated by these questions was reinforced by comments from international arts 

educators and theorists. In 1994 at the national art educators‟ conference in Wellington, Doug 

Boughton had alerted art teachers to six „myths‟ that pervade national curriculum reform efforts, 

one of which was that the arts share generic competencies. Boughton suggested that a 

common curriculum framework was likely to be motivated by an attempt to rationalise art 

offerings in schools. Further, he claimed that once the arts enter such a framework, the next 

step is for schools to offer students a choice of one, but not all the arts, an issue that informed 

this study. This situation had already become a reality in Britain. Best (1995: 32) reported that a 

“generic tide” had swept Britain up until the early 1990s, despite the prevailing argument against 

the generic arts. The arts disciplines had consequently lost autonomy in Britain with a single arts 

discipline seen as sufficient to provide aesthetic education. Further, Best questioned the 

meaning of „generic‟. Citing „genus‟ as phenomena or species sharing the same characteristics, 

he argued that the arts cannot be seen as generic, in that each is particular and does not 

possess structures in common with other arts. American art educator Lanier (1991: 45) similarly 

argued against the suggestion that general aesthetic fundamentals apply to all arts: 
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 Thereafter, no reference is made to literature as one of the generic arts. Bracey (2003) later questioned why 
dance, drama, music and visual arts had been selected to represent this essential learning area, and others not. 
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[T]he person who teaches any one of the arts should be someone who is thoroughly prepared in 
that art, not necessarily in the making of it, but certainly in the understanding of how art comes 
about. I have never met anyone who could do this in proper depth for all the arts we have been 
talking about. 

 

The issue of a generic curriculum divided arts educators throughout the country. The gulf 

between those who believed in a generic approach to the arts, and those who wanted to retain 

the autonomy of the constituent arts was the subject of much debate. It seemed that whilst 

practitioners, theorists, and educators of arts subjects could agree that elements such as 

creating, performing and responding were common to each discipline, they were equally 

passionate about the philosophical specialisations which dictated the practices within their 

particular discipline. Major concerns among secondary school art teachers interviewed at this 

time related to loss of identity, integrity and autonomy, the demise of gains made within the 

disciplines (especially in senior secondary school art programmes), reduction in specialist and 

qualified staffing, and a dilution of time, resources, facilities and funding (J. Smith, 1995). Widely 

held was Bracey‟s (1999: 14) concern that a generic arts curriculum “would destroy thirty years 

of art education achievement” in this country. Arguments were mounted against the opportunity 

provided by a generic arts curriculum for school administrators to rationalise the array of arts 

subjects they currently provided, to streamline structures and combine programmes, to reduce 

options offered for individual arts disciplines, and to trim the length of courses (Bracey, 1999; 

Mansfield, 2000). Furthermore, Mansfield (2000: 147) suggested that the curriculum framework 

was structured in such a way that it “legitimates schools (primary, intermediate and secondary) 

offering no visual arts programmes at all”. Indeed, the concerns expressed above, including the 

allocation of time given to art education at years 9-10 was identified as a critical on-going issue 

by teachers in the fieldwork study reported in Chapter 8.  

 

Arguments for the generic approach included the stance that a wide range of arts experience 

would provide the essential skills promoted in the curriculum framework. There were claims that 

the generic concept need not, and should not, represent a threat to the individual disciplines 

within it. The provision of a strong, co-operative base for the arts, long considered vulnerable in 

relation to subjects such as mathematics and science, was seen as giving the arts a much-

needed strength in curriculum debate. For those arts disciplines such as dance and drama, that 

had not established themselves adequately in the schools, it was an attractive proposition. 

Having played bridesmaid for so long to physical education and English, and without the 

national syllabus statements which art and music enjoyed, dance and drama educators were 

more than ready for an equitable place in the arts. Mansfield (2000) claimed, however, that 

although the addition of dance and drama in a generic arts curriculum appeared to proclaim an 

increased importance of the arts as an essential learning area it served, instead, to dilute and 

marginalise them.  
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During the 1990s the two major concerns for those opposed to the generic concept for the arts 

– the threat to the status of individual arts disciplines and the formation of a conglomerate, 

related-arts subject which failed to recognise the essential differences between them – were 

vociferously debated by arts educators throughout New Zealand. When the Draft: An Analysis 

of Policy Submissions for the Arts (MoE, 1995: 3) was published it revealed that the “two main 

foci of responses from arts educators were on the skills students would obtain through the arts 

curriculum and on coverage of the curriculum” (emphasis mine). Stakeholders, especially 

teachers, were clearly concerned that a generic curriculum would diminish the time available for 

skill acquisition and development, as well as reduce the quality and depth of study in the 

constituent arts. In 1998, when the Policy Specifications for National Curriculum Statements in 

The Arts/Ngā Toi Essential Learning Area (MoE, 1998) was presented, the Ministry of Education 

had opted for the generic model in spite of the protestations of arts educators. A contract was 

awarded to the Auckland College of Education with three coordinating writers – Shane Foley, 

Tina Hong and Trevor Thwaites – all former secondary school teachers in their respective 

disciplines of visual arts, dance and drama, and music. Their brief was to develop a generic arts 

curriculum embracing these four disciplines. Illustrative of the development process, Draft Policy 

Specifications for National Curriculum Statements in The Arts/Nga Toi (MoE, 1997a) preceded 

the 1998 specifications. During the move from one to the other, the demographic shift in the 

student population was recognised: 

 

 Students from a diverse range of cultural groups are present in New Zealand classrooms. 
 Multicultural perspectives will recognize the contribution which the art forms of these cultures, 
 in particular those of the Pacific Islands peoples, make to our shared cultural heritage (MoE, 
 1998: 3). 

 

The policy specifications made abundant reference to culture and cultural inclusion, a 

dimension that has ramifications for this study. Surprisingly, the above statement identified 

Pacific Island‟s peoples as contributing to our shared cultural heritage, but mentioned neither 

the indigenous Māori nor biculturalism. This contrasted with the stance taken by the ministry in 

The New Zealand Curriculum Framework (MoE, 1993). Moreover, the statement inferred that 

the Ministry of Education‟s view of cultural groups was in terms of ethnicity, a position explained 

in Chapter 3. Multiple ways in which culture was to be included were presented. For example, 

prominence was to be given to education in the arts as a means of contributing to the cultural 

domains of students‟ personal development, to the acquisition of cultural knowledge, and to an 

examination of how the arts disciplines operate in, and contribute to their own lives, their 

societies, communities and cultures. The objectives in the specifications reiterated that learning 

in the arts would enable students to affirm their cultural identity, understand their origins, 

histories and cultural values, and become aware of how popular culture affects their sense of 

self and place in society. It was also envisaged that international perspectives would 
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acknowledge the importance of learning in the arts in terms of defining and expressing all 

cultures of the world. Further, the policy specifications recommended that approaches to 

learning and teaching associated with each of the arts should be addressed in ways that 

“recognize the diversity of cultures, experiences, home backgrounds and values that students 

bring to their learning”; and that programmes should be “culturally responsive, gender inclusive 

and capable of engaging all students” (MoE, 1998: 6). The complexity of cultural theory and 

interpretation, explicated in Chapter 2, made it clear that this is difficult and contestable territory, 

not yielding to any simplistic definition. In the policy specifications, the ministry‟s usage of the 

term „culture‟ could be read as so highly generalized and lacking in specificity that it failed to 

recognise adequately the complexity of the issue. There was a danger, too, that under a generic 

curriculum culture could become homogenised, rather than based on the individual differences 

within cultures. When the coordinating writers began the draft arts curriculum in 1998 it is likely 

that they examined the ministry‟s interpretation of culture in the policy specifications. As 

evidenced in their supporting documentation for the draft arts curriculum, they saw the term as a 

problematic issue requiring further investigation.  

 

Proposals for curriculum change 

 

Foley, Hong and Thwaites were faced with the formidable task of establishing a rationale for the 

place and contribution of the arts within a national curriculum. On the one hand, they were 

required to be obedient to the ministry‟s policy specifications for a generic arts curriculum. On 

the other, they had a professional responsibility to explore and evaluate the wide-ranging and 

diverse international territory of research on the functions of the arts in societal, cultural and 

educational terms. Such an enquiry could generate substantial questions of the validity of 

prevailing assumptions regarding the arts and arts education in New Zealand. At the request of 

the ministry a background paper was prepared by the writers in which they identified and 

elaborated upon the theoretical and practical bases informing the draft arts curriculum. This was 

a significant event in that for the first time in the history of art education in New Zealand (and 

most likely for the other arts disciplines as well) a philosophical and theoretical rationale for 

curriculum development was presented in the public domain and made available for widespread 

scrutiny. For example, the influential Art Education Junior Classes to Form 7 Syllabus for 

Schools (DoE, 1989) had not been accompanied by any statement of a theoretical position. 

Moreover, in the 1970s when the influence of senior Art History examinations filtered down to 

the junior school so that „looking at art works‟ was seen as a legitimate form of enquiry, there 

persisted a prevailing view that „how‟ to make art was more important than discourse on „why‟ 

we make art. This lack of philosophical and theoretical debate is evidenced by an absence of 

both formal research or analytic documentation of any substance on art education in New 
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Zealand prior to the 1990s. Points of view were (and are) argued often enough, but not formally 

presented. In contrast, The Arts in the New Zealand Curriculum: A Background Paper (Foley, 

Hong & Thwaites, 1999), which supported the writers‟ draft curriculum statement, provided 

insights into their interpretations of the policy specifications and the translation of these into The 

Arts in the New Zealand Curriculum: Draft (MoE, 1999a). It afforded a foretaste of the final 

document, which is critiqued in the next chapter.  

 

In a literature review which fore-grounded their paper, Foley et al identified four education 

movements which they perceived to have influenced arts education in New Zealand since the 

1930s - Progressivism, Modernism, Discipline-based Art Education (DBAE) and Postmodernism 

- the first three of which are espoused as historical influences in the previous chapter. The 

inclusion of progressivism was to be expected, since the theories of Read, Lowenfeld, Lismer, 

and Dengler influenced the then-radical programme introduced by Tovey in the 1940s. The 

contribution to art education of progressivism‟s emphasis upon the innate and spontaneous 

expressive abilities of the child was acknowledged by the writers, although they suggested that 

progressivist art education “neglected the need to develop knowledge about the techniques and 

traditions of art making” (Foley et al, 1999: 5).  

 

The inclusion of modernism as an influential art movement, which began to affect art education 

from the 1960s, was not unexpected. Barrett (1997: 17), for example, claimed that the 

modernist approach, influenced by “the major movements and events of modernity – 

democracy, capitalism, industrialization, science, and urbanization – promoted both freedom 

and individuality”. Foley et al argued that the progressivist concentration upon individual child 

development could align with the modernist tenets of originality and innovation. In their view, 

new life could be breathed into an art curriculum previously dominated by a technical and 

vocational orientation, and allow a progression from primary to secondary schooling. Visual arts 

examples were given by the writers to illustrate the modernist approach to art making, which 

focused upon experimentalism and the aesthetic experiences associated with the formal and 

expressive properties of art works.59 It was asserted that, under modernism, maturing students 

could legitimately make some analysis of art process, thereby enhancing an understanding of 

design, composition, and expressive qualities. Missing from the review, however, were debates 

on modernism that abound in the literature, including criticism that it ignores the art of artists 

“who are not working within the sanctioned theory of modernism” (Barrett, 1997: 27). Nor was 

there comment upon modernism as essentially a western, high-culture concept which, in 

curriculum terms, reinforces the cultural superiority of western art.  
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 A feature of the background paper was the predominant reference throughout to visual arts, rather than arts 
examples to support the rationale for the draft arts curriculum. 
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The third influence, discipline-based art education (DBAE), was similarly perceived by Foley et 

al as continuing to offer, as it had from the 1980s, a holistic, comprehensive, and multifaceted 

approach to arts education. The emphasis given in DBAE to studio practice (making art) and 

reliance upon western fine art, visual exemplars, and formalism, was not seen as problematic 

despite claims by detractors. Pankratz (1996) and Clark (1996), for example, pointed out that 

there is little place in a DBAE curricula for the study of non-western art; that attention to the 

cultural backgrounds and learning styles of students is not encouraged; that the approach limits 

study of how the creation, dissemination and use of art can reinforce inequitable social relations 

in society; that it excludes studies that explore the contexts of art; that it equates with the worst 

excesses of high modernism; and that there are profound disagreements over its compatibility 

with postmodernism. Moreover, Efland (1995) argued that DBAE promotes art as a well-

structured domain of knowledge based on scientific rationalism, whereas art is, in fact, an ill-

structured domain which takes into account a multiplicity of inter-related elements. These points 

of view were not taken into account by the curriculum writers, despite much literature being 

available prior to 1999.  

 

When considering the position of the fourth influence, postmodernism, Foley et al directed most 

of their attention to the visual arts. They saw postmodernism, in contrast to modernism, as 

emphasising the political and ideological context of art works, rather than a self-sufficient 

aesthetic interpretation derived largely from Eurocentricism. In a critical sense, they suggested, 

postmodernism removes the art work as the nucleus of enquiry and relegates it to the position 

of peripheral evidence of the social, cultural, historical and philosophical condition. Art works 

become part of the text of interrogation. In this context the aesthetic experience, although 

recognised as a dimension of postmodernism, is not seen as providing a sufficient rationale for 

the inclusion of art in education. Foley et al took the view that arts education needed to be re-

assessed, although their paper fell short of an analysis of the possible impact of moving the 

focus from the production of art works to the domain of art as a postmodern construct.  

 

Given the focus in the Policy Specifications (MoE, 1998) on the diverse range of cultural groups 

present in New Zealand classrooms, and on the need for teachers to develop culturally 

responsive programmes, a notable omission in the literature review was the extensive 

international commentary on multiculturalism and multicultural art(s) education which was 

available to the writers. Foley et al (1999: 11) did, however, address the issue of culture, citing 

its “importance within the postmodern paradigm that currently structures and shapes 

educational practices in New Zealand”. Here, they examined the importance of culture in light of 

the cultural shifts that had occurred as a result of changes within local, national and global 

communities. The writers used ideas from Giroux and Simon (1984) to define culture as:   
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 [T]he distinctive ways in which a social group lives out and makes sense of its „given‟ 
 circumstances and conditions of life. These may or may not be „unconscious‟; certainly they 
 are the product of collective historical processes and not merely personal intention. In fact, 
 individuals form their purposes and intentions within frameworks provided by their cultural 
 repertoire (cited in Foley et al, 1999: 11). 

 
Further, the writers outlined Begler‟s (1998: 273) identification of key understandings about 

culture, which included the notions that “culture is learned rather than genetically inherited…; 

culture is shared by members of a group…; culture is dynamic rather than static…; culture is a 

systemic whole and not to be broken into high and low culture…; all cultures serve basic 

functions that can be classified into… economic, social, political, aesthetic, and values/beliefs; 

all cultural behaviour is framed by underlying systems of values and beliefs…; all cultures exist 

within a historic context that has shaped the development of the cultural forms and functional 

systems in operation today” (cited in Foley et al, 1999: 11). The ministry was to follow the 

writers‟ lead and utilise Begler‟s stance, albeit in the penultimate section of The Arts in the New 

Zealand Curriculum (MoE, 2000) under the heading, Culturally Inclusive Programmes. However, 

the role of political power and control in shaping cultures at many social levels was not explored 

by the writers. Instead, descriptors of aspects of culture such as consumer culture, popular 

culture, multicultural contexts, inclusive practice and the arts, semiotics, and social and cultural 

texts were presented in the context of twentieth century aesthetic theory. Herein, Foley et al 

tended to focus on the visual arts, noting that an effect of globalisation could be to universalise 

the appearance and distribution of goods, shaping a consumers‟ market of multiple choices that 

could impact upon any tradition of art making and consumption which reflected localised social 

and cultural traditions. Giroux‟s (1998: 19) view of popular culture as “a serious object of 

aesthetic and cultural criticism” was cited in the context of three issues: the impact of electronic 

media upon peoples‟ perceptions of an expanded world; questions about new domains and 

definitions of culture which challenge assumptions of the universality of Eurocentric models; and 

awareness and acknowledgement of „otherness‟, which included gender, race, culture, and 

socio-economic position. In the background paper Foley et al appeared to endorse Giroux: 

 

 In reflecting postmodern thinking, The Arts in the New Zealand Curriculum Draft promotes the 
 concept of cultural democracy and social equity in education. In practice this democracy 
 encourages pedagogical pluralism and a critical pedagogical approach whereby students are 
 encouraged to take a variety of perspectives on an issue and to ask questions about and  analyse 
 art works, art objects and events from a range of cultural perspectives. Education in the arts 
 which prioritises the consideration of the dynamics of race, gender, class and difference, within a 
 cultural context, has the potential to promote critical thinkers who will inform, enrich and 
 contribute to the broad multi-cultural nature of New Zealand society (Foley et al, 1999: 14-15). 

 
However, the writers‟ use of the term multiculturalism, a particular and controversial dimension 

of cultural theory and ideology, raises questions. Their usage suggested that they saw 

multiculturalism as interchangeable with cultural diversity. It would also appear that Foley et al 

were attracted to postmodern concepts of language and literacy. They cited the work of 
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Wittgenstein, Russell and Heidegger who, early in the twentieth century shifted the focus of 

analysis away from ideas in the mind to a concentration on language in which thinking is 

expressed. To support the subsequent concentration on language Giroux‟s (1988) notion of 

„reading objects‟ was cited:   

 

 Postmodernism has… offered powerful modes of criticism in which various cultural objects 
 can be read textually in the manner of a socially constructed language. In effect, by 
 constituting cultural objects as languages, it has become possible to question radically the 
 hegemonic view of representation which argues that knowledge truth and reason are 
 governed by linguistic codes and regulations that are essentially neutral and apolitical (cited 
 in Foley et al, 1999: 15). 

 

Foley et al gave particular attention to the postmodern concept of arts languages. Semiotics, or 

the reading of cultural forms, was perceived as a useful structure. Interchangeably citing the 

visual arts and the arts, the writers asserted that the meaning of art works could be constructed 

through signs and symbols according to the social and cultural context through which the work 

was interpreted. To make meaning of the various symbols in the arts it would be necessary to 

identify the procedures and conventions that particular art forms use, taking into account 

differing cultural and social contexts. Further, the writers focused on text as a combination of 

signs which is produced by, and reproduces, cultural attitudes. They argued that treating the 

arts as a form of social text would enable students to penetrate beneath the formal 

characteristics of art works to discover the underlying belief systems and structures, revealing 

the origin and meaning of the signs and symbols used. Such study, Foley et al maintained, 

could equip students to better „read‟ art works, and give them the tools to explore the multiple 

realities of cultural expression and communication.  

 

A focus on languages, from which „literacies‟ would be developed, was presented in the paper‟s 

Conceptual Framework. Dance, drama, music and the visual arts were considered vital to a 

reconception of literacy education. Ways were suggested in which literacies might be viewed 

and developed. First, multi-literacy was cited as a new approach to literary pedagogy to give 

broader meaning to literacy than did traditional definitions. Second, the writers embraced the 

notion of literacies in the arts as distinct ways of knowing, anticipating that this approach would 

be critical, culturally-based and reflect theories of current practice and of cultural pluralism. 

Third, in terms of literacies in the arts in New Zealand it was asserted that all students should 

have opportunities to gain knowledge and skills of the special character of arts forms that 

expressed the bicultural heritage of Māori and Pākehā, the European and the Pacific Islands, as 

well as international and global arts forms, including those of North America and Asia. A fourth 

way in which literacies might be developed was to view the concept of languages in the arts in 

relation to the people who use them. The language of each of the arts would consequently be 

distinctly different in terms of visual, auditory, and kinesthetic signs and symbols. The writers 
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were adamant that the four arts do not conceptually have a universal language or 

communication system; that languages reflect cultural communities and are generated by their 

own literature; and that each has its own “discrete bodies of knowledge and modes of 

investigation” (Foley et al, 1999: 29). The introduction of the concept of literacies appeared to 

be the writers‟ way of giving legitimacy to the identification of separate arts disciplines and 

hence, teaching territories.  

 

In a section of their paper devoted to The Postmodern Curriculum, Foley et al discussed the 

implications of postmodernism for education in terms of curriculum content, modes of 

assessment, forms of pedagogy, how students and teachers learn, the ways in which schools 

operate as organisations, and changing attitudes towards the role of education. Citing the work 

of Doll (1989) the writers agreed that a postmodern curriculum would require a critical re-

appraisal of hierarchical structures of class, race and gender.60 Further, they questioned how 

political, economic, cultural and time-space changes might be conceived and dealt with in 

schools. Identified were four key trends in the areas of education theory and practice and the 

arts - critical pedagogy, constructivist pedagogy, education and technology, and life-long 

learning. The writers saw value in an underlying objective of critical pedagogy to encourage 

students to assess and appraise, rather than merely absorb. Passive absorption was seen as 

being replaced, under a constructivist pedagogy, by reflective and experiential learning. While 

education should recognise the significance and rapid expansion of technology, the writers 

warned that attention needed to be given, not only to facilitating acquisition of technical 

knowledge, but to an understanding of its social impact and consequences. They considered 

the arts to be an important agency for life-long learning in their overlapping and interconnected 

capabilities to foster “economic progress, democratic understanding, and personal development 

and fulfilment” (Foley et al, 1999: 25). 

 

In the final part of the background paper, Foley et al focused on the contingencies of curriculum 

implementation. Particular attention was given to four proposed strands - Exploring the 

Languages of the Arts, Developing Ideas in the Arts, Communicating and Interpreting Meaning 

in the Arts, and Understanding the Arts in Context – which were further elaborated into four 

strands specific to each of the arts disciplines. The writers justified how the four generic strands 

in the curriculum had been designed to reflect the processes and concepts of learning in each 

of the four disciplines. They argued that “the strands are interrelated, non-hierarchical aspects 

of arts practice and understanding in each…” (31). The achievement objectives for the draft arts 

curriculum, developed at eight levels within each arts discipline, were drawn from the curriculum 
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 Doll (1989) believed that the postmodern paradigm is an open system which transforms, in contrast to a closed 
system that merely transmits and transfers, thus requiring a reassessment of formalistic histories, a valuing of the 
qualitative dimensions of the intuitive and the non-rational, and a recognition not only what technology is, but what it 
does to people, cultures and environments in a global perspective. 
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framework. It was explained that the achievement objectives across the four strands in each 

discipline were closely interrelated, both in terms of the conceptual framework, and in how they 

could be used to assess learning outcomes. Students could, therefore, be achieving against the 

objectives from more than one strand. To argue, however, that each of the four disciplines of 

the arts has its discrete body of knowledge, and then to claim that there can be utilised a 

generic set of achievement objectives applicable to each of these arts, could be seen as 

contradictory. It would seem to be indicative of a required alignment to meet pre-determined 

outcomes. Foley et al concluded their background paper with an assurance that the draft arts 

curriculum had built, respectively, on existing syllabus statements for music and art, and on 

statement rationales for dance and drama. They emphasised the importance of the arts and art 

works, taking the position that: 

 [T]he arts are essential to the development of educated and multiliterate citizens within 
 bicultural New Zealand and a multicultural world… (and that) both creating and responding to 
 art works are important forms of inquiry through which human experiences can be 
 understood and cultural values transmitted (52). 

 

Response to the draft curriculum 

On 12 May 1999 the policy specifications, background paper by Foley et al, the draft arts 

curriculum, and reports prepared for the ministry by Peter Smith (1998) and David Wood (1999) 

were presented to Howard Fancy, then Secretary for Education. An accompanying memo 

identified a number of issues relating to the policy framework within which the draft arts 

curriculum had been developed. It was acknowledged that the influence of the “modernist 

perspective with (its) emphasis on the expressive aspects of the modernist ideal” (Kelly, 1999: 

3) had dominated New Zealand curriculum policy and existing curricula, such as the Art 

Education Junior Classes to Form 7 Syllabus for Schools (DoE, 1989). Kelly claimed that the 

influence of a range of philosophic approaches, key amongst them modernism, postpositivism 

and postmodernism, was evident in the draft arts curriculum, but that the writers‟ postmodern 

position was conservative. Further highlighted was the focus in the draft arts curriculum on two 

educational philosophies that have dominated practice in New Zealand, progressivism and 

constructivism. Kelly (1999: 4) suggested that while “neither position is prescribed by the 

ministry” there was a wide range of pedagogical approaches that could satisfy achievement of 

the curriculum objectives.  

In his report to the ministry, Wood (1999) evaluated the major documents leading to, and 

including, the draft Arts in the New Zealand Curriculum national curriculum statement. Wood 

claimed that certain dimensions of Foley et al’s background paper had been moderated by the 

ministry in the draft arts curriculum: 
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 The writers of DA [draft arts], as clearly stated in their BP [background paper], embraced a 
 post-modernist stance to education practice and development, whereas neither the NZCF 
 [The New Zealand Curriculum Framework] nor the PS [policy specifications] noted post-
 modernism as an important consideration… But it is also clear that DA is much less 
 ideological than its predecessor. Its text makes no specific mention of post-modernism. The 
 wording of its strands and accompanying objectives are more moderate, reflecting the New 
 Zealand language and experience… The revision of DA away from the strong postmodernist 
 position of BP reflects the Ministry‟s significant „tempering‟ role in today‟s curriculum development 
 process (5-7).  

Wood‟s commentary on the ministry‟s tempering role in curriculum development, particularly in 

terms of changes from the philosophical stance of the background paper and its translation to 

the draft arts curriculum, was accompanied by criticism of the curriculum framework. Wood 

claimed that while “some of its emphases reflect prevailing and emerging thinking of the 1980s 

– multiculturalism, social equity, tolerance – the NZCF writers were largely ignorant of the 

philosophic essences of post-modernism. Consequently, it is not surprising that there is an 

historic gap between the two documents, NZCF and DA” (6-7). This comment aligned with the 

concern of detractors of the draft arts curriculum that it was required to play handmaiden to the 

curriculum statements developed for the other essential learning areas. The issue of 

homogeneity of all national curricula had earlier been deplored by critics of the curriculum 

framework. Mansfield (2000: 222), for example, argued that: 

The national standardisation of the arts curriculum, like other curriculum documents, focuses on 
observable and measurable outputs. The arts, too, appear to take on board empiricist social 
science, performative and managerial „quality assurance‟ schema which become part of „new 
equity‟ technologies applied to the nationally developed curriculum framework. The frames and 
grids of the Arts strands, levels and indicators promote this „new equity‟, apparently becoming the 
catalyst for a democratic and common curriculum. 

The notion of the arts as separate disciplines each with its own discrete bodies of knowledge 

and modes of investigation was also questioned, predominantly by art education theorists. 

Mansfield (2000: 206) argued that instead of separate disciplines with their own bodies of 

knowledge to be measured, the arts should be “seen as a concept of knowledge – an open 

interpretation”. This position aligned with those of United States protagonists of social 

reconstructionist multicultural art education, presented in Chapter 3, who claimed that when art 

is taught in an interdisciplinary fashion with other subjects it is better able to reflect and create 

socio-cultural understanding. However, the notion of an interdisciplinary curriculum appeared to 

hold little attraction for classroom teachers. While it was acknowledged that the arts as 

disciplines would seem to be less pertinent in a world in which the arts are increasingly shaped 

by diverse overlapping and interaction of many arts processes, the majority of arts teachers 

supported the proposal for four separate disciplines.    

A further issue raised by the draft was the concept of arts as languages. Concerns expressed 

by music educator Manins (1999) were shared by arts educators nationwide. Manins (1999: 10) 

rejected the notion of music as an international language, arguing that “one of the problems of 
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considering music as a language is the danger of attributing to it characteristics that are usually 

associated with language”. He claimed that the major purpose of music could become merely 

associated with communication using language, rather than meaning being constructed in 

musical terms. These criticisms carried weight. The proposal in the background paper for Strand 

One, Exploring the Languages of the Arts (which was modified in the draft to Learning the 

Languages of the Arts), ultimately became Developing Practical Knowledge in the Arts. There 

was a perception that the writers‟ emphasis on critical thinking through learning the languages 

of the arts ran the risk of students looking on at art(s) and culture. The feedback on the draft 

indicated that stakeholders in each of the arts disciplines wanted the theoretical approach to 

languages adopted by the writers to be replaced by an emphasis on arts practice. This 

response could be seen as protectionist. However, the demand for existing and established 

territories of the arts in education not to be threatened or undermined was not surprising since 

both the previous arts curricula and syllabi, and the professional educations of arts teachers, 

have derived in the main from a modernist orientation.  

 

The focus on skills promulgated in the curriculum framework, and upheld in the draft arts 

curriculum, was also a cause for concern. Mansfield (2000: 145), for example, considered the 

conception of the arts as creative skills to be “a behaviourist notion implying a neutral creative 

behaviour, unlinked to social and cultural production, and conveniently side-stepping the 

questions of either cultural politics or difference”. She expressed concern, that: 

 

[A]s long as arts education programmes restrict themselves to neutral „skills‟ of „expression‟ they 
will retain their status as pleasant accomplishments but not really necessary for anyone other 
than prospective artists – the truly „talented‟ (146). 
 

Yet another issue, the concept of arts literacies, received substantial criticism. Fervently 

opposed to this notion, Mansfield (2000: 210) argued that: 

 Nowhere within these generic aims that promote „arts literacies‟ does culture or cultural 
 difference figure as an organising force. Art education does not appear to be seen as part of 
 cultural production which would provide space for difference. The notions of „arts‟ and „arts                                
 literacies‟ are heavily imbued with Western concepts and maintain a Western hierarchy of 
 values abstracting such education from cultural expression and production on the basis of 
 difference. A return to a modernist discourse is thus signalled. 

The ultimate concern, however, was that the draft arts curriculum was framed within a modernist 

paradigm. Mansfield (1999: 20) had earlier expressed disquiet that The New Zealand 

Curriculum Framework (MoE, 1993) endorsed “the „art-as-decorative-object‟ ideology”. As 

applied in arts education, the notion of art as artefact was considered to be “entirely inadequate 

for art as product”; that evaluating aesthetically a piece of visual arts (or dance or drama or 

music) as artefact, in terms of what makes a good work of art, is a western application of the 

idea of the work of art (Mansfield, 2000: 146, original emphasis). The modernist discourse on art 
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education, articulated in Chapters 2 and 7, is criticised world-wide. Indeed, the revisionist 

position towards postmodernism, which occurred in the translation from Foley et al’s 

background paper to the draft arts curriculum, served to perpetuate the modernist ideal. One 

dimension of this research was, therefore, to explore the question of whether an arts curriculum 

which claims to pay attention to issues of cultural diversity can fit to a modernist ethic. Evidence 

of this, and other criticisms of the draft arts curriculum, informed not only the field work 

investigation but also the critique of The Arts in the New Zealand Curriculum (MoE, 2000).  

6.5 Conclusion 

 

Curriculum is a site of contestation and struggle over the competing interests, ideologies, and 

negotiated outcomes of tensions and compromises between governments, politicians, 

bureaucrats and business, and curriculum reformers and designers, teachers, students, 

parents, and the cultural sectors.  As Grundy (1987: 5-7) pointed out:  

 

 No curriculum has an a priori existence. If we are to understand the meaning of the curriculum 
 practices engaged in by people in a society… we also need to understand the fundamental 
 premises upon which it is constructed… Educational practices, and the curriculum… do not 
 exist apart from beliefs about people and the way in which they do and ought to interact in the 
 world. If we scratch the surface of educational practice… we find, not universal natural laws, 
 but beliefs and values (original emphasis). 

 

Education policy in this country cannot be examined outside the political, cultural and social 

context in which it was developed. Responses to significant shifts, which reflected the 

ideologies of the Labour and National governments of the 1980s and 1990s, are manifest in The 

New Zealand Curriculum Framework (MoE, 1993). Emphasis was given primarily to an 

education for economic survival and development but, albeit reluctantly, both governments 

recognised that the changing cultural face of New Zealand demanded attention. 

Notwithstanding the multiple and generalised descriptors of culture that were presented, the 

writers of The Arts in the New Zealand Curriculum: Draft (MoE: 1999a) did express concern for 

cultural inclusion in response to changes in local, national and global communities. More 

problematic was their interchangeable alignment of multiculturalism with cultural diversity and 

the failure to see the politics of cultural difference as a force in curriculum design. The position 

taken in the background paper towards cultural democracy and social equity in education, within 

a postmodern paradigm, was moderated in the draft arts curriculum. Further constrained by 

stakeholders‟ preferences for separate disciplines – dance, drama, music, and the visual arts - 

and by their seeming reluctance to move beyond the modernist paradigm, the draft arts 

curriculum was transformed yet again when it became The Arts in the New Zealand Curriculum 

(MoE, 2000). Insights gained through the development of the draft curriculum informed the 

critique of the arts curriculum document which is the focus of the next chapter. 
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CHAPTER 7 

 

CHALLENGING THE TERRAIN: CRITICAL PERSPECTIVES ON THE 

ARTS IN THE NEW ZEALAND CURRICULUM 2000 to the present 

 

7.1 Introduction  

 

An appraisal of The Arts in the New Zealand Curriculum (MoE, 2000), the pre-eminent policy 

document referenced by teachers of the arts, including the secondary school art teachers who 

were participants in this research, provided vital insights into how the varying perspectives of 

Ministry of Education officials, the curriculum writers, teachers, and other stakeholders in the 

arts shaped its transformation from the draft to its final form. Attitudes towards the role of the 

arts in education, the value assigned the arts as an essential learning area, and understanding 

of the functions of the arts and its disciplines are conceptualised in this historical moment in a 

document in which generic specifications and advocacy statements precede discrete 

requirements for dance, drama, music and the visual arts. Consideration of the first three 

disciplines is beyond the scope of this study. Hereafter, education in „visual arts‟ replaces the 

nomenclature „art‟ in this study. Additional insights are provided by the critical perspectives of 

tertiary arts educators - augmented by the voices of the six experienced secondary school 

HODs - on the role and significance of the arts curriculum in general and of the visual arts 

discipline within it, the relationship of the arts curriculum to the New Zealand Curriculum 

Framework (MoE, 1993), and issues of cultural policy. These perspectives, in concert with the 

critique of the document, provided a foundation for the field work, including the analysis of art 

department schemes, interviews, classroom observations, and documentation of students‟ 

outcomes.  

 

7.2 Response to the generic dimensions of the arts curriculum 

 

Until the late 1990s comparatively little critical commentary was published about arts education 

in New Zealand. While the new arts curriculum appeared to be received with equanimity by arts 

practitioners in the schools, its advent afforded opportunity for a plethora of commentary from 

arts educators and theorists in the tertiary sector. In The Arts in Education: Critical Perspectives 

from Aotearoa New Zealand (Grierson & Mansfield, 2003) the editors and contributing authors 

presented a set of essays which demonstrated their “commitment to raising the level of debate 

in arts education and to sustaining critical perspectives” (Peters, 2003: 9). Included in this 

publication are essays by Bracey, Grierson, Mane-Wheoki and Mansfield which focus on visual 
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arts education. The perspectives of authors in the other disciplines have not been considered in 

this thesis. 

 

Perspectives of critics and voices of practitioners 

 

Bracey (2003: 181), a staunch critic of the arts curriculum, claimed that “the muddled conceptual 

ground on which (it) uneasily rests” arose from a lack of knowledge of art education theory by 

the curriculum writers. Furthermore, he asserted that educators in the visual arts fail to “reflect 

critically on their enterprise… or to systematically and critically engage with the theory on which 

that enterprise was founded” (ibid). Concern about these issues helped shape the interviews 

with the participants in this study. Indeed, the responses of the complementary participants‟ 

confirmed aspects of Bracey‟s criticisms. Luke and Margaret, despite their extensive experience 

in the field, professed no knowledge of debates by art teachers, art education theorists and 

commentators about the arts curriculum. Robert recalled the issue of “lumping all the arts 

together”, Helen cited discussions on the importance of “valuing our Pacific heritage and 

geographical place in Asia, and the inclusion of time-based arts”, and Jennifer, while stating that 

the “curriculum and its corresponding philosophical base has radically changed our thinking and 

approach to art education”, admitted to being “unaware at the time of any debate in that context 

by theorists and commentators”. Heather‟s responses related to barriers currently perceived by 

art teachers, in particular “the pace of change which does not allow teachers to take control”. 

Bracey (2003: 181) attributed the shortcomings of visual arts educators, in part, “to a form of 

teacher education which, in its focus on art works, fails to provide beginning teachers with either 

the means, opportunity or incentive to critically examine the foundations of art education”. While 

the sources of evidence to support his allegations were not cited, Bracey was adamant that 

secondary art teaching programmes have become more conservative in recent years. He 

considered that this was an outcome of a type of art education in which success is ultimately 

measured “in terms of established conventions of modernist picture-making practice as well as 

artistic creativity” (187). Peters (2003), in the foreword to Grierson and Mansfield‟s (2003) 

publication, drew attention to the issue of uncritical acceptance of the arts curriculum, allied with 

ignorance of the politics of curriculum formulation. He reminded arts educators that: 

 

„Curricularising the arts‟ is a shorthand way of referring to the fact that when knowledge, beliefs or 
practices become part of a curriculum, they become, in effect, a part of „official culture‟ – 
canonized, packaged and certified by curriculum „experts‟ and authorities, as authentic and 
important. Many scholars have pointed to the fact that education is deeply imbricated in the 
politics of culture and that the curriculum is never a neutral assemblage of knowledge… curricula, 
almost by definition, are always part of selective traditions, which means that curriculum reflects, 
implicitly or explicitly, someone‟s vision of legitimate knowledge. Curricula reflect cultural, political 
and economic forces and are the negotiated outcome of the tensions and compromises among 
their stakeholders, each with their own set of values and concerns (Peters, 2003: 21, original 
emphasis). 
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Peters‟ stance that curriculum legitimates official culture is consistent with conclusions drawn 

from the historical linking of the development of education and state formation noted in Chapter 

5 as underpinning the shaping of art education from the 1840s. It comes as no surprise, 

therefore, that the arts curriculum reinforces government policy of the 1980s and 90s which 

focuses upon the knowledge economy, the development of essential skills, and on preparing 

students for work. While Peters expressed concern about positioning the arts into this kind of 

national framework, claiming that they “do not fit comfortably into a perspective that is anchored 

in a view of knowledge as instrumental in serving the interests of a national economy” (21), it is 

a stance which turns on the specificity of the historical moment which makes such a position 

possible. Peters‟ view that “curriculum reflects, implicitly or explicitly, someone‟s vision of 

legitimate knowledge” (ibid) was manifest in the policy specifications for the development of the 

arts curriculum (MoE, 1998), the background paper by the writers (Foley et al, 1999), the draft 

arts curriculum (MoE, 1999a), and in The Arts in the New Zealand Curriculum (MoE, 2000). At 

each stage of the development, a particular interpretation of knowledge was articulated by 

ministry officials and the curriculum writers, albeit ultimately moderated by the response of arts 

stakeholders and the ministry itself (Wood, 1999).  

 

The complementary participants invited to comment upon the vision of art and art education 

promoted in the arts curriculum, while seemingly unaware of the conceptual changes that 

occurred during the development process, held a variety of views. For Helen, the vision meant 

that a “wide and varied experience in the arts is available, with dance an exciting and 

challenging addition”. Heather applauded the “holistic approach which contributes to developing 

essential skills, attitudes and values, and sees „art‟ strongly linked to a number of expressions of 

creativity… it does not stand alone”. Margaret, likewise, considered the curriculum to be “all-

encompassing in the way it identifies the disciplines and the strands, and unifies them through 

the development of literacy”. For her, the “broad nature of the arts curriculum enables students 

to recognise the intrinsic nature of art and its direct link to culture and tradition… and allows 

teachers and students to show how the arts are linked, while encouraging students to think and 

find new ways to express ideas and values”. Robert, on the other hand, while noting that the 

“broader range approach… provides the potential for a spin off from the visual arts into other 

areas of the curriculum”, admitted that “this hasn‟t been fully exploited”. For Luke, the curriculum 

promoted an approach to art education which “appeals to the masses… making it so that 

anybody can end up with a „nice‟ piece of work”.61 Jennifer, comparing the “inventive approach 

taken by the 1989 art syllabus in linking the idea of the artist model as the basis of making art at 

all levels”, felt that while the arts curriculum “had widened that context… there is a tendency for 

students to be taught as a group and not individually and for a formula to be applied to teaching, 
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 This comment reflected a recurring criticism by Mansfield (2003: 76) that art education promotes a „how-to-make-
art‟ approach or the „beauty paradigm‟, pretty pictures of flowers, butterflies...”  
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particularly in the middle school (years 7-10)”. These responses indicate that the vision 

promoted in the arts curriculum engenders contrasting opinions.  

