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Abstract

The relationship between theory and practice for teachers of the visual arts is complex, especially

for those working in community settings with young people. This thesis explores some of the

connections which make up that complexity. Knowledge, learning and pedagogy are examined in

relation to each other, and to teacher and youth identity. Knowledge, for example, is discussed

through a te ao Māori (Māori worldview) as comprising of mind, body and soul types of knowledge,

each equally important in teaching and learning. Process- based arts pedagogy is identified as one

which is active, relational, transformative and in the world. These theoretical ideas are reflected on

by artist/teacher participants, who, through group discussion, creative writing and art-making,

articulated their own relationship with these theories in practice. Throughout the research process,

theory and practice entwined with a/r/tographic methodology and arts-based methods. Using

a/r/tography as a framework, I engaged my artist, researcher and teacher selves to generate and

analyse the written and visual data. Synthesizing the interconnected theories within artist/teachers’

practice highlighted the importance of  artist/teachers nurturing their identity, knowledges, creativity

and collegial relationships.The findings also reveal that artist/teachers' attitude towards their own

art-making practice, and their identity as artists and teachers, affect the way in which they teach

their students. I propose that practicing art-making, alongside reflection and dialogue are important

ways to develop these relationships, and support artist/teachers professional development.
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A Map for Readers

As you approach this thesis from the direction of your tūrangawaewae, I approach it from mine. My

belief is the positioning of the researcher is fundamental to the position of the research. I am a

Pākehā researcher writing within New Zealand’s bi-cultrual context, the language I use reflects this.

I provide a glossary below which explains Māori terms as I intend them. I use these words as a

Pākehā, in place of English words which can not fully capture my meaning, with the

acknowledgement that Māori may have additional connections to these words, which I do not claim.

Mihi An introduction and welcome. A

sharing of self-hood in the spirit of

community

Pepeha Part of a mihi

Ko Mindy Catt tōku ingoa. Nō Peretānia me

Aotearoa ōku tīpuna. My name is Mindy

Catt. My ancestors are from the United

Kingdom and New Zealand.

Ko Ruapehu te maunga, ko Mangawhero te

awa. Mt Ruapehu is my mountain,

Mangawhero is my river.

Kei te noho au ki Waitākere, ko Te Henga te

takutai e korero ana ki tāku ngākau.

I live in Waitakere, Te Henga/Bethells is the

beach which speaks to my heart.

Ako To learn, to teach

Hapū Kinship group

Kaumātua Respected tribal elder

Ngā tairongo Senses

Rangatahi Young person

Tāne Mahuta God of the forest

Tangata Whenua Local, indigenous people

Taonga Treasured object, skill or

knowledge

Te ao Māori Māori world view

Tikanga Customary practices

Tūrangawaewae A place to stand. Home,

where we feel connected.

Wairua Spirit, essence, inspiration

Whakapapa Genealogy, ancestral

connections

Whakataukī Proverb

Whanaungatanga Connection, relationship

Whanau Family

Whenua Land

Definitions paraphrased from Te Aka Māori-English Dictionary (n.d.)



5
Figure 1

Whakapapa Map: Paranui/Ruapehu

Process-based Arts Pedagogy in Community Youth Arts Programmes: Theory and Practice.

The arts and arts-based learning experiences are excellent environments for empowering

young people, developing their identities, their sense of belonging, and their ability to engage in

dialogues with their communities (Atkinson, 2018; Biesta, 2017; Mezirow, 2018; Peters, 2015).

However this is only able to be realised through appropriate learning experiences which prioritise

process over product and value the individual agency of the participants (Jones & Risku, 2015). The

body of theory in support of this claim is strong, as will be discussed in the first chapter. What is

missing from local professional development conversations, however, is how to foster connections

between theory and teaching practice in informal settings.

The relationship between theory and practice is explored in this research project with the

intended aim of supporting artist/teachers to develop their understanding of praxis, and to improve

the delivery of future community arts programmes. I recruited four artist/teachers who participated in

arts-based activities, sharing their experiences of theory in their own practice of teaching visual art

to young people in informal, community based settings. Together we discussed both what we

believed good teaching to be and how we experienced it in context. Our discussions were visual,

verbal, and poetical, and generated rich data from which to trace connections.

Underpinning the research process is a philosophy of entanglement. Each area (e.g. theory

and practice) bleed and entwine with one another, with a myriad of relationships formed along the
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way. Understanding is fluid, moving between abstract and concrete, big-picture and small details,

analytical and intuitive. Using the methods of a/r/tography, I use visual and written language to

understand both the theory-practice relationship, and the circumstances in which it can thrive, to the

betterment of community arts education.

I begin in Part One: Foundations, with a discussion of the literature relevant to art teaching

and learning, including different forms of knowledge and what is included in a process-based arts

pedagogy. These epistemological ideas are the foundations for the theories which support a

process-based arts teaching practice, and provide a glimpse into what that practice may look like.

This overview is followed by an exploration of the core human relationship within arts education, that

of the teacher and the student, in this case focusing on youth. Using the lens of identity, I discuss

the complex intrapersonal make-up of these partners, and the roles and socio-political expectations

they carry with them.

In Part Two: Research, I expand on the rationale for the research touched on above, and

discuss the methodology of a/r/tography. A/r/tography is a form of action research specifically for

arts-based research in education. It draws heavily from Deleuzian theories of multiplicity, and allows

the researcher to move between their roles of artist, teacher and researcher. A discussion of the

cycles of action research includes how each method of data generation or analysis supports each

stage and which a/r/tographical role is best suited to ‘lead’. I then explain how the participants were

recruited from the pool of artist/educators working in the Auckland community. Part two concludes

with an overview of ethical considerations and limitations.

The data generated by the research participants and I over two collaborative sessions are

discussed in Part Three: Generation. The data includes artworks, creative writing, and dialogue.

This section highlights again the entanglement of visual and written language, and analytic and

intuitive interpretations. I discuss the research process through collage, photography and poetic

writing followed by critical analysis of each participant's collage, photography and poetical writing.

Through this analysis I follow a critical thinking framework to describe, interpret and evaluate the

work through written and visual methods. Bringing the data together in two essays, I explain my

metaphorical interpretations, and discuss theoretical links through found poetry.

Continuing to move between theory, practice, data and intuition, Part Four: Synthesis

further develops models of the relationships discussed in previous chapters, including that of theory
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and practice, knowledge and learning, and the interactions of these with teacher identity, young

people and art. While these models are metaphorical, and somewhat theoretical, they are grounded

with recommendations for how artist/teachers can nurture their theory practice relationships. I

conclude that reflection and dialogue are vital to support connected teachers, and that art-making

will be an excellent tool for this, as well as an important practice in its own right.

I finish with Part Five: Conclusions. This section contains a summary of the research,

including the key findings and the implications of these for artist/teachers, researchers and

professional development in the future. Looking ahead, I identify areas for further research -

including input from young people, who were outside the scope of this study. As a final note, and a

bookend to the researcher statement which follows this introduction, I reflect through the lenses of

myself as artist, teacher and researcher, considering the impact this process has had on these

aspects of my identity.
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Researcher Statement

My experiences, family, and whenua colour how I approach gathering and shaping knowledge,

therefore a brief introduction, framed by the three facets of a/r/tography, (artist, researcher and

teacher) are provided below as my mihi.

Researcher

Ko Mindy Catt tōku ingoa. Nō Ingarani me Aotearoa ōku tīpuna. My mother’s family has been

part of the New Zealand story since my ancestors took the long sea journey from England to set up a

mission in Northland, raise their family and start the process of shedding and grafting their cultural

roots with those of Tāne Mahuta. Diaries and letters reflect a difficult, definitely parochial, but generally

amicable relationship with tangata whenua. This included learning te reo Māori, then helping to

transcribe it into written form, learning the names of every plant and animal, and acting as interceders

for hapū and colonial leaders. My Father's family give me my mountain and my river - Ko Ruapehu te

maunga, ko Mangawhero te awa. My community is West Auckland, kei te noho au ki Waitākere, ko Te

Henga te takutai e korero ana ki taku ngakau. As Pākehā I am part of the New Zealand story since

colonisation, its destruction and creation. I am of this land and of its colonisers; complexity and

in-betweenness shape how I gather knowledge.

Figure 2 Figure 3

Entwined Family Stories
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Figure 4

Darkroom

Artist

I always wrote. I have had a notebook, precious and secret, since I can remember. I still have

them all. I thought I’d study history, psychology or literature. I was 15 when the words left me; my brain

too foggy to think, my memory hazy, my eyes sore. I was very sick for a long time, and in the quiet

days I made pictures, with paint and with my camera. I liked how I could hide in the darkroom, where

no one could see if a photo failed, where I could smell and hear and sense the emerging story, come

out blinking into the sunlight and hold a little bit of the magic with me. I liked to explore with the

viewfinder, finding fantasy in the mundane, trying to capture what I could no longer remember,

articulate what I could no longer speak. Art was a saviour and a haven, it was not something I could

sell.
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Teacher

I was alone at school, especially in my early teens. I didn't want that for anyone, I wanted them

to have a voice, a community. But how could that work in the noise of assessment and systemic

expectations? Outside of school, at the Art Gallery, I could make a day a little bit extraordinary, for

myself as well as the visiting students. We would wonder together at the stories the art had to tell, and

what our own stories could be. It was hard and unpredictable, but I had a good team and after every

session we'd reflect, share, console and save each other from the exhaustion that comes from forming

fast and fleeting relationships with kids from all over Auckland, day after day. Together we created a

strategy of how to fight to be what theory and our hearts suggested we should.

Figure 5

Making Sense of Art

Note: From Auckland Art Gallery by David st George, 2016

(https://www.aucklandartgallery.com/page/resources-making-sense-of-art?q=%2Fpage%2Fresources-

making-sense-of-art) Copyright 2016 by Auckland Art Gallery. Reprinted with permission.

These attributes; connection, complexity, vulnerability, and collaboration, can be traced through the

making of this thesis and out the other side. While I have generally kept my voice quiet, it is there

always, as a foundation and an undercurrent to the thought and questioning; sometimes grounded,

sometimes rushing onwards, in the chapters which follow.

https://www.aucklandartgallery.com/page/resources-making-sense-of-art?q=%2Fpage%2Fresources-making-sense-of-art
https://www.aucklandartgallery.com/page/resources-making-sense-of-art?q=%2Fpage%2Fresources-making-sense-of-art
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Part One Foundations:  Theories of Knowing, Learning and Being

Introduction

I begin this conversation with theory by briefly mapping key terms used by Gutterati and

Deleuze, and Ingold. These theorists are drawn upon by a/r/tography and community arts education

researchers providing a shared language through which to explore the research questions (for

example: Irwin, Beer, Springgay, Xiong, & Bickel, 2006; Fendler, 2013; Sellers, 2013; Semetsky,

2008).

I continue with an overview of the nature of knowledge in relation to arts education. The

theories I draw from here have been selected for their general contribution to epistemology as it

relates to education and the arts, particularly those that illuminate the connections and nuances

between different modes of knowledge generation. I have framed the discussion with a te ao Māori

(Māori worldview), which makes space for challenges to classical western systems of thought

(Greenwood, 2015).

An explanation and argument for process-based arts pedagogy follows, with the voices of

learning theorists mingling with artists and educators, especially those who work in community spaces

and with young people. This section outlines a critical pedagogy for young people in the arts, and is

drawn in part from generalised theories of transformative, relational learning, and in part from specific,

practice-based approaches.

The conversation then turns to identity theory, where I discuss a dialogical theory of identity,

and theories of youth identity development in a general sense, as well as some of the specific

neuences of both artist/teachers and young learners existing in the community.

Taxonomies

Prominent kaumātua, Rev Māori Marsden states “When a person understands in the mind and

the spirit then it is said that the person truly ‘knows’.” (cited in Royal, 2003, p.79). What impact this

epistemology has on arts education is a theme that recurs throughout this research project. It also

foreshadows the two, three, or four pronged structure of many of the concepts that are to follow.

Naming and delineating ideas which are in constant relationship with one another is challenging, and

only attempted here to the extent that taxonomy can be a useful tool for understanding the nature of

these relationships.
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The taxonomy used in this study is shaped by the work of theorists Gilles Deleuze and Felix

Guattari, whose terms have been helpful in describing both the research process and the

theory/practice relationship in arts education. In their work A Thousand plateaus Deleuze (2008)

explains the metaphor of the rhizome which, according to Sellers (2013) “works multidimensionally

and dynamically to accrue knowing through ceaselessly establishing connections” (p.xv). Deleuze

postulates that knowledge and experience is not a tracing (that is an unchanged reproduction of fact)

but rather a map; “open and connectable in all of its dimensions; it is detachable, reversible,

susceptible to constant modification” (Deleuze & Guattari, 2008. p.12). Creating this map is a

nomadic process, where one exists between, distributing rather than claiming, putting down

rhizomatic roots; making the landscape as one is in turn made by it (Deleuze & Guattari, 2008). The

inherent complexity of this philosophy both helps and hinders the way through. While perhaps

providing an explanation as to why the need for this research exists, it makes any straightforward

conclusions unlikely.

Tin Ingold builds upon the rhizome through his meshwork metaphor. In this theory, persons

are “not so much nodes in a network as knots in a tissue of knots…” (Ingold, 2011. p.70) which, when

connected rhizomatically to other people and environments become a meshwork through which one

transverses. Ingold writes about this process as one of wayfaring where inhabitants proceed “along a

path,...lay [ing] a trail. Where inhabitants meet, trails are intertwined, as the life of each becomes

bound up with the other” (Ingold, 2009. p.33). I find this concept helpful in positioning the act of my

research as one of wonder and wandering; where the visual and written, concrete and abstract,

intuitive and rational are somewhat repositioned from binary concepts and into fluid topological

structures.