 

A dimension of the arts curriculum which has been much criticised is its focus upon the 

acquisition of skills. This emphasis, not surprisingly, reflected the New Right ideology inherent in 

The New Zealand Curriculum Framework (MoE, 1993). In the arts curriculum it is re-stated that 

students will be engaged in learning that contributes to developing the essential skills described 

in the framework. Reconceptualised in the arts curriculum, emphasis is given to links between 

school, community and work. Thus, students will develop social and co-operative skills which 

enable them to “understand the purposes of the arts within their own and others‟ cultures and 

communities… contribute to the cultural life and well-being of their school, whānau, marae, or 

community… and consider others‟ cultural beliefs, protocols, and practices”. Students will also 

develop communication skills through making “objects and images as forms of personal and 

cultural expression”; problem-solving skills, in order to “recognise the significance of cultural 

context when developing solutions to problems”; and information skills, through which they 

“develop respect for cultural and intellectual property as they access material” (MoE, 2000: 99-

101). Such an alignment of skills with cultural behaviours, it can be argued, seeks a conformist 

society rather than a social responsibility. Mansfield (2000: 69) was particularly critical of the 

notion of “measurable „development‟ of artistic… skills”, an approach which, she said, serves to 

“homogenise identities… and avoid the social, cultural and historical issues of contingency” 

(70). Evidence of whether student‟s individuality and cultural difference was subordinated to 

uniformity was thus sought during the field work observations. Also of interest was an indication 

of the key participants‟ attitudes towards the four groupings of essential skills above and 

whether they considered the remaining four groupings of essential skills - physical skills, 

numeracy skills, work and study skills and self-management and competitive skills - pertinent to 

art education. How the development of the eight groupings of essential skills was included by 

teachers in their visual arts programmes at years 9-10 is reported in Chapter 8.  

 

One of the most controversial aspects of the draft arts curriculum, the notion of developing 

literacies in the arts, remains the target of critics of the arts curriculum. Literacies, which are 

described as the “ability to communicate and interpret meanings in the arts disciplines”, may be 

developed through such forms as Celtic dancing, tapa-making, tīvaevae, particular types of 

Pacific beat, rhythm and drum, and Aboriginal painting” (MoE, 2000: 10). Although the point is 

made in the arts curriculum that “understanding the concepts, forms and conventions of 

contemporary Western painting (does not) imply similar understandings of contemporary 

Aboriginal dreamtime painting” (11), this merely suggested that there is a difference. Little 

indication was given as to why and how literacies and understandings are to be developed. 
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Mansfield (2003) suggested that given the time-tabling of four arts disciplines the notion of 

literacies in the arts, which is intended to be empowering for students, would merely serve to 

legitimate the dominant culture. She distinguished between „functional literacy‟, the way things 

are done, and „critical literacy‟, which questions that doing (67). Functional literacy would sustain 

the dominant modernist mode of making and interpreting art works. Peters (2003: 22), too, 

reserved particular criticism for this structuralist philosophy of art education in which students 

view the arts “as „social texts or commentaries‟, implying that each of the arts has its own 

language”. For Peters, the language-based model, in which the arts are structured like a 

language, emphasised the development of cognitive skills at the expense of other non-cognitive 

elements. Questioning why such an overtly rationalist account of art and art education has been 

advanced, Peters may already have given his own answer when he referred (above) to a view 

of knowledge in the arts curriculum which is “instrumental in serving the interests of a national 

economy” (21).   

 

 The politics of culture - the way in which curricula reflect cultural forces that are the outcome of 

competing interests of stakeholders – was a key issue for critics of the arts curriculum. In the 

foreword to the document Howard Fancy, Secretary for Education at the time, maintained that 

the arts disciplines offer students “unique opportunities for imagination and innovative thought 

and action, for emotional growth, and for deeper understandings of cultural traditions and 

practices in New Zealand and overseas” (MoE, 2000: 5, emphasis mine). There is nothing to 

indicate how Fancy saw such cultural understandings being realised in practice, or how a time-

constrained generic curriculum could do anything but align with the dominant western tradition 

in which the arts of others, including ethnic arts, are „added on‟. Certainly a western, modernist 

stance dominates the arts curriculum in that culture is equated with the cultural forms or 

products of the arts which are the outcomes of cultural traditions and practices. The art work, by 

implication, becomes the starting point for investigation. The postmodern position towards 

culture, in which the art work is removed as the nucleus of enquiry and emphasis is given to the 

political and ideological context of the work, is not accorded the same importance (Wood, 

1999). Peters (2003: 23) suggested, in fact, that “critical, political and ideological components” 

are missing from the curriculum; that it is “silent on these issues”. Further, the postmodern 

concept of visual culture, explicated in Chapter 3, is given a single reference in one of the visual 

arts curriculum strands but is neither defined in the glossary nor explained in the document. 

Regarded by Mansfield (2000) as one of the few signs of postmodernism in the curriculum, the 

failure to define visual culture was considered problematic in light of the contemporary emphasis 

upon this concept. What predominates, instead, is a proliferation of references to culture which 

are grounded in multiple assumptions as to what culture may be. In the explanation of the arts, 

for example, it is stated that:  
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 The arts… contribute to our intellectual ability and to our social, cultural, and spiritual 
 understandings; they are powerful forms of personal, social, and cultural expression; as 
 expressions of culture, the arts pass on and renew our heritage and traditions and help to 
 shape our sense of identity; and, all art works are made, used, interpreted, and valued within 
 social and cultural contexts and may be regarded as texts or commentaries that reflect history, 
 tradition, and innovation (MoE, 2000: 9, emphasis mine).   

 

References to culture in the 1989 art syllabus (DoE, 1989) had focused on the relationship of 

art, culture and society, with an emphasis on knowing about art in students‟ own and others‟ 

cultures. In the arts curriculum there is a subtle, but significant, shift. Cultural contexts, 

expressions, and understandings gain prominence, intimating that it is the effect of art on the 

student‟s personal, intellectual and artistic development which is important. A focus upon 

students gaining understanding of how and why individuals, communities, and societies make 

art works is highlighted, albeit primarily with regard to the tangata whenua (the nomenclature 

now replacing the syllabus use of Māori). Indeed, references abound to toi Māori (the arts of the 

Māori), traditional Māori art forms, the significance of toi Māori in different contexts, the forms 

and practices of particular iwi, contemporary developments, and the requirement to understand 

aspects of reo, tikanga, and whakapapa. Furthermore, the curriculum states that “along with the 

needs and interests of individual students and groups, school assessment policies and 

practices relating to the arts should take account of local tikanga and community knowledge and 

resources” (MoE, 2000: 91). This emphasis upon te reo, tikanga and whakapapa, as 

underpinning dimensions of Māori arts forms, represents yet another subtle shift from the 1989 

syllabus to the new curriculum. The official representation of biculturalism which shaped the 

1989 syllabus and the draft curriculum is reaffirmed in The Arts in the New Zealand Curriculum 

(MoE, 2000).  

 

This “insistent „bicultural‟ vision” was questioned, however, by Māori arts educator and museum 

curator Mane-Wheoki (2003: 83-84). He asked whether the claim that “in Aotearoa New 

Zealand, toi Māori, the arts of the Māori, are integral to our sense of a distinctive, evolving 

national identity” (MoE, 2000: 9) is really what the Pākehā majority thinks. Regardless of the 

possible responses to this question, Mane-Wheoki (2003: 88) maintained that the arts 

curriculum “cannot but privilege the values of the dominant culture… that it is a very Pākehā, 

Eurocentric document”. Moreover, he offered a view of Pākehā art and culture that highlights an 

important issue for arts educators. While conceding that the European arts are identified as part 

of “the New Zealand cultural tapestry” (MoE, 2000: 9), Mane-Wheoki said: 

 

But it does not recognise Pākehā arts as a localised, acculturated entity. This is regrettable but 
hardly surprising, and it is actually quite serious. The lack of a fundamental Pākehā 
groundedness in Pākehā identity, history and culture is a far greater problem for the shaping of 
our „distinctive, evolving national identity‟ (MoE: 7) than the Māori, Pacific Islands and Asian 
components of that identity because Pākehā either lack an awareness of their cultural 
distinctiveness or their culture is presumed to be so self-evident as to render analysis 
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superfluous. (Everyone else is ethnic.) Either way, the lack creates a knowledge vacuum, a 
learning vacuum, about which art educators should be very concerned (Mane-Wheoki, 2003: 89).  

 

In defence, Pākehā could claim that their art works are more usually identified as being by „New 

Zealand artists‟, that their works convey a strong sense of national identity, and that the works 

increasingly represent the uniqueness of New Zealand culture which has grown out of the 

interplay of Māori and settler cultures.62 Nevertheless, Mane-Wheoki identified a significant 

difference in approach to teaching about the arts of the Māori and those of the European. From 

the 1940s, teaching about the art forms of the Māori (at least in some primary schools) included 

consideration of the context from which they arose. At that time an important dimension of 

Tovey‟s initiatives with the Māori art advisors was seeking tribal permission for inclusion of the 

cultural base. By comparison, teaching about European arts forms, influenced by the 

introduction of DBAE in the 1970s, was primarily from the modernist perspective of the art form 

itself as a self-sufficient entity (an issue that is discussed later in this chapter in the context of 

the visual arts discipline). While The New Zealand Curriculum Framework (MoE, 1993), and the 

ideology from which it derives, claimed to value the worth of all cultures in New Zealand society, 

it, and the arts curriculum, both promote the concept of national identity primarily in terms of 

Māori and Pākehā. This dual focus serves to highlight a serious shortcoming in the arts 

curriculum‟s vision of legitimate knowledge.  

 

Throughout the arts curriculum superficial references are made to the arts of Pacific 

communities and to international cultures. Indicative of such declarations, the curriculum states 

that “European, Pacific, Asian, American, Indian, and African arts have progressively become 

part of the New Zealand cultural tapestry” (MoE, 2000: 9). The intention is to promote a 

philosophy of cultural comprehensiveness, yet such statements neglect reference to the people 

themselves. Mane-Wheoki (2003: 83) questioned whether the separate traditions cited in the 

curriculum “are expected to blend or blur into a mélange, a hybrid, cross-cultural identity, or 

whether the maintenance of cultural distinctiveness, the specificities of culture, can be 

tolerated”. He raised the complex question of how cultural difference can, or should, be 

sustained under the impact of hybridity generated by globalisation. Nonetheless, the 

complementary participants invited to comment on the ways in which the arts curriculum 

addresses the changing nature of New Zealand society, agreed that it builds on the groundwork 

established in the 1989 syllabus, but is more inclusive. For Jennifer, the increased emphasis on 

biculturalism is complemented by “a growth in encouragement to include Asian, Polynesian and 

other influences in art programmes on an individual basis”. Helen maintained that the curriculum 

“allows the valuing of our New Zealand culture and promotes the idea that students should 
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 This is evidenced in exhibitions, and in the numerous publications on New Zealand art which convey a sense of 

cultural distinctiveness. 
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place themselves on an international stage”. Heather‟s claim, that the arts curriculum “allows for 

a variety of expression, accommodates change, reflects communities, and heightens awareness 

of our national diversity and identity”, signalled an important change from the 1989 syllabus. In 

the arts curriculum, there is the notable shift in terminology to „diversity‟ and „cultural 

inclusiveness‟, rather than multiculturalism. It is stated, for example, that culturally inclusive 

programmes in the arts will “encourage positive attitudes towards cultural diversity… recognise 

the diversity of individual students within particular cultures… and, recognise that knowledge 

bases can be culturally diverse” (MoE, 2000: 104, emphasis mine). Furthermore:  

 

The Arts in the New Zealand Curriculum recognises that arts and culture are inextricably 
interconnected. It aims to enable teachers to respond positively and imaginatively, with innovative 
programmes, to the cultural diversity that will increasingly mark schools and society in the twenty-
first century (ibid, emphasis mine). 

 

What is meant by cultural diversity is not explained. An assumption, discussed in Chapter 3, is 

that the Ministry of Education equates diversity with ethnicity. This position is echoed by 

Statistics New Zealand, another government agency which, in its 2001 Census Snapshot on 

Cultural Diversity, presented data on diversity exclusively in ethnic terms. A further assumption 

is that the ministry does not distinguish between cultural diversity and cultural difference, the 

theories of which are explicated in Chapter 2. This issue is of particular concern to critics of the 

arts curriculum. Mane-Wheoki (2003), for example, believed that while the arts curriculum seeks 

to be inclusive of the ever-increasing range of cultures and ethnicities that constitute 

contemporary New Zealand culture, it fails to support cultural diversity and difference in a 

defining manner or in a way that allows each culture to claim their voice and contribute to the 

whole. Grierson‟s (2003a) argument was that the ministry‟s employment of a rhetoric of 

inclusiveness, as a means of attending to cultural diversity, is untenable and unachievable. In 

her view, “educational rhetoric is often strategised to appeal to an unrealistic inclusiveness, so 

obfuscating the politics of difference” (109, original emphasis). Recognising cultural diversity 

thus simply permits cognisance of variety without requiring exploration of the structural 

disposition underlying those variables. Grierson suggested that:  

  
 When difference is accounted for in the way curriculum is developed and implemented, then 
 „otherness‟ may be rescued from its binary separation and negative connotations. Then there 
 will be exposure of the social conditions which have hitherto normalised the metanarrative 
 appeal to a unified and totalising truth. Difference as a workable politic will then be invigorated 
 (ibid, original emphasis). 

 

The lack of recognition of difference as an organising force in the arts curriculum corresponds 

with the meagre attention given to the concept of cultural democracy and social equity in 

education that was evident in the draft curriculum. It is not until the teacher reaches the 

penultimate and final generic sections of the document that they are advised to implement 
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programmes in the arts that “accommodate the diverse interests, abilities, needs, and values of 

all students, regardless of their cultural background or socio-economic circumstances” (MoE, 

2000: 90). Further, when analysing assessment information gathered in the arts, teachers are 

advised to “take into account cultural differences in relation to learners and the learning context” 

(92). Programme implementation, including the vision for cultural inclusiveness inherent in this 

section, is a critical component of the arts curriculum, and was a key dimension in the field work 

for this research. Yet, these references are located at the very end of the 109-page document. 

Indeed, the Report on the New Zealand National Curriculum, 2002 – Australian Council of 

Educational Research (2002: 11) made the point that “unlike all other learning areas where this 

type of advice is foregrounded… the specific information about inclusiveness in The Arts is right 

at the end”. If issues of diversity and difference are to be taken seriously they should be given 

priority. The sequencing of material in the arts curriculum, including the role and place of the 

implementation sections, was a significant point of debate for participants in this study. The 

question arises as to whether it could be more challenging or provocative to present possibilities 

for pedagogical practice before enunciating content. In visual arts curricula to date the tendency 

has been to focus on what content is to be learned in relation to curriculum learning objectives 

and assessment criteria, with lesser consideration given to the nature of students‟ learning. This 

raises important questions: What is the role of a national curriculum statement? Where should 

the emphasis lie? Is it legitimate for the curriculum to enunciate cultural objectives without 

providing informed pedagogical guidelines? Or should pedagogical guidelines, while aligned 

with it, not be part of the curriculum statement itself? These questions are addressed below in 

relation to the visual arts discipline. 

 

7.3 The visual arts discipline in the arts curriculum  

 

A number of criticisms levelled at the generic requirements of the arts curriculum are paralleled 

in the visual arts discipline. In particular, concern was expressed that legitimate knowledge is 

defined in modernist terms and that the emphasis is upon art works which are, in fact, products 

of cultural process. The modernist stance, which took hold in New Zealand art curriculum from 

the 1970s, has been discussed in previous chapters. Critics have warned that if the visual arts 

has a place in a curriculum to be studied by all students then it must represent a much broader 

context of diversity and difference than the often élitist province of the fine arts. This raises the 

question of why, and in what ways art education in the twenty-first century, posited in the visual 

arts curriculum, continues to be rooted in modernism.  
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The modernist position 

 

Duncum (1996) claimed that the long reign of modernism has lulled teachers into a state of 

artistic complacency and diverted them from teaching art that bears resemblance to the 

contemporary world. Indeed, the modernist preoccupation with the formal and expressive 

properties of art, emphasis upon art works as the tangible outcomes of cultures, and of valuing 

art making as a unique form of expression and originality, reflects a form of art education which 

has been experienced by the majority of school and tertiary art educators in New Zealand 

(including the critics above) in their own schooling and in tertiary art institutions. Predominantly 

European/Pākehā, the majority of art educators in this country have received an education in 

which the cultural superiority of western forms of art and art making - the western art canon - is 

the norm. This may account, in part, for why stakeholders in the main supported the 

continuation of the modernist position that was a feature of the 1989 syllabus.  

 

The ways in which the modernist position is manifest in the visual arts discipline is illustrated 

through the definitions and examples promulgated in the document. In the glossary, for 

example, an art work is defined as “a product of art-making activity (e.g. a painting, sculpture, 

photograph, drawing)” (MoE, 2000: 83). These indicative examples signal a perception of 

legitimate knowledge – a concentration on the western/Eurocentric concept of the fine arts. In 

this particular moment, drawing, as a major feature of art education world-wide and in New 

Zealand, remains pre-eminent. However, the omission of indicative examples such as 

photography, design, and other types of art works like ceramics, wearable art, adornment, 

digital forms or time-based activities, begs the question of whether they constitute legitimate 

knowledge in the visual arts curriculum. Of particular concern for critics was the exclusion of 

craft. Bracey (2003: 185), for example, questioned why “no mention is made of such things as 

embroidery, knitting, sewing, quilting and the many other enterprises in which women 

traditionally excel”. Craft activities promoted by Beeby, and affirmed in the Thomas Report 

(1944), were a significant dimension of primary schooling during the 1940s and in secondary 

from the late 1960s. Activities with clay and varying forms of fabric crafts were central to 

programmes with junior students. Complementary participant Jennifer, a secondary school art 

teacher since the 1970s, confirmed my experience, one in which “the practice of streaming 

classes meant that less able classes, in particular, were timetabled to do more art and craft than 

the academic stream”. In this scenario: 

 

Core art programmes, which were activity-based and product orientated, were designed to give a 
range of experiences in the making of art and craft objects. Schools had kilns and pottery wheels, 
weaving looms and silk screens… though most pottery was limited to hand built pots or animals 
and the inevitable ashtray.  
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The disappearance of the word craft from the art education landscape can be pin-pointed to a 

particular historical moment – the Art Education Junior Classes to F7 Syllabus (DoE, 1989). 

While handcrafted objects and craftspeople were mentioned in the syllabus, there was not a 

single reference to craft. The study and making of art works became the new language of art 

education. Peter Smith (2005) explained that this was a deliberate attempt to break down the 

long-standing view of art as superior, and craft as inferior, in the arts hierarchy. He admitted, 

however, that this intention was subverted by the politics of the time. A “fine arts emphasis”, he 

said, “enabled art to become a subject for students in the academic streams, and an optional 

subject in addition to core art… It also elevated an undervalued subject to one which offered 

vocational opportunities”. Head of Department Robert agreed that the syllabus “promoted visual 

arts within the school environment and gave it greater status”. The influence of the 1989 

syllabus established art as a significant subject in secondary schools. Yet, it raises two 

questions: Why would a new visual arts curriculum, designed for the twenty-first century, wish to 

perpetuate the educational landscape of a syllabus developed during the 1980s? Second, why 

were the curriculum writers not able to convince the Ministry of Education and art education 

stakeholders of their vision for a postmodern curriculum, and of the necessity to move forward in 

the context of an increasingly globalised world? Instead, the result is a visual arts curriculum, 

not dissimilar to the 1989 syllabus, which replays a modernist approach that is at its most overt 

in the „strands‟ of the visual arts discipline.   

 

Perceptions of the visual arts strands  

 

The four strands in the arts curriculum – Developing practical knowledge in the visual arts (PK), 

Developing ideas in the visual arts (DI), Communicating and interpreting in the visual arts (CI), 

and Understanding the visual arts in context (UC) – which are presented verbally as discrete 

components, and visually as four interwoven threads, “define key areas of learning” (MoE, 

2000: 14). Further, it is stated that “learning experience may originate from any one of the 

strands and will often integrate learning from two, three, or four strands” (ibid). Considered by 

the majority of secondary school art teachers, including the participants in this study, to be the 

pre-eminent dimension of the arts curriculum, the strands were a prime focus of the field work 

investigation. The importance of the strands was confirmed in a survey questionnaire of 80 

heads of art departments in Auckland secondary schools. For many, it was the only dimension 

of the curriculum document considered useful (J. Smith, 2005). Nevertheless, the strands have 

drawn criticism from detractors of the arts curriculum, especially with regard to their sequencing 

and separation. Critics claimed that the hierarchy established by the sequencing aligns with the 

modernist focus, whereby students‟ understanding of the contexts of art is subordinate to the 

emphasis given to making art. In comparison, most of the complementary participants 
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maintained that the strands provide a scaffold which influences programme planning and 

ensures coverage of all areas of learning. Margaret, for example, explained that “units of work in 

all junior courses are usually designed to assess two strands in each… so that students cover 

all four adequately and are given a sound grounding before entering the National Certificate for 

Educational Achievement (NCEA) level 1”.63 Likewise, Heather, Robert, Helen and Jennifer 

corroborated that all units are planned around the four strands at achievement level 5 for year 

9-10 students. Luke was the only respondent who decides on the programmes first then links 

the curriculum requirements, including the strands, to them. Presented foremost in the 

document, Developing practical knowledge in the visual arts (PK) explicitly focuses on students‟ 

art making:  

In this strand students make objects and images using the processes and procedures of the 
visual arts. They develop practical knowledge of visual art processes through experience in a 
variety of two-dimensional, three-dimensional, and time-based media. They identify, select, and 
structure visual elements to communicate ideas and solve problems in the making of art works. 
Students explore the relationships between elements and principles, and they use art-making 
conventions and techniques to organise and arrange their ideas. They develop skills in a range of 
techniques, investigate the properties of materials, and use appropriate tools and technologies 
(MoE, 2000: 72). 

 

The Achievement Objective at level 5 for the PK strand states that year 9-10 students “will apply 

knowledge of elements and principles for a range of art-making purposes, using conventions 

and a variety of techniques, tools, materials, processes, and procedures” (78). While it is not 

unexpected that the focus is upon art making, the requirement to use conventions, defined in 

the glossary as “established procedures in making art works” (83) raises the question of whose 

conventions will be used, and what these might be. Given the modernist stance which pervades 

the arts curriculum, the framing of the objective suggests a focus on established western art 

conventions and procedures. Indeed, this is illustrated in a Learning Example at level 5 which 

proposes that students: 

 Look at and discuss painting techniques and conventions used in the work of a contemporary 
 New Zealand artist whose work deals with colonialism and post-colonialism. Observe and 
 record visual information from local examples of architecture, landscape, or still life subject 
 matter. Use this information in a series of paintings that explores the techniques, conventions, 
 and ideas found in the works of the artist studied (CI, UC, PK, DI) (78). 

 

In this learning example, intended to encapsulate all four strands, understanding and 

interpreting the contexts of an artist‟s work is not only limited to their ideas but is of lesser 

importance than the techniques and conventions used by the artist. This kind of emphasis upon 

art works, whether as a product of student study or as the object to be studied, provides little 
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 The relationship between the arts curriculum at year 9-10 and NCEA at year 11 is an issue which informed the field 
work investigation, and is reported in Chapter 8. 
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incentive for cultural enquiry. It suggests that art is divorced from the actualities of students‟ 

daily lives. Mansfield (1999: 25) argued that with this approach “art education can become an 

unimportant and irrelevant pastime unconnected to human matters such as political, moral, and 

religious values, its social and cultural production”. Head of Department Margaret, on the other 

hand, believed that the curriculum “does encourage students to explore art and art works more 

closely and to learn more about the reasons, roles, and meanings of art works in society”.  

 

Sequenced second in the document, the Developing ideas in the visual arts (DI) strand focuses 

on developing ideas, largely within the context of art making: 

In this strand, students develop ideas through observation, imagination, and invention with 
materials. They also develop ideas in response to experiences and feelings as they reflect on 
their own art making. They source ideas from a variety of motivations and extend and organise 
them in ways that communicate their intentions. Students use selected methods to explore and 
develop their ideas. They conceptualise their ideas and express them through a range of 
materials. They reflect on, test, clarify, and regenerate ideas as they solve problems, individually 
and collaboratively, in making objects and images (MoE, 2000: 72).   

 
This strand illustrates Peters‟ (2003) argument that the curriculum reflects, implicitly or explicitly, 

someone‟s vision of legitimate knowledge. Here, the writers of the visual arts curriculum have 

accepted as appropriate the rationales behind prescriptions and assessment modes for senior 

examined courses which have a largely matriculating purpose. Terms such as develop, clarify 

and regenerate are drawn directly from the vocabulary of the former Universities Entrance and 

Bursaries Practical Art prescription and the current NCEA Levels 1-3 Visual Arts Achievement 

Standards. This step-by-step approach, designed to convince examiners that students have 

employed processes systematically to develop ideas, is the antithesis of Efland‟s (1995) view of 

art as an ill-structured domain. Teachers working with year 9-10 students are thus confronted 

with terminology appropriated from, and more appropriate to, the examined art education 

prevailing in the senior school. This begs the question of whether teachers and students should 

be constrained by senior art requirements. It is ironic, in view of the individualised competitive 

learning mode manifest in senior art prescriptions, that the DI strand alone refers to 

collaborative art making by students. Descriptors for the other strands suggest that responding, 

interpreting, learning, understanding, and making art is to be largely on an individual basis. 

Individuality, rather than collective responsibility, is promoted. This exemplifies the re-inscribing, 

in this historical moment, of individualism - one of the features of the social formation of colonial 

New Zealand, and embedded in the do-it-yourself identity. 

 

The third strand, Communicating and interpreting in the visual arts (CI), suggests that students 

move beyond their own practice and investigate how meanings and intentions are 

communicated in various art forms: 
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In this strand students interpret, and respond to meanings and intentions communicated through, 
the various forms of the visual arts. They investigate how meaning in the visual arts is mediated 
through art works and the ways in which these works are presented and viewed. Students 
engage with a range of visual texts. They learn how art works are structured and ideas conveyed 
and the ways in which this informs art making. They develop skills in analyzing, interpreting, and 
evaluating meaning in the objects and images created by others. They interpret individual and 
communal sign and symbol systems used to make meaning and communicate ideas, and they 
use appropriate terminology to articulate ideas through a variety of practical and theoretical 
studies in the visual arts (MoE, 2000: 73).  

 

At first glance, this strand appears to counter criticisms that the „other‟ is ignored in the visual 

arts discipline. Closer scrutiny shows, however, that the emphasis remains primarily with looking 

on at art works. It illustrates the structuralist philosophy of art education, deplored by Peters 

(2003), in which students view the arts as social texts or commentaries. Modernist practices and 

DBAE ideology are reinforced through having students investigate the content, structure and 

meaning of art works using appropriate terminology. This begs the question: whose terminology 

and what might this be? For this strand, the Achievement Objective at level 5 states that year 9-

10 students “will describe and evaluate how ideas and art-making processes are used to 

communicate meaning in selected objects and images” (MoE, 2000: 78). What is selected, how 

the selection is made, and by whom, is a vital issue for curriculum implementation. Given the 

focus on modernism the learning example cited for the CI strand, in which students “investigate 

and discuss compositions and techniques of one or more artists from New Zealand who use the 

landscape as their subject matter” (ibid), would likely attract study from the modernist landscape 

painting tradition. An investigation from a postmodern perspective of a technologically-

constructed collage-like image, which explores contemporary political and ideological issues, 

would seem to be less likely.  

 

Sequenced last in the document, Understanding the visual arts in context (UC) focuses on the 

contexts of visual arts forms: 

In this strand, students identify the purposes and contexts of the visual arts in society. They 
develop knowledge about the visual arts in public and private settings, and they investigate the 
objects and images and visual arts styles and genres of past and present cultures. Through 
practical and theoretical studies in the various media and forms of the visual arts, they examine 
the significance of the visual arts for individuals, for communities, and for societies. Students 
identify contexts in which objects and images are made, viewed, and valued. They investigate the 
ways in which art works and traditions are maintained, adapted, or appropriated. They 
understand that visual culture reflects and is shaped by the beliefs, technologies, needs, and 
values of society (MoE, 2000: 73).  

 

References to culture, including the only one in the visual arts discipline to „visual culture‟, are 

encapsulated in the UC strand. The Achievement Objective at level 5 states that year 9-10 

students “will investigate the relationship between the production of art works and their social 

context” (78). The exclusive citing of social context suggests that investigation can be made 

without reference to the political and cultural contexts from which art works arise. This appears 
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to contradict the emphasis given in the curriculum to studying the underpinning spiritual and 

cultural dimensions of traditional and contemporary Māori art forms. Yet, the definition of culture 

in the glossary as “understandings, patterns of behaviour, practices, values, and symbol 

systems that are acquired, preserved, and transmitted by a group of people and that can be 

embodied in art works” continues to be delineated in relation to art works (83). Further insights 

are provided through Learning Examples for the UC strand that are intended to assuage unease 

over the dominance of the European/Pākehā interpretation of art education which pervades the 

visual arts curriculum. Two examples at level 5 illustrate this point. One suggests that year 9-10 

students “investigate the motivations, materials, and construction methods used in the making 

of traditional Māori kites” and use that information “for the design and construction of such a 

kite” (78). Another suggests investigation of “traditional face painting, decoration, and 

adornment, examining their cultural significance and design features” (ibid). Students then use 

this knowledge to “develop designs on the theme of personal identity”, the outcome being “the 

construction of a pápier mâché mask on which to apply the design” (ibid). The problematic of 

such approaches is the focus upon replication of cultural objects (traditional Māori kites) and 

practices (traditional face painting), their re-positioning as art works, and the devaluing that 

occurs when they are removed from their cultural context(s). The likelihood is that such 

traditional objects and practices can be exoticised and looked on at with curiosity, if not 

superiority. Grierson (2003a: 96, 100) suggested that a way of giving attention to “questions of 

„why, „where from‟ and „when‟”, which are absent in the curriculum, is by “moving from the 

image, object or artefact out into the wider world of cultural, social and political practices”, and 

for a critical approach to those practices. Such a shift would enable critical evaluation of the 

contexts of art works, removing them from the protections of traditional reputation. 

 

Perceptions of the strands, and the learning examples which support them, included strong 

criticism that they do not pay adequate attention to the realities of life in a culturally diverse 

society. Nor do they promote new forms of citizenship, despite the vision for cultural democracy 

promoted by Foley et al (1999) in their background paper, albeit without definition or specificity. 

Further, the separation of the strands into four discrete components creates an artificial 

construct between curriculum and classroom practice. This raises the issue of the relationship 

between The Arts in the New Zealand Curriculum (MoE, 2000), a written statement of 

educational intent and content, and its position in terms of enunciating pedagogical practices.64 

Giroux‟s (1992) argument, addressed in Chapter 3, is that a critical pedagogy is central to any 

political practice. Whether consciously, or not, the students and the teacher are involved in a 

political, as well as a cultural relationship, which produces a particular political and cultural 
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 The Report on the New Zealand National Curriculum, 2002 by the Australian Council of Educational Research 

(2002) considered that while there could be more expanded advice as to how teaching and learning should be 
constructed in the arts curriculum there is sufficient information on pedagogy to guide teachers. 
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response to knowledge. Mansfield (2003: 74) asserted that “it would be difficult to put into 

practice the understandings of the arts curriculum in the absence of an understanding of critical 

pedagogy” (original emphasis). For Clark (1996), the adoption of a critical pedagogy does not 

mean the wholesale rejection of a traditional, modernist curriculum. Rather, he saw it as 

incorporation of a critical language (both intellectual and visual) which challenges the distinction 

between high culture and popular culture and interrogates the universalism of the modernist 

canon. Art education, then, is ultimately a cultural activity informed by its social and political 

circumstances. Using the rationale that pedagogy is also ideologically influenced means that it 

cannot be legitimately separated from curriculum. Moreover, Lee, O‟Neill and McKenzie (2004: 

50) asserted that “pedagogy is enhanced or limited by the nature, structure and philosophy of 

the curriculum” (emphasis mine). Critics of the visual arts curriculum claimed that the imposition 

of skills-driven objectives, outcome indicators that Lyotard (1984) identified as „performativity‟, 

and a modernist emphasis on art works and art making serves to limit the freedom and 

opportunities to teach in relation to students‟ needs. Most of the complementary HODs 

maintained, however, that the arts curriculum enabled them to scaffold ideas and processes in a 

logical fashion that enhances possibilities for students to develop skills, acquire knowledge, be 

creative and value the arts. Margaret‟s view, that “the formalising of the arts curriculum has led 

to a huge development of skills in years 9 and 10”, is widely held. In the next chapter the claims 

of antagonists and protagonists are evaluated in the context of interpretations of the arts 

curriculum and the visual arts discipline, and the pedagogical practices of the key participants in 

this study.  

 

7.4 Conclusion 

 

The Arts in the New Zealand Curriculum (MoE, 2000) is reflective of the political, social, cultural, 

and hence educational climate in which it was conceived. Presented as four discrete disciplines 

- dance, drama, music and visual arts - this policy statement is far removed from Giroux‟s 

(1992) advocacy of a radical education that is not confined to disciplines, but which uses 

curriculum as an agent of cultural democracy. In comparison, the arts curriculum largely 

overlooks issues of ethnic diversity and cultural difference other than by reference to New 

Zealand‟s bicultural identity, Te Tiriti o Waitangi-Treaty of Waitangi, and a need to respect the 

diverse cultures of a multicultural society. Despite the ambitions of Foley et al (1999) for a 

curriculum which promotes cultural democracy and reflects postmodern thinking, the references 

to art and culture in the arts curriculum continue to align with modernist art theory, a position 

which does not provide space for transformative practices. A modernist aesthetic, which 

measures art in western terms, is of little use for exploring the basis and worth of other cultures. 

While a monocultural and bicultural emphasis persists in art education in New Zealand 
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inequitable and culturally tokenistic practice will continue. While a modernist focus is 

maintained, individuality rather than collective responsibility will continue to be seen as a virtue.  

Detractors of the arts curriculum suggested that those involved in art education in New Zealand 

– art teachers (and their students), teacher educators, policy makers and curriculum facilitators 

– need to take a critical stance towards curriculum policy and pedagogy. As it stands, the visual 

arts discipline in the arts curriculum adopts an unnecessarily exclusionist focus upon skills and 

predictable outcomes and ignores the essential unpredictability of art as a discursive process 

that engages with an unpredictable world. With its narrow framework of modernism and 

monoculturalism it takes little account of questions of power, identity, difference and cultural 

democracy. The instigation of a critical pedagogy, which embraces democratic responsibility as 

a significant component of art education, was suggested to ensure that students are engaged in 

the study and analysis of the global condition of culture today, and its local interpretations, to 

determine its impact upon them as individuals and as members of a society, culture, or nation. 

Such action would require an examination of visual culture which stretches beyond the art forms 

themselves, revises modernist definitions of art, and explores its emancipatory potential. This 

approach would give students from diverse cultures a voice by furthering the opportunities to 

explore the place of values, traditions and histories that recognise and embrace cultural 

differences.   

 

Critics of the arts curriculum have urged art teachers in New Zealand to reflect seriously on how 

the existing visual arts discipline shapes, overtly or covertly, students‟ views of the forms and 

functions of art, and to question, resist, or even subvert a curriculum which does not embrace 

critically the relationships between culture and learning for all students. Moreover, they 

suggested that a critical examination of existing policy may convince art educators to play an 

active role in revising and re-shaping a democratic visual arts curriculum that takes account of 

students of all cultures, rather then the inherent privileging of the dominant European/Pākehā 

culture. Adopting and implementing a critical pedagogy, informed by democratic principles, 

would require a willingness to abandon the accustomed and seemingly safe territory that the 

current visual arts curriculum has determined. The response to the arts curriculum, and the 

pedagogical practices of the key players in this study, is the focus of the following chapter. 
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PART THREE: CONTEXTUALISING REALITY 
 

CHAPTER 8 
 

 

EXPLORING THE FIELD: OUTCOMES OF THE INVESTIGATION 
 
 

8.1  Introduction 

 
The empirical dimension of this study was motivated by the paucity of evidenced-based 

research on secondary school art education in New Zealand. This chapter reports on the field 

work through the voices of the key participants and the researcher‟s interpretations of evidence 

from the research settings. An interpretivist paradigm, in which meanings are socially 

constructed, was used to seek reliable (authentic) and context-rich interpretations of the 

phenomena under study in order to gain perspectives on issues underlying the research 

question and to consider possible implications for policy, curriculum, and pedagogy. The 

process of interpretation and reinterpretation of the intentional, meaningful, and ordinary 

behaviour of the art teachers is at the heart of this study (Denzin & Lincoln, 2003). The structure 

of the field work was therefore organised around the complexity and contextuality of issues 

pertaining to: schools as educational and political sites; interpretations of culture, diversity, and 

difference; the development of curriculum policy; perspectives on multiculturalism and culturally 

inclusive pedagogies; and the historical moments that have helped shape art education in New 

Zealand and the art teachers in this study. Used as the foundation for seeking out “compelling 

uniqueness” (Stake, 2000: 440) these issues determined the data collection methods. 

 

Prior to the commencement of the research the key participants, their school principals, and the 

231 year 9 or 10 students in their classrooms, as well as the parents/caregivers of students 

under the age of 15 years (the majority) were fully informed about the aim of the investigation 

(see Chapter 4). The information sheets and the researcher‟s thorough preparation for the field 

work assisted them to understand the purposes of the classroom visits. All gave informed 

consent with the exception of one parent whose daughter was permitted to be part of the class, 

but whose work was not allowed to be photographed. On the understanding that every care 

would be taken to protect their identities, and that their involvement was highly valued, all 

participants contributed generously to this research. No barriers to access were experienced. 

The teachers „opened their books‟, offering full access to documents such as the schools‟ vision 

and policy statements, art department schemes, and examples of programme planning. This 

was complemented by the teachers‟ willingness to participate in multiple interviews. The 

welcome given by these art teachers and their students to my repeated presence in their 
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classrooms assisted the effectiveness of the adopted participant-observer stance. Without this 

support the research would not have been possible. 

 

The perspectives of the ten key participants were gained through multiple methods connected 

to “examining”, “experiencing” and “enquiring”, all of which were considered equally important 

(Wolcott, 1992). Insights gained from an analysis of historical and current government 

curriculum policy documents, schools‟ mission and vision statements, art departments‟ 

schemes, and art programme planning were re-examined and interpreted in relation to the 

perceptions of participants. Confirmations and disconfirmations of attitudes towards the ethnic 

diversity and cultural differences of students were sought from the art teachers within the 

schools. Similarities and differences between the philosophical positions and idiosyncracies of 

the five schools were noted. Data from documents were used to inform, and juxtaposed against, 

insights sought from observations in the research settings. Evidence of the relationships 

between the art teachers in the schools, and the connection with and between their year 9 or 10 

students, was sought from repeated visits and through multiple opportunities to hear their voices 

(Palmer, 1998). The photographic documentation of the outcomes of samples of indicative art 

programmes, which were nominated by the teachers, provided important insights which 

contributed to the triangulation of the research findings. What has been constructed as the 

„truth‟ has been shaped by the schools, the art teachers, their year 9 or 10 students, and the 

social location of the art room settings within the context of education policy, curriculum and 

pedagogy (B. Smith, 2000). The aim was to determine how national policy, school philosophy, 

and teachers‟ pedagogical practices were enacted in classroom environments. The evidence 

thus gained, and the analysis and interpretation of it, was required as the substance against 

which the theoretical and ideological perspectives articulated in the previous chapters could be 

tested for relevance within year 9-10 art education practice in New Zealand secondary schools. 

 
 

8.2 Situating the key participants 
 
 
As explained in Chapter 4 the ten key participants in this study, the head of art department 

(HOD) and an assistant art teacher (AT) in five Auckland secondary schools (Schools A - E), 

were purposively selected on the basis of their gender, ethnicity, length of teaching service and 

school location. The length of teaching service of the participants spanned from two to twenty-

four years, thus signifying a range of ages and the likelihood of a variety of educational and life 

experiences. It was anticipated that the selection would engender a range of perspectives 

between the art teachers in each school and across the sample. It was also envisaged that an 

engagement with the participants about personal dimensions of their lives might elucidate 

circumstances which may have helped to shape their professional practices. The decision to 

use this approach was motivated, in part, by a comment from Chalmers (2001: 91): 



153  

 While on the one hand I realise that we may tend to reconstruct our pasts based on the sense 
 that we make of our present „realities‟, I also believe that as educators we need to honour, 
 affirm, and use as an entry point the artistic knowing that comes from personal and cultural 
 experience. „Stories‟ are not just fashionable, they are essential. 

 

Indeed, all the participants in this study had stories to tell. In the second set of interviews, 

conducted prior to the classroom observations, the focus was upon how the art teachers‟ 

personal histories (or entry points) – their family backgrounds, personal and cultural 

experiences, and the world of art at school and in tertiary institutions – affected their 

perspectives on art and influenced them as teachers. Many of the stories revealed where 

particular perspectives had come from, and why and in what ways perceptions may have 

altered over time. Prefacing those questions was the need to discover how the participants 

viewed themselves in the contexts of their own cultures, ethnicities, and identities within the 

framework of the New Zealand nation state.  