The Nature of Knowledge

Hindle et al. (2015) explain their view of knowledge as a three-strand relationship between

“understanding (mind), doing (body) and being (soul)” (p.87). This te ao Māori, multi-faceted approach,

frames the following discussion of the current understanding of knowledge in the context of arts

education. Arts education has a history of favouring a dominant knowledge form i.e. technique (body),

intuition (soul) or concepts (mind), at the expense of others (Jones & Risku, 2015). However, as

discussed later in this chapter, process-based arts education points towards a more in depth, holistic

experience with space for multiple foci. As Hindle et al. explain “being is not separate from
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understanding and doing; it is the interconnectedness of these three concepts that allows for a deeper

knowing” (2015, p.88). This statement is reinforced through a wide body of research that argues

within such a complex picture there must be significant interconnections  (for example: Dewey, 2016;

Eisner, 2012 ; Gulliksen, 2017; Jones & Risku, 2015; Wenger, 2018). What follows therefore is a

discussion of each of the areas with space made for these interconnections.

Mind (Understanding)

Knowledge of the mind can be described as received thought; knowing that as opposed to

knowing how (Semetsky, 2003). Greek scholars designated this ‘theoria’ to be pure, only knowable

through speculative thought (Garrison, 2013). Mind knowledge can also be described as constructed

thought, in constructivist theory “knowledge is made rather than found” (Bredo in Xyst, 2016, p.11). In

either case, it is a cognitive and intellectual form of knowing, and one which is most often linked to

academic endeavours. Elliot Eisner (2002) argues that the arts can be a vehicle for such knowledge,

allowing for complex and subtle thinking.

Systems of education and evaluation have in many contexts prioritised understanding mind

knowledge, knowledge that or theoria, keeping it separate from environmental, physical and spiritual

knowledge. In the 17th Century, Rene Descartes’ contribution to epistemology was to entrench

detachment of the knower from the known, positioning the mind as an independent source of knowing,

separated from the body and privileged as the seat of truth (Xyst, 2016). This dualism has had a

massive impact on western society (Gulliksen, 2017), however contemporary understandings of

cognitive processes have grown more nuanced. Educational theorist Ernst von Glasersfeld, for

example, rejected a pure truth in favour of one where “the cognizing subject has conceptually evolved

in order to fit into the world as [they] experience it” (Glasersfeld in Xyst, 2016, p.12), using their

perception to confer meaning on an object. However his radical constructivism did not abandon the

division between mind, body and spirit.

Conversely, John Dewey argued fervently against dualism, calling for “an assumption of

continuity in nature rather than division…[for example.]...Breathing is an affair of the air as truly as the

lungs;...walking implicates the ground as well as the legs…”(Dewey in Xyst, 2016, p.15). Both Dewey

and Deleuze argue the value of constructivism is in the possibility of change. To “[d]o as I do… [or to]

...execute the wishes of others” (Semetsky, 2003, p. 20) leads to predetermined regularity. However a

thinking process that is “the interplay of signs embedded within both inquirer and an inquiry”
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(Semetsky, 2003, p. 20) leads to difference and complexity. Dewey’s ideal art education would be an

“experiential process of learning [which] incorporates thought and reason” (Jones & Risku, 2015,

p.78), yet is deeply embedded in individual expression and social progress.

Some of the shift away from dualism has been driven by developments in biology and

neuroscience which have revealed the bodily nature of the mind (Coetzee, 2018), and the cellular

nature of our bodies, including the brain.The complex communication between neurons and the rest of

the body have been shown to “lead to specialised,...largely subconscious proto-behavioural patterns”

(Donoghue & Horath in Gulliksen, 2017, p.5). This science supports the view that “cognition is

situated, [taking] place in a real world environment and involves perception and action” (Gulliksen,

2017, p.8).

Body (Doing)

Doing knowledge is active, empirical and changeable, created in the act of inquiry and practice.

This contrasts with Cartesian mind knowledge which “is regarded as fundamentally fixed, universal

and unchanging” (Xyst, 2016). Viewed through a continuum lens however, the mind also has a

physical nature (Cortzee, 2018), and the body’s knowledge draws from perception of the senses and

environmental context.

Dewey states that we cannot grasp an idea until we “have felt and sensed it” (Garrison, 2013,

p.8). Dewey’s description of knowledge building here includes the body as not only a tool, but as an

essential facet. Ngā tairongo (the 6 senses) of hearing, sight, taste, smell, touch, and intuition are also

seen as integral in te ao Māori (Hindle et al. 2015). As conduits of data from the world to the mind via

the body, senses play an important role in re-connecting understanding and doing.

Embodied knowledge is the knowledge of how to act without conscious mental processes or

verbalisation (Tanaka, 2011). This suggests that it resides completely within the body, however

“embodiment can be a psychophysical transformation that generates a level of cognitive

understanding” (Turner in Coetzee, 2018, p.1). Just as reflection can be used to articulate that which is

performed unconsciously, so can performance resolve a cognitive challenge. Gullisken (2017)

describes how, when engaged in a physical art-making activity, such as carving, “the knowledge...

resides in the body” (p. 10). They go on to describe how while being in physical dialogue with the

materials and by engaging the senses, a maker will also be developing abstract and reflective

concepts.
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Hindle et al. connect this quality of experience with flow where the activity is engrossing and

learners become deeply involved in their learning (2015). In a flow state the senses provide immediate

feedback, one step of the learning process at a time. It differs from an ordinary state in that the mind

and body are merged, “you begin to be so much a part of your actions that your mind cannot have a

chance to go off in tangents…” (Csikszentmihalyi, 2014. p.134).

Flow is especially powerful when it is a communal activity, bringing into harmony not only

oneself but others in concert (Csikszentmihalyi, 2014). This is compatible with Victor Lowenfield, who

considered the role of education to be to integrate “individuals' sensitivity towards perceptual,

intellectual and emotional experiences...so that [their] senses are brought into a harmonious and

habitual relationship with the external world” (Burton, 2009, p.325). This connection of the body with

the world echoes the concept of whanaungatanga, where every living thing is in relationship (Hindle et

al., 2015). It is not simply a matter of being in the world, but of it and with it (Biesta, 2017; Peters,

2015). Dewey explains how  “inquiry does not live in the environment; it lives by means of an

environment” (Semetsky, 2003, p.18). That environment can be social; a group of people the

repositories of a local knowledge which is entwined and socially embodied (Greenwood, 2015).

Soul (Being)

The third strand of knowledge is one that has had little attention in terms of formal teaching,

learning and assessment (Hindle et al., 2015). This intangible strand is a process rather than an

essence (Richardson & Walker, 2011). Hindle et al. (2015) identify three aspects of being knowledge:

self realisation, transformation, and presence.

Self Realisation is a kind of reflective self-knowing which ponders upon the events of the past

to determine the present and future. This differs slightly to Donald Schön’s (1992) reflection-in action

philosophy, where reflection is used in the moment. This kind of being has however been shown to

help shift focus from “problems and issues to...strengths, presence, and conception of how [you want

to be]” (Pellegrino, 2011, p.82).

The second aspect of being knowledge is transformation, which is associated with imagination,

wairua and the desire to change. Mezirow (1997) frames transformation as a challenge to points of

view or habits of mind. Knowledge comes from exercising the imagination to redefine problems and

gain new perspectives. The ongoing importance of transformation in learning is discussed in other

sections, here it is enough to note that transformational being is knowledge as a process. It is the
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manner in which shifts of understanding occur within a person, and from thence communities and the

world (Hindle et al., 2015).

Finally, being knowledge, as presence is an in-the-moment state, situated within the body. As

an important component of reflective practice, presence compels a person to know themselves, “so

that one can fully listen to the other” (Rodgers & Raider-Roth, 2006, p.270). Presence connects with

the rhizonal metaphor, as Deleuze and Gurattari (1987) say “[with] no beginning or end; it is always in

the middle, between things, interbeing, intermezzo” (Sellers, 2013, p.11). This can create space for

knowledge to unfold, for connections to be realised and understanding deepened (Hindle et al., 2015).

Becomings

The discussion thus far has been human centred, however within certain frameworks

knowledge supersedes even this assumption. ‘Ako’ is often used to describe the reciprocal

relationship between student and teacher, yet it extends beyond this into the environment the self is a

part of; “the interplay of whakapapa with the natural world” (Mika, 2012, p.1086). The knowledge of

integral Yoga also “enables one to have a deeper ‘self awareness’ ...to discover, know and realize the

transcendental dimension in self, society and nature…” (Giri, 2004, p. 86). In holistic understandings

such as these, knowledge becomes a system which extends beyond the banal. Susanne Langer

(1957) uses an example of an artist who does not express the feelings they have, but those which they

know; their “insight into the nature of sentiance, [their] picture of vital experience, physical and emotive

and fantastic” (Langer in Eisner, 2012, p.6).

For Deleuze, the thinking process which develops knowledge is rhizomic; complex and

sprawling. The concept ‘event’ is a “multiplicity of relationships” (Richardson & Walker, 2011) rather

than a single entity. It is within this constantly changing and re-connecting space that knowledge

‘becomes’. Dewey describes a similar event when he states that “All thinking is dianoia” (Garrison,

2013, p.6), that is discursive, based on experience, and logical. Thinking framed as a process in this

way replaces cartesian dualism (Semetsky, 2003), and complicates distinction. Dewey doesn’t

discount intuitions, however his logic of if/then is superseded in Deleuze's theory by and/both where

one is not ruled by a “court of reason...but thinking originating in real experience, [providing] conditions

for multiple becomings” (Semetsky, 2003, p.21), multiple becomings which create opportunity for mind,

body, and soul knowledge to develop.
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Teaching and Learning

The forms of knowledge outlined above are multiple and not easily divided. Knowledge resides

in the mind, body, spirit, and between, building, translating and complicating. As learning is intrinsically

linked with knowledge, and the more complex a picture of one, the more complex the other. Therefore

from a pedagogical perspective, identifying a pathway, template or foundation from which to anchor is

not an easy challenge. What follows is a discussion of a pedagogical framework which attempts to

describe one response to this challenge. While the discussion thus far has been broadly connected to

arts education, here the lens narrows to focus more keenly on a pedagogy of the arts for young people

in their community. Through a conversation with theory I identify four aspirational elements of a

process-based art pedagogy; active, relational, in-the-world, and transformative. These elements form

the framework for a discussion with a selection of theories which sit behind the development of arts

knowledge (in mind, body and spirit), and the environment in which they occur.

Active

For a number of education scholars, learning is an active experience, rather than a static

concept (Atkinson, 2018; Dewey, 2016; Jarvis, 2018; Jones & Risku, 2015). The active epistemology

requires interaction with context, with society, and with oneself (Wenger, 2018). These interactions are

discussed in detail in their own sections, but first I discuss how an active perspective relates to priority

of process.

Active learning privileges process above product, and this is particularly relevant to arts

learning. While it is sometimes assumed that the arts allow for the exercise of creativity and

innovation, therefore learning projects will be open ended and directed non-hierarchically, they are as

prone to constrictive influence from capitalist market forces and educational structures as other

disciplines (Atkinson, 2018; Biesta, 2017). As the immediate economic benefits of arts education are

not always obvious, adaptations are often made to justify their inclusion in a general curriculum (Jones

& Risku, 2015). Product-focused art can be part of a satisfactory learning experience, however much

of the “pedagogical promise” (Peters, 2015, p.154) of art is lost when such a narrow and predictable

path is followed.

In addition to Dewey and others, process-based arts pedagogy draws from Freire (Allsup,

2003)  who viewed not only learning, but reality itself as a process. Art-making in particular is not only

active, but not even necessarily sequential, being simultaneously  “reflective... and anticipatory”
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(Richardson & Walker, 2011, p.10). Active learning theories frame would-be static concepts such as

knowledge and skill as dynamic and adaptive, pulling inquiry as a mode of learning into the forefront.

Applying Freirean reasoning to outcome-based art-making is to view it as objectifying, denying

participants curiosity and agency. The importance of open inquiry is so paramount that to deny it is “an

act of violence..., alienating humans... and chang[ing] them into objects” (Freire, 2009, p.173).

Art education is connected to the same history as other disciplines, and as such is affected by

the prioritising and separation of mind knowledge at the expense of body and spirit knowledge.

Process-based learning is an attempt to re-prioritise and unite these modes. The complication this

creates is an opportunity to put aside content focused objectives and instead generate genuine

embodiment of the skills and knowledge that art both requires and fosters, for its own sake and for the

instrumental purposes that the learner may wish to achieve (Dewey, 2016; Johnson, 2012; Mezirow,

2018; Richardson & Walker 2011). The whole-hearted adoption of transferable skills, rather than

content-specific mind knowledge, provides a guide rope for learners to follow in their process into the

unknown, where possibilities for authentic connection, consciousness and transformation reside

(Atkinson, 2018; Jarvis, 2018; Kim & Miyamoto, 2013).

Relational

Process-based arts pedagogy is not practiced in isolation. For many teachers and students,

learning is experienced within a social context (Wenger, 2018). Learning through relationships means

that not only can people connect new knowledge with their own biographies, but they are also able to

benefit from others' experiences and perspectives (Wenger, 2018). When learning through art,

relational learning ensures that complex and cohesive understandings are developed to build

knowledge for the whole community (Kim & Miyamoto, 2013), not only an individual artist.

The relational aspect of process-based arts pedagogy also contains elements of ako, a

reciprocal and non-hierarchical learning relationship between learner and teacher. Ako acknowledges

the knowledge that resides in everyone, and values the learning process as a shared exercise

(Bishop, Berryman & Richardson, 2001). This is similar to the ideas of Freire (2009) who viewed more

hierarchical relationships to be oppressive and objectifying. Ako and Freirean critical pedagogy are

two examples of teaching theories which prioritise equality in student/teacher relationships, and

espouse the strengths in sharing knowledge and dialogical processes.



19
Gert Biesta (2017) also asserts that the give and take process of dialogue is essential to allow

the learner to exist as an active subject in their world. However, developing the skills required to

navigate both new knowledge and complex relationships is an ongoing one (Dewey, 2016) that will be

very challenging for some students who will require considered support. Space must be held for

different qualities of interaction as is appropriate for both the topic and the individual. When knowledge

is able to be empirically tested, and therefore learnt instrumentally, the needs of the student alone

determine which pedagogy is appropriate. However, knowledge which is based upon best judgement

rather than absolute truth must be learnt communicatively, and is therefore reliant upon dialogue; the

more inclusive and diverse, the more robust the understanding will be (Kim & Miyamoto, 2013;

Mezirow, 2018). The distinction is important for arts pedagogy, as it allows an explicit focus on

communicative learning that is open and discovered through dialogue and a creative process, allowing

“space to explore personal and communal stories” (Kim & Miyamoto, 2013, p.163).

According to Peter Jarvis, the learning experience is always social (2018). However, there is a

possibility for art to act as an intermediary between people (Hubard, 2011; Richardson & Walker,

2011), providing an opportunity for social learning that is not occuring in the same time or place (Jones

& Risku, 2015; Rusu, 2017). Mediation might include experiencing and analyzing a work of art, and

therefore gaining an insight into the artist’s or other viewers' perspectives. Additionally, interacting with

the material of art will leave traces of a person's actions. That material may or may not then go on to

connect with others, but it holds within it a kind of memory of its physical and thematic connections

with the world, acting as an intermediary between maker and community.

In the World

In addition to being a relational pedagogy, process-based arts pedagogy must exist and

interact with the world.  Biesta expresses this idea as “[t]he quality that matters here is not the

aesthetic quality... per se but... the existential quality of what and who is being expressed, a quality

that has to do with how young people can exist well, individually and collectively in the world and with

the world” (Biesta, 2017, p.14, italics in original). Art is not only a material object, but, in the same way

that learning is not only a product, it is an experience that occurs contextually (Jarvis, 2018;

Richardson & Walker, 2011; Wenger, 2018). The world is not a static object, but a complex

environment consisting of past and present, natural and urban systems, culture, community, and

political and economic practices (McKenna, 1999; Mezirow, 2018). Each arts education location has its
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unique characteristics; the local context, whether private tutoring, after-school workshops, or

community projects with instrumental outcomes, will shape which pedagogical response is best.

Pedagogy is directed toward two responses to this situation: recognition of the impact of the

world on learners and engagement with that world. In support of the former, Freire (2009) posits that

critically examining the world, and at the same time embracing the inescapable interconnectedness of

that world with self (Peters, 2015) is a principal aspect of becoming conscious. An individual can only

understand, and be understood in relation to their biographical and cultural history (Jarvis, 2018).

Artificial separation of even small groups from the wider community can lead to alienation and stasis

(Dewey, 2016; Mezirow 2018).

Secondly, process-based arts pedagogy has a mandate to engage interactively with the world

for positive change (Atkinson, 2018; Biesta, 2017; Richardson & Walker, 2011). It is not enough to

remain as an affected bystander, but rather, as the world creates, humans re-create the world (Jarvis,

2018; Kim & Miyamoto, 2013; Wenger, 2018). The decentred and horizontally structured nature of a

process-based art practice is well positioned to champion a societal change, particularly away from

hierarchical and hegemonic structures (Atkinson, 2018; Peters, 2015).

Transformative

Biesta proposes that the educational power of art lies in “the exploration and transformation of

our desires so they can become a positive force for the ways we seek to exist in the world…” (Biesta,

2017, p.18) (also noted by Kim & Miyamoto, 2013; Mezirow, 2018). This transformation is the change

of people’s habits of mind, that is their frames of reference, perspectives, and assumptions, to be more

inclusive, reflective and open to change (Mezirow, 2018). It is an ongoing, holistic process, involving

experiences which are “integrated into the individual's biography” (Jarvis, 2018, p.19), and can lead to

social and political change (Naughton, Biesta & Cole, 2017).

The role of transformative art practice is to not only rupture established ideologies, but

reconfigure and rebuild social systems, ways of knowledge production, and spaces for thought and

collaboration (Atkinson, 2018, Peters, 2015; Richardson & Walker, 2011). Transformative learning

occurs in the context of these social systems. Whether “officially or in the cracks”, Etienne Wenger,

(2018) states “the learning that is most personally transformative...involves membership in these

communities of practice” (p.222). Additionally, when an artist/teacher opens up their art-making
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practice to include students in their community, it can transform the teacher student relationship

(Stanhope, 2011).

While developed during dialogue between individuals, transformative learning also occurs

within individuals “between the conscious and the unconscious, mediated through symbols and

images” (Mezirow, 2018, p. 125). Therefore, critical reflection is key to this transformative process,

both of one's internal assumptions, and as part of a process of judgement in the journey towards truth

(Johnson, 2012; Jones & Risku, 2015; Mezirow, 2018). Learning which involves all forms of knowledge

enrichens the dialogue and reduces the possibility of incongruence.

Knowing and Learning Relationships.

The model below (see figure 6) illustrates my interpretation of the literature in relation to how

knowledge of the mind, body and spirit act upon, and are acted upon by others within process-based

arts pedagogy. This is an active process which occurs within the world, with the influence of and

impact on the social and physical contexts. This creates ripples of change, and potential

transformation. As Freire (2009) has stated, a passive actor, or one which has been pacified through

restriction, will be reduced to an object. However, a young person who has been empowered through

the practice of a creative process will have some agency. Process-based arts pedagogy hopes to

empower subjects who will not only engage with mind, body and spirit knowledge, but will also relate

to others’ mind, body and spirit, to their own learning process, their world, and their continual

transformation.

Figure 6

Knowing and Learning Relationship
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Teacher and Student Identity

As demonstrated in the above discussion, teaching and learning are not stand-alone concepts;

they are affected by the context and are in a complex relationship which includes multiple ways of

knowing. To further problematise the situation, I turn now to a more detailed look at the two key

relationship partners at the centre of an arts learning experience in the community: the artist/teacher

and the student. Exploring this through the lens of identity, I encounter another three-stranded

concept. I describe these three facets, followed by a discussion on the importance and impact of

identity on teaching practice, and on young people studying the arts.

Facets of Identity

The dialogical self theory of identity (see figure 7) is a useful frame through which to examine

teachers' practice and theory relationship (Akkerman & Meijer, 2010), as it incorporates aspects of

both the context and the internal self, allowing for tensions and contradictions (Beauchamp & Thomas,

2009). Echoing Deleuzean preference for both/and descriptors, identity is both “a moving intersection

converging in the irreducible mystery of being human” (Palmer in Edwards & Edwards, 2017, p. 191),

and Tūrangawaewae, a strong place from which to stand. It is a shifting, flowing part of oneself,

influenced by its context (Akkerman & Meijer, 2010), and an unshifting sense of self. In this mode

these two facets are labeled as Self and Identity. Both work together to give teachers and students

their strength; one helps them hold on to their principals in the face of challenge, the other allows

experience to positively affect them and constantly refine what they see in themselves.  In addition to

these complimentary facets of identity, a third aspect emerges where descriptive roles, terms, and

labels affect identity development. These terms may be taken up, coming from within a person, or

bestowed upon them according to their socio-cultural context (Thornton, 2012).
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Figure 7

Dialogic Self Theory of Identity

Self

The self is a “singular, individual and holistic identity” (Thorton, 2012, p.24). It is an internal

concept, one which retains its core components even as it undergoes transformation, in the same way

water might change shape as it flows from one container to another without losing its essential

waterness (Thorton, 2012). In Dialogical self theory, the self refers to the self as knower rather than

the self as known (Akkerman & Meijer, 2010; Beauchamp & Thomas, 2009). Experiences can be

viewed through the sense of self, which is itself formed by experiences in early life (Edwards &

Edwards, 2017). In te ao Māori, whakapapa is intrinsic to the concept of self; through not only human

genealogy but the wider natural world (Sciascia, 2016). This is illustrated through the whakataukī “Ko

au te awa, ko te awa ko au – I am my river and my river is me” (Sciascia, 2016, p.69).
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Identity

In contrast to the self, the term identity can refer to a multiplicity of facades that one presents to

the world. These sub-identities are of the moment, constantly being re-interpreted in relation to

experience (Akkerman & Meijer, 2010; Beauchamp & Thomas, 2009). This does not necessarily deny

the existence of a whole self, but rather sets up an internal relationship between an individual and their

context-influenced identities. In professional teaching situations, this dialogue is important, yet not

always harmonious (Akkerman & Meijer, 2010; Edwards & Edwards, 2017). Teachers can hold

conflicting epistemological beliefs (Akkerman & Meijer, 2010), or different performative persona

(Pineu, 2004). It is the interplay between these aspects which creates each teacher's unique

professional teaching identity (Edwards & Edwards, 2017; Unrath, Anderson & Franco, 2013).

These tensions can be a catalyst for transformation. Through a synthesis of identities, a new

discourse can emerge, “with characteristics of both the earlier ones as well as new characteristics

unique to the...teacher” (Akkerman & Meijer, 2010, p.317). This process can be an empowering one,

as their knowledge of self or “realization of identity” (Beauchamp & Thomas, 2009, p.183) can create a

sense of agency, an ability to set appropriate goals, and bring about transformative action.

Role

In addition to internal aspects of the self, identity is also affected by others viewpoints (Thorton,

2012).This makes crafting an identity a social process, which,  similarly to learning, can be influenced

by cultural, socio-political and professional factors (Edwards & Edwards, 2017). For teachers, this

crafting can take place through reflective conversations within the “shared world of teaching”

(Akkerman & Meijer, 2010, p.314) and vary depending upon the role that the teacher is carrying at any

one time. These roles, professional and personal, can have a profound impact on who a teacher

defines as ‘me’.

The terms used to describe roles are powerful in their capacity to define and justify a person's

position and both reflect and shape their identity within that role (Thorton, 2012). For example, terms

such as teaching artist, art teacher, artist/teacher are played with in an effort to more accurately define

both the educator and their role (Anderson, Risner & Butterworth, 2013). The reconciliation of the

sub-identities of artist and teacher can be challenging (Unrath, Anderson & Franco, 2013), as

practitioners negotiate with themselves on how they view each role, and whether they forgo one for

the other, or reach a kind of symbiosis (Anderson, Risner & Butterworth, 2013; Thorton, 2012). For
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some, the two identities are so compatible, they do not distinguish their artist-self from their

teacher-self, and move fluidly seeing teaching-as-creative-practice (Thorton, 2012; Rogers &

Raider-Roth, 2006) and being seen as teacher-as-creative-practitioner (Unrath, Anderson & Franco,

2013).

In this research I mainly use the term artist/teacher to signal the equal importance of both the

teacher and artist. By combining the roles, a new ‘both/and’ role is created, allowing practitioners to

embrace the particular qualities of each as appropriate in their practice. By refraining from prioritising

either the artist (as in teaching artist) or teacher (art teacher, teacher of art) I aim to force a space

which allows for each to flourish.

Impact on Practice

Who we are influences what we do (Anderson, Risner & Butterworth, 2013; Unrath, Anderson

& Franco, 2013). This is an important understanding for teachers, as their teaching Identity will have

an impact on how they may internalise theoretical knowledge, and therefore how that knowledge may

shape their practice (Anwaruddin, 2015). Beauchamp & Thomas (2009) consider a strong sense of

self to be foundational in teacher development, and a key to successful practice. However each

teacher’s development is likely to be unique as they “situate themselves within their own socio-cultural

contexts” (Edwards & Edwards, 2017, p. 191).

Identity, Theory and Practice

The relationships between knowledge and pedagogy, theory and practice, and self, identity and

role echo each other in their complexity. With each the consequences for mis-alignment or

fragmentation can be both a sign of stagnated development and a catalyst for profound change. In

figure 8 I endeavour to explain these relationships. When the lens of theory and practice is placed over

a model of identity, the alignment of epistemology with the self shows how the central beliefs of what

knowledge is can be fundamental to one's core and more stable identity. Moving outwards, the

reciprocal nature of theory and practice is highlighted against the backdrop of one’s shifting identity

and changing roles. The correlation of a person's identity with their role echoes the connections

between theory and practice: each influences the other and can cause alienation, satisfaction or an

impetus for change.
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Figure 8

Identity, Theory and Practice

Young People in the Arts

I have addressed how the dialogical self theory of identity intersects with identity formation in

artist/teachers and its relationship with knowledge and pedagogy. I will now discuss identity in relation

to young people learning in the arts. The same model that suits an adult will, at least in part, suit an

adolescent, defined as a person aged between 10 and 20 years of age (Mead & Ellerbrock, 2018).

What is specific to this group however, is the development which occurs during this life stage and the

ways in which education in the arts supports that development. Following is a discussion of both these

issues.

Transition or Generation?