 

Differing ethnicities among the participants was one assumed criterion for their selection, a 

decision further influenced by the Ministry of Education‟s use of ethnicity-based data to classify 

multicultural schools. The approach taken was also affected by Nieto‟s (2004) argument that as 

a result of shifts in terminology it is necessary to seek from participants what they themselves 

want to be called, and what the most accurate term might be. Nieto claimed, in the context of 

the United States, that white people, as the majority in that society, “seldom think of themselves 

as ethnic – a term they tend to reserve for other, more easily identifiable groups” (26). She 

suggested that by using the term European American white people might be able to define 

themselves in ethnic terms. This terminology, she said, “also implies culture, something that 

many European Americans lament they do not have” (ibid). Nieto‟s view aligned with Mane-

Wheoki‟s (2003: 89) proposition, referred to in Chapter 7, that Pākehā “either lack an 

awareness of their cultural distinctiveness or their culture is presumed to be self-evident”. While 

Nieto (2004) considered the term ethnicity problematic, because it is largely inclusive of a great 

many people of ethnic backgrounds that may have little in common other than race, it was 

considered an important criterion for this study. 

 

The composite definition of ethnicity, articulated by Adams et al (2000) (see Chapter 2), was 

used as an entry point to clarify with participants their cultural group. Catherine, HOD at School 

A and in her fifth year of teaching, identified as New Zealand/European. In her eighth year of 

teaching assistant art teacher Aveolela, who is New Zealand-born of Samoan parents, cited her 

ethnicity as Samoan. Cheung, born in Taiwan and an immigrant to New Zealand in his early 

teens, identified as Chinese Taiwanese. He was in his second year of teaching at School B 

where Kaatje is HOD. Born in New Zealand of Dutch parents, Kaatje cited New 

Zealand/European (Dutch) as her ethnicity. She was in her fourteenth year of art teaching as 
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was Pauline, HOD at School C. Pauline preferred to be called a Pākehā/New Zealander. 

Assistant art teacher Kelly, in her sixth year of teaching, identified as New Zealand/Pākehā. 

Sharlene, born in North America, identified as North American/New Zealand. In her twentieth 

year of teaching she is HOD at School D. Sara, a fourth year assistant art teacher at School D 

identified as New Zealand/Pākehā, as did Brian. Head of Department at School E, Brian was 

the longest serving teacher at twenty-four years. Assistant teacher Anahera, who was in her 

sixth year, was born in Australia of a Māori (mother) and Pākehā (father) and identified as 

Māori. Nieto (2004: 30) claimed that these terms “emphasise what people are rather than what 

they are not”. One such emphasis was the subtlety manifested in the nomenclature for those 

who identified ethnically as Pākehā, New Zealand and European. Catherine, citing her Celtic 

heritage, firmly objected to the term Pākehā whereas Pauline was more comfortable citing 

Pākehā ahead of New Zealander. How the ten participants identified themselves ethnically - 

and in terms of Côté‟s (1996) hypothesis on social, personal and ego identity – was reflected in 

their personal histories, in stated attitudes towards art, and in their own art education 

experiences. The participants‟ ethnicities and cultural identities were also to play an important 

role in their approach to teaching art to students from diverse backgrounds, reported later in this 

chapter.  

 

 
8.3 Art, culture and identity: The influence of personal histories 

 

Barry (2001: 264) expressed the view that “for each of us, the horizons of our thoughts are set 

by the boundaries of our culture”. Participants were invited to recall their earliest memory of art 

as a means of gaining insights into the social and cultural experiences that shaped their 

formative years and perceptions of art. While two participants simply cited “kindy experiences”, 

for example making plaster plates with their hands and name embedded, others specified 

making Christmas decorations with their mother, drawing at the kitchen table, and climbing on 

public sculptures. For Chinese Taiwanese teacher Cheung, the youngest participant in the 

study and the most recent to teaching, drawing comic characters was his earliest memory. 

Although the comic and drawing cartoons is an established component of popular culture, 

Cheung perhaps reflected a generation which is exposed to the effects of the technological 

commercialisation process, including advancements in cartooning and animation. By 

comparison, Sharlene, one of the more mature participants, recalled watching “old ladies doing 

needlework” a theme that was revisited in a conversation about her North American family 

background. A history of women‟s work – the cult of the homemaker – and of women producing 

functional as well as decorative items was part of her culture. Catherine and Sara, both from 

backgrounds which encouraged arts and crafts, noted the fun of making art at home out of 

recycled, everyday objects such as boxes, toilet rolls, and bottle lids. Pauline explained that she 
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and her mother had “always made and collected things”, a trait carried over to her teaching 

environment. For Kelly, the most significant memory was of her father taking a piece of her art 

to be framed when she was six years old. She recalled that “the framer did it for cheap, or for 

free, because he was amazed that someone so young had made it. It hung in our hallway for 

years!” Kaatje, the New Zealand/European (Dutch) teacher, recounted many memories of her 

cultural upbringing - illustrations in books read to her by her parents, her grandfather‟s wood 

carvings and paintings (including a version of Picasso‟s “Young Girl” portrait), photographs and 

poetry, a family friend‟s copper and driftwood sculptures, and her mother‟s floral arrangements. 

These earliest memories indicated an inclusive definition of art that appeared to be untainted by 

élitist notions of the fine arts, or of high art versus the low art of populist forms. For many of the 

participants, arts and crafts as a part of everyday experience were valid forms of art – the visual 

culture of daily life referred to by Duncum (2001a) and Freedman (2003). It is worth noting that 

Cheung, Aveolela and Anahera did not cite any specific memories of art pertinent to their 

respective Chinese Taiwanese, Samoan, and Māori ethnicities and cultural backgrounds. Nor 

did participants who identified as Pākehā/New Zealand/European cite memories of what could 

be regarded as part of a distinctively New Zealand culture. As suggested by Mane-Wheoki 

(2003) the latter, within the cultural context of the field work site, appeared to take their cultures 

more for granted.  

 

In response to the question of whether any family members were interested in, or involved in 

art, art education, or teaching in general the Samoan and New Zealand/North American art 

teachers claimed that family had little influence on them. The rest, however, were clearly 

influenced by family members, in particular grandparents. Catherine‟s grandfather and great-

grandmother were both hobby artists. Her elder sister trained as a graphic artist (as did Brian‟s 

brother), and her mother helped at after-school craft clubs when she was at primary school. 

Sara‟s grandmother went to Elam art school “but to do sewing and crafts”, not fine arts. 

Although no one in her immediate family was involved in art or art education, her older sister is 

an English teacher. Cheung‟s mother teaches calculus. Pauline‟s grandmother painted, her first 

cousin was head of the art department at an Auckland secondary school, and her mother and 

aunties “made what would be regarded as craft”. Kaatje‟s grandfather was “a practicing artist in 

the Netherlands – photographer, carver and painter – using the „old Dutch‟ style”. Anahera 

maintained that “both parents and siblings were artistic”. Her mother was asked to be an art 

teacher before she took on a nursing career. Kelly‟s account vividly captured the influence of 

her family: 

 

Grandfather was a self-taught „hobby‟ artist. My great grandfather on the other-side was also an 
artist. My father and mother, I think, have artistic ability but have never used it. I saw one of Dad‟s 
old reports from fifth form and art was his best subject. Mum would teach me techniques as a 
child, that her father taught her, about drawing the face in proportion. My father has always been 
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my biggest advocate and collector of my art!  My parents put up a huge blackboard in the dining 
room when we were young and I used to draw on that all the time. Teachers in my family… well 
my aunty and a close family friend is/were primary school teachers and in my generation there 
are five of us who went into secondary school teaching. 

 

The support given by people across the generations, from grandparents to present family 

members and friends, whose lives were touched by experiences related to art, crafts, and 

teaching was clearly an influential factor for the majority of the participants. To differing degrees, 

but without exception, they were also able to identify the kinds of art that was accessible to 

them as young people in their own homes or at school, at friends‟ or relatives‟ homes, or in the 

community. Crafts and pottery were pre-eminent. Sara, whose “mother was involved in a lot of 

crafts”, mostly had access to craft arts. Her family lived in “a very creative suburb”, thus she was 

“always surrounded by the arts in some form – at arts and crafts fairs, exhibitions, or art hanging 

in cafes”. As well as seeing her grandfather‟s drawings and watercolour paintings Catherine was 

exposed to “craft projects on children‟s programmes on television” and attended after school 

and holiday craft clubs. A highlight for Sharlene was “camp-fire girls‟ crafts”, reflecting the 

historical moments of Girl Guiding and youth camps which flourished in the 1950s during her 

youth. Pauline said she and her mother “enjoyed pottering, making our own clothes, flower 

arranging, wall-papering and decorating”. Her mother also bought her a potter‟s wheel. Kelly‟s 

memory of her grandmother‟s neighbour - “a potter and an old quirky artist who used to 

fascinate me” – was complemented by her mother‟s enjoyment and collection of “original art 

work made by family and family friends”. The importance of crafts in New Zealand in the 1940s, 

which owed much to the shift in emphasis on art in daily living, was clearly a factor in the young 

lives of many participants. A number of family members of the Pākehā/New Zealand/European 

participants were of an age when the Great Depression and World War II affected society – a 

time when art and craft which featured in the life of the community, the home, and the workplace 

was seen as more useful than the pursuit of fine arts (Collinge, 1978). The emphasis upon 

crafts also reflected the Thomas Report (1944: 12), which embraced a balanced type of 

schooling which included “a Craft or one of the Fine Arts” and home crafts for girls. Beeby‟s 

initiative in introducing three major crafts - textile crafts, clay modelling and, to a lesser extent, 

book crafts – into schools, via the Art and Craft Advisory Service established in 1946, 

undoubtedly influenced the kinds of art accessible to the older participants in the study. 

 

As well as crafts, original art works, reproductions, and cartoons were cited by several 

participants as art which was known to them in their early years. Anahera‟s parents entertained 

her with doodles and character drawings of Mickey Mouse. Sketching and drawing cartoons at 

home, and making prints and handicrafts at her Samoan church, were the kinds of art 

accessible to Aveolela. Cheung had access to comics and to calligraphy, the latter a feature of 

the cultural milieu of his homeland China. At home Kaatje was exposed, not only to her 
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grandfather‟s art, but to “copies of art works in magazines, posters, and calendars at school and 

in friend‟s homes”. For Brian, who experienced little family involvement in art, it was the images 

in library books that provided access to art works, a factor which was to influence his teaching. 

Chalmers (1990), in his ex-post facto research on art education in New Zealand, recalled that at 

school in the 1950s he learnt about different types of art – the „art‟ of magazines compared with 

the „art‟ of school art. Chalmers‟ assertion that he learnt that “living life and knowing art 

embodied contradictions” (91) encapsulated the dichotomy between the low art of popular 

culture and the high art of the modernist western aesthetic discussed in Chapter 2. In 

retrospect, Chalmers realised that his “mother‟s „fancy-work‟ and the wooden toys, furniture and 

rowboat” that his father made, and the ways that his family “received these things, also „count‟” 

(ibid). The participants in this study, of a different generation from Chalmers, accepted that the 

art accessible to them as young people encompassed a broad range of genres, albeit 

predominantly within a western framework. Hierarchical notions of art were absent from their 

commentaries, but often implicit in their practice. 

 

Identifying the stage at which participants realised they had an interest or aptitude in art was 

another question put to them in the context of their personal histories. The majority readily 

recalled people who had identified their talents or encouraged them to continue with art. 

Supported by family members and teachers, many participants recognised their ability in their 

early years. At kindergarten Kelly‟s drawing of a “primitive-looking mouse”, over which “much 

fuss was made”, had become a legendary story in her family. At primary and intermediate 

school Catherine, Kaatje, Kelly, and Anahera received praise from teachers for their work, won 

prizes in art, drawing and poster competitions, and were affirmed for their creative abilities. At 

her North American high school during the 1960s Sharlene was encouraged to do needlework 

and work with clay. Brian and Cheung cited their intermediate teachers as most influential. At 

secondary school Pauline was regarded as “the best at art in her class”. Her teacher (a well-

known New Zealand artist) actively encouraged her to study art “and remains a dear friend”. It 

was not until secondary school that teachers, supported by family members, commented on 

Sara and Aveolela‟s abilities and skills. Sara, recalling that she had been put into art because 

she had missed out on other options, discovered when doing portraits that “the people I was 

drawing actually looked like them”. Sara said her teacher “was quietly encouraging”, a 

characteristic which carried over to her own classroom practice. In comparison, Kaatje was 

discouraged from continuing with art in the fourth form by her parents who wanted her to have 

“a more academic education”. Without exception, participants received affirmation from teachers 

about their aptitude in art. This critical factor in their personal histories was reflected, in varying 

degrees, in their work with their own students, reported later in this chapter. 
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Memories of school art 

 

Memories of art and craft at primary and intermediate school varied considerably among 

participants. Several could not recall much from their primary or intermediate school 

experiences because of the irregularity of classes. Sharlene, schooled in North America, cited 

“episodic art, poor materials and teachers” as her most vivid memory. Catherine, while receiving 

a “mix of art and craft”, could not identify any specific approaches or particular attitudes. 

Aveolela recalled that at intermediate school “we had a lot of templates to work from and that 

wasn‟t very exciting”. To her, the teacher‟s lack of interest was reflected in this use of templates. 

On the other hand, Kelly claimed that art in her early primary years was given “a huge emphasis 

and part of our learning”. She recalled making “crafty plant/flower displays and a huge 

competition to create the best novelty garden”. While art became less available as she got 

older, Kelly said “could always find a way to use art by decorating projects and doing drawings 

for my books”. Particular art making activities were cited as memorable by a number of the 

participants. Kaatje, at primary school in the 1960s, remembered drawing and painting projects 

at primary school, floral art and bicycle decoration competitions, as well as some Māori craft 

activities. The latter may have been an outcome of Tovey‟s introduction of Māori arts and crafts 

into primary schools in the 1950s. More typical of the experiences of participants was the 

activity-based emphasis that prevailed in New Zealand primary schools prior to the introduction 

of the 1989 syllabus, and that continues today. Illustrative of this approach, Aveolela was 

enthusiastic about a primary school printmaking unit, Pauline screen-printed her own fabric and 

made a dress from it, Brian enjoyed clay modelling at intermediate school, and Cheung enjoyed 

poster making and sign writing as well as observational drawings of still life. Anahera recalled 

“quite challenging activities – portrait paintings, mirror-image work, modelling animals, and 

exploring media such as plaster of Paris”. Only one participant, Kaatje, remembered being 

introduced to the history of art – abstract art and pop art - in her once-a-week class at 

intermediate school. Learning about art works and talking about art were not part of the 

memories recalled by the majority. 

 

Participants‟ views of the influence of their primary and intermediate school art teachers largely 

corresponded with their memories of art. The majority had no specific memories of their primary 

school teachers, with only Pauline and Kelly recalling the names of the teachers who had 

encouraged their creative explorations. Pauline‟s description of her art teacher as “wearing 

either all orange or all purple, depending on how she felt”, and of “wanting my hands to be like 

hers”, illustrated a recurring theme – that the personal characteristics of the art teachers was 

very important to some of these participants. Intermediate art teachers clearly had more impact 

than their primary counterparts, albeit in contrasting ways. Aveolela‟s teacher “was an eccentric 

arty type who did a lot of creative things with us in art, but also written”. Anahera considered her 
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intermediate art teacher to be “encouraging, with high expectations” and Cheung was permitted 

to draw in the art room during recess provided he did not smoke! While Kelly remembered 

“making a lot of craft (like felt balls)”, and that “the classroom was funky and fun”, she could not 

recall the name of her art teacher “because she didn‟t make such an impact”. In comparison, 

Sharlene‟s experiences of art were less positive. Her teachers, she said, “had very little 

influence except that they didn‟t like mess… and they wanted us all to do the same thing as 

each other and have a consistent class product that would be suitable for displays”. Catherine, 

too, found her intermediate school art experiences less satisfactory. Her most vivid memory was 

of the teacher whom she described as: 

 

 [A] „scary‟ art teacher who forced students‟ art work to go in directions they would have 
 preferred it didn‟t… the teacher drew and painted on students‟ work to „improve‟ it… and  specific 
 rules were to be followed – no sketchy lines and no erasers. This was supposed to make us 
 confident drawers but I think it had the opposite effect!  

 

In general, the participants responded more comprehensively to questions about their 

secondary school art experiences. In comparison with primary school, many found a “changed 

environment” at secondary. Sara, for example, remembered “taking part in a wide variety of 

projects and that it was a very active and energetic part of the school”. She described her art 

teachers as “all very different, and some a little eccentric”. Mostly they had a positive effect on 

her wanting to continue with art. At secondary school, Sharlene was regarded after year 9 as “a 

special art student” and was left to do what she liked using the art room facilities. Sharlene had 

“not been particularly interested (in art) until specialist teachers at high school encouraged art 

practice”. While still a student she had a job in an Art Centre teaching after-school classes to 

children, and weaving to adults. Anahera recalled her first experience of life drawing, using artist 

models, and working in a “loose approach” with “modernised, conceptual themes”. As a Māori 

student she was encouraged, within a discipline-based art education framework, to use Māori 

artists‟ works as a basis for her own practice. Cheung‟s secondary school experiences, by this 

time in New Zealand, included drawing, painting, sculpting and printmaking. The “approach was 

„doing-centred‟”, he said, whereas “looking at and analysing art works didn‟t really play a big 

part”. Pauline‟s memories were of an “informal, friendly and creative” environment, where 

“everything we made was valued”. Students were taught by a much-admired art teacher about 

“glazing, painting, and how colour can affect people”. Pauline continued to use in her own 

teaching a book from an exhibition by Hunderwasser to which her class was taken when she 

was a student. Kelly, likewise, considered she had “amazing teachers” at both the secondary 

schools she attended: 

 

 We used to go out into the landscape or environment, down to the river around the local area 
 and do drawings and paintings. He used to let us sit in the sun and do our art, and let us wag 
 class and do art in the back of the room. We were challenged and taught about other artists 
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 and tried a lot of different media and techniques including photography at year 11 (which we 
 put on our School Certificate art boards and drew on for inspiration). The second secondary 
 school I went to was more bicultural and we looked at traditional and contemporary Māori art. 
 That teacher was also my art history teacher and I think she made the biggest impact in that 
 area. Art at both schools was valued and seen as an academic and valid area of study. 

 

Kelly‟s teachers, and their art programmes, may well have influenced her to become the 

specialist photography teacher she is today and to teach in a highly multicultural school. 

Conversely, two of the participants held reservations about their secondary school experiences. 

Catherine‟s teacher, who taught her for several years, was “new to New Zealand, didn‟t know 

New Zealand art and artists well, and didn‟t have much idea of what was required by the 

curriculum”. Catherine maintained she discovered only during her secondary teacher training 

“what the Bursary folio boards were supposed to be about”. Although Catherine regarded her 

art teacher as “rather ineffectual” she admitted to enjoying the freedom in Form 7 of being left to 

her own devices to explore art for herself. Aveolela, the Samoan art teacher, felt that her 

teacher neither understood, nor showed any interest in, her style of work. She explained: 

 

 In the mid-80s Pacific art was something new and the teacher did not feel competent in this 
 area so I assume she didn‟t value me as a Pacific Islander and the work. So therefore she did 
 not give me a good sense of direction or guidance. At that time Samoan artist, Fatu Feu‟u, 
 was completing  a commission for the school, working on a stone carving of a Samoan taupou. 
 This was a link that allowed me to see and respond to a full-time Pacific artist. 

 

Two participants had little secondary school art experience. Kaatje, whose family wanted her to 

pursue a more academic career, discontinued art beyond the junior school. Her sole memory 

was of a Canadian teacher in Form 4 who was “quite exotic at that time (1968) and of a sociable 

experience where ideas were encouraged”. Brian, who completed School Certificate art in Form 

5, recalled a small class in which there was an “open, non-directed approach from the teacher”.  

 

The invitation to participants to comment on the ways in which school experiences shaped their 

decision to study art at tertiary level, drew a variety of responses. Several cited the influence of 

teachers. For example, Catherine was encouraged by her art history teacher (also an art 

teacher) who had seen her art work and considered she could be successful in studying at a 

higher level. The works of Colin McCahon were a revelation at the time and motivated her “to 

want to be an artist”. Similarly, Pauline was inspired by her art teacher with whom she has 

remained friends since the 1980s. Anahera was aware of her abilities, enjoyed art, and was 

encouraged by her teachers to study at a higher level. Sara was influenced by her Form 7 art 

teacher who believed she would succeed:  

 

 She pushed me and I developed a much greater understanding of art and artist models in 
 my final year. I was - I guess - inspired. I also was aware that this was something I could do, 
 that I enjoyed and could see positive results. It was tangible. 
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Aveolela wanted to further herself as an art person which “made tertiary the next place to be”. 

Cheung‟s decision was founded on “art seeming to be a very liberal subject”. Sharlene simply 

assumed that art school was where she would go. She claimed she “could do a better job” than 

most of her teachers. Kelly wasn‟t sure that school had shaped her decision to study art – but “it 

did in deciding to become a teacher”, a factor also influenced by her parents. Kaatje came into 

studying tertiary art (majoring in photography) in her “middle years” after working in teaching 

and the graphic arts/printing industry. It was art history in Form 6 that “opened up a „visual‟ 

history” for Brian, and inspired him to study for a Bachelor of Arts majoring in art history. What 

became evident from the responses of the majority of participants to their school art 

experiences, in particular at the secondary level, was that their memories were quite vividly 

portrayed either positively or in less enthusiastic terms. The ways in which the various styles of 

teaching, the attention given to the individual differences of students within their own schooling 

experiences, and the influence of their teachers on the participants‟ own approaches to 

teaching, are reported later in this chapter. 

 

Perspectives on art 

 

Knowing about art became a major dimension of art education in New Zealand with the 

introduction of the Art Education Junior Classes to Form 7 Syllabus for Schools (DoE, 1989) 

(see Chapter 5) and is a significant component of The Arts in the New Zealand Curriculum 

(MoE, 2000). Participants were thus asked whether they had studied formal art history at 

school, or at tertiary level. Three participants received no art history at either level. Pauline, one 

of the longest serving teachers in the study, attended a girls‟ school. She explained that while 

art history was not a subject: 

 

 It was discussed… it was part of our conversation… we had Fra Angelico‟s Annunciation on 
 our classroom wall. I knew images from Botticelli and Masaccio. Most of the teachers were 
 from England… single women who took an interest in art history.  

 

Pauline‟s example is illustrative of Enlightenment notions of culture and its adjunct, high art, as 

a hallmark of a civilised and cultured person (see Chapter 2). The Renaissance artists cited 

above, and their paintings, would undoubtedly be included in the western art canon (see Bloom, 

1994). The remaining six participants, who did study art history at school, were in the main the 

most recent to teaching. This corresponded with the introduction of art history into secondary 

schools in 1969. From the range of art history content areas offered at secondary school to 

these six participants, five studied thirteenth and fourteenth century Renaissance art; three 

studied nineteenth century French painting, including Neo-classicism, Romanticism, Realism, 

Impressionism, Post-impressionism; four studied Cubism; one cited German Expressionism; 
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four studied modern New Zealand art; and one, American art since 1945.65 The high art of the 

western world has prevailed as a feature of art history courses in New Zealand schools. While 

the options for study now include traditional/customary taonga and contemporary Māori art, the 

art of non-western cultures predominates. It was evident that the art studied in art history at 

secondary school by the participants was very different from the art and craft experienced in the 

lives of most in their early years. The art of art history studied at school had little connection with 

notions of visual culture, and the social life of art, advocated by those who support an art 

education which shifts from studying the institutionalised world of fine arts to the more inclusive 

category of visual culture (Duncum, 2001a; Freedman, 2003). 

 

At tertiary level, all the participants, except Kaatje, studied art history or theory papers. Content 

areas in art history varied from those studied at school, with only Brian continuing with the 

Italian and Northern Renaissance. Sixteenth century Dutch Maritime painting was cited by 

Cheung, Byzantine art by Sara, Asian art by Sharlene, English art by Brian, and architecture by 

Catherine. While some participants continued to study nineteenth century French art, Cubism, 

and New Zealand art, a more diverse range of modern topics was included. Cheung, for 

example, cited Pop art, Surrealism, minimalism, conceptual art, and Fluxus. Feminist/women‟s 

art was studied by Catherine, Sara, Kelly, Cheung, and Anahera, the most recent teachers in 

this study. These topics remained predominantly within the European modernist tradition. They 

offered little to challenge the myths related to modernist art (Freedman, 1994; Chalmers, 1999). 

Kelly, alone, studied theory papers which included art film theory and debates on craft versus 

art, art and culture in society, museology, and art criticism. Māori art history was studied by Sara 

and Aveolela (the only teacher to cite Pacific papers). At tertiary level, Aveolela experienced her 

“first positive influence in understanding traditional Māori art and contemporary Māori art” (albeit 

in an art school rather than art history context) from her mentor, a young contemporary Māori 

artist: 

 

 This is what I could easily relate (to) and connect with. Talking about cultural and social issues 
 is what brought about interest in my own work. Discussing traditional concepts in the 
 social/cultural context and then being able to understand the presence is what was revealing 
 to me. The frustration of trying to make sense of a western interpretation and ideology in a 
 western institution was not easy but I fought against this and brought about awareness or 
 consciousness that invoked a personal voice that did come from all of the above. At times I felt 
 alienated and had to cope somehow, and thought that I was a stranger… and that they did not 
 acknowledge the place (Samoa) where I came from. 

 
                                                 
65

 Peter Smith (2005) recalled that subsequent to the introduction in 1969 of the University Entrance Art History 

prescription, as a survey of western art from archaic Greek to the twentieth century, the University Grants Committee 
responded to advice that such a survey was merely an exercise in memorisation. A review committee comprising 
representation from university departments of art history and schools of fine arts, the Department of Education, the 
Post Primary Teachers Association (PPTA), and teachers colleges recommended that art history prescriptions must 
focus upon the principles and methodologies employed in the descriptive of art history and should explore particular 
periods or instances that usefully illustrated this approach. As example, the Italian and Northern Renaissance were 
selected as the areas of study for Form 7 students, content areas that endure as options for study to this day.  
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Aveolela‟s comment exposed a gap in the study of the art of „others‟ in senior secondary school, 

and tertiary art and art history courses, which are controlled by examinations and a belief in the 

primacy of academic education. In light of the kinds of art they had studied or been exposed to, 

participants were invited to comment on the influence of tertiary art and teacher training 

experiences on their art preferences. While tertiary study developed her appreciation of modern 

American art, including Abstract Expressionism and Pop art, Catherine said it confirmed her 

“lack of affinity with classical/traditional forms of art such as Renaissance and Neo-classicism”. 

Catherine expressed a strong preference for contemporary art, but confessed to being “cynical, 

since art school, about the more „avant-garde‟ style art works that seem only to show how 

„clever‟ the artist is and doesn‟t inspire, amaze or amuse the viewer”. During her secondary 

teacher training Catherine said she became “more open to the idea of craft as „high‟ art”. For 

Aveolela, contemporary, conceptual, minimalist, and cultural art were her personal choices. 

Cited as highly influential were her introduction to contemporary Māori and Pacific art at art 

school, and the focus on contemporary Māori art education during teacher training. Having 

experienced her primary, secondary, and tertiary art school education in North America, 

Sharlene said her teacher training in this country focused her on the New Zealand curriculum 

and New Zealand art. Although Sara stated that her personal preference in her own work was 

modern art she said that teacher training helped her, as a New Zealand/Pākehā, to “understand 

that students need to see and experience a wide range of art work from many different cultures 

and periods of history”.  

 

Pauline said she enjoyed both traditional and contemporary/avant garde art. She considered 

that her art school experience was “life-changing, a wonderful education... in which art became 

my life”. She cited learning how to look at paintings, and to talk about their possible meanings, 

as particularly important. In terms of the influence of her teacher training, Pauline explained that 

having to teach “made me more aware of trends… how a piece is made, why it is made. You 

learn, so you can teach… it never stops”. Pauline‟s extensive travels, exposure to art world 

wide, and overseas teaching experience (including volunteer work in Israel), enhanced her 

interest in cultural diversity.  

 

For Kelly, art school experiences were a decisive factor in her preference for more 

contemporary/avant garde art. At a polytechnic, “which at the time was re-establishing itself”, 

Kelly was required to choose two tutors she worked best with, rather than selecting a particular 

discipline in which to major. This inter-disciplinary approach, which “included group projects, 

multi-disciplinary art-drawing programmes, and challenges to perceptions of „low‟ versus „high‟ 

art… and „art‟ versus „craft‟”, influenced her attitude towards art and art teaching. She believed 

that teachers need to acknowledge that “we all have art in our daily lives to some degree”. In 
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terms of her teacher training, Kelly said it made her more aware of the need to explore other 

cultures and their art and, to place more importance and value on it.  

 

Kaatje initially trained as a languages and social science teacher. She came into art teaching 

later in her career having studied photography at art school. Kaatje expressed “a preference for 

traditional art in terms of crafting, and contemporary art in terms of ideas and themes”. Cheung 

expressed “a preference for art making processes that are conceptually driven rather than by 

formal art making concerns”. He said his teacher training did little to shape his preferences for 

art, which remain firmly rooted in the avant garde. By comparison, Brian‟s preference was for 

traditional European art within an historical context. A self-taught secondary school art teacher, 

he had become particularly interested in contemporary New Zealand art, including Māori and 

Pacific art forms. Anahera professed a preference for contemporary, conceptual art. Influences 

from her art school experience included life drawing, appreciation for mark-making, abstraction, 

and spatial elements.  

 

The personal art preferences identified by the ten participants affected, in varying degrees, the 

kinds of art they promoted and encouraged in their year 9 or 10 programmes. These 

preferences, along with the other dimensions of their personal histories presented above, 

provided a foundation for the investigation into the participants‟ schools as educational sites; 

their interpretations of culture, and awareness of culturally inclusive approaches to art 

education; and how their understandings of the ethnic diversity and cultural differences of their 

year 9 or 10 students were reflected in their pedagogical practices.  

 
 
8.4 The case studies: Personal and professional perspectives 

 
 
(i) School A 

 

School A is a high decile integrated state girls‟ school. Its roll of 950 students drew primarily 

from its geographical location, but included some students who had applied from out of zone. 

The school population was 75 percent European. Pasifika students formed the next largest 

group at 12 percent, with Samoan, followed by Tongan girls, in the majority. Māori made up 8 

percent of students. The remaining 5 percent included fee-paying international students, mostly 

Korean, and a small number of Indian and Eastern European girls. The charter for the school, 

illustrative of its special character, was prefaced by its mission statement: “Prepared to make a 

difference with self-knowledge, energy and purpose through an outstanding education in the 

tradition of School A”. Five goals, each with their own criteria, were included in the school‟s 

proclamation of its vision: 
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 [School A] is committed to educate towards: (1) a faith which is relevant in today‟s world; (2) a 
 deep respect for intellectual values; (3) the building of community as a Christian value; (4) a 
 social awareness that impels to action; (5) personal growth in an atmosphere of wise freedom. 

 
A criterion for the second goal stated that “the curriculum encourages the development of 

aesthetic values and the creative use of imagination”. Under goal three, the school “provides for 

students the opportunities to understand and appreciate differences of race, religion and 

culture; that (it) honours the Treaty of Waitangi and affirms in its values, practices and 

relationships with people a recognition of the unique place of the culture of the tangata whenua 

of Aotearoa”. A criterion for goal four was that the school “provides the knowledge and skills 

needed for effective action on social problems, oppression and injustice”. For goal five, the first 

criterion declared that “genuine concern and encouragement for each member of the school 

community is a priority”. Targets and strategies for a five year period were presented in the 

school‟s strategic plan. Included were ten objectives, six of which were: continuously developing 

the special character at the school; being a nationally recognised academic college by raising 

the academic achievement of all students, including the academic achievement of Māori and 

Pasifika students; ensuring the staff are teaching professionals who are highly qualified, self-

reflective, innovative and student focused; promoting and supporting student leadership, 

student decision making and pride in themselves and the college; strengthening communication 

and involvement with the parents, alumnae and wider community; and promoting sports and 

cultural activities equally. A target, within the latter, was the creation of an arts co-ordinator‟s 

position and the proposal to build a performing arts centre.  

 

School A‟s management structure was typically hierarchical, with a principal supported by two 

managers, a school business/property manager. and the school development promotions 

manager. A second tier included directors of religious studies, teaching and learning, student 

support, and human resources, and a third tier comprised leaders of the school community, 

teaching and learning team, student support team, and teaching and administration. The 

curriculum was managed through eleven faculties, many of which correlated with the seven 

essential learning areas in The New Zealand Curriculum Framework (MoE, 1993) (see Chapter 

6). Significant for this study, the visual arts and the performing arts were separate faculties, 

thereby reinforcing School A‟s stated goal of fostering aesthetic values and creativity. Each 

faculty had a teaching and learning document which contained the guiding principles (national 

curriculum documents and regulations), the essential learning areas and essential skills (drawn 

from the curriculum framework), the school‟s goals, departmental organisation, the scheme of 

work, assessment (and NCEA organisation), reporting (policy for formative and summative 

reporting), and strategies for equitable learning opportunities. Invited to comment on the 

school‟s philosophy Aveolela (AT) summed it up as “Christian and intellectual values for young 

women”. Catherine (HOD) offered the following perspective: 
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 Key to this school is its special character. I do like the fact that it‟s a smaller school. I like the 
 holistic approach of the school… it‟s not so much run like a business and there‟s a greater 
 sense of collegiality than I‟ve found at other schools. The notion of pastoral care from the staff 
 to students and the students to each other is very strongly emphasised… the idea of looking 
 after one another and being compassionate towards people in the community. Social 
 awareness programmes and religious education programmes promote ideas of tolerance and 
 open mindedness towards other cultures and beliefs… but European dominance, as in wider 
 society, comes through.  

 

In School A there were four female teachers in the art department, each with areas of 

responsibility formulated in terms of junior art and the specialist senior courses in painting, 

design, photography, sculpture, printmaking, and art history. The office space for the art 

teachers, lined with individual workstations, computers, and a comprehensive library of art 

books, reflected the superb organisation and professionalism expected of the staff in this high-

decile school in which achievement was a pre-eminent goal. Less evident in this space were the 

individual personalities of each teacher. The art department scheme, the responsibility of 

Catherine, reiterated the requirements of the curriculum framework in conjunction with the 

school‟s annual targets. Emphasis was upon the school‟s goals, such as raising levels of 

literacy at years 9-10, improving Māori achievement, and increasing the success rates in NCEA 

art and art history. Further insights into the special character of School A were provided through 

the strategies for equitable learning opportunities in the art department scheme. Here it was 

stated that: 

 

 As an all female Christian School, we owe our students an Art education that reflects them in 
 our choice of role models, and subject matter. A special emphasis has been placed on the use 
 of the female artistic model within art assignments. As a department we make an effort to 
 purchase books about female artists to redress an imbalance seen in art libraries generally. 
 Within Art History, individual female artists are studied and units on feminism and women‟s 
 issues taught at both year 12 and 13. This provides students with knowledge of issues facing 
 women throughout the course of history and provides them with a context to determine their 
 position and role in society. Artists whose work reflects Christian traditions, symbols or themes 
 are also included throughout the Art and Art History programmes where appropriate. 

 

Catherine admitted, however, that while the curriculum framework‟s influence on equity policy 

was inherent in this pastoral-type school, the “emphasis is on the gifted and talented rather than 

treating everyone equally”. She conceded that while there was “a focus on the Treaty, the 

message of equality doesn‟t really come through… and is not reflected in the scheme, although 

we try to integrate aspects of Māori or Pasifika or the art of other cultures into art units”. 

Aveolela agreed that while equity was implicit in the special character of the school, it was not 

clear in policy. She said her awareness of the issue had been heightened the previous year 

when asked the same question during the school‟s assessment by ERO. In respect of the art 

department Aveolela, reflecting Nieto‟s (2000: 180) call for “placing equity front and center”, 

said: 
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 I don‟t think multiculturalism has been addressed in our programmes… we‟re still not open to 
 that as a school. It‟s definitely because there are so many European students… it‟s not at the 
 forefront.  

 

Testimony to the school‟s focus on high achievement by individual students four art cups 

(trophies), endowed by former teachers and students, were annually awarded to year 13 

students for art history, photography, design, and for “the year 13 student who has shown 

strong commitment in her Art subjects throughout her school life”. The recipients of these 

trophies, as well as two further awards for art (one for senior student achievement in 

photography), were nominated by Catherine. Throughout the scheme art was referred to with a 

capital „A‟, calling to mind Chalmers‟ (1999: 179) reference to European attitudes which dismiss 

“the cultural production of „others‟ as something less than capital „A‟ art”.  

 

In the junior school, art was a compulsory core subject for students at year 9 who received two 

periods a week (two hours) for half a year (approximately 40 hours). Art became an option at 

year 10, with students receiving three periods (three hours) a week throughout the year. In this 

department the year 10 programme, on which the fieldwork was based, was organised around 

four major units of approximately one term each, prefaced by a two week introductory 

programme which included diagnostic activities. In 2005, the programme comprised units in 

painting (landscape or self-portraits), three-dimensional construction (wearable „Gaudi Hats‟), 

printmaking (symbolism and abstraction), and a mixed media project (Pacific adornment). All 

assessment in junior art was based on common achievement objectives and assessment 

criteria, and presented on departmental formats for formative and summative achievement. Unit 

plan formats contained the four strands from the arts curriculum, but the essential skills were not 

included. Catherine, invited to comment on the art department‟s philosophy, said:  

 

I wouldn‟t say that there was one particular philosophy. At the beginning of each year we tend to 
determine a direction for our department but each of us holds different philosophies on what 
teaching is to us. As a department we‟re trying to constantly raise the expectations of the 
students and to raise the level of achievement in the arts and also to just get more students 
involved in it. The school has got quite a high profile for the art department so we‟re just trying to 
maintain that. 

 

Offering another perspective, Aveolela explained:  

 
My personal philosophy is promoting art appreciation and to work on student academic 
achievement and interests, but also getting the students involved in art. Art in this school is seen 
as a creative, practical and fun subject that has no particular weighting to academic achievement. 
The school has a particular western middleclass perception…. Art has to be aesthetically 
pleasing and make overall logic and sense. It can‟t be thought-provoking or challenging the 
social, personal and political status. 

 

Aveolela‟s comment highlighted an area of concern for this study, which was to ascertain the 

influence of The Arts in the New Zealand Curriculum (MoE, 2000) on art department 
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programming, and whether the school took account of the ethnic diversity and cultural 

differences of students in years 9 and 10. Both she and Catherine confirmed that the arts 

curriculum was essential to their programming, and was used to ensure that all four strands 

were covered in units at some stage during the year. Aveolela believed that “the strength of the 

art strands is the only thing that holds the programmes together”. Invited to comment on how 

planning decisions were made in the art department, Catherine explained that to ensure 

consistency a structure had been set in place for each year level to determine how many units 

would be taught and what the assessment criteria would be. Other than that, each teacher was 

free to develop her own units of work. Catherine said that although the teachers shared each 

others ideas and resources “we like the idea that not everyone is doing the same thing all the 

time because it provides variety… as long as it ties in with the marking criteria and curriculum 

requirements from the strands”. She saw her role as keeping a watching brief only. Aveolela 

confirmed that each teacher wrote up their own programmes on a generic format, in conjunction 

with the staff member in charge of the year level, and that “the programme is driven by 

themes… portraits, and so on”. In response to the question of which strands from the arts 

curriculum were given the most emphasis, Catherine said: 

 

Usually the practical knowledge component which is most emphasised in the art making; 
developing ideas and understanding context also come quite easily; it depends on the unit but 
some aspects are more easy to include than others and its been a bit of a struggle at times to try 
and find an appropriate link for units or to feel like we‟re doing the strand justice and not just 
doing it as a token. We very rarely have units where the students simply make art. Research 
begins at Year 9 and 10… we start the students looking at art works in contexts in history and in 
contemporary art works, as well as researching artists. We do it as a class looking at examples 
and making notes on it and discussing ideas… students are also set individual research tasks for 
homework to find out a particular thing or a technique and then applying that to their practical 
work. So we try to really emphasise the links between the research and the practical work so it‟s 
not just tokenistic, its useful information for them. 

 

 

Aveolela, too, said that while the emphasis was on the developing practical knowledge strand 

she “wouldn‟t do an art programme where the students just make art… there‟s always some 

background information to inform the students why artists make works for a particular reason”. 

The use of artist models, and the influence of NCEA, were evident in all junior programmes at 

School A. The latter influenced the assessment criteria, drawn from the NCEA descriptors. Thus 

students received their results in terms of „excellence‟, „merit‟ or „achieved‟ “in order to get them 

into that sort of NCEA mindset for Level 1”. High expectations of students meant that the NCEA 

descriptor, „not achieved‟, did not appear as a performance level on formative assessment 

formats. The summative achievement on school reports was, however, presented as 

percentages or grades, rather than as NCEA achievement descriptors. Commenting further on 

the influence of NCEA, Catherine explained that:  
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 The research for NCEA 1.1 influences what we do in year 10 only in terms of setting them 
 some research at year 9 and 10 so students get used to the idea that there is writing in art, 
 there is  reading in art and there‟s research that goes alongside making it. A lot of the units are 
 modeled very similarly to NCEA. 