Adolescence in general, and youth identity development in particular, is largely seen as

transitional, where one moves through stages of being. Children have much biological and social

learning to do before they are able to experience the world, relationships and their own identity as

adults do (Mead & Ellerbrocl, 2018; Marcia, 1966). The in-between years therefore are often described
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as a linear progression from immaturity to maturity, with all the connotations which accompany these

concepts (Marcia, 2011).

Eric Erikson, an influential psychoanalyst in this field, laid out eight specific “developmental

crises” (Marcia, 2011, p.4738) which a person will go through during their lives. The adolescent stage

is characterised by identity vs identity confusion, when the young person will, in ideal circumstances,

emerge with a greater and more unique sense of who they are (Weiland, 1993). This model was later

built on by James Marcia (1966), who described identity formation in terms of commitment and

exploration, or lack thereof.

A counterpoint to this view of youth identity is a generational perspective. Instead of

considering young people's identity formation as a universally similar progression, it is viewed in light

of the particular generational conditions which uniquely shape people growing up in shared contextual

conditions. The argument asserts that there are distinctive experiences which affect a cohort of youth

and will continue to affect their lives into the future (Wyn & Woodman, 2006). This theory seeks to

remove the economic model of school-to-work or dependent-to-asset, from adolescent development

and critiques the view of adolescence experiences as static across time by fully placing young people

within their context.

Cultural considerations also impact on how young people develop and express their identity.

Whakapapa, for example, grounds rangatahi to their whanau and physical environment. Time spent in

ancestral spaces and participation in tikanga, strengthens whakapapa ties and young people's sense

of identity (Sciascia, 2016). In addition to cultural identity being passed vertically from ancestors to

young people, it is also able to be explored horizontally, through the choice of their own spaces and

interests, and in connecting with groups which are separate from their families (Solomon, 2013).

While transitional, generational and cultural ways of interpreting youth identity are useful in a

teaching environment, each contributes only part of the story. Seen as a transitional space,

adolescence can be approached as a perfect time to practice transformational learning in the

arts.When adolescence is viewed as generational and cultural, teachers are compelled to incorporate

‘in the world’ learning, and allow for the shifting knowledges that younger people will bring with them.

Art-making and Identity Formation

There are connections between the creative processes used in art-making and the formation of

identity. In Erikson and Marcia’s (1966) models for example, crises (opportunities to choose between
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alternatives), exploration, and evaluation of possible commitments, are important factors in realising a

more mature stage (Mead & Ellerbrocl, 2018). That these activities are also part of critical and creative

thinking, signals the concurrent learning potential in an arts context. Both identity development and

creativity in art-making can be considered as complex, iterative processes (Taylor & Robinson, 2009)

which involve not only an individual self, but their generational and cultural context.

An additional model that incorporates both youth identity and creative practice is the ‘Universal

to Unique Continuum’ described by David Henry Feldman (1980). This view of development includes

that which is experienced by all (universal), followed, non distinctly, by cultural, discipline-based,

idiosyncratic and finally unique (or ‘adult expert’) (Zimmerman, 2010). By couching identity formation

and art-making in these terms, a person is able to integrate that which makes their self, with their

shifting identity and societal roles. A multileveled-multidimensional framework is also helpful, as it

acknowledges a person's “global, national, local and personal-social” (Gholami, 2017. p.805)

identities, something which can be explored with nuance in an art-making context.

Youth identity and Teacher Identity - Relationship Through Art-making

Amongst the many relationships that complicate teaching and learning in the arts, the one

between teacher and student is seen as pivotal (Bishop, Berryman, Cavanagh, & Teddy, 2009). This

relationship is influenced by the roles which are taken up or assigned to each party and how these

relate to power structures and to identity development.

In addition to the role of artist/teacher, a practitioner must also consider what their role is in

relation to their students. While the traditional institutional role of teachers may be hierarchical, distant

and controlling (Taylor & Robinson, 2009), artist/teachers have the opportunity to “manifest their

identities as participants of communities of practice…” (Wenger in Stanhope, 2011. p.391). Modelling

their practice beside their students allows artist/teachers to give their students access to an adult-like

dialogue, supporting their emergent identity (Stanhope, 2011). For Freire (1998), this is a question of

authenticity, as teachers can not (and should not) attempt to disguise who they are. Indeed, it is when

there is harmony between the facets of self, identity and role that one is able to understand other

relationships most successfully (Freire, 1998; Lalonde, 2019).

Authentic positioning such as this is likely to be most successful when the learning relationship

is reciprocal, as with the concept of ako. Ako as a concept carries learning and teaching together,

allowing relationship partners to move between roles as is appropriate, as well as situating learning
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within a cultural context (Bishop, Berryman & Richardson, 2001). In this way, students and teachers

affirm each other's value (Lalonde, 2019), and recognise the whole person before them.

The cultural taonga which learners bring with them into a learning environment may or may not

be familiar to others and their teacher, as young people carry with them disparate and rich facets of

individual and cultural selfhood. Awareness of these facets is an important factor in the relationship

between teachers and students, as is allowing young people to be “cultural experts” (Buffington, 2015,

p.8), whether that be generational, ethnic or political culture.

The key aspects of the teacher-student relationship described here are authenticity and

reciprocity, with an underlying expectation of equity. A community arts learning context therefore

should enable all participants to be who they are, where they live and with equitable opportunity to

share their artistic voice. How artist/teachers practice this ideal is the subject of much of the following

discussion.

Summary

Knowledge, teaching and learning, and identity are alike in having complex, multifaceted

structures. While traditional arts education may have prioritised one aspect over another, or treated

divisions as static and impenetrable, this discussion has described an alternative model. Rhizomic and

enmeshed, these conversations with theory have shown how interconnected and fluid the nature and

experience of arts education can be, for the artist/teachers and for young people and their community.
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Part Two  Research: An A/R/Tographical Process

This research explores relationships between the theory and practice of teaching in community

based youth arts programmes. In collaboration with participants, I used a/r/tography methodology to

investigate the experiences of community based artist/teachers. In order to grow understanding of the

connections between pedagogies, context, methods of implementation and perceived outcomes. This

work is intended to support artist/teachers to develop their understanding of praxis, and improve their

delivery of future community arts programmes. These objectives are framed through the questions of -

‘What are the connections between pedagogical theories, learning theories, and teaching practice in

community arts programmes for young people?’ and ‘How are these theories experienced by young

people and artist/teachers in action?’

Rationale

The arts and arts-based learning experiences have been found to be excellent foundations for

empowering young people, developing their identities, their sense of belonging, and ability to engage

in dialogues with their communities (Atkinson, 2018; Biesta, 2017; Mezirow, 2018; Peters, 2015).

Pedagogical and learning theories support the use of process-based arts education for these

purposes. What is lacking however is support and resources for artist/teachers to fully implement open

and process-based experiences that are embedded in context, and supported through dialogue. In

particular there is a need for collaborative, practice-based development, that makes explicit the

pathways between theoretical ideas and lived experience.

Methodology and Approach

The research was approached from an interpretivist position, emphasising constructed, active

knowledge. It involved a qualitative, a/r/tographic methodology where knowledge is built and rebuilt

through artistic, pedagogical and collaborative practices. A/r/tography is a form of action research, an

ongoing inquiry that blurs the lines between beginning and end, not seeking resolution but possibilities

(Iwrin, 2008). The artist, teacher, and researcher in a/r/tography exist in relationship with one another,

and use the tools each of these roles offer.

This methodology aligns with process-based arts pedagogy, allowing participants to be

‘subjects’ as opposed to ‘objects’, as described in Freire’s (2009) critique of oppressive learning

systems. So, this approach allowed for a nuanced and complex generation of data, providing space for
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participants to fully engage in shaping findings. While the research did involve theoretical discussions,

it was mostly concerned with how theory interacts with real-world experiences. Adopting a/r/tography

methodology entails a rejection of the separation between theory and practice, and instead the

activation of an in-between open to exploration. This space has allowed a thorough investigation, from

multiple perspectives, on the theory-practice relationship within arts educators (Marshall & D’Adamo,

2011). Additionally, similarly to process-based arts pedagogy, a/r/tography is reflective, relational, and

transformative, a complex process of embodied, living inquiry (Springgay, Irwin & Kind, 2005). The

new knowledge generated is intended to support a better understanding of how theory is applied and

experienced in context and what supports artist/teachers in doing this.

Complementary to this treatment of participants as active and empowered subjects, this

research also embraces its subjectivity (Fielding, 1996). One of the ways this has manifested is within

the relationship between researcher and participants. As a dynamic and central interaction, this

relationship shaped the way knowledge was received and interpreted. Similarly the contexts -

situational and social, bent the data in a unique direction. An openness to subjectivity allows for

collection of difficult-to-code knowledge such as “intuition, instincts, insights, apprehensions, attitudes,

hunches and impressions” (Fielding, 1996, p.13). These are important aspects of arts education, vital

to the creative process, and often the focus of artistic exploration and interpretation. Therefore, as

these subjectivities harmonise with the core themes of process-based arts pedagogy, they are not

problematic but rather are acknowledged as vital lenses through which to investigate the research

questions.

Research Design

Design Form

The research design drew principally from a/r/tography, a form of inquiry-based action research

that intersects art, research and teaching (Irwin, 2008). A/r/tography can align with action research,

using a cyclic, almost spiral-like in structure (Jennings, Scantlebury & Wolfe 2009) (see table 1). As

such, the stages of the cycle feedback, blending into each other, and in the tradition of Deleuze,

knowledge becomes nomadic (Sinner, 2010). An activity or method can both generate and analyse.

For example, participants made collages that revealed their experiences with theory and practice;

generating data, but also making deeper connections across each other's experiences, leading into

analysis. Another method, art journaling, was used as a tool to help clarify ideas and engage with
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reflections throughout. Insights discovered in this way became data or analysis via written reflections

and photographic artworks. This ‘slow walk’ with new knowledge is described by Blake Smith (2018)

as “illumination of the past in the present...: the looking back, the edit, the unfinished, and the act of

returning as an act of knowing and not knowing” (p.73).

Action research, particularly using a/r/tography methodologies, has a similar process arc to that

of art-making (Vaughan in Gerstenblatt, 2013). Consider the act of being present with an artwork,

made and seemingly resolved, only to find it generates further questions to explore and test, a deeper

understanding of the initial query, and often, insight into the artist themselves (Butler-Kisber & Poldma

2010). Similarly, action research moves through beginning and endings without sharp definition. The

researcher will take data generated, and through analysis find further questions revealed, and further

data to then analyze.

Table 1 outlines the stages one to three for this study. The fourth stage, action, is outside the

scope of the research. In a full cycle however, this stage would be based upon the learnings gained in

the preceding stages, and generate further data for a new cycle.
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Table 1

Action Research Cycles
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Context. The context for this research was community arts education practice  in Auckland,

Aotearoa New Zealand. This focused the research on practice that is urban, localised and, for the

most part, outside national, formal institutions and systems. The research is intended to inform and

enhance the design and delivery of community arts education programmes, therefore data generation

was situated within artistic practice. Centralising practice in this way allows for reconstruction of theory

and creates an embodied space for inquiry (Eikland, 2017; Irwin & Springgay, 2007). Data Generation

was conducted primarily through an arts workshop with artist/teachers to collaboratively generate and

later analyse data. The workshop also provided a professional development opportunity for

participants.

Participants. Four artist/teachers were recruited. They were: working in the community,

outside formal schooling; in Auckland; working or worked with young people (aged 13-20); reflective

practitioners; and process-based art teachers who see value in art as a connective, empowering

action.

There are many different factors that determine how one teaches, and the age and

developmental stage of the students is a fundamental one. According to Thomas Ziehe (2018), there

are recurrent themes that influence each generation of youth, creating a unique setting for Praxis.

Therefore, while it is not unusual for community art teachers to have experience working with a range

of ages, it was important to this research that young people are or have been a focus of their practice.

Practitioners needed to be able to draw from their own experience and make connections

between their ideas of teaching and their practice. Reflective teachers should be able to engage in

deconstructing their own thinking and actions, and be able to support others to do the same (Mezirow,

2018).

As the focus of the study is on how to connect learning theories with practice, it was important

that the participants have a widely similar attitude towards art teaching. This allowed the focus to fall

not upon the vast differences in theory, but rather how shared ideas are actioned. Forefronting the

values of a process-based pedagogy created a safe space for participants to discuss their individual

approaches as a “praxis community” (Eikeland, 2012, p.38).
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Recruitment. Participants were recruited purposely according to the above criteria, with

additional ‘snowball’ recruitment. Invitations were sent via a third party to artist/teachers known to the

research team, and through community arts organisations.

Research Methods - Data Generation

A/r/tography incorporates elements of educational action research, and contemporary arts

practice, striving to perform “theoretical, practical and artful ways of creating meaning” (Irwin &

Springgay, 2007, p.116). There is a coexistence between traditional qualitative methods and artistic

practices, all directed towards an ongoing critical understanding. Detailed below, according to the

stage within the action research cycle they most align with, are the methods used in this study. These

methods provided relational knowledge within the context of its creation, and allowed for the

development of themes, new insights and possibilities. See table 2 for an outline of the workshop

activities and points of data collection.

Table 2

Research Activities

Activity Form Source Analysis Method

Workshop option Distance option

Art journal, ongoing Artistic reflection
- Visual & written

Researcher as
artist

-

Discussion of stated theoretical
underpinning of teaching and
artistic practice

Dialogue Artist/teacher
participants

Reflective
Journaling
Creative Writing

Identification of
Key Themes

⇩

Participant
Photographs

⇩

Collage

Identification of
Key Themes

⇩

Participant
Photographs

⇩

Collage

Visual All participants
Creative writing
-participants

Critical Thinking
Framework
- researcher

Creative writing
in response to
collages

Creative writing
in response to
collages

Written All participants Critical Thinking
Framework

Barriers and
enablers of
praxis
assemblages

Guided drawing Visual Artist/teacher
participants

Critical Thinking
Framework
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Throughout all stages

Art Journal. Art journaling, incorporating photographic images, digital collage, concept maps

and text, was used as a reflective tool throughout the research. The act of expressing experiences and

theories with imagery and metaphorical processes assisted in giving direction and clarity to the data,

and stood as a record of the research journey. Visual reflections were made as a response to the

workshop and online activities, and sought to bring forth the unconscious into the conscious (Mezirow,

2018). This form of reflection provided a record of complex sensations and perceptions, in order to

better analyse and critique the symbolic context (Marshal & D’Adamo, 2011). Written and visual

reflections were prioritised, repositioned and resituated through further image making as part record

and part interpretation, in order to “reveal knowledges, including some which are unspeakable...”

(Reader, 2012, p.419). This stage consisted of initial work to more deeply understand the research

questions and the subjective experience through which they were to be answered.

Figure 9 Figure 10

Journal: Seeds Journal: Bowie Generator



37
Stage 1 - Understand Focus

Theoretical Discussion. Key theoretical statements were used as a provocation for an

introductory conversation, kick-starting a reflective process and introducing a shared theoretical

language from which to draw during the arts workshop. This was an important step, as while many

artist/teachers develop sound pedagogies, their opportunities to discuss these with colleagues are

limited, even in New Zealand's biggest city. Artist/teachers working in community settings can be

isolated, often working in small teams within public galleries, independently, or in siloed collectives.

The collaborative involvement of practitioners in this research is an important part of developing praxis

as a relational, co-created and active understanding, using dialogue as the path, or ‘Tao/way’ towards

insight (Eikland, 2017). The dialogue took place over an hour and a half, through a zoom call with

three of the four participants. The discussion allowed each of the artist/teachers to share their ideas

and experiences, and was transcribed by the researcher.

Figure 11

Zoom Conversations

Stage 2 - Data Generation

In consideration of the complexity and subjectivity of both the research questions and research

design, data generation was multi-layered, with data sourced from a variety of viewpoints. These

perspectives came from participants and myself, each of us drawing upon our roles as artists,
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teachers, learners and researchers. These aspects could be considered as threads gathered, or, to

use a more apt camera-based analogy, as angles of capture, turned towards our teaching practices,

cycling through the lenses of artist, teacher, and researcher.

The generation of data in the workshop occurred through ‘critical conversations’, using spoken,

written and visual language, taking the form of artworks and arts-based explorations of ideas and

experiences (see table 2). These conversations occurred between each other, within ourselves, and

across time and experience.

Figure 12

Making
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Figure 13

Journal: Collages Collide

Collages. In order to collect their views and experiences of arts education, participants were

directed to make a photography-based collage that reflected an aspect of their teaching and learning

journey. This was preceded by a discussion of the theories that underpin their work, during which key

themes were elicited. Participants made a stand-alone photographic image in response to one of

these themes, giving a point of departure to investigate in the collage. This process prioritised complex

and reflective understandings of being a teacher and/or learner in the arts, and gave an intuitive visual

representation of the process of teaching and learning in relation to theoretical ideals (Gerstenblatt,

2013). During analysis connections were then drawn between practice and theory.
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Research Methods - Data Analysis

Stage 3 - Data Analysis

Analytical methods initially considered each conversation as is appropriate to its form. For

example, data generated as collage was analysed as collage; interpretation prioritised the materials,

processes, iconography and providence unique to collage. Creative writing, reflections and

photographic images were treated in a similar fashion. However, synthesis of these interpretations

then allowed a ‘weaving’ of the ideas beyond their original forms, creating new imagery and insights.

Specific examples follow below.

Interpretation of Artworks  - Creative writing. Collages were analysed by participants

through stream-of-consciousness word generation and poetical interpretations. This example of free

writing can be used as a way to circumvent linear logics, eliciting fresh ideas (Butler-Kisber & Poldma

2010). The insights gathered from this process were used to make connections between practitioners'

experiences of their theory-in-action.

Figure 14

Translating
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Table 3

Critical Thinking Process

adapted from Auckland Art Gallery primary and secondary schools framework (2016)
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Interpretation of Artworks  - Critical Thinking Framework.

Artworks were analysed by the researcher using a critical thinking framework (table 3) built

from elements of learning theory and interpretive models. This form of analysis is situated within a

pedagogical practice of connecting and empowering learners through a clear process of generating

and communicating ideas.

Visual texts were described, interpreted and evaluated using visual and written language. For

example, description level analysis of collage entailed observational drawing, word generation, and

photographic documentation. Interpretation level analysis looked for connections across texts and

personal experiences. This included artist/researcher-made collages, conversations about the

meanings both intended by the maker and interpreted by other participants, and isolating and

recombining elements of the collages (Gerstenblatt, 2013). Evaluation level analysis involved

embedding the work within its contexts and value systems. One tool used to do this was concept

mapping (Figure 15), a visual/textual action that can give more insight than image or words alone, and

is designed to draw out and rebuild conceptual relationships (Butler-Kisber & Poldma 2010).

Figure 15

Concept Map: Relational
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Underpinning this framework are thinking routines, such as those commonly used in gallery art

education: ‘what do I notice’ followed by ‘what does it remind me of’ and ‘what do I see that makes me

say that’. When paired with an ‘object/subject/context’ framing (a consideration of a works’ material,

conceptual and contextual elements), these provocations led to creation of artwork or prose that

connected to knowledge in new ways while remaining grounded in data.

Ethics

The study was guided by the principles of autonomy, benefiance, non-maleficence and justice,

in line with the University of Auckland ethics requirements. Examples of these principles in action

follow.

Participants were given autonomy through free, informed consent, and clarity over the

research processes and their own position within them. The research process aimed to be of benefit to

the participants, both as they experienced it, and through subsequent gains to the community's body

of knowledge. Non-maleficence was demonstrated through a duty of care undertaken for each of the

individuals, especially if they chose to discuss vulnerabilities or perceived failures in their practice.

Finally, as an act of justice, all participants were given appropriate time and space to consider and

share their views and experiences.

These principles, and the nature of the participants as a collaborative group within a small field,

meant consideration was taken not only of procedural and situational ethical risks, but also of

relational ethics. This dimension of ethics includes aspects of authenticity and mutual respect (Ellis,

2007). The reflective methods used in this study aided in dealing with the “changing relationships

with...research participants over time” (Ellis, 2007 p.4). Authenticity requires an acknowledgement of

the researcher’s biography and position within the study. Participants also brought their own

experiences with them, and were encouraged to draw upon that which fundamentally shapes who they

are, and how they approach their teaching practice professionally and personally.

In light of this, there was a continuing process to reflect purposefully upon what roles the

participants and I were playing. This is particularly important within an a/r/tography framework that

necessitates moving between roles, as these different roles also infer different power relations and

ethical responsibilities. As a teacher, I am the participants' colleague, working together to understand

our profession. As a researcher however, there are questions to answer and data to report on and as

such, my colleagues become subjects. In this environment, insider/outsider terms begin to lose their
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distinction. I am an insider, researching through the lens of my own practice, yet this declaration is not

complete, and changed throughout the research process (Coghlan & Brydon-Miller, 2014). Discussion

of the mitigation of some of the relational ethical risks involved with this study follows.

Professional Codes and Standards

In support of the University of Auckland's code of conduct, the Aotearoa New Zealand

Teaching Council standards (2021) helped to guide the professional relationships of participants in this

study. While the researcher and participants may or may not be registered teachers, this body most

closely aligns with the position of community art teachers. Teachers are expected to “engage in

professional, respectful and collaborative relationships with colleagues” (p.10), and this research will

support “learning-focused collegial discussions” (p.18). The codes and standards also require teachers

to engage with their teaching practice through inquiry, reflection, and critical examination, as well as

being informed by research. The research design supports these aspirations. A collegial atmosphere

was created at the discussion session and workshop through the use of opening and closing activities,

professional language, and clear expectations.

Recruitment

As It was likely that potential participants could be past colleagues or acquaintances, a third party was

used to make contact and ensure consent was given freely without implications of obligation.

Confidentiality

Confidentiality is affected by both the research design, and the teaching community. Firstly, as

most data was generated within a group environment, each person shared the others’ contribution.

Secondly, the community of artist/teachers in Auckland is not large, and there were loose connections

between participants. These factors mean strict confidentiality could not be assured, however

participants were expected to adhere to their professional standards and refrain from sharing

inappropriate details of discussions and activities, signing a consent form to agree to these standards.

Within the write-up of the thesis itself, participants were given the option to be de-identified or to be

named. All chose to be identified by their first name.

Data

Data generated by participants was in the form of visual art (collages, photographs), creative

writing, and audio recording (dialogue). The visual and written data was photographed for collection,

and the audio recording transcribed. Participants were offered the opportunity to see transcripts to
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check for accuracy of their own words. Participants were also offered to check and correct the

documentation of any individual visual or written data. They were given two weeks from receipt to do

this. Participants were also offered the opportunity to confirm their request to be identified and linked

to their data at this time.

Data will be stored in an appropriate manner by the university for six years. As this is an action

research project, the data is part of a cycle of learning, and may be referred to again in the future as

part of that cycle.

Compensation and Ownership

Participants were provided with materials required to participate in the study, and refreshments

were available during the workshop. Artistic creations made explicitly for this research remain in the

researcher's ownership, however after sufficient documentation had been made, participants were

offered  their original collage to be returned to them.

Dissemination and Publication

Participants are to be provided with the finished thesis should they request. Data may be used

in future publications, de-identified as possible. In the case of artworks, participants may opt to be

identified as artists in any future publications.

Limitations

Pandemic ‘New Normal’

The impacts of the Covid-19 pandemic and accompanying changes to social behaviour pose

challenges to arts-based research. The research design was flexible enough to accommodate

restrictions on gathering, and accompanying changes to home and work commitments at short notice.

The workshop took place at Level 2 restrictions, and appropriate measures were in place to ensure

social distancing. The need for this flexibility led in part to the decisions to exclude youth as

participants, and to build-in virtual technology.

Scope

Action research is ideally cyclic, repeated and continually renewed. An important stage that is

outside the scope of this thesis is the fourth stage ‘action’. This is where the research data is

embodied in a responsive plan that incorporates and evaluates the findings. The action stage of this

project could, for example, consist of a process-based community arts programme for young people.

The opportunity to embody the in-between explored during the research would allow understandings
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to either become enriched or be brought into question, continuing the cycles of action research

(Butler-Kisber & Poldma 2010; Leavy, 2015).

Youth Voice

I would also like to acknowledge the absence of youth voices in this project. It is important to

understand the perspective of those being taught as part of understanding teaching practices. In this

instance however, it was not feasible to involve multiple participant groups with the depth and care

required within the perimeters of a masters study. A follow up project involving young people, such as

the one described above could be an opportunity to fill this gap.

Context Specific

This research is intentionally narrow in its context, in terms of geography and time, but also in

the community of participants approached. While it may be possible to extrapolate generalities that will

be transferable, it is expected to primarily relate to community arts teaching in Auckland.
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Part Three Generation: Unfolding the Data

Waypoints

Like beacons that light the way through a dark night, or a crack in the wall from which to view a

play, the following section reveals the data which will illuminate elements of the theory practice

relationship in community arts education. Taking the form of conversation, poems, collages and

photographs, from the participants and myself, these waypoints are used to build a better picture of

our experience in this field as artist/teachers. Following a critical thinking process, the data is

described and interpreted using visual and written methods.

Dialogue and Poems

The dialogue took place over an hour and a half, through a zoom call with three of the four

participants. The discussion allowed each of the artist/teachers to share their ideas and experiences,

and was transcribed by the researcher. The transcript was mined for words and phrases which related

to each of the four aspects of process-based arts pedagogy; the most pertinent ideas were captured in

a list of 29 words (table 4) for use in the follow-on workshop.

Table 4

Foundational Words

Support Acceptance Agency Play

Connection to
objects Engaged Senses ‘Being’ Spiritual

connection

Wellbeing Risk Taking Seeing Multiple
Perspectives Challenge

Storytelling Transformation Intense experience Community

‘Knowing’ Problem Solving In relationship Flowing

Healing Authenticity Flexible thinking Being valued

Making Sense of the
world ‘Doing’ Safety Individuality

Openness
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Workshop Overview

The list of 29 words/phrases were offered to participants to categorise and prioritise in a way

that showed what they thought was an important and interesting part of pedagogy to investigate.

These ideas were translated by participants in photographic images. The words and accompanying

photographic images which follow below were the catalyst for participants' reflective collage work.

Figure 16

Being: Tim
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Figure 17

Connection to Objects: Margaret
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Figure 18

Play: Geva
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Figure 19

Movement: Cath
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Collages and Creative writing

Participants then created a collage work based around their images to portray their experience

with these ideas in practice. They could draw from a specific event or multiple events. The last stage

of the workshop saw the participants generating words in response to the collages (each person

analysed two collages, not their own) and, in pairs, built a short poetic sentence from their shared pool

of words.