  

In response to the question of what kinds of art are promoted in the arts curriculum through its 

definitions and examples, the art teachers at School A felt that it encouraged people to be 

independent in making their own decisions within art departments. They considered that the 

idea of cross curriculum between the four arts disciplines was encouraged. Both Catherine and 

Aveolela stressed that exploration of Māori and Pacific art was a feature of their junior art 

programmes, either implicitly (for example, through looking at New Zealand‟s endangered native 

species), or explicitly (for example, a study of traditional adornment or the carved Māori 

poupou/post in a whare/meeting house). Both admitted that the multicultural emphasis 

promoted in the arts curriculum was absent from their scheme. In respect of the former 

Catherine said: 

 

 The students are always a bit horrified when you say you‟re going to do Māori and Polynesian 
 art because they think they‟ll just be drawing korus and colouring in tāniko patterns like they 
 did at primary or intermediate school. That‟s why I like to take it into more of a contemporary 
 mixed media type exploration. Usually I just try to explain that its part of the curriculum, that it 
 is there  for a reason, that the culture is a part of New Zealand and a part of their identity of 
 living in New Zealand. So we try to convey that it‟s enriching for them.  

 

Invited to comment further on the influence of cultures, other than Māori or Pasifika, on 

programmes Catherine said that the school had very few junior units in which students could 

explore their own culture and identity through their art work. She admitted that “Asian or Indian 

or other students would not have an opportunity to draw on their cultures”… that “the diversity of 

individual students within particular cultures is not explicitly recognised in our teaching 

approaches”. Aveolela claimed “it is an area that probably needs to be introduced, focused on 

more… that to be honest, little yet has been done”. She explained that links between the 

Pasifika community and the art department was not an influence on art programming either, 

despite tutors from the community coming into the school to work on dance and song with the 

thirty Pasifika students in the cultural group. Catherine confirmed that there were no other 

cultural groups or clubs in the school, nor was there a fale (meeting house) for the Samoan 

students. Neither did the art department have links with the local marae and Māori community, 

although Aveolela had been on a trip with the Māori group “to meet key people there that have 

affiliation with the local marae… but that‟s as far as it went”. Invited to offer her perspective on 

what a culturally inclusive programme might look like, Catherine‟s vision included an aspect 

noted by Nieto (2004) (emphasis mine): 
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 I like the idea of students being able to research back their heritage and even those who… 
 probably the ones who gain most from it are the New Zealand Europeans who think they have 
 no culture and then start researching and find their Celtic links and the Scottish heritage and 
 those sort of things which they might not have realised as part of their identity. I‟m not sure if 
 they would gain an awareness of others. I guess most kids would probably say that other  cultures 
 don‟t matter but I think they would find it quite interesting when they do start looking closer at 
 other cultures and start to realise what their own culture consists of.  

 
In terms of other influences on planning Catherine cited exhibitions for generating ideas, but 

“more often a particular art work in a book that would provide a nice starting point for a unit… or 

a theme… and I go and find a particular artist model to suit it and inspire the students‟ work”. 

The art department was superbly resourced with books. Visits from different artists for a day, or 

a lesson, to talk to the students were also used for motivation. Catherine admitted she knew 

nothing about art education theories by theorists internationally, or in New Zealand; that the last 

book she read in that regard was about Gordon Tovey and his beginning of art education in 

New Zealand (see Henderson, 1998). Aveleola admitted she had no knowledge of art 

educational or cultural theory. Invited to rank nine factors which influenced her programmes, 

Aveolela nominated student gender ahead of the arts curriculum strands, ethnicity/culture of 

students, her own interests/knowledge/competencies, art department goals, the school decile, 

the type of school and students, and preparation for NCEA. Catherine, on the other hand, 

nominated NCEA preparation first, followed by art department goals and the type of students. 

She ranked the ethnicity/culture of students seventh. The selections made by the two teachers 

pointed to differences in their pedagogical practices. 

 

Art in years 9 and 10 at School A was taught in an art room set apart from the main art 

department suite. During the semester 1 observation period classroom displays reflected the 

emphasis in programmes upon painting (portraits with a focus on skills-based tonal-modelling, 

Impressionist-style landscape paintings, word/text paintings constructed within grid formats, and 

butterfly masks in pápier mâche) and three-dimensional work (wearable art and Cubist-style 

constructed guitars). Throughout the semester, the art room environment changed as work in 

progress and completed works were displayed. On-going work was suspended from 

clotheslines and used for in-class and end-of-unit critiques. Students were well routined, donned 

aprons as they entered the room, and organised themselves for lessons without prompting from 

Catherine or Aveolela. 
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Catherine (HOD, School A) 

 
 

Catherine, who identified as New Zealand/European, was in her fifth year of art teaching. At the 

beginning of her fourth year she was appointed head of department at School A where she had 

spent a practicum during her teacher training. Pre-service education, she said, taught her “to 

question students verbally, guide them in how a more effective end result can be gained (advice 

not always taken on by the students), query what they are trying to say in particular artwork – 

what meaning it holds for them (where appropriate)… and to be more encouraging than 

negative about their ability and work (not always easy!)”. Catherine had a relaxed, yet 

purposeful, teaching style born of the confidence that comes from being exceptionally well 

organised and knowledgeable about the field. Her preference was for an art education that is 

“experimental, exploratory and enjoyable”, one in which students “personalise their art and 

make it their own instead of mass producing someone else‟s vision of art”. Catherine said she 

liked to plan programmes that would “challenge students‟ notions of and experiences of what art 

is, and can be”. One of her aims was for students “to feel successful as an „artist‟ despite their 

initial preconceptions of their own ability”. To this end, she tried to select subjects and artists 

that had relevance to the world of the students. She encouraged students in her junior art 

classes to suggest possible subject matter for the following unit of work before she wrote up the 

brief. Sometimes during the unit she discussed with students different ways that could be used 

to approach a task, then used their feedback to help decide different directions to extend ideas. 

Positive responses from students in her classes included “being able to be creative for 

themselves and enjoying a more practical and hands-on subject and a less „academic‟ 

atmosphere in contrast to other subjects they take”. Catherine admitted that students “do not 

enjoy seemingly endless pages of pencil sketches or planning towards the actual art work”. The 

use of the artist model in Catherine‟s programme focused primarily upon the artist‟s procedures 

and practices (style, ways of working, media and techniques), followed by an examination of the 

art works themselves (subject matter and formal elements – composition, colour, paint 

application). The artist‟s content, ideas, messages, and themes were less important at this year 

level and their personal context (place, period, culture, gender) was rarely emphasised. The 

focus in the introduction to units was therefore upon artists‟ styles and their art making 

techniques. At the completion of tasks Catherine evaluated the unit with students. Work was 

assessed by her and assessment sheets returned with written feedback for students. Peer or 

self-assessment was not used. At the end of a unit Catherine recorded her evaluation of the 

programme on the art department‟s „reflective‟ sheets, which were then used in preparing 

courses for the following year. 

 

Catherine‟s year 10 class of twenty students, observed three times during term 2, at first glance 

appeared to comprise eighteen European, one Asian and one Polynesian student. During the 
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second observation lesson students were invited to share with me their ethnicity, or for students 

unsure of what this meant, their culture or nationality. Five identified as New Zealand/European, 

two each as New Zealand, Kiwi or European, one as New Zealand European/Māori, and three 

as Australian. The others girls identified as Japanese, Croatian, Romanian, German/Samoan 

and Dutch/New Zealand. Asked whether she sought to find out about the ethnicity and cultures 

of students in her classes, or if this was a factor in her approach to art teaching, Catherine said 

“no”. Furthermore, she stated that: 

 

 I prefer not to teach about the art of other cultures because I feel like I know little about it and 
 don‟t „own‟ it to be able to teach about it. I do teach Māori and Pacific art units since it is an 
 important part of New Zealand culture (and required by the curriculum) but I feel like it is 
 tokenism because I am not directly of that culture and so my ability to teach it feels limited… if 
 it wasn‟t „compulsory‟ then I would probably avoid teaching it where possible.  

 
Nonetheless, Catherine‟s year 10 programme - „Gaudi hats – wearable art‟ (figures 1.1-1.3) - 

was significant for this study in that it illustrated a concept of culture which is different from 

ethnicity or race. Her programme linked to the special character and culture of the school, 

hence the themes of Christian religion and church architecture. Catherine‟s choice of theme 

also reflected her personal influences, referred to earlier, of tertiary study of architecture and of 

modernism, combined with childhood and primary school experiences of construction and the 

use of media often associated with craft.  

 

The aim of the 10-week unit was for students “to explore a range of sculptural concerns with an 

emphasis on using a wide range of materials”. Through the selected theme the objectives for 

students were “to learn about Antoni Gaudi (1852-1926) and his work as an internationally 

famous and eccentric Spanish architect, his Catholic beliefs, and the two influences on his work 

(Gothic architecture and Art Nouveau, with an emphasis on Churches (curriculum strand UC); to 

interpret his style in the design process (DI, PK, CI); and to construct a wearable „Gaudi‟ hat 

(PK, CI)” (see Figures 1.1–1.3). During the first observation lesson, at which the unit was 

introduced, students confidently articulated their understanding of sculpture and architecture, 

demonstrated knowledge of the concept of the artist model, and analysed examples of Gaudi‟s 

architecture. Catherine discussed with the class the idea of “the client and artist relationship”. 

Students were to imagine that Gaudi had been commissioned to design a hat to be worn and 

photographed on the wearer. Design and construction methods were discussed, with emphasis 

given to the process as much as the product. The high decile of the school, and the value 

placed on art (aesthetically and materially), was reflected in the abundant and sophisticated 

resources, including colour photocopy resources, books, and art making materials, available to 

the students. These girls (predominantly 14 year olds) sustained the hour-long 

theory/introductory lesson without difficulty. They were highly motivated and self-assured. The 
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school‟s and art department‟s goal of improving literacy, and art-specific language, was evident 

in the class discussion and individual research on Gaudi begun during this lesson. The mutual 

respect between Catherine and her students was a noticeable feature of her lessons. During the 

subsequent observation periods students talked confidently about their work, shared ideas with 

me, and were willingly photographed wearing their hats. An additional activity, in which students 

were given the opportunity to “mosaic their school buildings in response to Gaudi‟s work, “was 

relished by students” (see Figure 1.1).  

 

Invited to reflect on the unit Catherine believed that the brief “was sufficiently open for students 

to interpret Gaudi‟s architectural style in any number of ways… that their personal and cultural 

influences were neither encouraged nor discouraged… that who they are and where they come 

from cannot help but influence their work either implicitly or explicitly”. Catherine‟s high 

expectation of students to conduct research, understand the design process, and create a 

quality art work was evident in the outcomes of the unit. These material traces provided 

evidence of the social experiences in the learning and teaching encounter (Hodder, 2003). 

Whatever Catherine‟s interpretation of the educational objectives, the unit of work had implicit in 

it a desire to widen the students‟ cultural perspectives. 
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Year 10 students 

 
„GAUDI HATS‟ 
wearable art 

 
Research on Gothic architecture 
Gaudi‟s works & Catholic beliefs 

 

  
Artist model – GAUDI 

 

 

Studies on the relationship 
between Gaudi‟s structures, Art 
Nouveau architecture, sculpture, 

and mosaics 
  

to construct sculptural  
wearable hats 

 

 

Stella - school architecture 
study 

 
Oko – Mosaic study on photo Meike – paper mosaic study Meike – Mosaic study 

 

 

 
Developing ideas - using 

school architectural features 
 

  

 

 

 
Developing ideas - using 

symbols and text 

 

 
Oko – Observation drawings Oko – Mosaic for school chapel Stella – Mosaic study 

  

 

Figure 1.1 School A: Catherine (HOD art), year 10 students 
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Year 10 students 
 

„GAUDI HATS‟ 
Wearable art 

 
 

Research 
Development of ideas 
Refinement of designs 

Hat construction  

Oko – ideas for Gaudi hat  Oko – development of ideas 

   
Oko – Gaudi hat Oko‟s final hat design 3-dimensional view 

 
Stella – research page 

 

   
Stella – ideas for hat Stella – Gaudi hat  Final hat design 

   
Meike – ideas for hat Development of ideas Meike – Gaudi hat 

 

 

Figure 1.2 School A: Catherine (HOD art), year 10 students 
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Oko - Japanese Marinda - Croatian Jocelyn – NZ European 

 
Cheryl - NZ European 

  
Sally-Anne - Australian  

Irena – NZ Kiwi 

   
Cassie – German Samoan Loren - NZ European Bella – NZ  

 
Stella - Australian 

 
Meike – Dutch NZ 

 
„GAUDI HATS‟  

 
Michelle – NZ European 

 

 

Figure 1.3 School A: Catherine (HOD art). Year 10 students 
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Aveolela (AT, School A) 

 

New Zealand born Samoan teacher, Aveolela, was in her eighth year of teaching. After working 

in a low-decile multicultural co-educational school for six years, she joined the staff of School A 

“to see what it‟s like in a Christian school… and with girls”. In Aveolela‟s year 10 class of twenty-

four students sixteen appeared to be European, three Asian, and five Polynesian. During the 

second observation lesson students were invited to share with me their ethnicity, culture, or 

nationality. All were very welcoming, a positive environment having been established by 

Aveolela. An insight into the class was offered by the seating arrangement of students around 

the five tables. Two groups of European students, all of whom identified as New Zealanders, 

worked together at two tables; a Tongan, Fijian Indian, and two Samoan students worked with 

two European students at a third; a New Zealand/Chinese girl shared table four with a 

European/English and New Zealand/Pākehā girls; and the fifth table was shared by the two 

Chinese, a Korean, a Samoan/German, a European and a New Zealand/Polish student. This 

seating arrangement, which emphasised the clustering of European students together on one 

side of the art room, and the integration of students of differing ethnicities on the other, was 

constant during the series of observations. Further variables evident in this class were the wide 

range of practical art making abilities among students, and the differences in communication 

skills. Some students were able to explain the use of the artist model; others were uncertain 

about the artist. It was noticeable that the Polynesian students, in particular, responded warmly 

to their Samoan teacher, Aveolela, who constantly moved around the classroom supporting and 

advising them on their work. Giving formative feedback was a notable feature of her approach. 

In this school, with its predominantly European student and staff population, Aveolela was in the 

minority as a teacher from another culture. 

 

The plan for Aveolela‟s year 10 painting unit – „Symbolic Self Portraits‟ – conformed to the 

format and assessment requirements used in the art department. The only difference was the 

addition of student self-assessment. The aim of the unit, to undertake a practical study of 

painting practices and its image-making concerns, was conveyed to students in a handout. 

Learning outcomes were to be demonstrated through: observational drawings of the head and 

exploration of a range of wet and dry media (PK); analysis and response to an established 

painting approach from the twentieth/twenty-first century (UC, DI); a study of symbolism (UC, 

CI); and application of an artist‟s ideas and way of working (DI, PK, CI). Aveolela‟s theme used 

as its starting point the self-portraits of Mexican artist Frida Kahlo, in particular the key work My 

Grandparents, My Parents and I (Family Tree), 1936 (Figure 2.1). Her preference was for 

“programmes that create interest for the students”, but in which she is personally interested. The 

theme for this unit was inspired by a student, who commented “that‟s what Frida Kahlo does”, 

when Aveolela wore flowers in her hair to class. Claiming that “that‟s the sort of thing students 
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notice”, Aveolela explained to the class the Samoan custom of wearing a flower tucked behind 

either the right or the left ear. The choice of Kahlo as “a non-western artist model I personally 

enjoy and whose life was full of tragedy, excitement and personal challenges” corresponded 

with Aveolela‟s approach that “the students‟ ethnicity is always a factor”. In this unit, she wanted 

to show students “how Kahlo‟s work employs symbolism which gives meaning and 

representation to personal identity and cultural context”. She said, “at the beginning of year this 

is an ideal way to find out more information from my students... it also made me think about how 

the students have relationships with their own parents and families”. She added: 

 
 The students have gone home and asked their whanau or their family about their „family tree‟, 
 and to get photographs… and to feel okay about it. Getting the students to take the initiative 
 makes a difference… when you actually have a look at the photographs and see how they 
 have recorded the names but also the birth places… and you see their different countries…. 
 that‟s how I‟m trying to build cultural awareness, because the identity comes from them. This 
 programme is designed to allow their individual culture to come through to be used in making 
 an art work. At the end of this unit the class will share something about themselves in their 
 groups  and present „My family tree‟. 

 

In the unit introduction, Aveolela placed greatest emphasis on the ideas and messages 

conveyed by Kahlo. This approach differed from Catherine who focuses more on the artist‟s 

style, media and processes. As well as researching their family background and arranging the 

photographs in the format of a genealogical family tree, Aveolela‟s students recorded personal 

interests (music, sports, animals, cultural aspects, places, personality and religion) from which 

to identify and draw personally significant symbols for their self-portraits (Figures 2.1-2.3). With 

the exception of the Chinese girls, who were shy and less confident with English, the students 

responded positively to my interest in their work. The majority were self-assured, confidently 

talked about their ideas, shared personal information about their families and interests, and 

sought advice on painting techniques. For these girls, exploring their backgrounds and 

expressing their culture was in terms of what Geertz (1977) saw as „text‟ - a construction of 

symbolic signs. Pushpra‟s Fijian island palm tree, parrot, hibiscus flower, and mother-of-pearl 

pendant (see Figure 2.1) were distinctly different from the English rose and city landscape of 

Rosalie‟s world (see Figure 2.2). Invited to reflect on her approach to teaching Aveolela said: 

 

 Contemporary culture is what the present is about. It is a culture that heavily involves students 
 and their interaction with their surroundings. As a teacher you need to be aware of how 
 contemporary culture can influence and shape students and your own teaching. This is a big 
 factor for me… it puts me more in contact with how they see the world, themselves and art.  

 
Although Aveolela considered that exploration of ethnicity was an important dimension of this 

unit, her own commentary and the approaches used indicated a consciousness of a broader 

interpretation of culture. She demonstrated, through her relationships with students during the 

teaching and learning encounter, that she was interested in the girls‟ individual differences. 
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SELF-PORTRAIT 
painting 

 
Year 10 students 

 
 

ARTIST MODEL 
Frida Kahlo 

 
 

Key work for study 
“My Grandparents, My Parents 

and I (Family Tree)”, 1936 
Kettenmann, A. (1993). Kahlo. Koln: 

Taschen, p.9. 

 

 
   

 

 

 
Example of portrait studied 
“Self-portrait with Necklace of 

Thorns”, 1940 
 

Kettenmann, A. (1993). Kahlo. Koln: 
Taschen, p.29. 

 

 

Pushpra  
Fijian Indian 

 

Research on Frida 
Kahlo‟s life, use of 

symbols, painting style 
and portrait format  

& 
her own family tree, 

personal interests, and 
cultural symbols  

 
Artist model research 

 

  
Pushpra‟s Family Tree 

   
   

Personal interests & symbols Compositional studies Pushpra – Self-portrait 

 
 
 

Figure 2.1     School A: Aveolela (art teacher), year 10 students 
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            SELF PORTRAIT        
     Rosalie – Frida Kahlo artist                                                                     Rosalie NZ / English 
                  Model study                                                                                      Family Tree 
 

        
     
 
 Skill development exercises                 Proportion and tonal                 Rosalie‟s interests and 
                                                                 modelling portrait study                   personal symbols 
 

       
           
Compositional ideas                Final composition (includes   
                                                           „English rose‟ as symbol)               Rosalie – SELF-PORTRAIT 
 
 
 

Figure 2.2     School A: Aveolela (art teacher), year 10 students 
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Year 10 
Year 10 students SELF-PORTRAIT 

painting 
Interests & symbols 

   
Li-anne‟s interests Development of ideas Li-anne NZ Chinese 

 

 

 
Elizabeth‟s interests Compositional studies Elizabeth NZ European 

 

 

 
Shireen‟s portrait study Development of ideas Shireen Chinese 

 

SELF-PORTRAIT 
Painting 

 

 
Development of ideas 

 
Compositional ideas 

 
Development of ideas 

Interests & symbols 

 

 

 
Li-anne NZ Chinese 

 
Elizabeth  NZ European 

 
Shireen Chinese 

 
 

 
 

 
Figure 2.3    School A: Aveolela (art teacher), year 10 students 
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(ii) School B 
 
 

School B is a mid-to-high decile co-educational state school with a roll of 1,800 day school 

students, and a further 2500 catered for under the school‟s community education programme 

offered out of school hours. There were over 60 different ethnic groups of day students, of 

whom 47 percent were European, 22 percent Asian, 11 percent Indian, 6 percent Pasifika, 4 

percent Māori, and 10 percent included North African, Middle Eastern, German, Italian and 

International students. The cover of the school‟s prospectus featured photographs of students 

which illustrated its multicultural population. Kaatje (HOD) described the composition of the 

staff:  

 

We have large numbers of staff who are Indian, increasingly from African backgrounds, Pasifika 
and Māori staffing. It also reflects the nature of the student body, both in terms of ethnic 
background but also in terms of cultural and religious backgrounds. We have Muslim staff who 
work with our Muslim kids. We have staff who represent other groups or other belief systems who 
also work with our kids and I think that does breed tolerance. I think this school is a very safe 
multicultural environment. 

 

Cheung (AT), a second year teacher, described School B as “an increasingly cosmopolitan 

school… a lot more tolerant in comparison with the ones I attended as a student… or went to on 

practicum”. Policy had been written by students and staff to address issues of anti-bullying and 

anti-racism, although both art teachers found racism minimal at the school. Cheung said he had 

experienced no resistance to him as a Chinese teacher.  

 

The school‟s mission statement was “To pursue excellence through high quality education”. 

Emphasis was placed on learning as a life-long process. It was stated that the school “fosters 

scholarship, leadership, self-esteem, good communication skills and the importance of leisure 

and recreation as part of a well-balanced lifestyle”. Diversification, innovation, and harmony 

were key words used to describe the school. The management structure was typical of most 

secondary schools, with a principal supported by an associate principal, three deputy principals, 

and a senior manager. Each year group, from 9-13, was led by a dean who remained with the 

particular group as it progressed up the school. The prospectus informed students and their 

parents/caregivers that at year 9 and 10 a diploma was awarded to those students who 

“maintain high standards in respect of their commitment to learning, behaviour, attendance, 

uniform, support for school activities, and sharing in school pride and spirit”. Advanced learners 

were offered an academic programme appropriate to their needs while individual and special 

assistance was given to those students who required additional help through the learning 

support centre. As well as offering sporting opportunities, the school placed emphasis on 

cultural activities. For example, “multicultural diversity is celebrated through the school‟s clubs 

such as Māori, Chinese, Indian and Islamic clubs”. In term 1 the school “celebrates its cultural 
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and ethnic diversity with a cultural food and entertainment festival with activities designed to 

share cultural learning”, and in term 3 it holds an arts festival. These events, which gave 

students opportunities to have their differences affirmed, move beyond the less political project 

of celebrating pluralism.  

 

There were five full-time art teachers and a part-time administrator in the art department, which 

was under the umbrella of the faculty of arts. The central meeting place for the four assistant 

teachers in the art department reflected the fullness of school and classroom life. A central 

table, piled high with resources, portfolios, objects, and students‟ workbooks, was flanked by 

individual work spaces which mirrored the personalities of each staff member. Personal 

memorabilia, family photographs, objects, and images of significance added character to this 

busy environment. Kaatje‟s office, adjacent to the art teachers‟ room, pointed to her demanding 

role as HOD visual arts, as well as manager of the arts faculty. Invited to offer her insights into 

the school and its attitude towards art Kaatje said: 

 

 

 I do like the multicultural nature of the school. I like that aspect of it very much. I really enjoy 
 the senior administration of the school. I feel that they are people who are supportive of the 
 arts in  general. Personally I like the challenges in my job. I think we‟re really looking at growing 
 the department and giving it much more of a profile within the school and the community and also 
 raising achievement. I think we‟re doing that really well so I like that challenge. I like the staff I 
 work with, it‟s actually a very congenial staff room. I do enjoy the  students.  
 

Can I say what I struggled with? What I struggled with when I initially came here was an attitude 
of good enough is good enough and having come from a school where it wasn‟t that way, where 
there was a lot of emphasis on achievement and the critical mass of students had that desire to 
learn and to do well. That was something that I really struggled with here so whether it was in art 
history or in practical art, students were not willing to extend themselves. They wanted to just 
make finished work that was then going to be submitted for assessment. We‟ve really worked 
hard on shifting that and I think we‟re doing it successfully. The conclusion that I‟ve come to is 
that I don‟t believe it‟s a function of the school or the way in which the school is run. I don‟t 
believe it‟s a function of there being better teachers in the previous school. My experience is that 
teachers here are just as passionate about what they do. They‟re just as educated in the areas 
that they‟re teaching. I think they have many more demands on their time in terms of extra-
curricula commitments. I see it more as being a  reflection of the community… that the families 
that these students come from have maybe some very specific ideas of what success is and 
where it lies and how to achieve it… in that learning as an end in itself is not necessarily regarded 
highly. There‟s a more pragmatic approach to education and it being a means to an end, that its 
career orientated… and how are you going to earn your income. It‟s that sort of route. 

 

 
In response to the community‟s perceptions of learning and achievement the art department 

had begun to actively promote the arts in the school community. Among its initiatives to 

enhance community awareness was the annual arts festival week, which included a visual arts 

competition for local primary and intermediate school students in the area, the opportunity for 

two students from each of the contributing schools to work alongside senior students at School 

B on a range of art making experiences led by well known Auckland artists, and an exhibition of 

student and staff works. Art work by junior students was regularly displayed at a local café and 
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within the school environs. Courses in adult ESOL art and special education art were also 

offered.  

 

Invited to comment on the philosophy of the art department Cheung identified three main 

features. He said the department strives “to empower students to be proactive, self-aware, and 

to strongly value thinking and learning”; that it aims “to ensure the visual arts is a dynamic place 

of learning”; and that it “is concerned to increase the level of student achievement through 

greater engagement in visual arts literacy across the year levels”. Indeed, word-based literacy 

and visual literacy was considered fundamental to all the visual arts courses at School B, with 

formal literacy components being included in each. This move was initiated by Kaatje following 

her attendance at a professional development course on literacy in the arts. Invited to give her 

perspective on the art department philosophy, Kaatje said: 

 

 
I think it‟s a multi-part philosophy. All of us bar maybe one teacher who‟s been here for a very, 
very long period of time has a strong belief in a work ethos, and that sound theory underpins 
sound practice, and that we all strive to extend students. So our motivation is to extend students 
so they have a better understanding of what art making is, and then out of that have better 
practice. I think it is about giving individual students an opportunity to express individual ideas, 
that we are resource people… we are able to offer them insight into how to develop those ideas 
but also give them tuition in how to in practical terms make those ideas so we have sound 
backgrounds in method. Each of those teachers has some responsibility at senior level so 
they‟re all having an opportunity to extend themselves in terms of their teaching practice. I think 
the students are very lucky that we offer the full range of courses at senior level. We haven‟t had 
to collapse classes or anything like that so we‟re actually quite lucky. 
 

 

The art department at School B was exceptionally well organised and resourced. A 

comprehensive scheme, compiled by Kaatje, presented the department‟s guiding principles 

drawn from national administration documents, the curriculum framework and the arts 

curriculum. The scheme outlined how the essential skills were addressed in art courses (other 

than physical skills, the other seven groupings were given equal emphasis); the school‟s 

assessment policy and the visual arts policy on which it is modelled; a statement on how the 

visual arts makes an important contribution towards the well-being of individuals and society 

through its promotion of attitudes and values; detailed information on curriculum, including 

course statements and teaching and learning strategies; departmental organisation; art 

department forms; and an equity issues policy. The latter offered an insight into the culture of 

the school.66 In stating how it will meet school policy the art department scheme stated that staff 

would endeavour to “recognise the values, traditions and languages of the cultures within the 

school… affirm the ethnic identity of all students in the classroom… incorporate the concept of 

inclusiveness in all activities at all levels… and make the cultural diversity of the school 

                                                 
66

 School B‟s equity policy is: To enhance learning by ensuring that the curriculum is non-sexist and non-racist and 

that any disadvantage experienced at the school by the students, parents, or staff members because of gender, 
religious, ethnic, cultural, social or family background is acknowledged and addressed. 
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community a major consideration in the selection of content areas and resources”. Cheung 

maintained that “within our art department we certainly try to make sure that cultural differences 

are acknowledged… we are very careful about that”. Teaching and learning strategies 

presented in the scheme further reinforced the art department‟s philosophy. Promoting self-

esteem and self worth were amongst its priorities. Learning should, if possible, be student 

centered “where students are encouraged to move toward increasing their control and 

responsibility for their own learning”. Presented in the scheme were differing teaching strategies 

used in the department. Kaatje admitted, however, that with junior classes programme delivery 

was more teacher-centred “but in a way that each of the teachers works to their strengths and 

reflects who they are, what their backgrounds are, what their personality is”.  

 

Planning in the department varied according to the year level. Where more than one staff 

member taught at a year level, these people worked together to create those programmes. 

There was general awareness of what was happening in each programme. For senior specialist 

courses such as painting, photography, and design art staff planned their own programmes with 

Kaatje acting as moderator. At present there is one generic programme for all year 9 students, 

written by Kaatje in consultation with the year level teachers. She believed that the teachers 

were quite happy with this arrangement… that “there is enough scope within the programme for 

them to deal with it individually and to work to their individual strengths.” Cheung confirmed that 

“we don‟t have to teach exactly alike… we work flexibly within our programmes”. Invited to 

comment on the influence of the arts curriculum, Kaatje confirmed that it was a major factor in 

planning. Apart from creating a context, and providing direction through the strands and 

development of essential skills, she liked its philosophy. While admitting that “it‟s rather 

Eurocentric… there‟s also the emphasis on the bicultural approach, on referencing Māori art, on 

Pasifika so it is inclusive in terms of how students who are of that background feel pulled into it”. 

All four strands underpinned programmes, except when there were short one-period activities at 

the beginning of the year, or when students had finished their course. A balance was given to all 

the strands because, said Kaatje: 

 

 I do want kids to come away with an idea of concepts and things like the theory of art. There 
 may be more time spent on making art but I think the value placed on the other activities that 
 they do  which are sometimes individual activities, sometimes in class and sometimes 
 homework, sometimes paired activities and definitely discussion work as a whole group, I 
 think definitely we value all the strands equally…so understanding art and context gets 
 attention even at year 9. 

 

Invited to comment on influences on planning, other than the arts curriculum, Kaatje cited 

exhibitions. Cheung, likewise, said that “the things that influence my teaching most are those 

that are happening in contemporary art right now, whether that‟s here or overseas”. Expressed 

earlier in his personal history, Cheung had a preference for contemporary art and “always 
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use(d) contemporary models”. Theories about art education were not a feature in planning for 

Kaatje, “except intuitively”, and Cheung professed to remember little theory from his teacher 

training course. His perspective was that planning revolved around the school‟s multicultural 

students. 

 

A feature of School B, unlike the other schools in this study, was its emphasis on craft in the 

junior school. At year 9, craft was offered as an optional subject for three periods a week (50 

minutes each) for two terms, and in year 10 for four periods per week throughout the year. 

Students and parents/caregivers were informed that the art department‟s aim was for students 

to gain an understanding of working craftspeople in New Zealand, to learn new techniques, and 

to enjoy making craft items that can be taken home and appreciated. Kaatje added that “the aim 

was to provide art-making activities that were purely hands-on, not necessarily ideas-based, for 

students who might not cope with visual arts coursework… and to reflect the craft-making 

traditions of the various cultural groups in the school”. Although the programme focused on 

practical activities it also included research, experimenting with materials, finding out about 

design and construction, drawing and painting techniques, and learning how to develop 

personal ideas. Assessment was through student self-appraisal, peer appraisal, and teacher 

assessment.  

 

At year 9, visual arts was a core subject for all students who received three classes a week (50 

minutes each) for one term (27 hours over nine weeks). Some students elected to study both 

craft and visual arts. At year 10 visual arts was offered as an optional subject that “prepares 

students for NCEA in year 11”. It was here that they began to develop the research skills 

needed in the following year. Students received four periods per week (50 minutes each) 

throughout the year. An example of information addressed to students stated: 

 

 Just as artists themselves must do, art students must develop good workshop practice if they 
 are to work well together – they must know how to handle their materials correctly, respect 
 their work and keep it organised and be considerate of others sharing the same work space. 
 Do not be concerned too much about ability at this stage and try not to compare yourself with 
 others. We assume that because you have chosen art you want to learn and improve – with 
 steady effort this is certainly achievable. 

 

Programmes at year 10 were generally based on a theme or topic. Artists and their works were 

looked at to aid students‟ understanding of media and procedures, and some study of Māori 

and/or Polynesian art was a required part of the programme. A feature of the art department at 

School B was the way in which the art staff communicated with students, and their 

parents/caregivers, about the art courses. In a formal letter addressed to both parties, 

information was given about the aims of each course, what the programme entailed, the 

achievement objectives, learning outcomes and assessment which are linked to the four strands 
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in the arts curriculum and to the essential skills in the curriculum framework, homework 

expectations, materials and fees required, and a health and safety rules form to be signed. In 

the junior levels at School B, programmes continued to be refined each year “with the specific 

goal of addressing the multi-cultural nature of the school and literacy in the visual arts”.  

 

At year 9, the focus of the fieldwork, art and craft was taught in an art room dedicated to junior 

students and shared by a number of staff. During the term 1 observation period classroom 

displays featured work in progress suspended from clotheslines, and completed art works 

displayed on walls or hanging from wires on the ceiling. Three-dimensional pápier mâche fish, 

mobiles of dolphins, fish and yachts, kinetic birds (being made by the year 9 craft class), portrait 

and still life paintings, and large shields or kites shaped like fish made of fabric and mixed 

media, contributed to a vibrant environment. A display area at the front and one side of the 

room was devoted to the motivational material for the year 9 programme observed. To make the 

most of what Kaatje described as “a taster course” of twenty-seven hours, the entire programme 

was based on one theme – „Time, Place and Identity‟.  

 
 
Kaatje (HOD, School B) 
 
 

Kaatje, who entered art teaching in her “middle years”, was in her fourteenth year having come 

from a background of teaching in languages and social sciences. The latter influence, in 

combination with her New Zealand/Dutch heritage, and a preference for the crafting of 

traditional art and the concepts and themes of contemporary art, was evident in the generic 

programme designed for the department primarily by her. The programme “gives equal attention 

to a history of the visual arts and to practical work based on the students investigating their 

cultural identity”. All students received a spiral bound year 9 visual arts course booklet which 

contained the information communicated to students and their parents/caregivers (referred to 

above), a timeline of the activities for the three periods per week over nine weeks, and an 

explanation of the programme: 

 

 This term we will be studying artworks about people. First we will examine a range of artworks 
 made in different places during different periods in history. We will then look at several 
 different examples of portrait paintings made by New Zealanders and you will learn how to 
 draw and paint  a self portrait using these influences in your own practice. 

 

Based on the rationale above the emphasis was upon students carrying out research, using 

drawing to develop ideas, and making a finished painting. The introduction to the programme 

centred on a discussion of “what is art?” and “what are the visual arts?”, from which students 

recorded responses in their course booklets. This was followed by a research activity on the 

history of the visual arts in which students, in pairs, constructed on a template a chronological 
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timeline of twelve images of “people in the visual arts”. The works, predominantly illustrative of 

the western art canon, featured depictions of people in significant eras (for example, Egyptian, 

Greek, Medieval and Renaissance) or art movements (Cubism). From the photocopies supplied 

to students they selected one for a homework activity to “explore an artwork in depth” (see 

Figure 3.1). The second week of the programme focused on students using mirrors to make 

observational drawings of their face – “true to their own appearance” - exploring the conventions 

of self portraiture and using a range of media. Visual arts language, an aspect of the school‟s 

and art department‟s goal of improving literacy, was a feature of this activity. Students‟ 

understanding of observational drawing was verbally checked, attention drawn to key terms 

(line, shape, tone, texture), differentiation made between two-dimensional shape and three-

dimensional form, and techniques such as tonal modelling emphasised and demonstrated by 

Kaatje. With her support, many students responded confidently to questions and demonstrated 

points of discussion in their drawings (see Figure 3.1). During lessons in the third week the 

students, led by Kaatje, learnt how to analyse a range of distinctive portraits made by four New 

Zealand artists - Rita Angus, Robyn Kahukiwa, Dick Frizzell and Nigel Brown. Emphasis here 

was upon identifying the basic design elements of a painting and the pictorial and expressive 

properties of an art work, as well as building an art vocabulary. Students recorded their 

analyses on the A3 format provided (see Figure 3.2). Gathering personal identity symbols – the 

point at which students investigated their cultural identity – and exploring painting techniques 

preceded the self-portrait painting made during the final twelve lessons of the programme. In 

their four-part self-portraits students demonstrated their understanding of the styles of each of 

the four New Zealand artists. Māori artist Robyn Kahukiwa‟s use of text inspired particularly 

interesting responses. Family genealogies, passages from the Bible, sporting interests, and 

personal statements about themselves offered insights into these students‟ ethnicities, 

identities, and cultures (see Figure 3.3). The formal presentation of the programme, and the 

limitations inherent in providing the examples of artists and art works for the students, was 

balanced by the achievement levels of the majority of these mostly 13 year olds.  

 

A notable feature of the observation lessons was the supportive environment established by 

Kaatje for her students, and the mutual respect between them. Her purposeful teaching style, 

combined with a warm and considerate manner and clearly evident competence in her field, set 

the scene for a positive art experience during this comparatively short course. Kaatje‟s high 

expectation of students was implicitly, rather than explicitly, conveyed. Her class of twenty-

seven students comprised an ethnically mixed group. A feature of the class was the diversity of 

students working with each other at the six art room tables. For example, atone table three 

boys, a Fijian/New Zealander born in Fiji, a Samoan born in Samoa, and a Tongan born in 

Tonga worked alongside an Indian girl born in India and a New Zealand girl with a Jewish 
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father. Fijian, New Zealand/Scottish, Niuean and Samoan girls worked together at a second 

table. At a third table three girls, one Dutch/Australian, a New Zealander and a Cook Island 

Māori born in New Zealand, worked alongside a Niuean/New Zealand boy and an 

Australian/Hungarian boy. The remaining three tables included New Zealand/Samoan/Irish, 

Māori, New Zealand, Spanish/Scottish, Indian, English/New Zealand/German, Niuean, and 

Samoan/Dutch students. Only four students identified as New Zealand. A Fijian Muslim student 

was unable to participate in the thematic study because it involved drawing the head. Kaatje 

supported this student individually, applying the programme to alternative subject matter, a still 

life arrangement.  

 

Invited to reflect on the programme Kaatje said: 

 
 The individual student has room to express their own culture within their art. They are not 
 expected to all work along the same lines. The other thing is that I don‟t want to push students 
 to necessarily have to work with an aspect of their culture if that‟s not something they‟re 
 choosing to do at this stage. I think it becomes really an exercise for us as teachers and for 
 the individual students to look at how they identify themselves at this period of their life and 
 that‟s interesting in itself… because the boys either want to pull in gang type hip hop type 
 culture themes and that‟s what they are regarding as their culture at the moment. So we want 
 to give them the opportunity but not necessarily say you must look at your historical culture 
 and find an object that is reminiscent of that and include that in your painting. We want to try 
 and keep that open but at the same time have dialogue and conversation with students that 
 maybe ensures that they are at  least thinking about their heritage and deciding whether to 
 include or not include. 

 
What became evident was, that while the term „ethnic‟ was used, Kaatje‟s actual programme 

and the work which resulted from it had a much broader cultural reference than ethnicity. 