The collages and poems provided a catalyst for a conversation on each piece, which served to

clarify any intended or unintended meanings or context which was relevant for understanding the

participants intentions. These conversations helped guide and check the analysis which followed. The

collages and poems follow below.
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Figure 20

Tim’s Collage

Open Arms

Mythological tension branching out yet contained in fragments of stratosphere.
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Figure 21

Geva’s Collage

Crumble, crumple, crackle. Attenuated chase

Flight spell

Chase the twisty nose

See stripes sticks spell
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Figure 22

Cath’s Collage

Dark eyes present basange [drifting] worlds

Gramble package scraps

Memory balls

Special surprise,dark eyes. Drift memory eating grill-gramble package scraps.

.
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Figure 23

Margaret’s Collage

A Cure

Frayed fish in plastic, spilling toothpaste into an industrial tooth
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Un/Tangling

Analysing the data began with the participants and continued with my self as the artist and researcher,

with the teacher providing a reflexive, grounded voice. As figure 24 illustrates, these three aspects of

a/r/tography and the three aspects of knowledge - know, be, and do, framed the analytical process.

This section begins with a journal entry describing the process, using the language of an artist. It then

moves into a researcher-directed area of critical analysis of the participants' contributions. The section

finishes with two in-depth interrogations of images and language, where meanings are connected and

elaborated on.

Figure 24

The Artist is

Wayfaring through the lens

According to Ingold’s concept of meshwork, organisms can be understood as “an unbounded

entanglement of lines in fluid space” (Ingold, 2011, p.64). Understanding teaching practice in this

context is troublingly complex, particularly when I seek the concrete from the abstract. However, the

roles with an a/r/tography research framework provide a map for this work. The artist speaks to the

teacher, and the researcher overhears, or to put it another way, I “observe while doing” (Maililang,

2017, p.10). Therefore I can move between complication and simplicity with some degree of structural

integrity.
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The following journal entry is a response to being in this entanglement, and seeking a way

through. I was particularly considering Ingold’s ideas of meshwork, wayfaring and entanglement,

a/r/tography practices and the consequences of incorporating an autoethnographic aspect to my

research process. The collage is built from photographs I made in response to the know/do/be view of

knowledge, and texts and maps from family history as well as items selected for their material

qualities. The process of photographing the collage however overtook the work itself, and it is this

process I describe below.
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Figure 25

I Start With a Description

I start with a description.

I assume I can be objective;

get everything in frame, with no excess,

nothing else.

I am perched overhead, with a birds-eye

cartographic view.

All is evenly lit,

nothing is privileged, centred or

unfocused.
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Figure 26

But Then I Notice

But then I notice…

I wonder what if?

And move gently into an interaction with the

sunlight, as it creeps across the floor.

This changes the feel, the shape, contrast is

added, direction, Decisions.

The camera must compromise.

I can feel it,

light or dark?

Is there balance here, or?...
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Figure 27

Can the Light Illuminate? (Triptych)

Can the light illuminate only
in a dance with the shadow?
The whole is too
complex;
complicating

and
replicating
without space for a
reflective rest.
When the image is seen in slivers,

it catches my eye into the details,
the little interactions,
both
in motion
and �ixed.
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Figure 28

A Weaving of its Own (Triptych)

The lens begins to �ind a weaving of its own,

between sunlight and shadow,

among the collage materials.
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Figure 29

A Quiet Space in Three Parts (a)
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Figure 30

A Quiet Space in Three Parts (b)

I arrive at a quiet reflective space, where material, line, light and form are in

balance. Small details are singled out through focus and position. It is easier to rest

and wonder in these images. The picture is in pause, movement coming from the

eye sweeping across it. The observer becomes like a flowing river, while the

photo takes the role of one resting upon the bank.

Figure 31

A Quiet Space in Three Parts (c)
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Figure 32

Abstraction

Here is a point of pure abstraction.

There is no more meaning,

no little moments captured.

The shapes, line and light echo each other

but do not cohere.

No imagery is obvious,

nor is there direction or orientation.

I start to see twisted vines, a spider web,

and birds.

Maybe here is the part of the spiral/cycle where more questions are raised and

research begins anew.
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Analysis of participant’s collages

Each collage was photographed extensively, and these photographs then peppered with descriptors of the formal elements, (e.g. colour, tone,

texture, composition) and connections to meaning provided solely by the visual language. They were then analysed more deeply through the use of word

play - using the participants' own words from transcripts and written notes, and through the researcher’s visual response. The back - and - forth between

visual and written language, description and supposition, poetry and critique, enabled my intuitive response to connect with evidence and the data to

continue to evolve (see figure 24).

Tim.

Figure 33

Tim: Focus Statements, Participant Photograph and Transcript of Dialogue (Participants Words Only)
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Figure 34

Tim: Interpretation of Each Area of the Collage
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Figure 35

Tim: Poetical Sentence or Fragment of Dialogue
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Figure 36

Tim: Researcher Collage and Poetical Response
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Discussion: Open Arms. Using a remembered teaching event, this collage was created by Tim in response to his ideas of agency, material

connection and engaged senses leading to a state of ‘being’.

Being open, as seen in the open arms of the boy, and the exploded central elements is a vital part of this story, connecting Tim’s theory and

practice. The collage shows openness as something to ‘hold up’ creativity, the boy reminiscent of the mythological Atlas holding up the sky, or of prying

open a gap in space such as Tāne Mahuta. The central ‘explosion’ is constructed with white fluff atop a cyanotype of shattered shapes. Interwoven

among these are strands of twine, red netting and torn symmetrical snowflakes. This reminds me of both atomic-level and stellar energy. The act of

opening that is depicted here links in my mind to the deep knowledge that comes from truly connecting to materials, ideas and people.

There are two planes in this image, one reading as a landscape with a division between earth and space, the other running from left to right as a

person travelling along the page. This second plane could be read as a journey. Starting as a non-entity, or unknown, one-dimensional person, or even a

wairua of a person or an idea waiting to be incorporated. It is unsure and hesitant, yet when it ‘passes through’ the explosion it becomes full of life. The

image is now of a multi-faceted being, corporeal - boy and girl, as well as spiritual, as seen by the shadow figures. The transformation seen here could be

read as one who has gone through an experience of agency, material connection and engaged senses and is now fully ‘being’.

The yellow arc is a gestural mark, stretching across the top of the collage, enfolding or protecting that which is below. The bright stroke has been

interrupted somewhat through rubbing, yet it retains its shape. Reading the collage as a landscape, the arc acts as an umbrella, or an encapsulating

dome, keeping the art-making environment safe and secure, allowing the chaotic or dangerous activity to be contained. Read as a journey, it is an

element of the collage that stretches across both ghost and child, creating a bridge between the two states.
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Geva.

Figure 37

Geva: Focus Statements, Participant Photograph and Transcript of Dialogue (Participants Words Only)
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Figure 38

Geva: Interpretation of Each Area of The Collage
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Figure 39

Geva: Poetical Sentence or Fragment of Dialogue 1

Figure 40

Geva: Poetical Sentence or Fragment of Dialogue 2
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Figure 41

Geva: Researcher Collage and Poetical Response
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Discussion: How Play Leads to Transformation. This collage is made from a base that has been altered. As the only directly supplied element

of the work, the deliberate re-forming of it reminds me of the need to reform the existing structures within an art teaching practice. As an educator or

participant, these structures are needed as a foundation or starting point, and so the practice of re-forming is not always an easy one, but one that

enables greater and more diverse possibilities to emerge.

Geva has used materials that have joyful connotations for her. The natural and repurposed materials are comfortable and spark interest to her as

an artist, in addition to reminding her of joyful art experiences as a teacher.

The suggestion of movement is created through two main elements, the yarn and the vertically cut and spaced paper. In the case of the paper, the

image appears to flow across the page, gently shifting shape, keeping it’s integrity despite the gaps. The yarn however starts as a tight spiral but ends

dispersing into the fluffy cloud-like material. Both these elements explore the process of play leading to an unknown outcome. The gaps in between the

paper exaggerate and call attention to the effect of time upon a creative process, whereas the line the yarn takes reveals the re-visiting de-tangling

enmeshing that may occur.

The upper part of the collage shows a crumpled, folded print reaching outwards. The image on the paper is the source photograph for this work, a

kaleidoscopic picture of a grid of squares. The base here is cut and frayed, and the daffodils and grasses are glued together among one another. The

relationship between these elements gives some insight into how Geva might integrate her theory into practice by allowing theory to alter the structures

around her, and to be in concert with her context. The theory is not unchanged however, but shaped and responsive to its environment, adding to the

unpredictable spillage from rectangle to fractal.

A circle, existing as positive and negative space; as the thing, and the absence of the thing; the beginning, and the end. This repetition and

mirroring reminds me of the spirallic nature of learning, as we progress, covering the same ground again and again, each time subtly changed. I am also

reminded of portals, something mentioned during Geva’s conversation early in her making process; in this case play acts as the portal to transformation.
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Cath.

Figure 42

Cath: Focus Statements, Participant Photograph and Transcript of Dialogue (Participants Words Only)
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Figure 43

Cath: Interpretation of Each Area of the Collage
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Figure 44

Cath: Researcher Collage and Poetical Response
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Discussion: Story-telling, Movement and Connection to Objects: Make Sense Of The World. Cath has not simply made a static single-paged

work, but an interactive and inviting collection. This is reflective of her desire to provide choice and agency in her practice. Each ‘prop’ a possibility or

potential to spark an artistic response.

The comic-strip links to her ideas of storytelling, and of movement. This comic shows an active scene including play in the environment. It is

interrupted and challenged however, through the use of covering material, some transparent, but others opaque.

The most simple addition to this work is the blue tissue paper, placed outside the collection as a base or background. It highlights the maker's

process inclusive of experiments and rejections. Its inclusion suggests a willingness to accept mistakes, and to include every element as part of critical

reflection.

The references to looking/seeing appear in two forms: as a row of eyeballs and as a fragment of text. Here Cath connects to her struggles to build

a trusting relationship with her students, to get them to cease looking to her as a source of absolute direction, and to ‘see into the dark’ of the unknown.
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Margaret.

Figure 45

Margaret: Focus Statements, Participant Photograph and Transcript of Dialogue (Participants Words Only)
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Figure 46

Margaret: Interpretation of Each Area of the Collage



82
Figure 47

Margaret: Poetical Sentence or Fragment of Dialogue 1

Figure 48

Margaret: Poetical Sentence or Fragment of Dialogue 2
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Figure 49

Margaret: Researcher Collage and Poetical Response
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Discussion: An Activated Object. Margaret anchors her collage with ideas of materiality and process, with the conviction that an object can be

imbued with meaning and intention. Her discussion focuses on the act of making, the all-immersive event that is cognitive, corporeal and interdependent.

The making of the collage was peppered with Margaret’s self-narration, one which kept concerns of balance and intention at the forefront. It is

through the process of working individually, with others, that this art object has been activated. That is to say, given meaning and purpose from the

maker, as well as taking on meaning and purpose well after the last mark is made.

The structure of her collage, with its central spine and balanced composition, is representative of the strength that comes from these ideas. The

absolute non-compromisable ‘givens’ of her theory-in-practice.

In contrast to this, the curled papers, while securely lined up in an even row, are light and varied in length and form. Like the tentacled arms of

neurons, or the tendrils of vines they reach towards ‘something else’ in hopes of a connection. They spiral too, suggesting revisiting ideas, or as koru,

regenerating through life stages.

Seen as a waterfall, it flows, full of life and energy. Not necessarily in control, but with the guiding lines of a bank to give direction and speed. This

reminds me of the creative burst restrictions can offer, and the potential of time and environment to build a creative atmosphere.

Seen as a machine, however, I am instead drawn to the complexity of the practice. Everything has its place and is in connection with the whole.

The information flow is filtered and recombined, dismembered and reassembled. The red shape as the principle object, is transformed, becoming the

moulded blue sculpture - more real, more nuanced, and something one could take, hold in one’s hands and relate to.
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The descriptive and interpretive analysis above provided rich information for the following evaluative
level synthesis (see table 3).

Metaphoric Analysis

Participants explored their experience of theory-in-practice through collage, a technique which

is rich in metaphor. Metaphor is a vital tool in translating between visual and written language and

within collage in particular, enables an embodied encounter of  “experiences rather

than...representation” (Springgay in Plakoyiannaki & Stavraki, 2019, p.3). Thus multiple nuanced ideas

can be described fairly succinctly, without sacrificing related contextual, intuitive or logical concepts.

This method also allows for movement between the abstract and the concrete (Bulter-Kisber, 2019;

Freire, 2009), as well as other ‘binaries’ such as “thinking and doing, interpreting and making” (Holman

Jones, 2018, p.9), a process that has been ongoing throughout the creation and analysis of the

collages. I discuss below four techniques or art principles and a possible metaphorical interpretation of

their use.

The backing card is a structural system

Each participant was given an A4 and A3 piece of cartridge to use as a base for their collage.

The cartridge is off white, medium weight and generic. Two participants either altered or went beyond

the shape in a significant way. I find this significant, as the underlying expectation behind the provision

of these materials would be to use them as given, either through the subtle yet strong implication that

it was the ‘correct’ choice, or by participants simply not considering alternatives (Dewey, 2016; Ryan,

2014). This metaphor therefore is found both in the art objects themselves, and in the participants'

making process.

I decode these actions through assigning meaning upon the cartridge, using it as a metaphor

for systems and structures. There are two principal reasons that this metaphor is apt; firstly, the

cartridge gives physical structure and form to the rest of the collage materials, its size and shape are

barriers and templates for the creation of what should be unique responses (Freire, 2009; Mackenzie

& Wolf, 2012). Secondly, considering the decision making process of the participants within a

particular environment, systems of heiracties and norms will have an influence over decision making

(Rolling Jr., 2010; Senge, et al. 2015). Therefore, being given the cartridge to use and then using it

as-is or not, highlights the complex relationship between teacher and student, and expectations of

conformity within a learning environment.
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The two participants whose work reveals this metaphor most clearly are Cath and Geva.

Responding to their beliefs around agency and play, they were able to enact the qualities of risk taking

and being open in themselves, showing they are practiced in embodying their theories-in-action.

Geva (figure 21) cut off pieces from her cartridge, and reattached them altered. In doing so she

transformed the existing structure, allowing her the space to explore new structures. While growing

confidence through play was one of the themes Geva explored in this piece, the resulting object has

areas that are messy, jagged and uncomfortable, suggesting that reforming structures is not an easy

process (Eisner, 2012). Cath (figure 22) did not let the cartridge restrict her choices, rather she created

many collages, with a large variety of materials.These she collated rather than assigned a place or

order. This communicates how she enacts agency within her practice, setting aside hierarchical

systems and creating an active environment through her positioning of materials.

Movement Is Process And Transformation

Movement is depicted in all participants' collages, in imagery, such as comic strip pages,

through compositional elements like directional lines, and with techniques such as curled paper. While

movement is already metaphorical when referring to a static object, it is an established principle of art,

used to describe how the formal elements of an artwork work together (J. Paul Getty Museum, 2011).

The metaphor therefore is able to be extended with further layers of meaning.

Movement in this case is a metaphor for process and for transformation. Process as a

pedagogical tool requires seeing learning as active, as something one does, rather than a static object

(Freire, 2009; Gulliksen, 2017; Irwin & Chalmers, 2007). This makes movement a natural metaphor for

process. The movement used by the participants is often shown through change, which implies a

journey, a passing of time, and the transformation of people, things and contexts during that time.

The explosion in the centre of Tim’s collage (figure 20) illustrates how chaotic - “a rolling

pleasure ... - in working in chaos and order” (Holbrook & Pourchier, 2014) - and powerful, the

art-making and the teaching/learning process can be (Eisner, 2012). Previously symmetrical patterns

are torn apart, mesh and twine, themselves created from multiple threads, are intertwined in the cloud

of fluff. The complexity and unpredictability of this kind of process is only contained by the support of

both teacher and student. The figures that represent them, on either side of the explosion, are

transformed, made more complex, through the experience. Within this collage it appears that the

process itself leads to transformation  (Fendler, 2013; Richardson & Walker, 2011). This is the same
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insight I gained from Geva’s collage (figure 21). Her composition and techniques are used to suggest

movement across the collage, the fluidity suggesting a loose and flexible structure to her practice. In

Margaret's however the collage itself is almost ‘still’ compared to the others (figure 23). Depending on

its orientation, the viewer’s eye travels; through a mechanical process, or, with the collage re-oriented,

through a natural, flowing, process.  Composition and curled paper drive Margaret's sense of

movement, creating an impression of strength and solidity. This suggests Margaret has a strong

understanding of her practice, and how to use appropriate structures to facilitate transformation. Cath's

collage (figure 22) uses the movement of the viewer also, but to a much greater extent - as an

embodied experiencer of the work. The viewer must take out each individual piece, and can select

how they are viewed - the order, orientation and placement. This collage requires action, and

deliberate interaction in order to experience it. This suggests that Cath’s practice allows participants to

be active in their roles as learners, not only following, but driving the process.

Repetition Is Time, Repetition Is A Spiral

Repetition is another principle of art which incorporates many elements. It manifests as

patterns, as multiple copies of shape, line, or imagery either exact or altered, or as reuse of the same

material in different ways (J. Paul Getty Museum, 2011). Repetition here will be a fitting metaphor for

time, as in order for there to be repetition there must be sufficient time for an event or material to

manifest more than once. Repetition is in this way evidence of time passed. In addition, the use of

distorted repetition, with some elements altered, or with materials used in a different way, suggests the

‘spiral’ metaphor, where something is learned, practiced or experienced time and time again, but each

time a deeper or more significant understanding and ability is gained (Gulliksen, 2017; Kulinski, 2018).

This is particularly important in enabling one to reflect, or to evaluate change (Anwaruddin, 2015;

Mezirow, 1997). It reveals, as Richardson and Walker put it, “a pattern of progress” (2011, p.10).

Geva uses both the hole and the circle to connect across her collage (figure 21). This alludes

to a portal or connection between beginning and ending and middle (Eisner, 2012), “simultaneously

reflective (recalling the past) and anticipatory (predicting the future) (Richardson and Walker, 2011,

p.10). Margaret's (figure 23) repetition however is more to ensure balance and a kind of symmetry is

maintained, creating a quiet and slow moving time, where change is allowed to flow. This reflects a

social theory of learning, where “individuals interact with one another for a multidirectional flow of

knowledge and information” (Anwaruddin, 2015, p.11).
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Character is a ‘Self’

Some of the collages employ a character as part of the imagery. Repurposed comic strips are

found in both Cath and Tim’s work. Nostalgic connotations of childhood are shown through children

and a dog playing, and through the recognisable Casper ‘the friendly ghost’. Character also appears

as an inherent part of looking. This is particularly so in Cath’s case where the viewer becomes an

active person in viewing her multi-piece collage.

The use of character becomes a metaphor of the self. Artists often ‘insert themselves’ in their

work in this way (Butler-Kisber, 2018; Eisner, 2012; Mackensie and Wolf 2012). Sometimes as a trace

of their process; a smear or rip, sometimes as a biographical detail such as a personal symbol. Other

times it is in the interaction between the finished work and the viewer where character, and therefore a

sense of identity or relationship is developed (Ryan, 2014). The inclusion of a figure, in imagery or in

action, is therefore a strong metaphor for the teachers’ identity. That identity might be in relation to

their theory-in-practice, to their learners, or to art and art materials (Gulliksen, 2017; Mackensie and

Wolf, 2017; Springgay, 2008).

Tim’s collage (figure 20) has a character that could be read as him, and characters that could

be his students. They interact within the piece, moving upwards from below (him) or across the page

(students) with the central chaotic rupture being something which engulfs all. This highlights the

importance of these relationships to Tim’s theory-in-practice and the collaborative way of working that

he prioritises. In Cath’s collage however, the character role is assumed by the viewer, who must

unpack and sort through her offerings, engaging in “play or work, to do something with the material, in

carrying his own impulse activity, and then note the interaction of his energy and that of the material

employed” (Dewey, 2016, p.134 italics added). She acknowledges the relationships between teacher

and student too through the use of the ‘eyes’ (figure 22) looking for instruction, and fearing none.

Summary

This analysis reveals the participants as fully immersed in their teaching and creative practice.

They exercise the values they espouse, and embrace the chaos, uncertainty and complexity of

practicing theory. In this adventure they are supported by their relationships, as the students, teacher,

materials and process are engulfed and carried through the art-making experience together.
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Analysis of Theory Through Found Poetry

Process 1
Intertwined,¹
Not wasted time

In the material²
In the moment.

Micro forces building Being
Accepting value within
Itself

Draw out the smells²
Exploring free space
Replicating the touch
See where it goes.

Process 2
Sensations² surround
Free being
Being

A spiritual space⁶
In the material moment²
With the touch, smell, taste³
A free breath⁶ building⁹
Becoming.¹⁰

Transformative 1
Testing out the process of practicing
Being drawn into inhabiting
The space¹¹

Work through and rewrite the story
In such a different way.

Transformative 3
Change trauma,⁷
Become connection¹
We’ll start by doing something new
With healing,⁷ tears come
Helping each other rewrite the story.

In the World 1
Orient yourself to the
Cultural code¹² of the
Outside world

Be a bridge,¹³ start a dialogue,
Ask to engage.

Overtime, a long time ⁹
Small interactions

Become positive change,⁸
Help me see what you see
Of the world.

Relational 1
Let it all happen in a different way

Perceive³ where they are
Watching, resounding

You build, listening, opening⁴
It's risky

So help them leap,⁵
Circumvent boundaries
Without anxiety
Then
Ideas explode between each other.
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In the ‘understanding focus’ stage of the action research cycle the participants were involved in

dialogue about their ideas of good teaching practice, specifically in regards to the four aspects of

process-based arts teaching in the community. The transcribed dialogue was the source material for a

series of found poems which reflected my interpretation of the conversation. Distilling the conversation

into these poetic phrases, loaded meaning onto the selected words, which I now re-expand and

re-explore, in order to propose what these ideas might look like in action, and what other theoretical

connections may exist.

To be intertwined (¹) means that all activity, whether it be the bureaucracy of the class, the

interactions between students or the art-making itself, is in relationship (Richardson & Walker, 2011;

Ingold, 2011). As became apparent throughout their discussions, the participants believe that the

concept of process contains relationship; it requires both the interconnection of the mind/body/spirit in

the art-making process and the multidirectional flow of culture making (Gullisken, 2017). While this

complicates analysis, several threads of meaning can be followed through focusing the lens in turn on

ideals of process-based arts pedagogy as the participants experience it.

The consequences of material interaction, or connection to objects is one such lens. To be ‘in

the moment’(²) through the use of materials is an important part of process-based art teaching.

According to Marte Gulliksen (2017), focused work with a material, “making the actual cuts, holding,

turning, looking and being in dialogue with the material” (p.10) creates a cascade of learning

throughout the body, and allows both abstract and concrete concepts to emerge. Perception (³) too

involves a whole body commitment to gathering information through the senses and interpreting them

in conjunction with knowledge and understanding (Gulliksen, 2017). Certain art-making practices

foster perception, and as a consequence, produce “particular kinds of relationships'' (Richardson &

Walker, 2011, p.11) which are always in flux, intricate and, to use Ingold’s term, enmeshed (Ingold,

2011; Richardson & Walker, 2011).

Openness (⁴), which could cause an uncomfortable vulnerability, is, within these relationships,

a quality which also leads to strength and the ability to respond to each moment as it arrives (Ingold,

2011). Anxiety however, where the brain and body are in cycles of tension, can bring one to breaking

point. Change therefore, should not be “forced in from without” (Dewey, in Semetsky, 2003. p.19), but

rather carried along into relationship and allowed to become through the process. Relationships that

account for this may be able to bridge the gap(⁵) between what is comfortable and what is terrifying.
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The other side of materiality is the spirituality and wairua of pedagogy. ‘A free breath’ (⁶)

describes these more metaphysical rhythms of process. Richardson & Walker (2011) describe “the

process of process [as] an ongoing rhythmic...experience of time” (2011, p.10), and quote philosopher

Henri Lefebvre when connecting it to “such and such a place, to its place, be that the heart, the

fluttering of the eyelids, the movement of a street…” (p.10). The essential and ever present breath is a

symbolic as well as literal reference to the vitality of the actions which sustain us. Relating this to a

teaching context may appear far away from the mundane routines of technical arts instruction,

however developing arts practices that are healing and transformative may require artist/teachers to

‘become the change’(⁸).

Transformation also requires time. Participants noted that they were less inclined to strive for

difference in one off or short term learning environments. However, with the opportunity to build upon

each event, there is a chance. Building requires time (⁹); actions repeat in order to become

‘something’. According to Deleuze (2008), an event is always in motion, never finished, never ‘done’

but always ‘becoming’(¹⁰) (Ingold, 2011, Taylor & Robinson, 2009).

Along with time, space(¹¹) also is a factor in determining the possibility of transformation.

Space is not only the physical built or natural environment, but the ability within that environment to

interact freely, to mould and re-shape ideas and relationships. Dewey describes this as the opportunity

to express “the ways in which things act upon one another and upon us; the ways in which objects act

together, they reinforce and interfere” (Dewey in Semetsky, 2003. p.24). These “topological surfaces”

(Semetsky, 2003. p.24) are flexible enough to allow for reshaping, yet firm enough to hold an

imprinting, or to carry the marks of an interaction. If one metaphorically categorised the ideal space as

a form of matter, it wouldn't be a liquid or a solid, but rather a sort of non-Newtonian fluid, with the

characteristics of both and neither.

Part of navigating time and space is to seek out understanding of the cultural code (¹²) that

exists within relationships. The language and way of being that is specific to each person, object,

place, group, sense, experience, time and so on can be the hook that adheres one to another, and the

barrier which allows for distinction. The bridge(¹³) that connects and builds all these relationships in

their complexity is the act of dialogical art. In Freire’s Pedagogy of the oppressed he frames this as “if

it is in speaking their world that people, naming their world, transform it, dialogue imposes itself as the

way by which they achieve significance as human beings” (2000, p.88). While Freire posited that it is a
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person for whom this dialogue is vital, considering the importance of all the relationship partners,

perhaps this process could be extended, and the whole deterritorising experience a glorious exchange

between the spiritual, corporeal and cognitive.
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Part Four Synthesis:  Models of Theory and Practice

Theory and Practice in Motion

Practicing a/r/tography in this research has meant moving fluidly between open and closed

states. It has meant looking for answers and for questions, while pushing at the edges of binary

categories in order to test their permeability. This topological practice has created a form within which

to understand the continuous movement between theory and practice. As in the image of a Klein bottle

below (see figure 50), there is no top or bottom, no discrete place for theory or practice to reside,

rather the space is fluid, even within its confines.

Figure 50

Klein Bottle Parametrized all in One Piece.

Note: From Klein Bottle Parametrized All In One Piece. by AugPi, 2019

(https://commons.wikimedia.org/wiki/File:Klein_Bottle_Parametrized_4.png) CC BY-SA

https://commons.wikimedia.org/wiki/File:Klein_Bottle_Parametrized_4.png
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In addition to a topolical form, theory and practice could also be likened to a knot of tissue in a

knot of tissues (Ingold, 2011), where research has involved going into the central tangle of things and

then following threads to the periphery. As in any complex system, such as in biological structures

(figure 51) or an ecosystem, a change to any piece affects the whole, and the whole must be in

balance for every piece to thrive. So it is with theory and practice.