Rachael (see Figure 3.3) spoke to me of her fondness for her Jewish father (“I like my dad” is 

inscribed on her self-portrait), and how she had wanted to include that dimension of her life in 

the Yiddish script. During the class she was permitted to telephone her father from Kaatje‟s 

office to check the accuracy of her text. A culture of Christianity, evident in the paintings of 

Samuel and Meliana and several other students, offered a differing cultural perspective from 

Tevita‟s declaration that “rugby is the game I play…” or Pita‟s statement, “… I‟m about to hit the 

streets…”. 
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Year 9 students 
 

Activity 1:  Research and timeline 

Theme: TIME, PLACE & IDENTITY 
 

History of the Visual Arts 

  
Timeline: 12 important art works of „people‟ In-depth study of one art work  

 

Rachael‟s Timeline 

 
Sandie‟s research 

 

Suzanne‟s research 
 

    Activity 2:  
 

Drawing the face 

        

Hilary Meliana Rachael Sandie 

 

 

 
Figure 3.1    School B: Kaatje (HOD art), year 9 students 
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         Activity 3: Study of portraits                      Activity 4: Painting techniques 
          by four New Zealand artists 

         
         Suzanne – study of four „artist models‟                            Hilary   Sandie 
 

Activity 5: Self-portrait using the styles and techniques of four New Zealand artists 
 

 
Samuel 

 
 
 

 

 
   Nigel Brown 

 
  Robyn Kahukiwa 

 
     Rita Angus 

 
     Dick Frizzell 

Figure 3.2     School B: Kaatje (HOD art), year 9 students 
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Hilary – NZ, Samoan, Irish Tevita - Tongan Sandie – English, NZ, German 

 

                       

Year 9 students 
 

Time, Place and Identity: MY 
SELF PORTRAIT 

 

Includes 3 personal SYMBOLS  
and the painting styles of 

4 New Zealand  
ARTIST MODELS 

Nigel Brown 
Robyn Kahukiwa 

Rita Angus 
Dick Frizzell 

 

 

Samuel – Australian, Hungarian  Suzanne – Dutch, Australian 

   
Meliana - Samoan Pita – Māori Rachael – NZ Jewish 

 
 
 
 
 Figure 3.3     School B: Kaatje (HOD art), year 9 students 
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Cheung (AT, School B) 

 
A useful dimension of this study was observing School B‟s generic year 9 visual arts programme 

being taught to a different group of students by second-year teacher Cheung. The composition 

of Cheung‟s class of twenty-one students was noticeably different from Kaatje‟s, primarily 

because of the predominance of nineteen girls, together with an Indian and a New Zealand boy. 

This was explained as an outcome of the timetable, which enabled the majority of this class to 

elect to take year 9 Craft Art, an assumption perhaps that craft was more attractive to girls. The 

class was less ethnically diverse, with eight girls and one boy identifying as New Zealanders 

and one boy as New Zealand/Māori. Other students born in New Zealand identified as Native 

American, New Irish/Scottish, Niuean/Tongan, Samoan, Chinese/Indian/Rotuman, and 

Chinese/Phillippino. Three students who were not born in New Zealand identified as 

Australian/Rarotongan, English and Indian. 

 

 As with Kaatje‟s, Cheung‟s lessons were structured around the weekly programme of activities 

with the development of literacy and art language emphasised (see Figure 4.1). In a lesson 

which focused on composition, Cheung‟s abilities as a practicing artist were pre-eminent. 

Students marvelled at his ability to demonstrate on the white-board a range of compositional 

variations, the use of personal symbols, the placement of the figure in relation to the personal 

symbols, and his justifications for each. Invited to reflect on his particular style of teaching 

Cheung said, “I don‟t think it comes through at junior level but… I‟m not at all autocratic… I‟m 

actually really turned off by a person standing in front of the class”. Cheung preferred a more 

interactive approach. He said, “the one thing I try to work on is my questioning skills… like 

questioning the students in a way that allows them to question their own progress”. Evident 

throughout the observations was Cheung‟s positive relationship with the class and the 

supportive environment he encouraged. Cheung‟s variation to the programme was for students 

to paint their self-portraits in the style of one artist, selected from the four provided, and to 

include three personal symbols, one of which was to be worn on the face or head. Emphasis 

was placed on students exploring three compositional possibilities before embarking on their 

final painting (see Figure 4.2). Some students selected the framing devices and text used by 

New Zealand artist Nigel Brown, no one used Robyn Kahukiwa as a model, and the majority 

employed the painting styles of Rita Angus or Dick Frizzell. Despite some students professing to 

dislike making self-portraits their individual likenesses and personalities, as well as the choice of 

personal symbols, were a notable feature of the works (see Figure 4.3). Eve‟s depiction of 

herself before the British flag, wearing tiara and ballet slippers, contrasted with Ainslee‟s 

signification of her kiwi heritage and preference for the natural outdoor world of mountains, 

snow, and sky. 
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Year 9 students 
 

Time, Place and Identity: 
MY SELF PORTRAIT 

 
 

History of the visual arts 
Timeline research 
Portraiture drawing 

Art work analysis of artist model 
Painting techniques 
Personal symbols 

Self portrait painting to include 
personal symbols & style of 

artist model 

In-depth exploration of an art 
work depicting people, 

selected from the Timeline 
 
 

 

 
Anna‟s Timeline research on 

„People in the Visual Arts‟ 
 

 Anna‟s exploration of Picasso‟s 
„Les Demoiselles d‟Avignon‟ 

   
Anna‟s drawing of her face – 
charcoal, white chalk pastel 

Anna‟s portrait in 
complementary colours 

Analysis of artwork by New 
Zealand painter, Dick Frizzell 

   
Painting techniques 

worksheet 
 

Anna‟s personal identity 
symbols 

e.g. UK flag, tiara, ballet 

Anna - English 
SELF PORTRAIT 

 

 

 
 
 

Figure 4.1     School B: Cheung (art teacher), year 9 students 
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Emphasis on research and literacy and analysis of art works 

  

Ainslee‟s research Belinda‟s research 

  

Maryanne 

Emphasis on observation skills, media, 
Billie-Jo 

 colour, pictorial & expressive properties 

  
Mayling 

    Emphasis on development of ideas,  
personal symbols – Christian cross, art 

Ainslee 

         Composition, personal expression, 
        symbols – kiwi, mountains, skiing 

 

 

 Figure 4.2     School B: Cheung (art teacher), year 9 students 
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Year 9 students 
 

Time, Place and Identity: 
MY SELF PORTRAIT 

 
 

 

Ainslee - NZ European  Mayling Chinese/Phillippino 

 

Paintings include three 
personal symbols 

(one worn on head or 
face) 

 
 

Painted in the style of 
one artist model, i.e.  

Dick Frizzell 
 or Nigel Brown 
or Rita Angus 

or Robyn Kahukiwa 

 
Rosita – Niuean/Tongan  Billy-Jo - Samoan 

   

Anna - English Maryanne – 
NZ/Irish/Scottish 

Jana – Native American 

 

 

 Figure 4.3     School B: Cheung (art teacher), year 9 students 
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(iii) School C 
 
 
School C is a mid-decile co-educational state school with a roll of 1,000 students from fifty-

seven countries. Nearly 50 percent of the students were originally from overseas. West 

European students numbered less than half the school population (38 percent). The largest 

grouping (40 percent) included students from Russia, Myanmar, and Afganistan. There were 15 

percent Asian students, but comparatively few Māori (3 percent) and Pasifika (4 percent). The 

school‟s vision - Your basket, my basket, can feed the people – was drawn from the Māori 

proverb Nau te rourou, Nāku te rourou, Te ora ai te iwi (Your food basket, My food basket, 

Together feed the tribe). The prospectus featured photographs throughout of ethnically diverse 

students. Presented without a school crest, the prospectus (a work of art in itself) exemplified 

School C‟s multicultural ethos, its student-centred philosophy, and its focus upon the creative 

arts. The welcome within it stated that the school‟s “multicultural environment allows students to 

develop confidence in relating to a wide diversity of students”. Articulated in the prospectus 

were further dimensions which rendered it a potentially useful site for the study: 

 

 The college is renowned for the positive and constructive relationships between staff and 
 students… The creative and innovative ethos of the school, coupled with the values 
 embedded in the school‟s culture, helps to foster the development of individual potential… 
 Students leave  the college fully prepared to take their place in the global community that our 
 society has become. 

 

School C also provided free education, in particular English language classes and computer 

skills, for 200 adult students who have refugee status in New Zealand. Childcare was provided 

for their families while they studied.67 These people were invited to “be part of a strong multi-

cultural community which will help them through the problems and loneliness of life in a new 

land”. Although emphasis was given to student achievement in the senior levels, School C 

placed particular importance on the junior school. Initiatives included a junior school contract of 

learning and a junior school graduation programme. The former outlined the responsibilities of 

the school, of parents/caregivers, and of the students themselves towards their learning. All 

year 9 and 10 programmes had credits attached to them. Year 9 students accumulated credits 

in order to proceed to year 10, and the latter accumulated credits to be awarded a diploma in 

learning or a diploma in learning with distinction. The essential skills, as well as attitudes and 

values identified in the curriculum framework, were used as part of the credit system. Four other 

notable features of the junior school were its performing arts programme for year 9 and 10 

students, which combines movement, drama and art and is “designed to foster both academic 

achievement and creative expression”; a two-year global core class that was run on UNESCO 

principles, which included “education for all, the promotion of co-operative partnerships, the free 

                                                 
67

 The Refugee Education for Adults and Families (REAF) programme has run at School C since 2000. 
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exchange of ideas and knowledge and access to learning which will go on for life”, and is taught 

by teachers committed to these principles; Te Pua Rangatahi, a programme for year 10 and 11 

Māori and Pasifika students of high academic ability; and a curriculum course in philosophy, 

available as a choice for year 10 students. Year 9 students entering the school were offered 

language options in a literacy programme, or in te reo (Māori language), or in international 

languages. School-wide activities included a peace-in-action group, an environmental group, 

and an annual multicultural festival. Support for at-risk students was provided through the 

Mataora unit. Positive relationships were emphasised throughout the school, with senior 

students trained to work in peer mediation teams.  

 

Once a week staff members were involved in professional development which, said Pauline 

(HOD), “is about educating us to understand and be more open-minded… which the school 

embraces. It‟s about giving positive feedback… there‟s a lot about literacy…I think it‟s also 

designed to increase the humility of teachers”. Kelly (AT) identified the professional 

development focus on issues of equity, ethics, and anti-harassment as particularly useful. 

“Equity”, she said, “is a big issue in this school because the population is so diverse”. Pauline 

held the view that “people wouldn‟t even consider not being tolerant at this school… intolerance 

is regarded as very odd behaviour around here… I don‟t see any evidence of racism”. Invited to 

comment on the school and its philosophy Pauline said: 

 

I like this school because it‟s „home‟. It‟s a very nurturing school. When I first arrived and we had 
to do reports, someone came up and said if you need any help, I‟ll give you help… and I do that 
now for others. The principal influences the philosophy in every department. The school has a flat 
management structure. I don‟t really like being called head of department because I think 
everyone‟s equally important. We‟re sort of an artificial microcosm of the world. We celebrate 
other people‟s cultures. We have lots of refugees and a global classroom. The school has a 
social conscience… It‟s very accepting and at our school prize giving these language adults 
come in and get their certificates with us… national costumes are worn throughout the school. 
Because this is a very multicultural school I think you have to be a particular kind of teacher to 
work here… if you‟re too rigid I think you‟d have to leave, if you‟re a traveller and you love 
cultures and everything like that, you‟d come to this school. The school tends to employ teachers 
from different cultures and I think that provides good role models.   

 

Kelly (AT), who is also a Dean, offered her insights into the school: 

 

I like the non-hierarchical structure within the senior management and that flows on right through 
within each department basically. I appreciate the opportunities they‟ve given me…. they‟ve been 
great at pushing me forward into other challenges like being a dean, giving me HOD of 
photography…. things that other schools might not have given to someone so young into 
teaching. I like the diverse mix of teachers and I like the diversity of the students. Another thing 
that I like about this school is the general feel, the communication that‟s with the students and the 
teachers. You are confronted every day by questions… the students challenge you… they don‟t 
just sit back and passively absorb information. You really have to be on the ball the whole time 
and also freely admit “oh I don‟t know that, can you talk to us about it or share your knowledge?” 
The students are quite confident and very verbal. I think it comes from the top. It comes from the 
senior management who open their doors for teachers to go and talk to them, comes from the 
teachers, and just follows through to the students who feel they can come forward. Because there 
aren‟t clear majorities it sort of helps. There are particular kinds of people who teach at this 
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school. There are people who either don‟t like the way it works because they like their students to 
sit there quietly and not challenge or question the style of teaching, especially teachers who 
come from other cultures where education is teacher directed rather than child directed. I‟ve 
found that out from students through deaning. I‟m quite an organised person but I‟m also flexible 
enough not to be too pedantic about that kind of structure and I think that people who are 
perhaps highly organised on the extreme scale do sometimes find it can look chaotic because 
there‟s a lot of different things happening here. SMT really support that. They support all those 
other extra things that are going on as well as learning, going on trips, all that kind of stuff. 

 
 

In the art department there were two full-time and three part-time teachers, with art history being 

taught outside the department (the equivalent of four full-time staff). The central office/meeting 

room and adjoining kitchenette for the art teachers, made comfortable with a couch and chairs 

adorned with colorful fabrics and beaded cushions, radiated the personalities of Pauline, Kelly 

and other staff. Pauline‟s love of travel and collecting things, referred to earlier, was reflected in 

a veritable treasure trove of exotic and bizarre paraphernalia, European and non-western 

cultural artefacts, and personal memorabilia collected overseas and from local markets, craft 

shops and cultural festivals. Amidst the exotica of ethnic masks and pápier mâche hands (the 

kind used by jewellers for displaying their wares) hung plaster cast segments of Michelangelo‟s 

David‟s ear, eye, nose and hand, a reminder of South Kensington art master Hutton‟s approach 

to drawing (see Chapter 5). Remnants of the annual cultural festival – Indian saris and rangoli 

designs, Pasifika lava lavas and leis, and other cultural costumes – kept company with 

computers, books, images, students‟ art works, and boxes crammed with resources.  

 

The art department scheme was prefaced by the school‟s vision statement and core values, the 

latter emphasising “tolerance, a sense of community, democracy in process, equity and justice, 

support of individual needs, facilitation of social change, collegial support and unity of staff, and 

a willingness to change where appropriate”. The art department vision, which aligned with the 

school philosophy, stated that art staff “have a commitment to the principles of the Treaty of 

Waitangi”, and “acknowledge Aotearoa‟s multi ethnic status and encourage global awareness”. 

Further, the scheme contained policy principles and policy outcomes which focused upon equity 

and mutual respect, and strategies to support policy. Here the emphasis was upon staff 

engaging in open and honest support for each other, creating a positive culture of learning 

based on praise, and being personally and professionally prepared and abreast of curriculum 

developments. An ethos of sharing was a predominant feature of this department. The scheme 

contained details of resource management, descriptions of art courses, assessment and record 

keeping policies, methods of assessment, reassessment, authenticity, homework, education 

outside the classroom (EOTC), health and safety, appraisal, and professional development. It 

also provided information on how the art department attempted to achieve the NEGs (MoE, 

1997b), the NAGs (MoE, 1999b), and how the principles and attitudes and values of The New 

Zealand Curriculum Framework (MoE, 1993) were enacted. It was stated, for example, that the 

art department will be sensitive to the ethnic needs of all students, to the particular needs of 
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refugee students, and to those for whom English is not their first language. Invited to comment 

on the art department‟s philosophy, Pauline said: 

 

 I haven‟t got a one liner for it but I think it comes from the principal and the whole school. It 
 comes from the charter. We recently revamped our scheme and we took it from our charter 
 and we read what had come from the top and it‟s exactly what we feel. We encourage kids. 
 The principal influences the philosophy in our department and, I think, in every department. 

 

Kelly‟s perception was that: 

 

 Within the art department we have a definite philosophy. Flexibility becomes part of the 
 philosophy, like we‟ve never been very structured especially in the junior curriculum…. though 
 we are  becoming more structured which is to do with NCEA Level 1. In the past the 
 philosophy has been to work within what you‟ve got and to meet the needs of the type of 
 students. We do have a  very evolving changing school. I‟ve only been here six years and I‟ve 
 seen the difference in the types of students that we‟re getting and I think the good thing is that 
 we do adapt programmes to meet their needs. There‟s never been any sort of pressure on us 
 to work a certain way. We all have quite a good faith and trust and I think the HOD has that 
 same philosophy of being non-hierarchical. She puts a lot back on to us as a confidence thing, 
 to build  up everyone and to encourage. There‟s no sort of dictatorship about what you must 
 do. We have a base outline of knowing the objectives and then we design things to meet those 
 and if a trainee teacher comes in, great. We ask them if they have got some different ideas, and 
 let them adapt to it… whereas I know in other schools it‟s actually quite structured and that was 
 actually another reason why I like this school and why I chose to come here. 

 

Both Pauline and Kelly stressed that team planning was an integral part of the art department. 

For the year 10 programme each art teacher took responsibility for a discipline, based on their 

specialist expertise in sculpture, photography, printmaking or painting. Folders on each unit 

were made up by the expert and passed from teacher to teacher, although staff members were 

not expected to teach the same way. Because each person taught all four art disciplines 

Pauline expected staff to share their expertise and pass on successes in order to make the 

programme stronger. Kelly‟s perspective was that the success of the approach was due to 

Pauline because “she does not work in a hierarchical manner, has a lot of trust and faith in us, 

and knows that we‟ve all been trained well”. At the completion of each new unit staff reflected as 

a team, learning from each others successes and failures. This was helped, said Kelly, 

“because we do have a nice little community space, we actually all get on really well, and we 

are talking all the time. We do have meetings but they are just for formalising the informal 

discussions we continually have”. The approach to assessment offered further insights into the 

art department. At the end of units verbal discussion on what students have learnt, followed by 

a combination of teacher and student self-assessment, was given emphasis. Teacher-only 

assessment was not a feature of this art department. 

 

In terms of planning and assessment, the arts curriculum strands were considered a crucial 

influence. Most of the strands - at least three – were included in each unit and if one was 

missing it was added to the next unit. Pauline explained that “we normally start with 
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understanding contexts (UC) so there‟s a point of understanding, and then the practical content 

(PK, DI, CI). We tend to start with those so that students know what they‟re doing. We tend to 

start with an artist and organise resources or an artist is invited in”. Asked to comment on her 

perception of the arts curriculum and the kind of art it promotes Pauline stated that: 

 
 It goes beyond traditional definitions of art. I don‟t find the document confining. I think it‟s more 
 of a checklist to see that you‟ve covered certain topics, that‟s how I use it. That you haven‟t 
 forgotten to do certain things, so the kids have a more rounded experience. I use it to fit what 
 I‟m going to do anyway and sort of check that I‟ve covered all that needs to be included really. 

 
Kelly‟s perspective on the arts curriculum was that: 

 
 It‟s trying to get teachers to look at a more cultural perspective of society so it‟s not mono-
 cultural… it‟s not just basically looking at Picasso or the tradition of art within the European 
 context. It‟s opening the interpretation of what art is… things like film, installation, digital… so I 
 think it‟s trying to give us a broader value and expectation. I think it‟s inclusive in the sense 
 that it covers a lot of the different disciplines. Obviously a bi-cultural and Pacific Island focus is 
 there…  I would say like for us at this school that it doesn‟t really reference broader groups 
 especially other cultures, like Asian group or others. 
 
 

Both Pauline and Kelly saw the arts curriculum as offering teachers the freedom to plan 

whatever programmes they liked in relation to their particular students. For example, although 

the tangata whenua was acknowledged in programmes at School C, the main thrust was “giving 

students opportunity to explore lots of cultures because they are from lots of cultures”. Pauline 

explained that because of the “huge cultural diversity of students” she considered it “less 

appropriate to do a separate Māori art unit”. For Pauline, personal interests, knowledge, and 

competencies were key factors in planning although the ethnicity of the students, the type of 

school, and the nature of the students, were essential dimensions. Preparing students for NCEA 

was of lesser importance to her. The emphasis was upon “contemporary culture and the worlds 

of the students”. Pauline spoke of students‟ interest in popular culture, for example studying the 

work of Sigmar Polk, in constructing installations in the outdoors inspired by Andy Goldsworthy, 

and in activities which explored attitudes and beliefs: 

 

 We‟ve got a programme on the Day of the Dead and we start looking at each others beliefs 
 and students look and we talk about Jewish or Muslim and all the different symbols and things 
 like that and how we bury our dead… its great. We introduce Day of the Dead as a celebration 
 of life and a remembrance of that person… we don‟t get morbid about it. 

 
Other influences on planning cited by Pauline and Kelly included exhibitions, books, the 

internet, and their own art making. Both admitted that their planning did not draw on art 

educational or cultural theory or contemporary criticism, although a copy of The Arts in 

Education: Critical perspectives from Aotearoa New Zealand (Grierson & Mansfield, 2003) was 

spotted in the art department office, as yet unread said Kelly. 
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In year 9, students at School C studied three one-term arts courses (approximately forty hours 

each) in art, drama, and music which enabled them to make informed choices about their year 

10 course. The aim of the art course was to introduce all year 9 students to the basic principles 

of drawing and painting and to develop creative, practical and thinking skills. Students could 

gain 20 credits per term in each arts course. Students received a visually appealing handout 

which presented the aims of the art course, the homework requirements, materials required, 

and how work would be assessed. Four units were designed around the four strands from the 

arts curriculum, with greatest emphasis given to Developing practical knowledge (PI) and 

Developing ideas (DI). Communicating and interpreting (CI) and Understanding art in context 

were given less emphasis in this forty hour course. Students were informed that they would 

receive NCEA-style achievement indicators (excellence, merit or achieved) or an additional 

descriptor (developing) for research, drawing, developing ideas, and making art works, as well 

as feedback on their work and study skills. A feature of School C‟s art department was the use 

of a student self-assessment sheet on which students recorded the intended learning outcomes 

for the particular art unit, their attitude towards learning during the unit, how well they thought 

they had achieved the outcomes, their assessment of the effort and management put into the 

unit, the skills and knowledge they had gained, and two goals for improvement. 

 

At year 10, students selected a three-term course from art, transition multi-art, movement and 

dance, drama, or music. The aim of the year 10 course was “to provide the grounding skills 

necessary if students wish to proceed on to NCEA level 1”, and “to broaden students‟ 

knowledge of art media through a wide variety of projects”. Students were able to gain 20 

credits per term. The programme in term one comprised photography, design, and printmaking. 

Sculpture/assemblage and painting feature in term two and in term three students were 

prepared for NCEA level 1. This involved learning how to conduct research, understanding the 

use of artist models, and presentation of a mini portfolio which combined two artist models in a 

series of works. The teacher assessment and student self assessment templates at year 10 

aligned with those at year 9.  

 

At School C there were several art rooms, as well as specialist facilities for photography and 

design. A room designated for junior art was shared by staff. Work in progress was suspended 

from clotheslines and completed art works displayed on the walls. Examples included water-

colour paintings of butterflies and beetles, drawings and paintings of the koru (correctly 

constructed), a reproduction of a human skeleton surrounded by paintings made from the 

skeleton‟s head (for the Day of the Dead unit), student portfolios, and recent work by Kelly‟s 

year 10 class – relief constructions influenced by artist Robert Stella of students‟ names. 

Motivational material for Pauline‟s class included a string of flags of the world.  
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Pauline (HOD, School C) 

 
Pauline was in her fourteenth year of teaching art. Her background experiences of art and craft, 

love of travel, and commitment to working in a multicultural environment, contributed to the 

school‟s invitation for her to be involved in the year 9 global class programme, referred to 

above. As Pauline said, “I celebrate others‟ cultures.  My culture is one of many… I‟m aware 

that I evaluate and come from a Pākehā/New Zealand background but that also makes me 

interested in others”. Planning for the global class was interdisciplinary. Pauline explained that 

in the term one English classes students focused on “autobiographical segments on culture and 

religious experiences”… and “in social studies, on culture and identity”. Her aim was to build on 

what was being taught in the other subjects. The year 9 global class received four hours of art a 

week for one term, during which the programme centered on two themes - Feathers and 

Feelers and Personal Identity. The first unit was designed to introduce basic colour theory and 

design, observational skills through drawing, and painting with watercolour and black ink to 

explore shape, line, and texture. Pauline said that as a result of her tertiary art school 

experiences in the 1980s, where “they always started with drawing”, she began this way with 

her students whether for research, to explore ideas, or for skill development.  

 

Basic research skills were introduced in the personal identity unit which was observed during 

the field work. The focus, outlined for students on the unit summary sheet, was upon them 

investigating designs and symbols from their own cultures and incorporating these in a shape, 

as used by New Zealand artist Richard Killeen in his cut-outs (see Figure 5.1). The aim was to 

avoid employing the conventions of traditional portraiture. At the outset of the unit a two-part 

template for teacher assessment and student self-assessment, referred to above, was 

explained. Emphasis was placed on students making personal choices to reflect their culture. 

Before the students embarked upon their personal investigations the work of Niuean artist, John 

Pule, was used to introduce the concept of symbols and patterns as a device for “telling a 

personal and cultural narrative” (see Figure 5.1). Abundant resources, primarily books and 

photocopies pertinent to the diverse cultures of the students, were available to them although 

many sourced their own material. Template worksheets were provided for brainstorming 

personal and cultural symbols and for capturing information and ideas. The research process, 

development of ideas, compositional studies, and finished painting are illustrated in the work of 

an Afghani boy, Ahmad (see Figure 5.1), and a Chinese girl, Hye-Rim (see Figure 5.2). Pauline 

stressed to students that the painting “represents the culmination of all that has been learnt this 

term” (see Figure 5.3). 

 

The global class of twenty-five students was ethnically diverse and included English, African, 

Australian, Chinese, Māori, Croatian, Afghani, Macedonian, Niuean, Fijian Indian, 
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Pākehā/European, and North American students, and several of mixed heritage. Non-European 

and European students worked alongside each other throughout the lessons. A notable feature 

of the field work observations was the welcoming, safe, and supportive environment established 

by Pauline. Mutual respect was evident in the relationship between students and the teacher. 

There were, however, some signs that this class had been singled out, with a small number of 

students indicating that they were “fed up with being observed and interviewed”. Nonetheless, 

the majority of students were very self-assured and willingly talked about themselves, their 

backgrounds, and work in progress. Several sought advice on compositional and painting 

techniques. Pauline reported that one of the Indian girls, who was particularly knowledgeable 

about mehndi, held a party for her peers at which she decorated their hands and demonstrated 

the process.68 At one point, students admitted they knew little about Māori culture so a visit to 

the local marae was arranged to introduce them to Māori kawa (protocol), and as “a skill-

building activity to introduce them to year 10 art and above”. Invited to reflect on her approach 

to teaching Pauline commented that: 

 

 Everybody is different and everybody is different with different classes… like well, I‟ve got so 
 relaxed and I want to enjoy the kids so I tend to joke with them a bit more than I should. I‟d 
 describe my approach as informal but structured… keeping the kids busy and interested…. 
 giving them a sense of success.  

 
In this unit Pauline wanted the students “to value and appreciate other peoples‟ cultures and for 

them to feel good about their own culture”. She added, “at this school students expect to have 

opportunities to express their individuality… that‟s how they flourish as young adults”. At a 

parent evening students were invited to take along work from their classes. “Quite a few from 

this class brought their paintings and talked about their time in art… it was great!” In Pauline‟s 

programme, and in her teaching, there was a strong correlation between the art department‟s 

approach to planning, the school‟s philosophy, and a recognition, expressed in the global class 

objectives, that “cultural diversity needs to be a living and active source of innovation, exchange 

and creativity, not simply a mere fact”.   

 
 
 
 

                                                 
68

 Mehndi is the application of henna as a temporary form of skin decoration, most popular in south Asia, the middle 

east and north Africa, applied on the hands and feet for special occasions such as weddings. 
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Year 9  painting 
 

PERSONAL, CULTURAL 

SYMBOLS AND PATTERNS 
 
 

 
 

 

Unit summary sheet for students 
 

Artist model – John Pule 

  

Worksheet for students 
 

 Ahmad - Afghani  
Worksheet - personal, cultural symbols 

  

Ahmad -  symbols – prayer mat, map of 
Afghanistan, Islamic flag, candle 

Ahmad - hand with symbols – Mosque, Eye of 
God, half moon with star, sword 

 
 
 
 Figure 5.1      School C: Pauline (HOD art), year 9 students 
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Figure 5.2     School C: Pauline (HOD art), year 9 students 
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Figure 5.3     School C: Pauline (HOD art), year 9 students 
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Kelly (AT, School C) 
 
 

Kelly has taught art and photography at School C for six years. According to Kelly, her family‟s 

artistic background, attendance at multicultural schools, experiences at a polytechnic school of 

art, and teacher training in the 1990s gave her “the skills in a diverse range of media and 

approaches to pass on” and influenced her “to work collaboratively as a group, and in a teacher-

student relationship towards guiding their art making”. Kelly‟s personal aim was to “try and get 

students to challenge perceptions, traditions and expectations of society and art”. Invited to 

comment on her teaching style, Kelly described it as “open but assertive, friendly but 

structured… and hopefully slightly challenging for them in terms of concepts, styles, and 

expectations of what art is”. Because of her expertise as a photography teacher, predominantly 

with senior students, Kelly was given responsibility for initiating and designing the year 10 

photography unit – „Self-portrait Photograms‟ - to be taught by all the art teachers in the 

department. This unit, observed during the field work, was the second of five in the course. 

Commenting on the school‟s approach to planning, she said: 

 

 Our programmes start from us because we are quite aware of the type of students we have 
 within the school… they‟re open and broad enough to include all sorts of different cultures. 
 Individual students‟ ethnicity or their culture can be explored through our programmes… and 
 values too, because I think that‟s really important. The ethnicity of the students makes me 
 more aware of learning and seeking advice from the „experts‟, in some cases being the 
 student‟s themselves. I love the development of ideas and art making and I love seeing what 
 they come up with in their own exploration of this little starting point… giving them the basis 
 and then seeing what they come up with and the enjoyment that they get from that so yeah, it 
 is a passion for the subject.  

 
Kelly‟s year 10 class, which received four periods of art each week for three terms, was 

ethnically diverse. Of the sixteen students in the class ten were girls, of whom three identified as 

New Zealand/European, one as Māori, three as European/Māori, and one each as Srilanken, 

Chinese and Japanese. The latter three girls were born in their homelands and came to New 

Zealand at the beginning of secondary schooling. Two boys identified as Samoan, one born in 

New Zealand and the other coming from Samoan when he “was little”. Of the two Tongan boys 

in the class one was born in New Zealand and the other came to New Zealand “as a three year 

old”. An Albanian boy who came to New Zealand at age four, and a New Zealand/Australian 

boy born in this country, completed a class roll which was small in size but large in personality. 

In the U-shaped arrangement of art room tables the six boys, all talkative, humorous and out-

going, sat together in a row. The three girls not born in New Zealand, all quietly conscientious, 

sat together on the opposite side. The remainder of the girls, mostly self-assured and happy to 

talk about their ideas, either sat with these girls or in the back row. 
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During the introduction to the self-portrait photography programme Kelly used the unit summary 

sheet (see Figure 6.1) to explain the expected learning outcomes to students. These included 

learning about New Zealand artist Len Lye and his approach to making photograms; using 

drawing to explore ideas around self, culture and identity; learning about the properties of light, 

chemical processes in photography, and the characteristics unique to it; and producing a final 

mounted photogram based on themselves. Students received visually-presented information 

sheets on Len Lye and the photogram (see Figure 6.1) which were used to explain the 

particular process. They were encouraged to start collecting personal items, such as small 

objects and patterns, which could be used in their photogram. Sequential tasks in the unit 

included: learning how to formally construct the face (see Sukhi‟s work, Figure 6.3); making 

drawings from the front and in profile (see Aroha, Figure 6.2); learning about positive/negative 

shapes through simplifying three-dimensional form to flat shapes (students in pairs used an 

overhead projector to trace each others profiles and hands); developing a number of 

compositions which included the profile shapes, sketches of personal symbols, cultural patterns 

and employed devices such as cropping and layering (see Lindee, Figure 6.2); and making a 

self-portrait personal identity photogram in the darkroom. One of the successes of this unit, said 

Kelly, “was for the other art teachers to overcome darkroom fears”. The students themselves 

showed no signs of apprehension and relished the opportunity to learn darkroom techniques. 

The majority exceeded the formal requirements and produced a number of variations (see 

Tevali, Figure 6.2 and Ngahuia, Figure 6.3).  

 

The final lesson in the unit offered further insights into Kelly‟s approach. The aim was for 

students to select their “best” self-portrait according to “the representation of self and darkroom 

techniques” and to mount it “as an image to be proud of”. Kelly had pre-cut black mounting 

frames which she used to demonstrate how to frame the selected photograph and tape it on the 

back. In the event, most students framed three images, testament to their approval of this 

programme. Students were encouraged to look at each others‟ photograms before compiling 

their unit requirements for assessment into a journal. Even here, Kelly‟s aim was to develop 

student‟s skills of presentation. An evaluation of the unit by students, and self-assessment of 

their performance, was supported by a display of each students “best” photograph. The images 

illustrated that a range of approaches was possible within the constraints of the process. From 

their comments, students clearly believed that they had effectively used symbols such as the 

Tongan turtle, a ballerina, beads, feathers, shells, musical instruments, and stylised patterns of 

frangipani, kowhaiwhai, pandanus, pineapple, lotus flower, and butterflies as signifiers of their 

cultures. The students told me they “loved the unit” and were “inspired by the teacher”. Said one 

boy to me: “she‟s cool, miss”. 
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Year 10 photography unit SELF PORTRAIT PHOTOGRAMS 

 

 

 

 
Unit summary sheet for students  

 
Information sheet on artist model – Len Lye 

  

Information sheet on Photograms Student evaluation sheet for the unit 
 

 

 

 

 

Figure 6.1     School C: Kelly (art teacher), year 10 students 



211  

Year 10 students  
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Figure 6.2     School C: Kelly (art teacher), year 10 students 
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Year 10 students 
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Photogram 1 
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Photogram 2 
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Ngahuia 
Photogram 4 

 

 

 

 

 
Figure 6.3     School C: Kelly (art teacher), year 10 students 
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(iv) School D 
 
 

School D is an independent boys‟ school with a roll of 300 students. The school population was 

predominantly European (80 percent). There were approximately 12 percent Pasifika students, 

5 percent Māori, and 3 percent Asian or students of other ethnicities. The school prospectus 

featured images pertinent to its special character. The vision of the school was to ensure that 

the boys “reach their full potential and become good and useful citizens”. The Board of Trustees 

aimed to select students who “demonstrate the ability to relate well to their peers and are also 

respectful and considerate towards others”. A criterion for entry was that they “should be 

capable of making the most of the advantages offered them as members of this school 

community”. According to the prospectus, it “is a school for making good boys better”. A part of 

its philosophy was to provide male role models. The school based its guiding principles on the 

NEGs (MoE, 1997b), which stress that education is at the core of our nation‟s effort to achieve 

economic and social progress. Sporting and recreational activities were an important part of the 

cultural milieu of the school, with all students required to participate in team sports. Emphasis 

was also placed on the cultural programme which was considered “an active and vibrant part of 

the whole school community”. Students were offered opportunities to participate in theatre-

sports, the choir, drama productions, jazz, stage and rock bands, singing competitions, and a 

Māori cultural group.  

 

According to Sharlene (HOD), “equity in the school is created by the fact that each student is 

offered the same opportunities due to its special nature… the only place there might be 

discrimination is in the selection process… the paper work”. Sara (AT) added to this that 

“students have to be New Zealand residents so they are basically Kiwi… we‟re also quite a 

spiritual school, that‟s a huge part of students‟ learning… so equitable treatment is assumed”. 

Both teachers commented on the non-bullying programmes and the ethos of tolerance and 

equality that is promoted at School D. Because the class sizes were small any signs of bullying 

or racism – described by Sara as “bantering back and forth between students” - were easily 

monitored. Although Sharlene conceded that the school “does not reflect the multicultural nature 

of New Zealand society”, and there were “no students for whom English is not their first 

language”, she pointed to the support of a whare (in a classroom) for the Māori students and a 

week-long marae trip organised by her and a Māori teacher for “the te reo boys”. During this 

time she taught students the protocols and practices of flax weaving. 

 

The art department had two full-time staff for 300 students. Both art and art history were offered, 

the latter at year 13. Invited to comment on the art department‟s philosophy, and the school‟s 

attitude towards art, Sharlene (HOD) said: 
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I think the philosophy we both share is to give the boys the best opportunities that we possibly 
 can … the opportunity to get the most credits so they have a wider choice later on in their 
 lives. We do this by having the Wednesday art catch ups and the art room is open Wednesday 
 evening. Of all the departments in the school we really lean the hardest on the boys to get 
 finished but we also take the boys to a variety of events as well so that they get opportunities 
 even if they never carry on with art. We are preparing them for life and not just passing exams. 
 Art is valued in the school. We get the best NCEA results so that helps us to be valued. We 
 both work really hard taking advantage of the fact that it is a practical examination so we can 
 keep getting the boys to revisit their work and revisit their work until it comes up to an 
 achieved standard.  

 
 

Sara (AT) offered the following perspective on the school and the art department:  
 
 

Well the good thing about there being two of us is that we‟re always interacting and I think the 
main thing for us is sharing ideas, constant communication and our general philosophy follows 
that of the school. This is to create or help build young men of character who can leave the 
school being well rounded is the basic philosophy, and that not only do we want to teach them 
about the arts but we want to teach them how to be a good young person and if we can impart 
that at all that‟s really exciting. I like teaching at the school, nice numbers in your classrooms 
and you get support in the senior management side of the school. I love the interaction with 
teenagers. They‟re always lively even if it‟s in a good or bad way and there‟s always something 
different happening every day because you‟re working with people. I love the arts and being 
able to share what I‟ve learnt but also I learn from the kids all the time.  

 
 

The art department was particularly well organised and superbly resourced. A comprehensive 

art department scheme, compiled by Sharlene, provided a clear picture of the department‟s 

structure and philosophy. Information was presented on courses, teaching objectives, 

organisation, allocation of HOD and AT responsibilities, appraisal, resources, meetings, 

budget, visiting artists, out of class activities, health and safety, record keeping, and equity 

considerations. Accountability to the Board of Trustees was a major feature of the scheme. An 

art education rationale, which was based upon The Arts in the New Zealand Curriculum (MoE, 

2000), provided the basis for the art education programme. Invited to offer her perspective on 

the arts curriculum Sharlene said: 

 
I suppose I tend to believe the PR which is about making citizens that are art literate… not 
necessarily about making artists but making people that are art literate. By listing tivaevae or 
kete as artworks it‟s saying that it values craft and doesn‟t continue to promote perhaps the fine 
arts tradition… yes, its popular art versus fine art. I find it inclusive and I also find that as a 
document there‟s enough room in it for a variety of different approaches. That‟s because it‟s not 
really content dominated. 

 

Asked the same question, Sara said she felt very comfortable with the curriculum “because it 

makes sense, the four strands especially… and it‟s quite inclusive because it covers everything 

that needs to be covered”. She did add, “if I had another read of it now I might find something 

else”. The arts curriculum was given pre-eminence in the art department scheme. Also 

specified was how the essential skills drawn from the eight groupings in The New Zealand 

Curriculum Framework (MoE, 1993) would be addressed by each course and at each level 
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from years 9-13. The weighting given to the essential skills at years 9-10, presented in table 

format, offered a further insight into the art department‟s philosophy. At both years the greatest 

emphasis was given to self management and competitive skills (five stars), followed by work 

and study skills (four stars). Problem solving, communication, information, and social and co-

operative skills each had three stars, and were followed by physical (two stars) and numeracy 

skills (one star). Language, which included learning subject-specific vocabulary, was cited as 

an integral part of art education. The scheme contained a section on principal teaching 

methods. Included among the fourteen points was an emphasis on the teacher directing 

activities, giving technical demonstrations, leading questioning and discussion, teaching 

research and practical skills, and providing guidance and direction appropriate to students‟ 

needs, for example in the selection of artist models and resources. Invited to comment on the 

art department‟s approach to planning Sharlene said: 

 
Even though there‟s only two of us we pretty much plan everything together… the younger 
teacher tends to have more exciting new ideas but I tend to be able to make them work. Both of 
us talk about new ideas and then just the nuts and bolts of making them work and also we try to 
work around what major exhibitions are going to be on that year so we can tie that in. We have 
been a really happy pairing because we‟re both organised and like organisation. Our decisions 
are influenced by all the media we want to cover, and then doing it in a way that‟s balanced 
between year 9 and 10. We think it‟s important to look at Eurocentric works followed by Māori, 
followed by Pacific Island. In year 10 we start with very Eurocentric works like the Cubism unit 
and then go on to a much bigger Māori content in year 10, just as much to get them ready for 
NCEA at that point. But there‟s still room in this programme so when we‟re looking at pattern-
making at year 10 beside looking at tukutuku, Pacific Island boys can look at tapa or mats or 
other things… there‟s always stretch in each programme. A student who‟s Pasifika or Asian 
could bring their own perspective to the particular theme. In the still life for the year 11s last year 
there was an Asian boy so we had Asian things in it and this year there‟s three Fijian Indian 
boys so there‟s Fijian things, you know we don‟t hold this up and say this is for a particular boy 
but those objects are included. They‟re really happy about this approach… they pick something 
up and go “oh we have one of these at home or my grandmother has one of these”. 

 

Sara added, “we also base decisions on the mix of students that we have in the class, 

obviously their level, we try and find out what has been learnt previously… and because we‟re 

dealing with boys there are certain things that boys respond better to”. Asked to reflect on any 

other influences on planning, Sharlene cited her interest in Māori culture and how she used her 

knowledge of the language and Māori artist models to increase students‟ understanding. 

Visiting artists were a feature of programming, for example Pasifika artists John Ioane and 

Dagmar Dyck were invited to speak to year 10 students about the influences of their respective 

Samoan and Tongan cultures upon their work. The “huge budget for books”, visits to 

exhibitions at public and local dealer galleries and the museum, influenced ideas for units, with 

the teachers prepared to “re-jig planning” accordingly. In response to the question of whether 

art education theory influenced planning Sharlene gave an emphatic “no”. She said: 

 
When there‟s opportunities… I go and hear those people speak and so I suppose it does end up 
in the soup of my philosophy, but I don‟t actively read. I actually find a lot of that stuff…. I think 
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I‟m too pragmatic for a lot of that. I mean it just doesn‟t… I end up thinking that its academics 
giving themselves a reason to exist. 

 

Sara admitted she had little knowledge of theory, except for an awareness of multiculturalism. 

For her the importance lay in “adapting to the school environment every year and just 

responding to the individual needs of the kind of kids that we have”.  

 

Illustrative of the emphasis upon art at School D, students in year 9 core art received two 

periods of art (40 minutes each) and an hour‟s homework each week throughout the year, the 

programme being “seen as an intensive coverage of the language of art”. The aim of the year 9 

programme, which was organised in units which did not necessarily relate to each of the four 

school terms, was “to develop in students a sound and thorough understanding of the 

vocabulary of the visual arts and to explore these through the use of two and three-

dimensional media and techniques… to extend students‟ basic knowledge… and to encourage 

students to develop their critical faculties”. Work in each unit involved written information on 

theory and techniques, use of a wide range of resources including field trips, workbook studies 

involving practical work “with drawing being fundamental”, practical activities resulting in 

finished art works, homework related to work in progress, and “selected subject matter/theme 

for development as suited to students‟ environment and approach to work”. Sara said that 

“because this school isn‟t as multicultural as others we try and incorporate lots of cultures… we 

generally focus on the cultures of the students in the school – Māori, Pacific, Indian and Asian”. 

In 2005, the year 9 art programme comprised four major units prefaced by an introductory 

three-week unit which included building basic art skills and an art glossary, establishing the 

department‟s work ethic (“Habits of Mind”), and participating in a Land Art unit inspired by artist 

Andy Goldsworthy during a beginning-of-year school camp. In the fourth week the course 

began with a three-colour reduction woodcut print unit based on the work of American artist 

Jim Dine, followed by a Cultural Cloak unit (the focus of the field work observations with Sara) 

with an emphasis on Māori cloaks; a painting project called Larger than Life Nature Sculptures 

of insects, fish or birds inspired by the cut-outs and wall installations of Richard Killeen; and a 

three-dimensional cardboard sculpture. A notable feature of the year 9 programme was the 

use of the artist model as a starting point for research, techniques and processes.  

 

In year 10 option art students received three 40 minute periods of art each week throughout 

the year, supplemented by compulsory homework time for art. The programme of work was 

organised, in accord with year 9, around four major art units and four disciplines. In 2005 the 

programme comprised a unit on Cubism (the focus of the field work observations with 

Sharlene) exploring painting and three-dimensional construction; a self-portrait printmaking unit 

with mono-print and dry point, followed by a wire sculpture based on a study of Alexander 
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Calder; a Māori and Pacific Island unit centred around the poupou, inspired respectively by the 

works of Māori and Pasifika artists Robyn Kahukiwa and Michel Tuffery; and a pinhole camera 

unit in which students were introduced to the darkroom, constructed a pinhole camera, and 

explored the technique and produced prints. Theory, research, drawing, and practical activity 

were integral to each unit. 

 

Emphasis at both year levels was given to assessment, at which time students were introduced 

to “achievement based assessment to enable them to be familiar with this system in readiness 

for NCEA”. The students each received a visual art assessment folder which provided 

information on assessment goals and the purposes of formative and summative assessment. It 

was stated here that the art department‟s “assessment of individual student progress is 

essentially diagnostic”; that it is “conscious of different cultural needs, different learning 

requirements and attitudes”. Student self-assessment and peer assessment were encouraged 

during and following completion of art units. An assessment template informed students of their 

level of achievement - excellence, merit, achieved – in relation to the various components, such 

as research and drawing for each unit.  

 

  

Further testimony to the value placed on art at School D there were, despite the small roll, two 

art rooms (one for junior art and the other used primarily by senior students), a print-making 

area, and a well resourced art history room. The glass-walled art department staff office, located 

between the two art rooms, enabled ready communication between staff and students. Students 

were able to access specialist equipment held in the office. In the art department scheme 

display of students‟ work was cited as an important part of evaluation. Indeed, the policy of 

affirming students‟ outcomes at the completion of units was much in evidence. This was born 

out by the art department environs in which displays of work filled the exterior corridors and 

stairwells, and was a distinctive feature of the art room shared by Sharlene and Sara in which 

the field work observations took place. The teachers had created a wonderfully artistic 

environment with all available surfaces adorned with students‟ work and motivational material. 

Work in progress was suspended from clotheslines; completed art works (four-colour reduction 

woodcuts of whakairo/pou/masks, relief construction installations, vertical pou panels 

comprising cultural symbols and motifs, and three-dimensional constructions of turtles, birds 

and fish) were displayed on walls and hanging from wires and the ceiling. One entire wall, 

devoted to the motivational material for the year 9 programme on Cultural Cloaks (see Figure 

8.1), included large-scale cloaks made of paper and mixed media, resources on tāniko and 

kowhaiwhai, images of cloaks being worn, flax woven objects, tapa cloth, photographs of 

wharenui, and teacher exemplars of workbook pages. Abundant resources for research and art 

making activities were available to the students. 
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Sharlene (HOD, School D) 

 

Sharlene was in her twentieth year of art teaching, the most recent three years at School D. 

Born and educated in North America she trained to be an art teacher in New Zealand and has 

taught in a number of different types of schools. As part of her personal history Sharlene 

claimed that tertiary art school experiences in her homeland made her “more directive, more 

keen to teach skills”. Her principle approach to teaching, articulated in the art department 

scheme, was to direct the students in order to extend their knowledge and understanding of 

visual elements and techniques used by artists, and to teach practical activities “with limits 

imposed to encourage student exploration of problems”. Sharlene described her approach as 

“directive”. She said, “I want students to understand that art doesn‟t happen in a vacuum. 

Observation and contextualisation helps get them ready for NCEA… I want them to understand 

that”. 

 

Observed during the field work Sharlene‟s teaching style, which was an amalgam of a forceful 

personality and a motherly manner, appeared to strike the right note with her year 10 class of 

boys. She encouraged a climate of open dialogue. The boys, invited by Sharlene to ask me 

further questions about the study, wanted to know “what will you do with the photographs you 

take of our work? Will we receive payment? Why does the data from the research have to be 

kept so long?” It was suggested that any boys who felt “uncomfortable about (my) presence” 

could work in the adjoining art room. Five students who availed themselves of this opportunity, 

despite having signed consent forms, subsequently rejoined the class. The composition of the 

class was ethnically diverse. Of the twenty-two students eight identified as Pākehā/European, 

five as European/Māori, two as Māori, and one each as Cook Island Māori and 

European/Tongan. To respect their position, the ethnicity of the five students referred to above 

was not sought. The art room tables were arranged in three long rows across the width of the 

room. European students sat together in the front row and three at the back. Students with 

Māori and Polynesian affiliations worked alongside each other in the middle and back rows. 

 

The year 10 unit on Cubism comprised a sequence of research, drawing, and practical activities 

in painting and construction. Beginning in the second week of the year the Cubist unit spanned 

nine weeks in term one and four in term two. The aim was to give students “a variety of 

experience of two and three dimensional areas as a sound basis for any students wishing to 

enter NCEA level 1 Art”. Students received information sheets for each activity (see example, 

Figure 7.1). One of the research activities was to examine the paintings of Cézanne, the 

characteristics of his style, and his influence on Cubism (see Figure 7.1). Students subsequently 

painted a still life, while referencing Cézanne‟s painting Apples and Oranges (1895-1900), “to 

explore composition, the tilting of forms in space, colour, tone and brushwork”. Drawing studies 



219  

from musical instruments were followed by an examination of the work of Cubist artists Picasso, 

Braque and Gris to discover “the way they created a new kind of reality” (see Figure 7.2). Using 

a monotone palette of blue, black and white, students made paintings “in the style of analytical 

Cubism looking at multiple viewpoints, faceting and tone”. The aims and processes of synthetic 

Cubism were subsequently explored through a still-life collage, influenced by Picasso‟s Still Life 

with Chair Caning (1912) and similar works by Braque and Gris.  

 

The unit culminated in the construction of a Cubist still life. One of the notable features about 

this class during the observation periods was students‟ ability and readiness to participate in 

whole-class discussion about the Cubist artists and their aims. They were able to differentiate 

between the styles of differing Cubist artists and between the effects of two-dimensional, low 

relief, and free-standing art works. Given the choice of planning their sculptural compositions, or 

to begin making the works directly, the majority chose the latter. The hands-on sculptural activity 

was the highlight of the unit for most students. Manipulating materials and tools to construct four 

objects from card, paper, wire and corrugated cardboard (including a musical instrument and a 

bottle), visualising the composition, assembling the work, and completing it with silver spray 

paint engendered a working environment in which students related well to each other and 

enabled their personalities to emerge. Students responded positively to the systematic 

approach and constraints employed in this unit. Sharlene actively supported the learning of all 

students in the class and they, in turn, appeared to have great confidence in her approach. 

While she admitted that “the opportunity for students to express their individuality was limited in 

this unit this is catered for in every subsequent unit”. This was confirmed during an analysis of 

the year 10 programme in the art department scheme. 
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Year 10 students 
 

CUBISM Unit 

 

 
 
 
 

Jonathan NZ European 

Research on CUBISM and CEZANNE 
 

 

  

  

Manu NZ Māori – research on Cézanne 
 

Jonathan – Cézanne style painting techniques 

  

Manu – Cubist still-life COLLAGE Jonathan – Cubist still-life COLLAGE 

 
 
 
 
      

 
Figure 7.1     School D: Sharlene (HOD art), year 9 students 
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 DRAWING & PAINTING…….                                   TOWARDS CUBIST SCULPTURE 

 

                         
  Manu – Cubist sculpture designs                                     Manu – drawings for sculpture 
 

          
        Jonathan – drawing                     Manu – drawing studies                 Manu – drawing 
 

                                
     Jonathan – CUBIST PAINTING                                                Manu – CUBIST PAINTING 
 

 
 
 

 

 
Figure 7.2     School D: Sharlene (HOD art), year 9 students 



222  

Year 10 students 
 

CUBIST SCULPTURES 

  

Matthew – NZ European 
 

Jeremy – NZ European 

  

Jack – NZ European 
 

Timothy – NZ European 

  
Suhandhra - Srilankan Suhandhra – detail of Cubist sculpture 

 
 
 
 
 
 

 
Figure 7.3     School D: Sharlene (HOD art), year 9 students 
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Sara (AT, School D) 

 
Sara was in her fourth year of art teaching, her first appointment being at School D. Sara said 

she was philosophically and spiritually at home in this school environment. In her class of 

twenty-one year 9 students ten identified as Pākehā/European, seven as Māori, and one each 

as Tongan, Samoan, Chinese and Philippino. Students of differing ethnicities worked alongside 

each other at the three rows of art tables. Following Sara‟s example the students were very 

welcoming and accepting of my participant-researcher role. They willingly displayed their 

workbooks, discussed the research exercises, and shared ideas about their work. Sara moved 

around her classroom constantly during lessons, supporting students, and offering advice. With 

her warmth and quietly assertive teaching style, a reminder of what she enjoyed most about her 

own secondary school art teacher, Sara established a positive working environment. Respect 

between the teacher and students, and for each other, was a notable feature of this class. 

 
During the introductory lesson for the „Cultural Cloak‟ unit students received a booklet which 

included the objectives for the topic, their relationship to the four strands in the arts curriculum, 

and the assessment criteria (see Figure 8.1). Of the seven sequential exercises in the unit three 

required the year 9 boys to carry out basic research. The first exercise was to draw kahu/Māori 

cloaks and details of construction, and to record their historical details during a visit to the 

Auckland War Memorial Museum (PK, UC); the second to research the tāniko borders on cloaks 

and the kowhaiwhai patterns on the heke (rafters) in the wharenui Hotonui at the museum, and 

from resources provided to find out what the patterns symbolised (PK, UC); and the third, to 

answer questions from their research on Māori artist John Bevan Ford, and Pākehā/European 

artist Philippa Blair, who both used the cloak symbolically in their art works (PK, DI, UC, CI) (see 

Andrew and Tamati‟s research, Figure 8.2). The fourth exercise was to draw three examples 

each of personal and natural symbols (DI), and in exercise five to design a tāniko border which 

included at least two symbols (DI, PK) (see Andrews‟ example of these tasks, Figure 8.2). The 

sixth exercise focused on the surface of cloaks. Students referred to symbols from nature (for 

example shells, feathers, leaves, insect wings) and selected one image to construct a 

collograph plate the size of their palm from cardboard, cane or string that could be printed many 

times. Students were introduced to the traditional Pasifika kupesi (rubbing tablet) which is used 

for printing patterns on tapa cloth (UC, PK, DI). The final exercise was to make a cloak on A1 

size paper which combined the pake (rain cape) construction method and the kaitaka, with its 

tāniko border (PK, DI) (see Figure 8.3). Plentiful decorative materials such as feathers, raffia, 

and string were available for finishing the cloaks. Although the unit was planned predominantly 

around the curriculum strands problem solving, work and study skills, and information and 

communication skills, were inherent in the programme. Opportunity was offered in the unit to 

use painting, printmaking, and collage techniques. 
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A feature of Sara‟s approach was the absence of the NCEA descriptor, „not achieved‟, on the 

teacher and student assessment sheet (see Figure 8.1). Throughout the nine week unit focus 

was upon the work ethic promoted in the school, and an expectation that students would strive 

to achieve excellence or merit and, at the very least, achieved. Sara used examples of work in 

progress during lessons to affirm students‟ performance and to motivate others. The repetitive 

„feathering‟ of the personal cloaks with printed, cut-out shapes had the potential to become 

tedious. Indeed, towards the end of the unit those who completed first were encouraged to 

share any left-over collograph prints and to assist their peers. The A1 dimension of the cloak 

presented a challenge for some students. In the final lesson of the unit students were given 

class time to award their own levels of achievement (excellence, merit, achieved) to each of the 

seven tasks and to complete a personal evaluation. The latter invited responses to open 

questions, primarily focusing on the students‟ reaction to the unit and perceptions of their 

performance. Less attention was given to what the students learnt about Māori culture.  

 

Invited to reflect on her cultural cloak unit Sara said that many students had little prior 

knowledge of Māori culture or the forms and significance of the cloak. Students were therefore 

encouraged, through the questions posed in the exercises, to consider the context and 

significance of the cloaks as much as the forms they took. The use of the artist model, a feature 

of all the programmes at School D, provided new insights for students into the work of John 

Bevan Ford and Philippa Blair. Students were particularly interested in Bevan Ford‟s use of pen 

and coloured inks to depict with lines the surface of his symbolic cloaks and the way in which 

they hover protectively over geographical areas to which he is tribally affiliated, an aspect I was 

able to explain.69 Research was readily completed by the boys during homework times, assisted 

by the availability of multiple copies of resources. Sara felt there was ample opportunity for 

students to express their personal interests and cultural orientations through their cloaks by 

“bringing in symbols that represent them and their culture”. She said, “overall the Māori boys 

tended to stick to Māori motifs, the Pacific Islanders used some tapa imagery, and the Pākehā 

students a range of ideas… it was a great unit to allow this to happen”. The All Blacks and 

British Lions rugby teams, rugby and soccer balls, silver ferns, the tiki, palm trees, beaches, fire-

crackers, electric guitars, the koru and kiwis featured among the symbols students depicted on 

the borders of their personal cultural cloaks. 

 
 
 
 
 
 

                                                 
69

 See J. Smith & P. Smith (2001), Making Connections: John Bevan Ford, Māori Artist, a primary resource used in 

unit. 
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Year 9 students  
 

Unit summary sheet for students 

CULTURAL CLOAKS 
 

Motivational material and resources 
for research and personal cultural cloak 

design 

 

and construction 
 

 

 

 

 
 Teacher and student assessment sheet 

 
 

 
 

 
 
 
 
 
 

 
Figure 8.1     School D: Sara (art teacher), year 9 students 
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     Andrew – museum research Andrew – research on tāniko Kowhaiwhai research 

 

 

 

     Andrew – personal symbols Andrew – NZ European Border design for cloak 

 

 

 
Research on artists who use 

symbolic CLOAKS in their work 
  

Māori artist – John Bevan Ford 
Pākehā artist – Philippa Blair 

 

   Research – John Bevan Ford 
 

  Research – Philippa Blair 

   

   Tamati – kowhaiwhai research Tamati – Māori        Border design for cloak 

 
 
 
 
                              CLOAKS and DESIGNS ON TĀNIKO BORDERS 

 
 

Figure 8.2     School D: Sara (art teacher), year 9 students 
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 Hirini – Māori - All Blacks, Lions, tiki                              Symbols on border 

  

Joe – NZ European - Palm trees, beach, shells                             Detail of palm tree, beach      

  
Jackson – Chinese - Electric guitars, music                             Detail of shell „feathers‟    

  

 Matt – NZ European - Rugby ball, silver fern                             Detail of border symbols     

 
 
 
 
 
 

Figure 8.3     School D: Sara (art teacher), year 9 students 
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(v) School E 
 
 

School E is a mid-decile co-educational state school with a roll of 2,500 students. European 

students comprised 43 percent of the school population, Asian 23 percent, Māori 20 percent, 

and Pacific Island 14 percent. The principal described the school as “a rich blend of rural and 

urban students with a diversity of cultures… a truly comprehensive multicultural school… where 

each student is regarded as an individual”. The philosophy of the school was that of “a 

professional learning community”, characterised by “shared mission, vision and values, 

collective enquiry, collaborative teams, action orientation and experimentation, continuous 

improvement, and results orientation”. The school believed that an exemplary learning 

community operated in the school, on the premise that success for every student was 

dependent upon the people in the organisation. The Board of Trustees, administration, and staff 

were committed to “recruiting, developing and retaining individuals with exceptional expertise in 

their respective fields and a passionate commitment to the school as a professional learning 

community”. An insight into the school was offered in its purpose statement: 

 

 [School E] provides students with broad educational experiences which challenge them to 
 achieve personal standards of excellence in academic work and in their sporting, cultural and 
 social development in an environment which respects traditional values. 

 

The staff manual stated that the school had adopted The New Zealand Curriculum Framework 

(MoE, 1993) “in spirit and in fact, and that where appropriate programmes are consistent with all 

national curriculum statements”. Similarly, the school‟s programmes were all designed to 

conform to the legal requirements of the NEGs (MoE, 1997b) and the NAGs (MoE, 1999b). 

Included in its academic goals, School E was aiming to improve the literacy and numeracy skills 

of all students, particularly at years 9 and 10, and to raise the achievement levels of Māori and 

Pasifika students. Many sporting opportunities were provided at the school. Emphasis was also 

given to culture, with the stated aim being to: “acknowledge the special place of the Tangata 

Whenua in our culture; welcome people from all ethnic groups, all nationalities, all countries and 

acknowledge their contribution to the multi-cultural ethos of our school; provide opportunities for 

students to develop their cultural talents and express them in public forums; and to raise the 

profile of the performing arts and the artists within the school”. Invited to comment on the 

influence of the curriculum framework on the school‟s equity policy Brian (HOD) said that “the 

principal verbalises that sort of objective in his address to the school and staff… we have it 

stated in the charter… it‟s policy at least, but how it gets worked out practically I don‟t know”.  

 

The School E campus comprised five distinct schools, each containing approximately 450 

students. The schools were separated geographically thus students were encouraged “to relate 
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to their school” in the various sporting, academic, and cultural activities. The school was 

hierarchically structured with a principal and senior management team comprising an associate 

principal, three deputy principals, and an executive manager. Each of the five schools was led 

by a dean, assisted by an associate dean. Five level co-ordinators for years 9-13 ensured that 

administrative requirements were addressed. A cornerstone of the school was „The School E 

Way‟, which was based on the belief that “teachers have the right to teach and students have 

the right to learn”. In the staff regulations the principal stated that he was “old fashioned enough 

to believe that for learning there must be discipline – for discipline there must be respect by the 

teacher for the students and by the students for the teacher”. Staff members were encouraged 

to use a “positive consequences” system with junior students and/or a class. An essential 

dimension of The School E Way, this system was complemented by a “restorative thinking 

process” for negative behaviour. Anahera (AT) confirmed that staff members were encouraged 

to refer The School E Way to students; that its philosophy was pinned up in a statement in each 

classroom. Further, she said that non-racism and anti-bullying were promoted through the 

restorative thinking programme in which students “get to think about what they have done, 

make a plan for restoration, and then work on it”. Anahera‟s perception was that a lot of pastoral 

care was offered in the school.  

 

School E was organised around eight faculty departments, seven of which aligned with the 

seven essential learning areas in the curriculum framework. In addition there was a student 

support services faculty. Drama, music and art, but not dance, were included in the arts faculty. 

Brian (HOD), who had been at School E for the duration of his 24 year career, fitted in 

comfortably with the school ethos. Invited to share his perspectives on the philosophy of the 

school and the art department, he said: 

 

 I think one of the attractions of teaching is that you have a sort of determination over your own 
 day pretty much. You know you‟re in the room with the students and it‟s you and them. I think 
 there‟s an attraction in that. You sort of control your own day. I feel quite autonomous in what I 
 do. Once you are given some control of your courses, you‟re pretty much in charge. In the art 
 department we don‟t have a stated philosophy but I think we‟ve got a culture. I could probably 
 summarise it by saying it‟s collegial. I think it‟s supportive, collegial. I think we have a fairly flat 
 structure if you like, if you think of it in terms of managing and whatever, its fairly flat, yeah we 
 have, I think there‟s quite a bit of support between the staff. 

 

Anahera (AT) adopted a similar view: 

 

 I like passing on what I know and that to me is what I‟m about anyway. I love to teach the kids 
 how to express themselves through various ways… their achievements, that‟s very rewarding. 
 I love the routine of teaching in the sense that I know what to expect although the days are 
 different and you don‟t know what‟s going to happen. I don‟t think we necessarily have a 
 philosophy in the art department. At my last school our philosophy was to really build up the 
 year 9 and 10 observational skills and have a really strong foundation for their senior levels 
 for future years. Here I feel it‟s a little bit more open. It‟s not as directed from anyone in 
 particular yet there are quite structured course outlines for your year 9s and 10s if you wish to 
 use them. The management structure here is more flat. Having a male and a female head has 
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 been extremely  different for me… whether it‟s the genders or not, but here with a male HOD 
 I‟ve just felt relaxed, not as stressed. Brian has a very approachable style. 
 
 

There were five full-time art teachers, a part-time administrator, and an art history teacher in the 

art department. The art department office was testimony to the busy lives of these teachers. 

Crammed into a long, narrow office lined with work benches and individual computers a central 

table held an assortment of student workbooks and portfolios, books, and bountiful resources, 

many in the form of boxes of photocopied resources for students. Structured course outlines 

were available if needed, but staff members were free to initiate their own programmes.  

 

Year 9 students received five one-hour periods per week for one term (approximately 45 hours 

over 9 weeks). The overall aim of the year 9 art programme was “to explore a growing 

awareness of art styles and expressions”. Invited to comment on whether art department 

programmes reflected the multicultural composition of the school population Brian said: 

 

 Our art department programmes certainly reflect and teach an understanding of indigenous 
 art, so Māori art and we certainly touch on Pacific art, but probably not much broader than 
 that. There are a few activities that come from the Asian experience… we do lamp making at 
 the time of the Chinese Lantern Festival and we‟ve looked at Japanese prints and that sort of 
 thing, but I would say principally Māori, some Pacific and the European history really gets 
 prominence. 

 

Anahera confirmed that the staff “look at what is happening in the year and when that‟s 

happening we can bring that into it”. Activities were taken from a list which included graphic art, 

mass media, pop art using American artist models Andy Warhol, Roy Lichtenstein and local 

artist Dick Frizzell; the local natural environment, inspired by the works of New Zealand artists 

Don Binney, Doris Lusk and John Pule; urban environment (my house, my street) using Nigel 

Brown‟s work as a starting point; Māori and Polynesian motifs and forms; self portrait; still life 

with Pacific objects such as vessels, tools, siapo and patterns, in the style of Robin White; art 

forms from Asia, for example Hokusai‟s „wave‟; and myths and legends of the Māori and 

Aborigine and the „green man masks‟ of medieval myth. Basic practical skill development, 

exploration of processes, and establishing routines were cited as a necessary part of most 

activities. Emphasis was given to students continuing to develop and use their knowledge of 

visual elements and building literacy in art making practices. Activities were designed around 

each of the four arts curriculum strands, although the greatest focus was on Developing 

practical knowledge in the visual arts (PK). The year 9 programme contributed to the 

development of five of the eight groupings of essential skills in the curriculum framework - 

problem solving, self-management, co-operative skills, work and study skills, and physical skills, 

the latter focusing on learning to use tools and materials efficiently and safely. A further 

objective for year 9 art, which reflected the low-key management style and relaxed ethos of the 
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art department, was “to emphasise a co-operative learning experience rather than a highly 

competitive environment and encourage shared knowledge and skill”. Learning outcomes were 

based on the four art curriculum strands. On each unit plan the teacher selected art elements, 

process, media and techniques appropriate to each activity, and indicated the essential skills to 

be developed. Assessment was based on the achievement-based-assessment model using the 

NCEA achievement level descriptors of excellence, merit, achieved, developing (an additional 

level for year 9-10), and not achieved. Opportunity was provided for teacher, peer and self 

assessment. Assessment was reported to the students and recorded by them on a student 

assessment record which contained the strands, a description of the achievement levels, and a 

table for entering the activity title, grade for each of two strands assessed, and a self-

assessment comment. 

 

Year 10 students received five one-hour periods per week for one semester (approximately 45 

hours per term). This intensive approach to curriculum was described by Brian as “a school 

experiment”. Nonetheless, he conceded there were advantages in terms of “continuity in the 

programme and student familiarity with procedures”. The year 10 art programme “has as its 

primary objective the preparation of students for NCEA Visual Art Level 1 the following year”. 

There was an increased emphasis on the sequential stages of art making and the development 

of sound working methods, including accurate observation and developing expression; 

referencing through initial research, and some understanding of an artist model; selection and 

compositional variety; correct handling of appropriate media; and identifying and developing a 

style. Correct procedures were emphasised as much as the finished result, with preliminary 

exercises included in units. Key skills and media to be covered by all students were listed in the 

course outline but the activities varied according to the group and the teacher. The year 10 

course continued to develop problem-solving skills, self-management, co-operative skills, 

physical skills, and work and study skills. Key objectives stressed the importance of consistent 

working methods, broadening the skill base of students, and developing their confidence “in 

their own personal expression… and literacy in response to their own work and that of selected 

artist models”. Topics listed for the course included still life, landscape/nature, the figure, the 

Guardian figure, graphic art, Māori and Polynesian design, and three-dimensional modelling. 

Each topic was accompanied by the names of artist models. Assessment at year 10 aligned 

with the procedures described above for year 9 students.  
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Brian (HOD, School E) 

 

Brian entered art teaching twenty-four years ago with a Bachelor of Arts, majoring in Art History. 

His secondary school and tertiary experiences in art history have shaped his preference for 

traditional art and a European historical approach. He considered that this had given him 

“strength in „figurative‟ approaches to teaching”. Brian described his style of teaching with 

juniors as “a whole class approach, with strong teacher exemplars and pre-determined 

outcomes, by and large”. The art department‟s goals and his own interests, knowledge and 

competencies were the most important factors in his planning, followed by the type of students 

and the arts curriculum strands. For him, preparing students for NCEA Level 1 was a low 

priority, despite this being cited as a “primary objective” in the year 10 programme. Using artist 

models was a feature of all courses. Brian‟s prime focus was upon the art works themselves, 

including the subject matter and the formal elements in their making. The context of the artist 

was considered least important. Brian gave most emphasis to teacher-only assessment and to 

verbal formative discussion during lessons, with peer and student self-assessment of lesser 

importance. He said that students did not generally have input into the programme, and that 

their notions of art were not a factor in planning.  

 

Brian‟s class of twenty-six students reflected the multicultural population of the school. Twelve 

students identified as European/New Zealanders, three as Māori, one as New 

Zealand/Māori/Chinese, two as New Zealand/Samoan and two students as New Zealand-born 

Rarotongan. A Tongan boy came to New Zealand at fourteen and three Korean students arrived 

as babies. A Phillipino boy had recently arrived in the country. European and non-European 

students worked comfortably alongside each other during the lessons. Brian said that he sought 

to find out about the students‟ ethnicities, cultures or nationalities “only in relation to a particular 

unit”. Brian had a quietly low-key style of teaching which created a calming effect on students. 

There was an expectation that students would adopt a mature approach to lessons. Indeed, this 

class worked quietly and independently with little whole-class instruction or monitoring by the 

teacher. Brian supported them upon request, mostly with technical advice. Many of the students 

were reticent to talk about their work in progress, perhaps reflecting the less interactive learning 

environment, but willingly showed the preparatory studies in workbooks. Those less confident 

with English were shy to talk. Nevertheless, one of the advantages of a visual subject was their 

access to other student‟s work to aid understanding of unit objectives. Overall, the performance 

of these students was comparable with others in the class. Brian‟s approach of using partially 

completed teacher exemplars, and previous student‟s works, to illustrate the steps in a unit also 

helped elucidate the process. With students having art on a daily basis a number of units were 

observed during the fieldwork. Each reflected Brian‟s stated art preferences and approach to 

planning and teaching. 
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The still life unit on „Classical Greek Vessels‟ (see Figure 9.1) exemplified Brian‟s passion for 

classical art and his desire to give students grounding in a variety of techniques. Students 

worked from two photocopied resource sheets, one detailing the variety, form, and illustration 

techniques of Greek vessels and another which provided examples of figure illustrations. 

Preparatory work included students identifying and drawing with ink and stick the patterns on 

vessels and the figure types, and experimenting with the scratch-back technique with crayon 

and paint (see Mee-Su‟s studies, Figure 8.1). The historical context of Greek vases was not a 

concern in the unit. Individuality and personal expression appeared to be less important than 

the acquisition of skills with media and techniques. Within the format required for the finished art 

work students demonstrated a range of technical competencies.  

 

Similarly, the second unit study of the Ionic order of Greek architecture and high relief sculpture 

was used primarily to explore composition and the depiction of light and form in a 

monochromatic painting. Using the subject of the classical bust, framed within an Ionic temple, 

to develop skills with media and pictorial techniques was a reminder of Hutton‟s use of replica 

plaster casts to teach rendering of form. The year 10 students‟ art works testified to a high level 

of skill development (see Figure 9.2). In the third unit the works of Māori painter Robyn 

Kahukiwa and Samoan printmaker Dagmar Dyck were used as motivation for a woodcut. A 

guardian figure (kaitiaki) was set in a landscape supported by Pasifika patterns. In some 

examples the latter was reminiscent of supporting pou (posts) or waharoa (gateway). The text - 

Ko te Rangi, Ko te Moana, Ko te Whenua Ana Whata [or Muriwai], Mou te Tai Ata – which 

references land, sea and sky, and in particular the west coast areas of Ana Whata and Muriwai, 

was based on a template provided to students. Learning about the printmaking process had 

precedence over students gaining knowledge about the significance of kaitiaki in Māori culture, 

or of sourcing examples of te reo for themselves.  

 

Invited to comment on the units Brian said that the factors which influenced their design were 

“exposing students to art historical models, affirming of aspects of our „Pacific‟ environment, the 

value of following good processes, and having proven outcomes in visually strong finished 

works”. He wanted his students to achieve “the pride of a good finished outcome”. Although 

Brian admitted there was “limited opportunity for individual expression”, he said there “were 

some design decisions that had to be made by them concerning different aspects”. 
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Year 10 students Still life Unit 
CLASSICAL VESSELS 

The Greeks 

Scratch-back technique 

 

 
Study of patterns and figures on 
black-figure Greek vases of the 

6
th
 century BC 

 
 

  
Vase from Caere, Ionian, 540-510BC 

[Gauthier, M. (1962). The Louvre. 
London: Olbourne Press, p.82] 

Mee-su‟s studies  Experiments with black-
figure technique & border 

design 
 

Translation of black-figure 
painting to scratch-back 

technique with crayon & paint 
 

 

  
 Mee-su NZ/Chinese/Māori 

 

Clark NZ European 

Sofia NZ Samoan John NZ European       Katrina NZ European  

  
 

 

   

   

  
Figure 9.1     School E: Brian (HOD art), year 10 students 
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Year 10 students CLASSICISM 
„Ionic‟ Greek 

      Monochromatic    
painting 

 

sculpture & architecture 
 
 

Study of the „Ionic‟ order of 
Greek architecture and high 

relief sculpture   
as subject matter for  

composition 
and the  

depiction of light & form 
in a monochromatic painting  

 
 

 
The temple of Athena Nike, c.425 

B.C.(p.120) 
 

 Ekdotike Athenon, S. A. (1975). 
The Greek Museums. Athens: Author 

Grave Stele of Hegeso. C410-400 B.C. 
Marble (p.82) 

   

Royce NZ European 

 

Royce NZ European Daniel NZ European 

   
Jessica NZ European Jefferson Korean Daniel NZ European 

 

 

 

 

 
Figure 9.2     School D: Brian (HOD art), year 10 students 
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Year 10 students 
 

MIXED MEDIA PRINT 

 

Landscape with Guardian figure and text 
in a composite print 

 

Artist models – Robyn Kahukiwa (Māori), 
Dagmar Dyck (German/Tongan)  

& Herb Foley (British) 
 

Woodcut, stenciled landscape, cardboard 
relief block, dyes, ink & pen text 

 
 

 

Royce NZ European 
 

Lily NZ Samoan 

  

Jefferson Korean Mee-su NZ/Chinese/Māori 
 

 

 

 

Figure 9.3     School D: Brian (HOD art), year 10 students 
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Anahera (AT, School E) 

 

Anahera was in her sixth year of teaching, having taught art at two differing secondary schools. 

Whenever possible she used te reo in class. Her approach to teaching was exemplified by the 

declaration at the front of the art room - Me mahi tahi tatou mo te o range o te katoa… We must 

all work as one for the well-being of all. Anahera‟s „Kiwiana‟ Chairs unit, observed during the 

field work, was the final of three units in the semester-long course for year 10 art. Having 

completed painting and printmaking units using a more traditional approach Anahera wanted to 

combine design and sculpture into one programme, and to have students working 

collaboratively in groups.  

 

Anahera‟s class of twenty-nine students (seventeen boys and twelve girls) reflected the 

multicultural population of the school. Seventeen students identified as Pākehā/European, three 

as Māori and one as European/Māori. A Samoan/Niuean, a Samoan/Tongan, and an Indian 

student were born in this country. Three Korean students were born in their homeland (one a 

recent arrival) and one European/Korean student was born in New Zealand. A Romanian 

student had recently arrived. For this unit the students worked in ten self-selected groups on a 

selected kiwiana theme. Groups of two to four students were generally gender similar, but most 

were ethnically diverse. In three instances European boys worked together, on the themes of 

BBQ, Bungy Jump and Kiwifruit, and a group of European girls on Rural New Zealand. The 

Polynesian and Indian boys focused on the Silver Fern; groupings of Māori and European 

students selected the themes of Māori, Paua and Buzzy Bee; two Korean boys and a European 

boy selected L & P; and a Korean and European girl focused on Sheep.  

 

A feature of School E‟s approach was that students at years 9 and 10 did not receive booklets 

or printed communications about the units. The sequence of activities and their relationship to 

the curriculum strands, as well as the assessment criteria, were given verbally or written on the 

white board at the appropriate moment. Anahera explained to her students that they would be 

investigating themes related to “the culture of New Zealand” (UC), developing design skills and 

ideas (DI), developing practical skills in drawing, design and construction (PK), and exploring 

and communicating ideas through their choice of materials, processes, and techniques into the 

final sculpture (CI). Worksheets on which students recorded information and made sketches 

were a feature of Anahera‟s approach. In preparation for designing their chairs students 

individually brainstormed ideas on kiwiana objects, cultural clues and materials, followed by 

research into their meanings (see Figure 10.1). A magnitude of internet resources on kiwiana 

was available to them. Brainstorming and sketching different types of chairs were the next steps 

in the design process (see Alison and Tye‟s examples, Figure 10.1). A group-work task sheet, 

which emphasised problem solving, was then completed by each group. In this activity each 
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student was required to design a chair based on their group‟s selected theme. The „best‟ ideas 

from each were chosen, with one student re-drawing the final design for their group (see 

examples by two groups, Figure 10.2). A practicality that emerged early in the unit was the time 

frame required for building the ten chairs. In the event, each group designed and constructed 

their themes around discarded art room stools and other chair parts (see Figure 10.3). 

 

Throughout the unit Anahera stressed the importance of working as a team. Sculptures under 

construction were critiqued as a class to illustrate the process of preparing the chair, the 

materials being used, and the tools required. Emphasis was placed on problem-solving and 

“matching media to message”. The students were well disposed towards the activity, although 

students working in pairs tended to be more engaged than those in larger groups. Anahera 

circulated the class constantly supporting students and offering advice on techniques. A climate 

of mutual respect was a notable feature during the field work. Invited by Anahera to participate 

fully in the class the students were very welcoming and willingly shared their ideas with me and 

sought my advice. For the final lesson of the unit, the last day of their course, Anahera planned 

a “fun, rounding-off lesson”. To begin, students played Musical Art (a variation of musical chairs) 

to the beat of hip-hop music. In the second activity students self-assessed themselves and their 

work according to ten criteria, which included “achievement in art, initiative (starting work 

unprompted) and enjoyment of art”. Students‟ were informed that their self-assessments would 

be added to Anahera‟s summative assessment on reports. For the third activity students 

received colour photocopies of their photographed kiwiana chairs. Invited to judge the 

sculptures Anahera and I awarded prizes to each group. A general class prize-giving followed 

with an award to a student with the “highest academic achievement in art”, to another who had 

“completed all work despite joining the class during the unit”, and to the person “who always 

helped clean up the art room”. Recipients were openly pleased; others looked disappointed. 

Illustrative of her teaching approach, Anahera encouraged everyone to clap and “be proud, be 

proud”. 

 

Invited to reflect on her unit Anahera felt that the opportunity for students to learn to work 

together and contribute ideas was particularly worthwhile. Although the unit “did not encourage 

individual representation, culturally”, she said, “some kiwiana icons were seen as „universal‟, 

and an important part of contemporary popular culture that appeals to the young”. 

 

 

 

 

 



239  

Year 10 students 
 

10 x Groups (2-4 students in 
each)  

„KIWIANA‟ CHAIRS 
 

Researching chairs 
Brainstorming kiwiana 

Developing ideas for chairs 
 

Design & construction 
 

Group tasks & collaboration in 
design and construction 

   
 

 

  

 

            
Drawings of chairs – Rozanne & Alison 
 

  

Alison (Korean) – chair study Rozanne  – ideas for chairs Rozanne (NZ/European) 
 

   

Kiwiana brainstorm - Tye Kiwiana brainstorm - Alison   Kiwiana brainstorm - Rozanne 

 

 

 

 
Figure 10.1     School E: Anahera (art teacher), year 10 students 
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Developing ideas, designing & making “KIWIANA” CHAIRS 

  
 

 

 

SHEEP Chair 
 

Alison  
& Shelley 

 
Individual designs 

made by group 
members, 

selection of one design 
(Alison - Korean), 

collaborative 
construction by group 

 
 

 
  

 

RURAL NEW 
ZEALAND Chair 

 

Individual designs by 
Jane (above), Alice 

(right) & Rosanne (far 
right)   

   

   
Final design - Rosanne (NZ/European) RURAL NEW ZEALAND Chair 

 

 

 

 
Figure 10.2     School E: Anahera (art teacher), year 10 students 
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Year 10 students „KIWIANA‟ Chairs 
 

10 x themes by 10 x groups 

    
KIWIFRUIT  

Jack , Darren, Brad 
L & P  

Jasper, Chas 
BARBECUE  
Wade, Elliot 

ALL BLACKS  
Junior, Andy, Kamal, Tom 

    
MAORI Kiri, James, Carl, Mia AUCKLAND BUNGY Donald, Lane, Tim 

    
PAUA Tye, David, Tony, Floyd BUZZY BEE Terri, Chloe, Imran, Mandy 

    
SHEEP 

 
Alison, Shelley RURAL NEW ZEALAND Rozanne, Alice, Jane 

 

 

 

 
 

Figure 10.3     School E: Anahera (art teacher), year 10 students 
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8.5 Conclusion 

 

In this chapter the participants in the study spoke of their personal histories. They identified their 

ethnicities and cultural backgrounds, for most within the dominant Pākehā/New 

Zealand/European culture. They generously shared personal stories, and the varying ways in 

which families and friends supported and shaped them as individuals. Differing perspectives 

were gained about participants‟ perceptions of art from their early years to the present. The 

importance of craft and of western art forms, manifested in popular culture and the fine arts, 

dominated their histories. Insights were offered by the participants‟ into their educational 

encounters in art at primary, secondary, and tertiary levels, the majority of which were 

influenced primarily by academic European traditions. Importantly for this study, perspectives 

were gained into the varying influences of teachers, and the effects of these individuals and the 

art experiences they offered, on participants‟ personal and artistic development and their 

attitudes towards art, art making, and art teaching. Engaging in the personal histories provided 

important insights into the historical moments that helped shape the teachers‟ pedagogical 

practices. 

 

With the exception of Schools A and D, the demographics of the research settings reflected the 

increasing ethnic diversity of student populations in New Zealand schools. In compliance with 

government policy, every school cited affirmation of the Te Tiriti o Waitangi-Treaty of Waitangi 

and recognition of the unique place of the culture of the tangata whenua.  Each cited the goal of 

improving Māori and Pasifika achievement as an educational priority. In their charters and vision 

statements the majority of schools placed emphasis on New Zealand‟s increasingly multicultural 

society, the multicultural composition of their schools, and the celebration of cultures through 

school-wide cultural activities. In School D, a predominantly European-populated school, the 

cultural programme was predominantly in terms of the European high culture of drama and 

music. Also predominantly monocultural, School A‟s emphasis was upon the development of 

aesthetic values and the western concept of creative imagination.  

 

Although culture defined in terms of ethnicity was used as a descriptor to position the art 

teachers and their year 9 or 10 students in the study, the majority of participants demonstrated 

that blanket categorisations (such as Pacific Islander), which portray ethnic minorities as one 

culture, and which was posited as an issue of concern for May (1999), were not usual. Pasifika 

students, for example, defined themselves specifically as Niuean, Cook Island Māori, 

Rarotongan, Tongan, or Samoan. Many of the students in this study, and two of the art 

teachers, were immigrants to New Zealand. The designation by some students of their identity 

pointed to the notion of Third Culture Kids. Others were indicative of the fluidity of cultures 

generated by globalisation and trans-nationalism. Students from Pacific and Asian nations, 



243  

whether born in or immigrants to New Zealand, played out in classrooms the dual processes of 

cultural convergence and cultural fragmentation which were similarly observed in the site 

examined by Stephenson et al (2004). Above all, Bordieu‟s (1990) concept of habitus – the 

social and cultural experiences, including conscious and subconsciously inherited and 

generated histories that shape us as a person – was conceptually useful for making sense of 

participants‟ responses to education and schooling.  

 

The majority of teachers referred to the cultural diversity of their schools, the ethnic composition 

of classes, and to the cultural inclusiveness which they believed were inherent in their 

programmes. There was, however, little awareness among participants of the tensions 

(presented in Chapter 2) of the dilemmas, versus the necessity, of addressing the educational 

importance of cultural diversity. Although the teachers were conscious that the arts curriculum 

served to promote western hierarchies of art, they also believed that it encouraged a study of 

contemporary society and the worlds of students. In support of their school‟s philosophy, 

Pauline and Kelly at School C claimed to take account of the individuality of students in their 

planning and teaching. Similarly, Aveolela at School A, Kaatje and Cheung at School B, and 

Sara at School D, considered the students‟ identities to be an important dimension of their 

pedagogical practices. Absent from their commentaries, however, was any explicitly enunciated 

distinction between cultural diversity and cultural difference, as expounded by Bhabba (1995). 

On the other hand, observations and discussions revealed that these understandings may well 

have instinctively informed their practice. Considerations of culture as inextricably entangled in 

the politics of culture, or of the teacher as a cultural worker (Giroux, 1992; West, 1993), were 

not apparent as an issue of conscious reflection, but were implicitly embedded in the practice of 

some. Programme design, modelled on requirements of the arts curriculum, the culture of the 

school, and the daily imperatives of classroom and school life, outweighed any political intent. 

 

Evident in the art units designed by Aveolela, Kaatje, Cheung, Pauline, and Kelly was the stated 

opportunity for students to express themselves in terms of culture as the study of their own lives 

(Hall, 1981), albeit predominantly through the use of symbolic forms as conveyers of their 

cultures (Geertz, 1977). In each instance, students were encouraged to move beyond the use of 

superficial, outward motifs or symbols from a variety of cultures, and to explore their own 

identity and personal symbology. By comparison, Brian‟s interpretation of culture tended to be in 

terms of Begler‟s (1998) big „C‟, in which classical exemplars were used as a subject for study, 

albeit with the purpose of acquisition of skills in media and pictorial techniques. Sharlene‟s focus 

on the aesthetic cultural norms of modernist art contrasted, too, with Anahera‟s unit on popular 

culture and the icons associated with national and nationalistic signifiers (McCarthy et al, 2003). 

Catherine‟s concern was to combine the culture of her Christian school with a study of the 
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designated art forms of the western canon (for example, sculpture and architecture) which were 

influential in shaping western culture. Interpretations of the cultural forms of indigenous Māori 

art were a notable feature in the schemes of all five art departments in the study. Sara‟s unit on 

the cultural cloak reflected an opportunity for students to explore a cultural dimension of which 

they professed previous ignorance. Her concern was to move her year 9 students beyond an 

exclusive study of the external forms of the object or artefacts to their cultural and contextual 

significance. While the documented students‟ outcomes in this study were predominantly a 

reflection of western cultural hegemony and the western aesthetic there was neither a 

deliberate exclusion of popular, non-western, or indigenous forms, nor a calculated promotion of 

the élitist notions of excellence (as propounded by R. Smith, 2000) on the part of the 

participants.  

 

The teachers‟ commentaries and pedagogical practices indicated little conscious knowledge or 

application of the plethora of approaches to multicultural education explicated in Chapter 3. 

Nevertheless, even if covertly, programme structuring and objectives aligned with elements of 

Sleeter and Grant‟s (1987) typology. For example, Brian‟s statement that a few activities “come 

from the Asian experience such as the Chinese lantern festival”, exemplified the human 

relations approach. The single studies approach was to some extent reflected in the study by 

Sara‟s students of the art of a particular group, Māori. The multicultural education approach, in 

which curricula are planned around substantive themes to reflect diversity and acknowledge 

differences, was the predominant approach used in a number of units. Categorised as 

„uncritical‟ multiculturalism (McLaren, 1995, S. May, 1999), these approaches were employed by 

the participants in a “largely intuitive” way, to use Kaatje‟s words. Absent in the teachers‟ 

pedagogical practices were theoretically-grounded understandings of critical aspects of social 

relations and their effects on cultural identities posited in their socio-political contexts (Freedman 

& Stuhr, 2004). Similarly, knowledge of social theory was neither articulated nor, if 

acknowledged, valued. At the same time, however, there was some sense that meanings of 

culture and ethnicity was complex terrain. For participants such as Kelly, for example, this was 

expressed in the hesitancy with which she used the terminology in comments such as 

“individual students‟ ethnicity or their culture”. The postmodernist premise that knowledge and 

understanding of difference can be employed to restructure the social order (Efland et al, 1996) 

played no conscious part in the commentaries or programmes of participants in this study. 

Neither did critical pedagogy, as a form of cultural politics, feature as a conscious dimension of 

the field work investigation. Pedagogical approaches were largely confined to what Freire 

(1970) called „banking‟ education and what Haberman (1991) referred to as the „pedagogy of 

poverty‟.  
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The art teachers in this study had a clear view of what they saw as the purposes of art 

education. For each, a priority in their year 9-10 programmes was to use the arts curriculum, in 

conjunction with their school‟s goals and the types of students they taught, as a guide to 

providing opportunities for students to develop research, drawing, and art making skills. 

Programme planning and classroom practice were also underpinned by the imperatives of the 

enterprise model promulgated in the curriculum framework (see Chapter 6). In particular, the 

teachers placed emphasis on developing the essential skills enunciated in the framework, and 

on preparing students for NCEA. Accountability to Boards of Trustees and the school 

community was accepted as a natural part of their professional lives. 

 

It was evident, from a participant-observer (outsider‟s) perspective, that the participants were 

constrained by a number of factors. The limited time allocation given to art education at years 9 

and 10 clearly influenced the predominance of teacher-centred delivery and whole-class 

programming that was observed. Although the majority of teachers took into account the ethnic 

diversity and the individual differences of the students, themselves, during the learning and 

teaching encounter, the content of programming was largely shaped by their own experiences 

and beliefs about the kind of art education that was appropriate for students at this level. A 

focus upon the acquisition of skills, in combination with compliance to the demands of the arts 

curriculum, meant that the teachers focused primarily on the requirements of the four curriculum 

strands. Framed essentially within the western art aesthetic, these strands provided little 

incentive (or prompting) for them to think beyond the immediate demands required of an 

outcomes-based curriculum. Study of art works and artist models, selected in most instances by 

the teachers, reflected Barry‟s (2001: 264) claim that “for each of us, the horizons of our 

thoughts are set by the boundaries of our culture”. The culture of art education in New Zealand, 

encapsulated in this snapshot of the pedagogical practices of a sample of art teachers, pointed 

to a lack of knowledge, robust critique, and conscious application of the varied theoretical bases 

of art education which are possible for teaching students living in a contemporary, 

multiculturalised, globalised world. 
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CHAPTER 9 
 

DRAWING CONCLUSIONS: LOOKING AHEAD 
 
 

 
9.1 Introduction 
 
 
This final chapter draws together the story of an empirical investigation into issues arising from 

the ethnic diversity and cultural differences of students, located in the context of secondary 

school art education in New Zealand. Chapter 1 introduced the aim of the investigation, the 

researcher‟s professional motivation for an empirical study, the background issues which 

prompted the research, and the importance and professional significance of the study for art 

education in New Zealand and internationally. Chapter 2 developed the theoretical framework 

for the research. Explicated was the complexity of cultural interpretations and the conflicting 

discourses within which they are posited which have a connectedness with art, art teaching, 

teachers, students, the society of students within and beyond school, and schools as political 

sites. Chapter 3 focused upon pedagogical practices for culturally inclusive art education, and 

the theoretical positions underpinning them, as possible solutions to issues arising from cultural 

diversity. Chapter 4 presented the rationale for the theoretical framework for the research 

methodology and the interconnected interpretive practices within the qualitative paradigm that 

were used. In Chapter 5, focus was upon the historical background to art education in New 

Zealand from the 1840s to the 1980s to throw light on how the past informs the present. An 

analysis of curriculum developments in New Zealand during the 1980s and 1990s, and 

curriculum reforms which were to affect art education, formed the substance of Chapter 6. A 

critique of The Arts in the New Zealand Curriculum (MoE, 2000), the pre-eminent policy 

statement referenced by art teachers, including the participants in the study, was the focus of 

Chapter 7. The empirical dimension of this research was reported in Chapter 8. Located within 

the framework of the qualitative paradigm and the interpretivist methods employed the voices of 

the key participants were presented in narrative accounts in concert with the researcher‟s 

interpretations of evidence from the field work investigation. Chapter 9 brings this investigation 

to its close. Presented are the major findings of the study, the limitations of the research, 

recommendations for future research and concluding comments. In the postscript of this thesis 

the final word is given to the key and complementary participants.  

 

Eisner (1991: 110) reminded researchers that “in qualitative approaches to research the scope 

is wide for people to see what they choose to see or to interpret what they see according to their 

own theoretical lights”. Although the interpretations of the voices and actions of the participants 
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are mine and the evidence is filtered through my lenses, every attempt has been made in the 

interests of validity to be as reflexive as possible during the research process. I have kept in 

mind that “different methods shape qualitatively different „findings‟”, that “researcher artefacts… 

impact on the form and detail of data”, and that “the researcher‟s subjectivity… influences the 

selective attention and emergent meanings…” (B. Smith, 2000: 156). I am aware that while the 

research had its focus in cultural diversity my own cultural base is within the European New 

Zealand/Pākehā context of a westernised upbringing, education, and career. The analysis of 

documents, conduct of interviews, perceptions of classroom observations, and selection of 

students‟ outcomes for photographic documentation, were coloured by who I am as a person, 

teacher educator, and researcher. The conclusions drawn, recommendations made, and 

suggestions offered for looking ahead to the future are articulated in the belief that we can move 

forward by looking back, by taking account of the critiques made of previous educational shifts 

and reforms, and by re-asserting in the light of today those past educational insights which have 

maintained or attempted to uphold the integrity of democratic education. The past is not seen as 

a fixed repository to be drawn upon without critical review, but as a reminder that today‟s 

ideological shifts need to be tested against a continuum of educational professionalism. 

 

 
9.2 Major findings of the study 

 
 
The findings of this thesis have been empirically derived. The particular focus of the evidenced-

based dimension of the study was upon the ten key participants. It was envisaged that their 

personal and professional histories - the stories they had to tell – would be an important 

element for shaping their present identities, and in contributing to their personas as art teachers 

(Palmer, 1998; Chalmers, 2001). A notable feature of the overall findings from the field work 

investigation was the correlation between the data collected from the examination of 

documents, the interviews with participants, the observation in classrooms, and the visible 

outcomes of students‟ work. The relationship speculated between what teachers purported to 

do according to their art department schemes, programme planning, and verbal accounts, and 

what they actually did, was confirmed in almost every respect. Minor contradictions occurred. 

For example, Brian (HOD, School E) declared that preparing year 10 students for Level 1 

NCEA was a low priority, yet this was given pre-eminence in the art department‟s year 10 

scheme. His stated aim of preparing students to study artist models and to strive for quality 

finished work aligned strongly with NCEA objectives, although he placed little importance on 

preparing students to conduct research in the manner required for Level 1 that was adopted by 

the other four schools. A further anomaly occurred between Sharlene‟s (HOD, School D) 

criticism of her own teachers, that “they wanted us to do the same thing as each other and have 

a consistent class product that would be suitable for displays”, and the emphasis she herself 
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gave these aspects, whether consciously or subconsciously. However, the overall picture 

gained from the interpretations and behaviours of the participants in the social settings studied 

was consistency of findings in both the process and the product of the inquiry (Stake, 2000). 

The issues identified from the literature which underpinned the research – interpretations of 

culture, diversity and difference, multiculturalism, and culturally inclusive pedagogies - were 

used as the basis for seeking out “compelling uniqueness” (Stake, 2000: 440). What was 

constructed by the researcher as the „truth‟ from the field work investigation within the context 

of education policy, curriculum, and pedagogy was shaped by the social location of the 

research in a sample of secondary schools in Auckland in the year 2005.  

 

The report on findings relevant to the research question begins with the research settings. An 

insight gained during this study was the attitude towards art education in each of the five 

secondary schools. The heads of art departments at Schools A-D considered their particular 

school explicitly valued art, while in School E support was seen as implicit. School A, the 

integrated state girls‟ school, purported in its charter to encourage the development of aesthetic 

values and the creative use of imagination. Catherine‟s (HOD) stated goal, “to maintain School 

A‟s high profile in art”, was supported by the number of trophies awarded annually by this high-

decile school for achievement in art, and by the material endowments to the art department. 

School B, a mid-decile co-educational state school, declared particular emphasis on the 

creative arts and on cultural activities which reflected its multicultural composition. The school‟s 

annual arts festival and cultural events were “designed to share cultural learning”. Kaatje (HOD) 

described the senior administration of the school as “people who are supportive of the arts”, not 

only of art within the school but in art courses offered through an extensive community 

education programme. A feature of School C, also a mid-decile co-educational state school, 

was its strong emphasis upon the creative and performing arts within a multicultural 

environment that “allows students to develop confidence in relating to a wide diversity of 

students”. The creative and innovative ethos of the school was articulated in its prospectus and 

confirmed by Pauline (HOD). She noted the alignment between the school‟s, and the art 

department‟s, philosophy of art as “an essential part of contemporary culture and the worlds of 

students”. In its prospectus School D, the high-decile independent boys‟ school, stressed that its 

cultural programme was an active and vibrant part of the whole community. Sharlene (HOD) 

described art as being valued in this monocultural school; that the results achieved by the boys 

in their NCEA art examinations “helps us to be valued”. A sign of that valuing was reflected in 

the superb facilities and resources afforded the art department. In its staff manual School E, the 

mid-decile co-educational state school, emphasised the “multicultural ethos of the school”, the 

opportunities for students “to develop their cultural talents”, and its goal of “raising the profile of 

the performing arts and the artists within the school”. Although Brian (HOD) did not specifically 
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state that art was valued at the school the size of the art department, the numbers of students 

studying art, and the time allocation given to year 9-10 courses were indicative of a positive 

attitude towards the subject. It was evident that within the confines of a crowded junior school 

curriculum value was placed on art education by all the schools in the study. 

 

A further insight into the research settings was provided by the time allocation given to art 

education at years 9-10. In 1944, the Thomas Report (DoE, 1944: 42-43) had recommended 

that “in addition to Music, every pupil should have a course in a substantial Craft as a core 

subject… that drawing, painting, and design should develop along with the practice of a craft”. 

In the report the recommended minimum time allotment for music and art or craft (or home 

crafts for girls) in the first and second years of secondary schooling was four periods of 40 

minutes, shared by these subjects, throughout a year. On the assumption that art was allocated 

two periods per week throughout a school year, comprising approximately 38 weeks, students 

could expect an estimated fifty hours of art each year. A finding of this study was that 61 years 

later the time allocation for year 9 core art had changed little. With the exception of School B the 

year 9 core art programme, whether offered intensively in one term (Schools C and E), or during 

a two-term semester (School A), or throughout a four-term school year (School D) comprised 

approximately forty-five hours, slightly less that the recommendations of the Thomas Report.70 

At School B, year 9 students received only twenty-seven hours of art during one term although 

craft was offered as an option for fifty-four hours over a semester. All the key participants (as did 

the complementary participants) attributed the erosion of time given to art at this level to the 

generic arts curriculum in which “year 9-10 students should continue to learn in all four 

disciplines” (dance, drama, music and visual arts) and “as a minimum requirement, they must 

study at least two disciplines” (MoE, 2000: 7, emphasis mine). In comparison, year 10 students 

received twice the time allocation for art recommended by the Thomas Report, but on an 

optional basis only. Indicative of the curriculum choices available to students, and the emphasis 

upon preparation for achievement in the senior school, none of the participating schools offered 

core art at year 10. Instead, option art structured around two, three, or four terms was offered in 

schools from between 90-110 hours, with year 10 students at Schools A, C and D receiving the 

highest allocation. Thus, during the intervening years there had been a shift from the Thomas 

Report‟s emphasis upon core art at both year 9 and 10 towards increased subject 

specialisation. Robert (HOD), one of the complementary participants, when remarking on the 

major shifts that had occurred in art education over time, lamented “such a big emphasis on 

specialisation at junior level”. He felt that students were being “groomed” for examination 

passes far too early; that they “should be getting a broad education and the visual arts is an 

essential part of that”. Robert‟s concern aligned with the findings of the field work investigation – 

                                                 
70

 In addition, School B offered optional year 9 craft for approximately 50 hours over a semester and optional year 10 

craft for approximately 90 hours during the year. 
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art education has been caught up in the academic achievement imperative inherent in New 

Right ideology. Time allocation for spontaneous and informal art activities that were not driven 

by curriculum objectives was not a feature of year 9-10 programmes. Rather, the focus was 

upon nationally-propounded education requirements.  

 

A finding of the study was that national curriculum policy was a major force in art education 

planning and programme management. From the analysis of school and art department 

documents, supported by interview data, it was evident that the formal documentation in 

departments emanated from school policies which themselves derived largely from national 

curriculum policy. In all cases, the art department schemes compiled by the HODs reflected, if 

covertly, accountability to New Right ideology espoused in The New Zealand Curriculum 

Framework (MoE, 1993). While none of the five art teachers were familiar with this document, 

the HODs were. Schemes thus signalled compliance with their school‟s vision statements and 

strategic goals which were drawn from the curriculum framework and, in turn, were modelled on 

neo-liberal policies to strengthen the ties between education and the economy. Particular 

emphasis was given in the schemes to the framework‟s eight groupings of essential skills 

designed to contribute to a highly-skilled, technologically competent and adaptable workforce. In 

all five schools the art department‟s reporting systems to students and their parents/caregivers 

featured some, if not all, of the essential skills, although there was variation in emphases. 

School D, for example, placed greatest emphasis on self-management and competitive skills 

and work and study skills, whereas School C stressed problem-solving, communication, and 

social and co-operative skills. School B gave equal emphasis to all skills with the exception of 

physical skills. These choices reflected the character and idiosyncracies of the particular school, 

as did the art department goals. The focus in School A‟s art scheme upon individual academic 

achievement reflected school policy, whereas School C‟s scheme emphasised “tolerance, a 

sense of community, democracy in process, equity and justice… and support of individual 

needs”. Accountability to the Board of Trustees was a feature of School D‟s scheme, while 

School B stated it would meet school policy through its staff endeavouring to “recognise the 

values, traditions and languages of the cultures within the school”. Despite the differences 

between each school, portrayed in the narrative accounts in Chapter 8, all conformed to 

national policy whether they were private, state-integrated, or state secondary schools. 

Acceptance of bureaucratic accountability appeared to supersede professional initiatives 

(Bates, 1991) in respect of curriculum programming, assessment, and art department 

structuring.  

 
Commensurate with compliance to the curriculum framework, another finding of this research 

was that art teachers‟ views of art programming derived predominantly from adherence to the 

requirements of The Arts in the New Zealand Curriculum (MoE, 2000), particularly the visual 
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arts discipline within it. The four strands in the visual arts curriculum – Developing practical 

knowledge in the visual arts (PK), Developing ideas in the visual arts (DI), Communicating and 

interpreting in the visual arts (CI), and Understanding the visual arts in context (UC) – were 

used in all schools at both years 9 and 10 to define key areas of learning and achievement. In 

varying degrees and in differing ways each school‟s programming, assessment, and reporting 

centred primarily upon students building skills in research, developing ideas through drawing, 

and using media and techniques to express themselves through art making. All of this was to be 

accomplished within the constraints of the timeframe available, referred to above. Term, 

semester, and year plans for year 9-10 art were included in the schemes of each school. An 

informal starter activity was a feature of most. At School A these were referred to as “diagnostic 

activities”. School D introduced its programme with an Andy Goldsworthy-inspired land art 

activity at a school camp. In the main, however, planning tightly adhered to arts curriculum 

requirements. Furthermore, it was notable that year 10 programmes were designed in all 

schools to consciously underpin students‟ preparation for NCEA visual arts at year 11. 

Nevertheless, in spite of allegations that art teachers uncritically accepted the arts curriculum 

(Mansfield, 2000; Bracey, 2003), a finding of this study was that all participants felt that it 

offered them freedom, independence, and a useful checklist or guide. In general the arts 

curriculum was not seen as confining or exclusive. Rather, it was perceived as having a positive 

influence upon art education.  

 

While the time allocation given to year 9 art varied little from the 1944 recommendations, a 

finding of this study was the significant difference between the nature of art education at that 

time and the current approach to year 9 core art and year 10 option art. In her interview, 

complementary participant, Jennifer (HOD), summed this up as “a shift from a broad activity and 

more craft-based approach to a fine arts approach and an emphasis on research and relating 

learning to a cultural context”. It was evident from the field work that the kind of art education 

currently experienced by students had been influenced by the Art Education Junior Classes to 

Form 7 Syllabus for Schools (DoE, 1989), in particular the introduction of three components of 

study – sources of motivation, making art works, and knowing about art - which, in turn, had 

helped shape the arts curriculum. Although an analysis of the art programming in the five 

schools echoed the vision for art education identified by Efland (2004), there were substantial 

differences. While the emphasis given to drawing in all programmes was a reminder of its 

prominence in the historical developments in art education in New Zealand from the 1840s-

1940s, utilitarian imperatives which informed the approach to drawing at that time, and the 

predominance of still life subject matter (for example, the Regulations Relating to Native 

Schools (DoE, 1915: 1170) which specified “suitable objects for Māori pupils” to draw), were 

distinctly different from the concept of drawing employed by present day students. For them, 
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drawing was a research tool, experiential process, means of personal expression, and vehicle 

for development of ideas. Even Brian‟s (HOD, School E) approach to drawing from classical 

exemplars (see Figure 9.2), with the aim of students acquiring skills in rendering form, differed 

from the concept of using plaster casts and graduated exercises as advocated by the South 

Kensington system of the 1850s. 

 

Another major difference lay in the current focus upon students using drawing as a research 

tool to gain knowledge of artist models as inspiration for personal practice. Initiated in the Art 

Education Junior Classes to Form 7 Syllabus for Schools (DoE, 1989), and further influenced by 

Discipline-based Art Education (DBAE), study of art works and artists‟ ways of working was a 

notable feature of all the art programmes observed. However, reflecting criticisms by Mansfield 

(2000), Grierson (2003a) and Grierson and Mansfield (2003) the artist models selected by 

teachers and students in this study were drawn primarily from a modernist western aesthetic, as 

can be seen in Figures 2.1-2.3 and 7.1-7.3. The kind of art researched and examined by year 9-

10 students was primarily European, with emphasis placed upon its forms or products as 

outcomes of cultural traditions and practices. There was, however, no evident consciousness of 

overt élitist attitudes or preferences expressed for high art or exclusion of so-called low art. The 

inclusion of research in art programmes for these mostly thirteen and fourteen year old students 

represented, in fact, a major shift from approaches to art education promulgated in New 

Zealand from the 1840s to the 1980s. Although the Thomas Report (DoE, 1944) had 

represented a milestone in the development of secondary school art in its call to provide a 

balanced education through a compulsory common core of general subjects, art education at 

that time remained firmly rooted in the kind of art or craft (or home crafts for girls) that would 

stimulate appreciation of design and craftsmanship. While the Thomas Report recommended 

that “pupils should be made aware of the history of the crafts they undertake, learning 

something both of their technical development and their changing social significance” (43) the 

emphasis was upon appreciating „good design‟ and learning “to distinguish and reject ugly 

things” (44). The post-World War II conception of art appreciation was distinctly different from 

the study of art works and artists evident in the research settings.  

 

A further finding from this study was that the participants considered The Arts in the New 

Zealand Curriculum (MoE, 2000) to be a key influence on their effectiveness as teachers. Hattie 

(2003) has placed emphasis on the importance of high quality teachers and inspiring teaching 

as essential ingredients for improving student achievement. The personal and professional 

effect which these ten art teachers had on the achievement of their year 9 or 10, albeit in 

differing ways, was a notable feature of the field work. In each case, the engagement of 

students in classrooms over a sustained period of researcher-participant observation was due, 
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in no small part, to the supportive environment established by the teachers, the positive inter-

personal relationships between teachers and students and between student peers, the respect 

of the teacher for their students, and the students‟ responses to their teachers in the learning 

encounter. These teachers reflected, albeit in varying degrees, Palmer‟s (1998) belief that good 

teaching cannot be reduced to technique, but is rooted in the identity and integrity of the 

teacher. That they possessed a capacity to connect with their students was reflected in the level 

of student involvement. Of the 231 students observed in the ten art rooms only a few were not 

engaged, or failed to complete components within units of work. It was noticeable that students 

for whom English was not their first language were able to achieve at a high level, especially in 

the practical aspects of their courses. This appeared to be due to these students being able to 

visually reference other students‟ work as a means of understanding the art making activities. 

Criticism has been levelled at the curriculum framework that programmes are largely “imposed 

on students” by their teachers (O‟Neill, et al, 2004: 26). Others considered that students should 

be involved in planning their education (Haberman, 1991; Nieto, 2004). Although the art 

programmes observed in this study were designed by the teachers, with little student input into 

planning, it was evident that students had confidence in their particular teacher‟s ability to 

implement programmes which offered them opportunities to enjoy art, gain knowledge of artists 

and art making, improve their literacy, develop skills in research, drawing and art making, and to 

produce finished art works.  

 

In all cases except Cheung‟s, in which he taught the generic year 9 programme planned by 

Kaatje (HOD, School B), the teachers‟ programme planning reflected aspects of their personal 

histories and the art preferences which had shaped them as teachers. For example, Brian‟s 

(HOD, School E) positive experience of studying art history in Form 6 and majoring in the 

subject at university, his focus on the Italian and Northern Renaissance and passion for 

classical art, as well as his stated preference for traditional art, were carried over into his 

programming (see Figures 9.1-9.2). Furthermore, Brian‟s low-key style of teaching reflected 

affirmation of what he described as his School Certificate art teacher‟s “open, non-directed 

approach”. It may account for why whole-class discussion and a highly interactive style were not 

major features of his teaching genre. Brian‟s students, predominantly 14 year olds, adopted his 

ethos of developing skills, exploring media and techniques, and understanding art styles to 

“achieve the pride of a good finished outcome”. In comparison, Figures 6.1-6.3 were reflective of 

Kelly‟s (AT, School C) vivid experiences at a bicultural secondary school and art programme at 

an inter-disciplinary-style polytechnic, an early introduction to photography, her interest in issues 

of low versus high art and art versus craft, an increased awareness during teacher training of 

the need to explore and place more value on other cultures and their art, and a preference for 

avant garde art. These factors influenced her decision to teach in a multicultural school and to 
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approach planning from the perspective of enabling students to explore their “individual ethnicity 

or their culture” through experimenting with contemporary forms of art making. A further 

comparison between the teachers showed that Catherine‟s (HOD, School A) relationship with 

students was founded primarily on them achieving the highest possible level of performance in 

research and art production, on developing literacy, and on future preparation for art study in 

the senior school (see Figures 1.1-1.3). Sharlene (HOD, School D), too, had high expectations 

of student achievement. Her professed approach was to direct the students in order to extend 

their knowledge and understanding of art, art language, and art making (see Figures 7.1-7.3). In 

turn, students expressed confidence in Sharlene as “the expert”. These teachers, as did the 

remaining participants in the study, demonstrated positive teaching – no matter what form it took 

– which influenced the quality of students‟ formative and summative achievements. All 

participants in this study exemplified Fine‟s (1991) viewpoint that teachers who feel they have 

autonomy in their classrooms, and with their curriculum, generally have high expectations of 

their students. The teachers‟ relationship with students was a powerful force in their 

achievement (Hattie, 2003). Indeed, their professional competence appeared to be even more 

significant than national curriculum objectives or their school‟s polices and ambitions.  

 

The pedagogical practices observed during the fieldwork can be related to another finding of 

this study - Hattie‟s (2003: 12) assertion that “educators still make most of their practice 

decisions on the basis of personal belief and personal experience”. That this was the case was 

born out by the confirmation of nine of the participants that they professed no conscious 

knowledge of, or could recall little about, art educational theory. Sharlene (HOD, School D) 

expressed an emphatic “no”, explaining that she was “too pragmatic”. Kelly (School C) admitted 

to a copy of The Arts in Education: Critical Perspectives from Aotearoa New Zealand (Grierson 

& Mansfield, 2003) lying unread in the art department office. While Kaatje (HOD, School B) 

admitted that her theoretical knowledge “is largely intuitive”, and in her commentary upon the art 

department‟s philosophy at School B said that while “the majority of staff have a strong belief 

that sound theory underpins sound practice”, such theory appeared to be framed in the context 

of art making practice. As example, Kaatje‟s and Cheung‟s year 9 students studied colour 

theory (see Figure 3.2 and 4.1), a theoretical construct related to making art rather than to art‟s 

societal relationships. The field work investigation revealed that conscious theoretical 

knowledge of art education pedagogy did not underpin the practice of participants. There was 

no evidence that participants were aware of the discourse on critical pedagogy, as articulated 

by writers such as Giroux (1992) and McLaren and Torres (1999). Neither was there any 

indication that the teachers were familiar with critical pedagogies, such as critical 

multiculturalism (Kalantzis & Cope, 1999; S. May, 1999; Nieto, 1999, 2004), or critical 

postmodern pedagogies, such as social reconstructionist multiculturalism (Stuhr, 1994; Efland 
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et al, 1996; Freedman, 1994, 2000) and teaching visual culture (Duncum, 2001a, 2002; 

Freedman, 2000, 2003).  

 

A finding of the study was that cultural understanding, including the opportunity for students to 

develop “deeper understandings of cultural traditions and practices in New Zealand and 

overseas” (MoE, 2000: 5), was perceived by participants predominantly in terms of 

biculturalism. In schemes, and during conversations with participants, understandings of 

biculturalism were expressed in relation to the curriculum framework‟s declaration, consistent 

with government policy, of acknowledgement of the value of the Te Tiriti o Waitangi-Treaty of 

Waitangi and of New Zealand‟s bicultural identity. All participants were cognisant of the 

curriculum framework‟s intention that each of the seven essential learning areas, including the 

arts, was to recognise the “unique position of Māori” in New Zealand society; that students will 

have the opportunity “to acquire some knowledge of Māori language and culture”; and will have 

opportunity “to learn through te reo and ngā tikanga Māori” (MoE, 1993: 7). All were aware of 

the focus in the arts curriculum upon toi Māori, traditional Māori art forms, the significance of toi 

Māori in different contexts, the forms and practices of particular iwi, contemporary 

developments, and the requirement to understand aspects of reo, tikanga, and whakapapa. 

These elements were variously cited in art department schemes and programmes. With the 

exception of Pauline (HOD School C), who said the inclusion of a specific Māori art unit was of 

lesser importance because the focus lay with the wide range of cultures in her school, all other 

departments included a strong bicultural emphasis in their schemes. Analysis showed that these 

units predominantly began with the arts curriculum strand, Understanding the visual arts in 

context (UC), from which understandings gained by students were used to explore the art forms 

of Māori as a spring-board for their own art making (see indicative example, Figures 8.1-8.3). 

Throughout the field work encounter, the dual focus observed in terms of Māori and 

European/Pākehā art and culture reinforced Mane-Wheoki‟s (2003: 8) commentary that an 

“insistent „bicultural‟ vision” continues to pervade art curriculum in New Zealand. Kelly (AT, 

School C), alone, suggested that although the arts curriculum “is trying to expand culturally, it 

doesn‟t embrace other than Māori or Pacific Island culture”. The inclusion of studies of Māori art 

and culture could be seen as largely a response to a mandated requirement, rather than a 

professional initiative in respect of cultural diversity. Catherine (HOD, School A), in fact, 

declared that “if it wasn‟t compulsory… I would avoid teaching it”. 

 

Reflecting a shortcoming of the arts curriculum – its superficial references to the art of cultures 

other than the tangata whenua and European/Pākehā – another important finding of this study 

was the lack of attention given in programmes to the cultures of „others‟. Although participants 

were aware of the focus in The Arts in the New Zealand Curriculum (MoE, 2000) upon students 
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gaining understanding of how and why individuals, communities and societies make art works, 

and of the declarations in The New Zealand Curriculum Framework (MoE, 1993: 7) that the 

school curriculum “will encourage students to understand and respect the different cultures 

which make up New Zealand society”, and “will acknowledge New Zealand‟s relationships with 

the peoples of Asia and the South Pacific”, this dimension was comparatively downplayed. 

Indeed, a broader than bicultural emphasis was evident in art department schemes only in 

terms of Pacific Island nations. While every school scheme included a programme with a 

Pasifika focus there was no commensurate study of the art of Asian ethnic groups or the art of 

other cultures. Significantly, the Pasifika units consisted largely in a study of the material art 

forms of Pacific peoples or the work of contemporary Pasifika artists as models, rather than 

study of their underlying cultural significance. This contrasted with the focus in Māori art units 

upon the underlying significance preceding study of its art forms.71 In the Pasifika examples, 

culture tended to be understood in terms of two interpretations presented in Chapter 2 - material 

culture as cultural signification and symbolic forms as conveyors of culture – as evidenced in 

Figures 6.1-6.3 and 9.3. Although Sara (School D) professed to have “some awareness of 

multiculturalism”, there were no signs among the participants of conscious knowledge of the 

multicultural pedagogies in art education, explicated in Chapter 3, which focus on issues of 

cultural pluralism, cultural diversity, and cultural difference and the theoretical positions 

underpinning them. Inclusion, where it occurred, was largely in terms of the assimilationist 

approaches identified by Sleeter and Grant (1987). For example, there was some evidence of 

teaching the culturally different, an approach that requires little change to the existing curriculum 

other than by the addition of examples of other cultures which supplement the dominant cultural 

view (see Figure 9.3). Indicative of the human relations approach, Brian and Anahera (School 

E) professed to look for events such as the Chinese Lantern Festival around which to design a 

unit. Such approaches illustrated the participants‟ lack of awareness of debates which suggest 

that ethnic histories and cultures were not seen as integral parts of mainstream culture and that 

the realities of cultural conflict could be avoided, or even not perceived.  

 

Although participants focused exclusively in their programmes on European/Pākehā and Māori 

art, and to some extent Pasifika art, an important finding from the study was the teachers‟ 

positive attitudes towards the cultures of their students and how those perspectives were 

enacted in classrooms. While most art programmes did not overtly reflect the demographic 

shifts in the student population, presented in Chapter 3, the majority of participants 

acknowledged the cultural diversity of the students themselves. With the exception of two 

HODs, Catherine at the predominantly monocultural School A and Brian at the highly 

                                                 
71

 The focus in Māori art units on the contextual significance of art forms could be attributed to its well-established 
place in New Zealand art curriculum. It might also reflect some participants‟ comments (see Chapter 8) about the 
emphasis given to Māori art education during their pre-service education.  
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multicultural School E, who professed to take little account of the ethnicity and individual 

differences within the cultures of their students, the remaining teachers felt they variously took 

account of “the ethnicity of students” (Aveolela, School A), “the multicultural nature of students 

at the school” (Kaatje, School B), “acknowledgement of cultural differences” (Cheung, School 

B), “sensitivity to ethnic needs”, (Pauline, School C), “the cultures and the individuality of 

students” (Kelly, School C), and “focus upon the students who are in the school” (Sara, School 

D). Kaatje reported that her art staff was particularly aware of the 60 or more different ethnic 

groups at School B. At School C, where nearly 50 percent of the students were originally from 

overseas, a reminder of Pollock and Van Reken‟s (2001) Third Culture Kids (TCK‟s), Pauline 

considered that all students were treated equally.  

 

However, in spite of the multicultural composition of student populations in Schools B, C and E, 

and the statements in policy and curriculum documents pertinent to the participants, all 

professed only vague understanding of cultural diversity. This reflected both the lack of clarity, 

as well as the multiple interpretations of culture, in the curriculum policy documents 

themselves.72 There was no conscious knowledge by participants of the polarised points of view 

expressed by protagonists, who argued that cultural diversity lies at the very core of a 

multicultural perspective (Kalantzis & Cope, 1999; Nieto, 2004), or of antagonists who claimed it 

to be an unworkable proposition (Boyd, 1996, Breault, 2003). Nor was distinction made between 

cultural diversity and cultural difference (see Bhabba, 1995), despite the participants‟ knowledge 

of the research question prior to the study. Mansfield‟s (2000) positioning of a philosophy of 

difference in the context of the arts curriculum, and Grierson‟s (2003a) assertion that a politics 

of difference is absent in New Zealand curriculum, were not a part of the understandings of the 

ten art teachers. This reflected an issue which was raised by Tomhave (1992), albeit in the 

context of multicultural art education in North America, that there is a gap between theoretical 

positions and their application in art education practice. 

 

An important finding, however, was that while the comments of participants during their 

interviews established that culture was predominantly thought of in ethnic terms, the 

programmes observed and documented suggested a broader interpretation of culture. For 

example, Pauline offered her global class an opportunity to explore their own ethnic, cultural, 

and transnational backgrounds and to express their individual differences (see Figures 5.1-5.3). 

Aveolela, Kaatje, Cheung, and Kelly‟s students were able to express their individuality and 

personal symbolism in their art works (see Figures 2.1–2.3, 3.1–3.3, 4.1-4.3, 6.1-6.3). Their self-

imagery and use of common symbols to represent themselves to themselves aligned with ideas 

                                                 
72

 The recently published The New Zealand Curriculum: Draft for Consultation (MoE, 2006: 9-10) similarly states that 

“all students experience a curriculum that reflects New Zealand‟s bicultural heritage and its multicultural society”; that 
“students are encouraged to value diversity, as found in our different cultures, languages, and heritages”.  
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expressed by Geertz (1977). The approaches fell short, however, of Grierson and Mansfield‟s 

(2003: 35) suggestion that art education from this perspective can become “a vital site for 

accessing or constructing meanings in the processes of revitalising culture on the basis of 

difference”. Catherine‟s students explored art within the cultural context of a school‟s Christian 

ethos (Figures 1.1-1.3). Sara‟s students examined and incorporated elements of Māori culture in 

their own art making (Figures 8.1-8.3). Anahera gave her class the opportunity to collaboratively 

express the popular cultural iconography of New Zealand (Figures 10.1-10.3) which “is driven 

by national (and nationalistic) identities and significations” (McCarthy et al, 2003). Her approach 

did not, however, include a critical examination of popular forms of visual culture in a socio-

cultural context (Freedman, 2003; Freedman & Stuhr, 2004). Sharlene and Brian used as a 

starting point for their students the culture of the western art aesthetic (Figures 7.1-7.3, 9.1-9.2), 

based on their individual beliefs that the history of art provides a valid source of examples of 

artistic accomplishment (R. Smith, 2006). The approaches taken by these teachers were driven 

largely by their personal and professional concerns and belief that the programmes were 

designed in the interests of student learning. Knowledge of interpretations of culture explicated 

in Chapter 2, or of culturally inclusive pedagogies expounded in Chapter 3, was not a conscious 

pedagogical factor. Neither did culture as a political issue in education and schooling feature in 

art department documentation, at interviews, in programme planning, or in classroom practice. 

Understandings of the politics of culture – the way in which curricula reflect cultural forces that 

are the outcome of competing interests of stakeholders – did not appear as a particular concern 

or a conscious issue for these teachers. 

 

The overall findings of the field work suggested that eight of the ten participants in this study 

believed their art programmes, which were designed around the requirements of educational 

policy presented in the curriculum framework and objectives articulated in the arts curriculum, 

together with their pedagogical practices, took sufficient account of the ethnic diversity and the 

individual differences within the cultures of their year 9-10 students. The remaining two 

teachers claimed that the ethnicity and cultural differences of students played little part in 

curriculum and pedagogy. Overall, however, the nature of art education offered at years 9-10 

aligned with the formal structure of the arts curriculum with its sequential learning suggested by 

the four strands. Programmes maintained an emphasis on modernist art exemplars and 

continued to promote a predominantly bicultural position. The desire for students to achieve 

high quality outcomes was strong and an imperative to prepare students for NCEA in year 11 

inescapable. In combination, these factors produced a form of art education whose curriculum 

policy, content, and pedagogical practices remained rooted in a predominantly monocultural 

ethos. 
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9.3  Limitations of the findings and recommendations for further research  

This study set out to investigate two key questions posited in the context of art education in 

secondary schools in New Zealand. As a result of the researcher‟s long-standing commitment to 

secondary education, as a former assistant art teacher and HOD in a secondary school, and her 

current involvement in secondary teacher education, it might be suggested that a limitation of 

the study was its bias towards findings considered relevant to that sector alone. A perception 

could be that since evidence from the investigation was gathered exclusively from secondary 

school art teachers and their professional settings the findings are of little consequence to 

teachers in the primary or tertiary sectors, or to other stakeholders. Furthermore, the location of 

the study in one geographical area, Auckland, could be seen to exemplify bias towards a 

particular social, cultural, and educational environment. Prior to the research it was understood 

that Auckland did not represent the national demographic, since over 40 percent of multicultural 

schools are located in the greater Auckland area (ERO, 2000). The findings of the study, 

reflective of the demographics of student populations and the multicultural nature of a number of 

the research settings, could be perceived as irrelevant to stakeholders in less culturally diverse 

educational environments. There could also be a perception that the findings of the study were 

limited by its focus upon such a small sample of secondary schools. That the research settings 

were purposively rather than randomly selected, and that they were illustrative but not 

representative, could raise questions about the validity of the findings. Furthermore, the voices 

and actions of the ten key participants, six complementary participants and the expert in the 

field, represented the perspectives of a limited number of art teachers. Auckland, moreover, is 

the researcher‟s professional location. It could be implied that the findings were influenced, 

even limited, by her relationship with participants who were former students or are colleagues in 

the art education community; that the participants provided politically correct or expected 

responses rather than the „truth‟. The researcher‟s stance could also be seen to affect the 

findings in so far as they were perceived, analysed, and reported from the perspective of a 

female teacher educator located in a predominantly European/Pākehā world.  

The researcher was aware of the risks of generalisation – that generalisations drawn from the 

field work investigation cannot be applied to other settings (Thomas, 2003). On the other hand, 

it was envisaged that the findings could help readers understand similar participants, research 

settings, and events (Wolcott, 1994). Above all, the researcher was aware that the „thick 

descriptions‟ of relevant evidence, and the inferences drawn from the data, might not satisfy 

those for whom validity and trustworthiness is problematic in qualitative research. Reality cannot 

be reproduced by research; it can only represent reality through credible and trustworthy 

evidence (Hammersley, 1992). The researcher considered that the trustworthiness of the 

evidence was achieved through applying four criteria suggested by Lincoln and Guba (1985) – 
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credibility (establishing the „truth‟), confirmability (demonstrating links between data, analysis 

and claims), transferability (providing „thick descriptions‟ of relevant evidence) and dependability 

(demonstrating reflexivity and responsiveness to the field).   

 

A way forward from this study and the limitations of its findings is to offer suggestions for further 

research. Although replicability is not a feature of qualitative research, as it is for quantitative 

studies, the researcher holds the view that a similar study could be applied to other settings. As 

Kalantzis and Cope (1999: 246) have pointed out, cultural diversity has become a fundamental 

political issue for the twenty-first century; that it “is becoming increasingly pertinent for every 

member of society, including those most comfortably at home in the dominant culture”. This 

study could provide a model for researchers investigating the same or a similar research 

question with, for example: a greater number of participants in one location; on a national basis 

in a number of geographical locations; in educational settings in which the dominant 

European/Pākehā sector prevails in the teaching and student demographic; or as a 

commensurate study in primary or intermediate schools settings.  

 

Although this thesis traced the historical moments in the development of art education in New 

Zealand from the 1840s to the 1980s, there is much uncharted territory. Further research could 

focus upon the ways in which art was used as a „colonising instrument‟ in this country. An 

investigation of how art education policy expresses continuity and change could make a useful 

contribution to the field.  

 

While teacher education was not a feature of this study, it was informed by the writings of 

Sleeter (2001, 2004) and Nieto (1996, 1999, 2000, 2004), who are both teacher educators in 

the United States with a specialisation in multicultural education. In New Zealand, pre-service 

education in art at both primary and secondary levels has come under attack (See Bracey, 

2003; Mansfield, 2003). Until this study there was little empirical evidence to support these 

authors‟ claims. The findings articulated in this thesis, together with the wealth of international 

literature on the challenges in multicultural teacher education and the implications for teacher 

preparation to confront diversity, equity and social justice (for example see Sleeter, 1985, 1996; 

Cochran-Smith, 1991; Banks, 2001; King, 2004), could inform an empirical investigation into art 

teacher education in this country.  

 

The selection of participants for this study included some students of the researcher, prior to 

2001. Motivated by the findings from the empirical investigation into issues arising from cultural 

diversity, a possible direction for this researcher could be to conduct a longitudinal study which 

tracks the pedagogical practices of a sample of her well established former students and more 

recent pre-service art teachers. Such an investigation could determine whether pre-service 
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education adequately prepares teachers for the numerous cultures, languages, lifestyles, and 

values that are found in their classrooms. It could explore what policies and practices might be 

required of teacher education to overcome the pressures upon pre-service teachers entering 

the field to conform to the status quo which socialises them into deficit thinking (Sleeter, 2004).  

 

9.4 Concluding comments 

 
The findings from the field work suggest that the culture that has a voice (Freire, 1985) in New 

Zealand schools is that which is embodied in current policy and management structures, but 

which has its ideological and political antecedents in the contexts of empire and colony. In spite 

of attempts by some schools and teachers to validate difference and diversity within the student 

body, and despite the rhetoric of equity which expressed political left concerns in the 

restructuring process, and which continues to be given lip service in policy documents, their 

professional voices are subordinated to the demands of „the system‟ under the new public 

management model. The research findings indicate that, for minority student groups, cultural 

silencing occurs at these two levels.  

 

In the restructuring of education in New Zealand, that which was devolved to schools was not 

political power but administrative obligations. The culture of competition was intensified and 

structures of managerialism and accountability were imposed. Curriculum became a focus. Its 

development, however, was taken away from the practitioners and placed in the hands of the 

ministry. Accountability was monitored by the ERO. This meant that in order to survive, schools 

and teachers had to be seen to perform. All were vulnerable as success became public. It is in 

this context that the curriculum, the demands of the new NCEA qualifications, and ERO‟s 

expectations of „a successful school‟ and „a successful teacher‟ continue to drive practice. The 

field work findings gave substance to Apple‟s (2004) concern that policy direction in New 

Zealand has threatened teachers‟ professional independence and suggest, with Grierson 

(2001), an imperative for art educators to pay heed to political constructions of knowledge and 

to the intersection of culture and power.  

 
Although the findings from the field work indicated that the participants were conscious of some 

need to recognise the ethnic diversity and cultural differences of their students, interpretations 

of diversity were largely in terms of ethnicity. Such interpretations are understandable in so far 

as the national documents, which are intended to guide schools‟ curriculum policies, persist with 

an ethnic definition of culture. It is important to recognise that although this view defined 

participants‟ perceptions of culture several moved in practice in their programmes from the 

multiculturally assimilationist positions defined by Sleeter and Grant (1987). These teachers 

demonstrated by the shaping of their art programmes, and by their supportive pedagogical 
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approaches, an understanding that a simplistic ethnic categorisation does not take adequate 

account of the more complex hybridity of student cultures, whatever their ethnic origins. In the 

main, participants made an important shift, consciously or unconsciously, from the position of 

looking-on or imitating the material artefacts of „other‟ cultures to provision of opportunity for 

their students to shape their artistic responses in their own cultural terms. This indicates that the 

participants, despite professing to hold no theoretical views in this respect, were moving, as an 

outcome of their professionalism and deeply-embedded sense of responsibility, towards a 

position which takes account of New Zealand‟s increasingly multicultural society. Moreover, the 

evidence from the fieldwork gives room for confidence that this sample of New Zealand art 

teachers was capable of shifting the ground themselves. Nevertheless, it was also evident that 

this merging consciousness of alternative understandings of diversity was balanced, and 

sometimes over-powered, by the potent influences of the New Zealand European/Pākehā 

participants‟ own Europeanised artistic and cultural inheritances. Even for those teachers from 

other cultures, such as Aveolela and Cheung, the criteria for excellence remained 

predominantly within the western aesthetic, a reminder of Smith‟s (1992b, 2006) claims that 

excellence as a desired outcome of education rests in the maintenance of the European 

tradition.  

 

The commentaries and critiques upon the New Zealand educational enterprise press for change 

from the evolutionary position that has been a feature of art education in this country, to the 

adoption of a more revolutionary stance (Bracey, 2003; Grierson, 2001, 2003a; Mansfield, 1999, 

2000, 2003). This would require a shift in art education from pluralist multiculturalism, via the 

medium of modernist progressivist pedagogy, to critical (postmodern) pedagogies which specify 

inclusion and access and which affirm diversity and acknowledge difference as a dynamic 

conception of culture (Bhabba, 1995). It would necessitate a shift from the élitism of the fine 

arts, the modernist aesthetic, and the western art canon to the art of the everyday world in 

which students learn how to decode contemporary culture (Freedman, 2003). Above all, it would 

require art teachers to gain understanding of the importance of a transformative pedagogy and 

curriculum that challenges the hegemonic knowledge that perpetuates the power of the 

dominant culture; that operates in the socio-political context of students‟ lives; that addresses 

issues regarding group differences and how power relations function to structure racial and 

ethnic identities; that makes a space for different student voices; and which involves students in 

planning their education (see Haberman, 1991; Giroux, 1992, 1994a; Aronowitz & Giroux, 1998; 

Nieto, 2004).  

 

Education, as advocated by such as Giroux (1992) and Bhabba (1995), was seen as a vital 

agency for informing people of the realities of cultural diversity and difference and the necessity 
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for equity of achievement, rather than mere equity of opportunity. In this context, many art 

theorists argued that the very visibility of the arts, as well as their function as metaphors of 

culture, can play a significant educational role in this respect. However, while the literature 

suggested that art educators need to make a conscious and informed commitment to a socially 

responsive multiculturalism, and indeed to a social reconstructivist position (Stuhr, 1994; 

Freedman, 1994, 2000), governmental controls of education in New Zealand place substantial 

pressure upon schools and teachers to maintain what is a long history of educational 

imperialism. Even the 1877 Education Act, which marked the government‟s determination that 

the public education should not become a racially segregated system, stemmed less from 

altruistic motives than for economic reasons (McKenzie, 1982). However forward-looking so-

called educational reforms have been claimed to be, this thesis demonstrates that the over-

riding ideology of New Zealand education since the nineteenth century has been the promotion 

of schooling as a necessity of national economic survival. A pessimistic stance would accept 

that radical and socially responsive reform of art education is unlikely in the face of the 

overwhelming power of governmental ideologies. 

 

A more optimistic prospect is that it is the influence of teachers themselves, an influence which 

can permeate the wider community, and not government dictated curricula, which effects 

educational change. Snook (2003: 158) held the view that “the point of research is to improve 

the situation of human beings”. The evidence from the field-work investigation suggested that 

the welfare of students in both educational and social terms was very much at the centre of the 

participants‟ philosophies. Many stated that they wanted to improve the life chances of their 

students. As exemplified in Figures 1.1-10.3 the art education programmes provided by the 

majority of participants, and shaped in their own terms by the students, is vital and expressive. 

In some cases the teachers‟ aspirations for students to achieve high quality finished art 

products, framed within the western art aesthetic, outweighed the opportunity for students to 

express their individuality and cultural differences. Evidence from the research literature 

suggests that the kind of art education that is happening in these art rooms can be reinforced, 

revised, and diversified further in the pursuit of cultural equity, diversity and opportunity by an 

enhanced understanding of the theoretical arguments sustaining art education.  

 

There is an inextricable link between pedagogical understanding, educational theory, and the 

application of these to curriculum development and art education practice. The participants in 

this study professed no conscious knowledge of, nor could recall, the theoretical underpinnings 

of art education practice. They were unaware of theories of multiculturalism or of critical 

pedagogies. Theory was not seen as an essential or integral part of their pedagogical practices. 

Rather, their pedagogical practices were largely shaped by personal and intuitive beliefs about 
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art education, and by uncritical acceptance and compliance with national curriculum 

requirements. These findings suggest that theoretical and pedagogical knowledge and 

understandings, and their practical application, require recognition and provision in both the pre-

service and the continuing education of art teachers. It is with this in mind that this thesis has 

aimed to make a substantive contribution to the field of art education. 

 

 

9.5 Postscript        

 

At the conclusion of the study participants were invited, if they wished, to reflect on the influence 

of the research project. Seven of the ten key participants considered that their involvement had 

increased their awareness of curriculum policy. Sara (AT, School D) commented that: 

 

 Yes, but it either makes me question how far we have come or how little we have progressed in 
the millennium. It‟s scary in a way that there is still a lot of Māori and indigenous art that is not 
taught with mana or recognition as art. The shift is not easy but we have to continue to press on 
within art education and the visual arts curriculum to create changes which accept diversity as 
well as being in partnership with the Treaty of Waitangi. 

 
 

Asked whether the project had increased their awareness of students the majority said “yes”. 

Pauline (HOD, School C), for example, commented that “this has always been a part of School 

C‟s teaching and will continue to be”; Kaatje (HOD, School B) said “no, our programme was 

written with this in mind”; and Kelly (AT, School C) said “not more exactly, but yes, it‟s good to 

be reminded”. The invitation to comment on the influence of the study on future programming 

generated responses on a recurring theme from almost all participants. For example: 

 

My aim is to get a more rounded programme that involves diversity within a contemporary world 
(Aveolela, AT, School A); 
 
It has validated what we are doing… we will continue to reflect on our practice, and student 
learning and achievement and refine as necessary (Kaatje, HOD, School B); 

 
I think when re-looking at programmes there might be more inclusion of a variety of artist models 
from a range of cultures to provide options for choice and acknowledgement of the diversity and 
need for positive role models for students (Kelly, AT, School C); 

 
It has influenced me to consider areas of unit planning to incorporate student‟s cultural 

 heritage when appropriate (Brian, HOD, School E); 
 
I need to broaden my own knowledge of other cultures that I have not yet implemented in 

 my programmes (Anahera, AT, School E).   

 

Anahera added: “This project has also opened up my eyes to my own teaching and delivery 

style”. Pauline, reflecting in general on her involvement in the research, said “this has made me 

think more about where I came from and what made me the teacher I am today. It‟s been a 

great time for me, and I believe the students have often taught me more than I have them. I just 
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hope I have given them the love of art that I have”. Jennifer, one of the complementary 

participants who has taught art for over 30 years, commented that: 

 

Participating in this research has been a very valuable and informative experience. It is not often 
we have the opportunity to look back to see how far we have come and examine what has 
contributed to the journey. In taking part in this interview I have gained a perspective on where 
we are now and an insight into where we are going. It‟s been an interesting, challenging and 
exciting three decades… but I believe change is necessary and we need to respond with energy 
and enthusiasm. The J1-F7 Syllabus took us so far and the arts curriculum has taken us to this 
point. However we are moving so rapidly now that it is time to look ahead and examine what 
other factors need to be included in the journey ahead of us.  
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Appendix A(i): PURPOSIVE SAMPLING – Key participants: secondary school HODs and art teachers 
 
 
School 
Code 
 

 

Area School 
Decile 

Ethnic 
majority 
 

School 
type & 
gender 

HOD 
Art 

Gender Ethnicity Years 
of 
service 

Art 
teacher 

Gender Ethnicity Years of 
service 

A N-C 10 
 

European 
 
Diverse 
minorities 
 

Integrated 
state 
girls 

Catherine F New Zealand 
European 

5 Aveolela F Samoan 8 

B C-W 7 Multicultural 
 
Diverse 
minorities 
 

State 
co-ed 

Kaatje F New Zealand 
European 
(Dutch) 

14 Cheung M Chinese 
Taiwanese 

2 

C E 
 

5-6 Multicultural 
 
Diverse 
minorities 
 

State 
co-ed 

Pauline F New Zealand 
European 

14 Kelly F New Zealand 
European 

6 

B C 
 

9 European 
 
Māori & 
Pasifika 
minorities 

Private 
boys 

Sharlene F North American  
New Zealand 

20 Sara F New Zealand 
European 

4 

E W 
 

5 European 
Māori & 
Pasifika 
 
 

State 
co-ed 

Brian M New Zealand 
European 

24 Anahera F Māori 6 

F C-S 3 European 
Māori & 
Pasifika 
 
 

State 
co-ed 

Alicia M New Zealand 
European 

5 Hemi M Māori 2 

G S 
 

1 Multicultural 
 
Pasifika 
Majorities 
 

State 
co-ed 

Matt  F New Zealand 
European 

20 Rosita F Cook 
Island 
Māori 

4 
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Appendix A(ii): PURPOSIVE SAMPLING – Complementary participants 
 

 
School Code 

 

 

HOD Art Gender Ethnicity Years of service 

1 Jennifer F New Zealand 
European 
 
 

30+ 

2 Helen 
 
 

F New Zealand 
European 
 
 

26-30 

3 Robert M New Zealand 
European 
 
 

21-25 

4 Heather 
 

F New Zealand 
European 
 
 

21-25 

5 Margaret 
 

F New Zealand 
European 
 
 

21-25 

6 Luke 
 
 

M New Zealand 
European 
 
 

16-20 
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APPENDIX B(i)                                  
                                                                            

 

Example: INFORMATION SHEET FOR PRINCIPALS of the complementary 
participants 

 
Project Title: Art education in New Zealand: Issues arising from cultural diversity 
 
Researcher: Jill Smith 
 
To: XXXXXXX 
Principal 
XXXXXXXX College/High School 
XXXXXXXX 
XXXXXXXX 
 
Date: 23 February 2006 
 
 
Dear XXXXXXX 

 
My name is Jill Smith and I am a Principal Lecturer in the School for Visual and Creative Arts 
in Education, Faculty of Education, The University of Auckland. I lecture in Art and Art History 
teacher education in the Graduate Diploma (Secondary) and Master of Education 
/Postgraduate Diploma of Education programmes. My main responsibility is preparing 
secondary school art and art history teachers.  

 

I am currently studying for a Doctor of Education at The University of Auckland. The focus of 
my thesis is investigating how visual arts education policy, curriculum and pedagogy at years 
9-10 in secondary schools in Aotearoa New Zealand take account of students from diverse 
cultures (including Päkehä/European culture). There is a paucity of research on visual arts 
education in New Zealand and no evidence-based studies pertaining to issues of cultural 
diversity in secondary school art programmes. 

 

One of the important dimensions of my project is the shifts that have occurred in visual 
arts education over time. These shifts became evident when I analysed the pertinent policy 
and curriculum documents. To support the findings from the document analysis I now need 
to collect data from art teachers who have been in the field for an extended period, are likely 
to be aware of curriculum policy, and have experienced curriculum change. The plan is to 
collect the data through an email interview with six Heads of Art Departments in Auckland. 
 
I have informally approached XXXXXX to participate in this study, and am seeking your 
permission to formally invite him to take part. If you are agreeable to this I would ask you 
please to endorse XXXXXX participation by signing the Consent Form enclosed and 
returning it in the envelope provided.  

 

Confidentiality will be assured against disclosure of personal data and private knowledge 
which could be considered damaging. At the conclusion of the study participants will receive 
a generalised summary of the research findings. Every attempt will be made to protect the 
identity of XXXX and your school. No names or identifying information will be given to any 
other parties and no identifying information will be used when reporting the results of the 
study. I understand that XXXXXX participation would be voluntary and her choice to 
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participate will not affect my relationship with her or the school. At any point throughout the 
project, up to 1 July 2006 you would be free to withdraw any information traceable to the 
school without giving a reason.  

The information will be used for research purposes only. All collected data will be stored 
securely for six years in the Faculty of Education and then destroyed. As well as using the 
findings of the study in my doctoral thesis, I hope to use the data in journal articles and at art 
educators‟ conferences.  

 
If you have any queries or wish to know more, please contact me at the Faculty of Education 
on 623 8899 ext.48713 or email me at j.smith@auckland.ac.nz  
 
Yours sincerely 
 
 
 
 
Jill Smith 
 
 
 
 
 
Researcher‟s name and 
contacts 

Supervisor‟s name and 
contacts 

Dean‟s name and contacts 

 
Jill Smith 
Faculty of Education (Epsom 
Campus) 
The University of Auckland 
Private Bag 92601 
Symonds Street 
Auckland 1035 
Phone: 623 8899 
Ext 48713 

 
Dr. Maxine Stephenson 
Faculty of Education (Epsom 
Campus) 
The University of Auckland 
Private Bag 92601 
Symonds Street 
Auckland 1035 
Phone: 623 8899 
Ext 87906 

 
Dr John Langley 
Dean 
Faculty of Education 
The University of Auckland 
Private Bag 92019 
Auckland 
Phone: 623 8822 
 

 
 
For ethical concerns contact: The Chair, The University of Auckland Human Participants Ethics 
Committee, Office of the Vice Chancellor, Research Office, Level 2, 76 Symonds Street, Auckland.   
Tel:  373-7599 extn. 87830. 

 
APPROVED BY THE UNIVERSITY OF AUCKLAND HUMAN PARTICIPANTS ETHICS COMMITTEE 
ON 1 MARCH 2005 TO 1 March 2008 FOR THREE YEARS   

 

mailto:j.smith@auckland.ac.nz
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APPENDIX B(ii)          

 

                           

Example: PARTICIPANT INFORMATION SHEET for HOD ART 

 
Project Title: Art education in New Zealand: Issues arising from cultural diversity 
 
Researcher: Jill Smith 
 
To: XXXXXXXXX 
Head of Art Department 
XXXXXXX High School 
XXXXXX Road 
XXXXXXXXXX 
 
Date: 1 March 2006 
 
 
Dear XXXXXX 
 
As you know, I am currently studying for a Doctor of Education at the University of Auckland. 
The focus of my research is investigating how visual arts education policy, curriculum and 
pedagogy at years 9-10 in secondary schools in Aotearoa New Zealand take account of 
students from diverse cultures (including Päkehä/European culture). There is a paucity of 
research on visual arts education in New Zealand and no evidence-based studies pertaining 
to issues of cultural diversity in secondary school art programmes. 

 

One of the important dimensions of my project is the shifts that have occurred in visual 
arts education over time. These shifts became evident when I analysed the pertinent policy 
and curriculum documents. To support the findings from the document analysis I now need 
to collect data from art teachers who are likely to be aware of curriculum policy, and who 
have experienced curriculum change. 

 

As a Head of Art Department with extensive experience in the field I would appreciate your 
participation in the project. The plan is to collect the data through an email questionnaire 
with six HODs in the greater Auckland area. 
 

I have sought, and been granted, permission by the Principal for you to participate in the 
study. I acknowledge that your participation will be voluntary and your choice to participate 
will not affect my relationship with you or your school. I have sought the assurance of your 
Principal that your choice to participate or not participate will not influence your standing 
within the school. 

 

When the data from the questionnaire is analysed and written up every attempt will be made 
to protect your identity and that of your school. Confidentiality will be assured against 
disclosure of personal data and private knowledge which could be considered damaging. No 
names or identifying information will be given to any other parties and no identifying 
information will be used when reporting the results of the study.  

 

At any point throughout the project, up to 1 July 2006, you would be free to withdraw any 
information traceable to you without giving a reason. The information will be used for 
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research purposes only. All collected data will be stored securely for six years in the Faculty 
of Education and then destroyed. As well as using the findings of the study in my doctoral 
thesis, I hope to use the data in journal articles and at art educators‟ conferences. At the 
conclusion of the study you will receive a generalised summary of the research findings. 

XXXXX, If you are willing to participate in the study would you please sign the Participant 
Consent Form included with this letter and return it in the envelope provided.  

 

Thank you in anticipation of your interest and involvement. 

 
Yours sincerely 
 
 
 
Jill Smith 

 
 
 
 
Researcher‟s name and 
contacts 

Supervisor‟s name and 
contacts 

Dean‟s name and contacts 

 
Jill Smith 
Faculty of Education (Epsom 
Campus) 
The University of Auckland 
Private Bag 92601 
Symonds Street 
Auckland 1035 
Phone: 623 8899 
Extn. 48713 

 
Dr. Maxine Stephenson 
Faculty of Education (Epsom 
Campus) 
The University of Auckland 
Private Bag 92601 
Symonds Street 
Auckland 1035 
Phone: 623 8899 
Extn. 87906 
 

 
Dr John Langley 
Dean 
Faculty of Education 
The University of Auckland 
Private Bag 92019 
Auckland 
Phone: 6238822 
 

 
 
For ethical concerns contact: The Chair, The University of Auckland Human Participants Ethics 
Committee, Office of the Vice Chancellor, Research Office, Level 2, 76 Symonds Street, Auckland.   
Tel:  373 7599 extn. 87830. 
 
APPROVED BY THE UNIVERSITY OF AUCKLAND HUMAN PARTICIPANTS ETHICS COMMITTEE 
ON 1 MARCH 2005 TO 1 March 2008 FOR THREE YEARS 

REFERENCE NUMBER 2004/395 
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APPENDIX C(i) 
 

 
Example: PARTICIPANT CONSENT FORM - PRINCIPAL 

(This Consent Form will be held for a period of six years) 
 

 

Title: Art education in New Zealand: Issues arising from cultural diversity 

Researcher: Jill Smith 

 

Principal: XXXXXXXX 

School: XXXXXXX 
 

 

I have been given and have understood an explanation of this research project. I have had 
an opportunity to ask questions and have them answered. 

 

I agree that the HOD Art‟s choice to participate or not participate will not influence their 
standing within the school. 

 
I understand that all collected data will be stored securely for six years in the Faculty of 
Education and then destroyed. 

 
I am aware that the anonymised and generalised findings of the study may be used by the 
researcher in her doctoral thesis, and in journal articles and conference presentations. 

 

I understand that I may withdraw any data traceable to the school at any stage during the 
project until 1 July 2006.  
 
 
 
 
Name……………………………………………………………………………………….. 
 
Signed……………………………………………………………………………………… 
 
Date…………………………………………………………………………………………. 
 
 
 
 
APPROVED BY THE UNIVERSITY OF AUCKLAND HUMAN PARTICIPANTS ETHICS COMMITTEE 
ON 1 MARCH 2005 TO 1 March 2008 FOR THREE YEARS 

REFERENCE NUMBER 2004/395 
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 APPENDIX C(ii) 

 
 

Example: PARTICIPANT CONSENT FORM – HOD ART 
(This Consent Form will be held for a period of six years) 

 
 

Title: Visual arts education in Aotearoa New Zealand: Issues of cultural diversity 

Researcher: Jill Smith 

Head of Art Department: XXXXXXXXX 

 
School: XXXXXXXXXX 
 
I have been given and have understood an explanation of this research project. I have had 
an opportunity to ask questions and have them answered. 

 

I have discussed the research project with the Principal of my school and it has been agreed 
that I take part in the study. 

 

I understand that the Principal has given an assurance that my choice to participate or not 
participate will not influence my standing within the school. 

 
I understand that my commitment to the research project is voluntary, and that participation 
or non-participation will not affect my relationship with the school or with the researcher in 
any way.  
 
I understand that all collected data will be stored securely for six years in the Faculty of 
Education and then destroyed. 
 
I am aware that the anonymised and generalised findings of the study may be used by the 
researcher in her doctoral thesis, and in journal articles and conference presentations. 
 
I understand that I may withdraw any information traceable to me at any time up until 1 July 
2006 without giving a reason. 

 

 

 
Name of HOD Art………………………………………………………………………….. 
 
Signed…………………………………………………………Date………………………. 
 
 
APPROVED BY THE UNIVERSITY OF AUCKLAND HUMAN PARTICIPANTS ETHICS COMMITTEE 
ON 1 MARCH 2005 TO 1 March 2008 FOR THREE YEARS  

REFERENCE NUMBER 2004/395 

 



275  

APPENDIX D(i) KEY PARTICIPANTS - INTERVIEW 1 
 

TEACHER demographics 
 

 Ethnicity, nationality, culture 

 Years of teaching 

SCHOOL demographic 
 

 School population, student ethnicities, cultural diversity 

 School philosophy - general 

 School‟s attitude towards art and art education 

ART DEPARTMENT 
 

 Number of staff in the art department 

 Art department philosophy 

 Curriculum planning, team, individual 

THE NEW ZEALAND CURRICULUM FRAMEWORK 

 
 What do you know about the NZCF? 

 

 In what ways does your school refer to the NZCF in its general or curricula policies? 
 

 What policies or directives does your school have to guide the staff in terms of equitable 
treatment of students in terms of their ethnicity, beliefs, ability or disability, or social or cultural 
background? 

 

 In what ways does your school promote attitudes and values such as tolerance and non-
racism? 

 How is the NZCF principle that it “reflects the multicultural nature of New Zealand society” 
reflected in your art department scheme? 

 
THE ARTS IN THE NEW ZEALAND CURRICULUM 
 

 How important is the arts curriculum in your planning of years 9-10 programmes? 

 How are decisions made about what to include in year 9-10 art programmes? 

 Which of the four strands in the curriculum do you give most emphasis to in your 
programmes? PK, DI, CI, UC? 

 Through its definitions, what kind of art and art education do you think the arts curriculum 
promotes? 

 
OTHER INFLUENCES ON PROGRAMMING AND TEACHING 
 

 What other sources of information or inspiration (texts, authors, models, teachers…) have 
influenced your art programming and teaching?  

 Are there any particular theories or pedagogical bases on which you base your teaching? 
 
RELATIONSHIP BETWEEN POLICY AND PRACTICE 
 

 In what ways do your year 9-10 art programmes make a link between official policy, the 
content of your curriculum, and the way you teach? 
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APPENDIX D(ii) KEY PARTICIPANTS - INTERVIEW 2  
 
 
 

BACKGROUND EXPERIENCES and INFLUENCES 
 

 What is your earliest memory of art? 
 

 What, if any, family members were interested/involved in art, art education or teaching?  
 

 What kinds of art were accessible to you as a young person?  
 

 How did you first realise you ha an interest in and/or aptitude for art?  
 

 What can you recall about art and/or craft at primary and/or intermediate school?  
 

 What can you recall about your teachers at primary and/or intermediate school?  
 

 What can you recall about your secondary school art experiences?  
 

 In what ways did school experiences shape your decision to study art at tertiary level?  
 

 What, if any, art history did you study at secondary school or tertiary level?  
 

 In what ways have your tertiary art school experiences and/or teacher training shaped your 
preferences for, and attitudes towards particular kinds of art? 

 

 What kind of art do you have a personal preference for? 
 
 

ART TEACHING 
 

 What role has your tertiary art school experiences, including teacher training, played in 
shaping your approach to art teaching?   

 

 What role has your own art practice played in shaping your approach to art teaching? 
 

 How have personal preferences for particular art disciplines and styles shaped your approach 
to art teaching? 

 

 In what ways is your ethnicity a factor in your approach to art teaching? 
 

 In what ways is contemporary culture a factor in your approach to art teaching? 
 

 How would you describe your style of teaching with year 9-10 students? 
 
 

UNIT PLANNING, TEACHING, ASSESSMENT at years 9-10   
 

 Which are the most important factors when you plan a unit for year 9-10? (e.g. type of school, 
decile of school, gender of students, ethnicity/cultures of students, type/nature of students, 
arts curriculum strands, preparing students for NCEA Level 1, your own 
interests/knowledge/competencies, art department goals/  competencies…) 

 

 Which factors have the most emphasis when you use artist models in your year 9-10 unit/s? 
(e.g. the art works themselves, the artist‟s procedures and practices, the artist‟s content, 
ideas, messages, themes, the artists‟ personal/cultural context…) 

 

 What do you give most emphasis to when you introduce a unit to year 9-10 students? 
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 How do you conclude or round off a unit? What emphasis is given at the end of a unit? 
 

 Which is given most emphasis in the assessment of a unit? (student‟s self-assessment, 
teacher-only assessment, peer assessment, combination of teacher and student self-
assessment, verbal discussion on what students have achieved/learnt…) 
 

 Do you individually, or as a team, evaluate/reflect on a unit at its completion? 
 
 

STUDENTS at year 9-10 
 

 Do students ever have any input into the year 9-10 art programme/art activities? 
 

 Before you teach a class do you seek to find out anything about the students‟ ethnicity, 
nationality, culture?  

 

 Do you consider that your year 9/10 programmes take account of the cultural diversity of 
students? (e.g. not at all, sometimes, most of the time, always…) 
 

 How important are the students‟ notions of art when you plan your programmes?  
 

 How do your programmes relate to the contemporary worlds of students? 
 

 What do you think students find most interesting/inspirational/enjoyable in year 9-10 art? 
 

 What do think students find boring/uninspiring/less enjoyable in year 9-10 art? 
 
 

The ARTS CURRICULUM – emphasis on culture 
 

 The arts curriculum (page 104) contains a section on implementing „Culturally Inclusive 
Programmes‟. Which, if any, of these considerations cited in the curriculum are taken into 
account when implementing year 9-10 programmes?  

 
 Recognise that te reo Maori, toi Maori and tikanga Maori have an important place in art 
 education for all students in New Zealand 
 
 Encourage positive attitudes towards cultural diversity 
 
 Recognise the diversity of individual students within particular cultures 
 
 Recognise that cultural practices are always changing and that contemporary cultures are in a 
 continual state of development 
 
 Recognise that knowledge bases can be culturally diverse 
 
 Link with cultures in the local community as sources of knowledge and appropriate practice 
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APPENDIX D(iii) KEY PARTICIPANTS – INTERVIEW 3 
 
 
 
FOLLOWING COMPLETION OF THE ART UNIT OBSERVED:  
 
 

 What factors influenced your decision to design and teach this particular unit? 
 

 What did you want students to learn and achieve from the unit? 
 

 How important do you think your use of the artist model was to the students‟ learning and art-
making in this unit? 

 

 How do you think students responded to the unit? e.g. has the unit influenced their 
subsequent work? 

 

 In what ways do you think the unit allowed for individuality of expression and opportunities for 
students to express their personal and cultural orientations? 

 

  Are you satisfied that the photographic documentation accurately represents your view of the 
unit/s?  
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APPENDIX D(iv) 
 
 

EMAIL INTERVIEW: SIX HEADS OF ART DEPARTMENTS 
who have extensive experience in the field 

 
 
This interview seeks your views on what has shaped art/craft education in the junior 
secondary school in New Zealand over time. The Thomas Report (Department of 
Education,1959) which resulted in art and craft becoming core curriculum subjects, the Art 
Education Junior Classes to Form 7 Syllabus for Schools (Department of Education, 1989), 
and The Arts in the New Zealand Curriculum (Ministry of Education, 2000) exemplify shifts 
that have occurred in visual arts curriculum policy (and practice). 
 

Please save this file to your desktop, fill in your responses (any length is appreciated), and 
email back to me as an attachment. 

 
__________________________________________________________________ 
 
PART A 
Visual arts education in New Zealand at years 9-10, prior to 1989 
 
1 Prior to the introduction of the Art Education Junior Classes to Form 7 Syllabus for 
 Schools (Department of Education, 1989) what did you see as the role and place  of 
 art and/or craft at years 9-10? 
 
2 What was the basis of, and/or influences on, your programming for year 9-10 art prior 
 to the introduction of the 1989 syllabus?  
 
 
PART B 
Introduction of the Art Education Junior Classes to Form 7 Syllabus for Schools (Department 
of Education, 1989) 
 
3 In what ways did the introduction of the J1-F7 art syllabus affect or influence your 
 programming for year 9-10 art? 
 
4 How important do you consider the J1-F7 art syllabus to have been for visual arts 
 education in New Zealand? 
 
 
PART C 
The New Zealand Curriculum Framework (Ministry of Education, 1993) 
 
5 In what ways do you think the New Zealand Curriculum Framework (MOE, 
 1993) has influenced the visual arts discipline in The Arts in the New Zealand 
 Curriculum (MoE, 2000)? 
 
6 In what ways do you think the New Zealand Curriculum Framework has  influenced 
 visual arts education in respect of its social, political, economic, and/or cultural 
 concerns?  
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PART D 
The Arts in the New Zealand Curriculum (Ministry of Education, 2000) 
 
7 In what ways do you think the arts curriculum differs from the previous J1- F7 
 syllabus? 
 
8 What kind of „art‟ and „art education‟ do you think the arts curriculum promotes? 

 
9 In what ways do you think the arts curriculum is concerned with the changing 
 nature of New Zealand society? 
 
10 What debates are you aware of by art teachers, art education theorists and 
 commentators about the arts curriculum? 

 
11 How influential is the arts curriculum document on your planning of visual  arts 
 programmes at years 9-10?   
 
 
PART E 
Shifts in visual arts education curriculum/policy over time 
 

12 What do you consider to be the most significant shifts in visual arts education at year 
 9-10 since you entered teaching?  

 

13 To what extent do such shifts align with your own views of what is important in year 9-
 10 art education?  
 
 
PART F 
Shifts in student demographics 
 
14 In what ways has the cultural diversity of the school population influenced your 
 visual arts programmes at year 9-10? 
 
15 In what ways does student ethnicity affect your teaching of art at year 9- 10? 
 
 
 
ADDITIONAL COMMENTS (Optional) 
 
 
 

 
Thank you very much for your response to this interview. Please email the document as an 

attachment to me at j.smith@auckland.ac.nz  
if possible, by 1 April 2006 

 
 

 
 

 
 
 

mailto:j.smith@auckland.ac.nz
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GLOSSARY 
 
 
MĀORI WORDS 
 

Aotearoa  Land of the Long White Cloud; Māori name for New Zealand 

hei tiki   pendant in the form of a stylised human figure 

heke   rafters in a meeting house, usually painted with patterns 

huia    wattlebird; huia feathers are worn in the hair of chiefs and aristocrats 

iwi   tribe 

kaitaka   cloak of finest flax with tāniko borders 

kaitiaki   guardian figure 

kahu   cloak 

koru   art motif of curving stalk with bulbed end 

kowhaiwhai  abstract curvilinear painted patterns 

Māori   clear, natural, ordinary, indigenous inhabitant 

Māoritanga  „Māoriness‟; concept of Māori identity, Māori cultural values 

marae   open space in front of a meeting house; ceremonial courtyard 

pake   rain cape 

Pākehā   person of European descent; white person 

Pou   carved post, usually on side wall of a meeting house 

taha Māori  the Māori dimension; the Māori side 

taiaha   long staff or club used for close combat 

tāniko   decorative Māori weaving technique, usually on borders of cloaks 

taonga   possession, property, treasure, anything highly prized 

tangata whenua  people of the land, original inhabitants 

te reo Māori  Māori language 

tikanga Māori  respect for Māori cultural values 

toi Māori  arts of the Māori 

waharoa  gateway, entrance to sacred site 

wairua   spirit, soul 

whakapapa  genealogy, line of descent 

whānau   extended family 

whare   house 

wharenui  meeting house 

 
OTHER WORDS 

fale   Samoan house 

kupesi   rubbing tablet used in printing bark cloth 

mhendi   a temporary form of skin decoration applied on hands and feet  

tapa   printed bark cloth (siapo in Samoa, hiapo in Niue, ngatu in Tonga) 

taupou   Samoan village maid or virgin; wear distinctive traditional head-dress (tuiga) 