Figure 51

Valves of the Heart

Note: An elastic layer of fibrous tissue, which has interlaced in its structure muscle-cells. From

Physiology - A Manual For Students And Practitioners , by F.A Manning, 1982

(https://commons.wikimedia.org/wiki/File:Physiology_-_a_manual_for_students_and_practitioners_(18

92)_(14776549214).jpg) In the public domain

https://commons.wikimedia.org/wiki/File:Physiology_-_a_manual_for_students_and_practitioners_(1892)_(14776549214).jpg
https://commons.wikimedia.org/wiki/File:Physiology_-_a_manual_for_students_and_practitioners_(1892)_(14776549214).jpg
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Mind, Body and Soul in Developing the Theory Practice Relationship

During the dialogue, workshop and analytical processes I observed the participants actively exploring

and strengthening relationships. They did this by embracing theory for their own artistic and

professional development, offering themselves the same opportunities they believed to be of benefit to

their students. The authenticity of their beliefs extended to their collegial relationships and to their

place in the world. In order to extrapolate from this observation beyond the individuals involved, the

nature of these relationships are explained below.

Figure 52

Supportive Relationships of Knowledge and Practice
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When teacher development is considered in terms of knowledge relationships, implications can

be framed in a somewhat holistic manner (see figure 52). Understanding or mind-based knowledge is

grown through dialogue with theory and pedagogical practices. Doing, or body knowledge is

developed through the art-making process, and Being, or spirit centred knowledge is fostered through

reflection. Connecting and supporting these systems are internal, social and artistic relationships (see

figure 53).

Figure 53

Relationships Fostering Relationships

Figure 53 illustrates the reciprocal relationships between teachers, students, art objects and

context. It is upon these relationships that knowledge and action depend. While the central relationship

in teaching practice is between students and teachers (Bishop, Berryman, Cavanagh, & Teddy, 2009),

in order for this relationship to be explored authentically, other relationships must also be tended.
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These relationships are found internally, between aspects of teachers’ identity; socially, between

colleagues and the community; and creatively, between art, materials and place.

In the theory/practice system, relationships are entangled within relationships. While I have

seperated knowing and learning, the layers of self, communities, processes and actions, I have also

combined these things, either by hooking and tethering, or more gently placing them beside one

another as companion plants. This has revealed that theory connects to practice when it is embodied

in a person who is in reflective conversations with their complex identity and their artist/teacher

practice. They, in turn, are connected to their community, students, and colleagues and to their social

and environmental worlds (figure 54).

Figure 54

Theory/Practice System (simplified) with Artist/Teacher at Centre

The data does not point to a simple procedure to help foster artist/teachers’ theory practice

relationship. It does however indicate a pathway to, and spaces where, the relationship will thrive. The

space must be open enough to allow for the unique experience of each practitioner to be catered for,

and yet supportive enough for them to be able to engage in the messy process of transformation.

Detailed below are three key practices which I propose will be foundational in any response to this

challenge. The most fundamental of these practices is process-based art-making, supported through

reflection and dialogue.
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Reflection

Reflection can take many forms, cerebral, active or still. It occurs socially in conversation with

others, systematically through formal procedures, physically during art-making, or quietly in time spent

alone in thought (McIntosh, 2010). Whatever way it is practiced, reflection needs space and time to

flourish, and to be prioritised. This is revealed in the participants' use of repetition in their collages,

signalling how important repeated experiences are in transforming theory practice relationships

(Anwaruddin, 2015; Mezirow, 1997).

The many traditional or professional models of reflection provide structures to ensure reflective

thinking connects theory with practice (for example Loughran, 2002, McIntosh, 2010; Schön,1992). In

order for the reflective practice to have the most impact however, practitioners should seek to make

connections across the layers of their identity which may or may not be congruent. The data suggests

that artist/teachers with an aligned identity are well positioned to restructure their roles and contexts in

order to satisfy the demands of their self. While practice is allowed to feed into theory, theory is not

overwhelmed by the difficulties of practice. Figure 55 illustrates how a dialogical model of identity can

provide a framework for artist/teachers to interrogate and reflect upon these connections.

Many of the techniques used to encourage students to interpret artworks or express meaning

in their own visual language could be adapted to help a practitioner more deeply understand aspects

of their identity. As an example, one of these techniques could include categorisation, an activity

where the participant selects and sorts artwork or descriptive language into groups in response to a

provocation. In explaining their choices and comparing with others, a participant in this type of activity

gains clarity in their understanding of the underlying principles behind their choices. The exercise can

then be repeated with a different provocation, helping the participant become aware of the influence

that context, role or identity may have on their perspectives.

A reflective art-making practice can also be a way to embrace being/soul knowledge in a slow

and perhaps private encounter with the self. The act of practising visual art can illuminate the intuitive,

the quiet and the unspoken. The process of being as an artist creates a unique space from which a

practitioner can explore their actions and beliefs with a reflective intention.
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Figure 55

Reflective Guide

Dialogue

Engaging with theory critically and artistically with others and sharing experiences of practice

are important ways to engage with mind knowledge (Hubard, 2011). Dialoguing in an active way will

embody understanding, allowing the ideas to become familiar in practice. As with reflection, the

emphasis of the dialogue needs to be on the relationships between ideas and experience, with

colleagues asking each other how theory looks in practice, or together seeking a theoretical basis for

reviewing their practices.

The participants not only engaged in dialogue with colleagues and learning theories however,

they also embedded it into their teaching practice. Through engaging with their students' ideas they

were able to adapt lessons, and reshape their ideas. They kept a generosity of materials at hand and

approached decision making openly so as to be able to fully commit to change should the situation

suggest it.

Dialogue is also conducted through art-making (Richardson & Walker, 2011). Artistic practice is

often described as a conversation (Collins, 2018). When the artist responds to and provokes others,
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whether artists or viewers, they enter into a dialogue with them. Artist/teachers are able to carry their

pedagogical ideas into this space, and use visual language and creative process to explain the

nuances of their beliefs and actions. When making or sharing art alongside students, dialogue

becomes another tool of inclusive teaching practice.

Art-making

Both reflection and dialogue can be developed through art-making experiences, and through

interaction with art works. Using a (visual) language that artist/teachers are familiar with enables

practitioners to find nuance and un-looked-for connections in their contemplation and discussions.

Reflective art-making can allow artist/teachers to confront their own beliefs, giving insight into their

inner world and create an opportunity to share others’ perspectives (Patteson, 2004). Dialogue

through art-making can clarify artist/teachers theoretical positions and give them insight into others.

Art-making is important in the development of the ‘artist’ side of an artist/teacher, connecting

the artist/teacher to their identity as a creative practitioner, and to their role of teaching as a creative

practice. The focus of art-making therefore should not be to develop technical skills or content

knowledge, but rather to experience challenging, engrossing art-making which enables a person to

practice being present with the process (Rodgers & Raider-Roth, 2006), finding confidence in it, and

being able to let go of fear. Art-making can free teachers from their pedagogical space (Hall, 2010),

allowing them to develop artistically. Replenishing their own creativity in an open and untargeted

manner instills creative energy within, for them to then bring into their teaching practice. Participants

discussed a desire to find flow in their teaching, and to be able to embrace embodied knowing in their

classrooms. Exercising this in their creative art-making may support this goal.

Art-making in this way also encourages practitioners to exercise empathy with their students as

they notice the challenges and successes for themselves (Pellegrino, 2011). It fosters equity as

artist/teachers begin to recognise their students as fellow artists, and grow more comfortable “in

accompanying, rather than always leading, their students in their learning processes” (Patterson,

2004, p.199). It therefore supports the student/teacher relationship, creating an environment

conducive to ako, and modelling a community of practice.

Reflection, dialogue and art-making are rhizomal acts; holistic knowledge practices that

position one between things (Deleuze & Gurttari, 2008). They are able to build relationships between

the past and future, theoretical beliefs, and everyday practice, and bridge the gulf between what one is
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and what one wishes to be (Pellegrino, 2011). Reflective, dialogical and art-making rhizomes are

never finished, rather they are always in the process of becoming. Artist/teachers who practice their

theory then are those that are able to sit with possibilities rather than certainties (Irwin, 2008), and

allow themselves the time and space to become wayfarers (Ingold, 2009).
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Part Five Conclusions: New Growth

Summary of Research

Through this research I have explored relationships between the theory and practice of

teaching in community-based youth-arts programmes, in order to grow understanding of the

connections between pedagogies, context, methods of implementation and perceived outcomes. This

work is intended to support artist/teachers to develop their understanding of praxis to enhance the

delivery of future community arts programmes. The process was guided by these questions - ‘What

are the connections between pedagogical theories, learning theories, and teaching practice in

community arts programmes for young people?’ and ‘How are these theories experienced by

artist/teachers in action?’

I have used a model of knowledge influenced by te ao Māori, allowing for holistic

understanding to be formed within and between the mind, body and soul. I presented these

knowledges through engagement with theory, art-making and intuitive travels with the data. This

foundation was then connected to process-based arts pedagogy for young people in the community,

which I have described as active, transformative, relational and in the world.

A/r/tography has also framed the research process through the different identity-lenses of

artist, researcher and teacher. Moving between these roles, I used arts-based methods to

collaboratively investigate the experiences of community-based artist/teachers. Entangling that data

with theories of knowledge, learning and identity, has generated rich conversations around the theory

practice relationship, both concrete and intuitive.

Key Findings

Theory and practice are complicated by their relationships with the artist/teachers who experience

them, and by context. In order to have strong theory/practice connections therefore, other relationships

need to be fostered, including with their self, community and creativity.

Artist/teachers’ need to explore and support their identity in order to align their inner self with

the roles they play and identities they explore within their professional and personal lives. By engaging

in the same art-making practices they believe will give their students the best art education, they can

grow the authenticity of their practice. An aligned praxis is not a simple or singular task, but rather an

ongoing process which requires practice with repetition, openness and collaboration.
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Working with others in dialogue; reflectively and creatively, will give artist/teachers a community

of practice. This is the context which is needed to provide an open yet supportive structure from which

to explore new possibilities and to interact with the fluid structure of the theory/practice relationship.

Additionally to these relationships, artist/teachers will experience knowledge in their mind, body

and soul, engaging their cognitive skills to understand theory, their bodies to perform theory and their

soul to intuit, reflect and connect. Developing knowing, doing and being equivalently, will foster a deep

understanding of both theory and practice.

Implications

These findings are significant for informing the structure of community arts programming planning,

particularly regarding how artist/teachers are supported to develop professionally. I elaborate below on

specific suggestions for artist/teachers, funders, community organisations, and researchers.

The implication for Artist/teachers will perhaps be most visible in how they approach

prioritising their time. Allowing appropriate weighting to each kind of knowledge development will

require them to build-in space around their teaching programme. They may also find it beneficial to

engage with Māori scholarship in the arts and more generally, in consideration of how identity and

community impacts their practice, and to consider a theoretical underpinning of different types of

knowledge.

Funders and Organisations will need to fund not only preparation and contact time, but time

for artist/teachers to reflect individually and with others. They should be reassured that time and

money spent in this way will be of benefit to their programmes. In addition, professional development

should include art-making and relationship building as foundational pathways from which to explore

and connect artist/teachers with theory. Positioning this within a community of practice rather than as a

separate activity will ensure artist/teachers can engage safely in transformational development.

Researchers should consider how te ao Māori has laid foundations for exploration of both arts

education and theory practice relationships. Contributing to this body of knowledge will provide

artist/teachers with nuanced and rich discussions from which to draw.

Next Steps

As an action research project, this study has included phases to understand the focus,

generate data and analyse, however the fourth phase, action, has not been explored. The purpose of
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an action phase is to test what has been theoretically proposed through data generation and analysis

and to provide reflective material to feedforward into understanding, continuing the cycle. The

recommended next steps reflect this.

The data points to a multiplicity of factors that influence artist/teachers theory practice

relationship, and I have highlighted three responses which I believe will support this rhizomatic

relationship. Evaluating these recommendations is an important part of the inquiry process, and should

be attempted through active collaboration with practitioners on a wider and more in-depth scale. A

semi-formal group that meets repeatedly to engage in art-making, dialogue and reflective

conversations would go some way towards generating data for this as well as meeting some of the

challenges of the art teaching community.

In addition, a programme which explored the needs and perspectives of young people may

supply what has been largely absent from this conversation. How do young people experience theory

in practice? What is their role in the learning relationship? How do they respond to open and non-

hierarchical teaching spaces? While young people in the arts is a topic widely covered, it would be

useful to explore the relationship between teachers’ theory-in-practice and learners’ experience and

perceived success.

Reflection

A/r/tographic research is a complex process, it is and will continue to be ongoing. It is

experiential, iterative and reflective. A/r/tography has been the structure that has held together this

messy exploration of ideas and actions, and it is the frame through which I conclude the thesis. As in

my researcher statement, I reflect upon each aspect of my selves that have been on this journey.
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Artist

Figure 56

Knowledge

Throughout this thesis I have used an immersive and creative process to generate and

respond to knowledge and experience. This digital photo collage (figure 56) for example, emerges

from the days I spent time being in the bush, noticing and exploring with my camera. It was spring and

I was able to watch as the old fronds of the ponga (fern) dropped off and the new growth spiraled into

life. While I felt I had always known of the koru (curled shape of the new fern frond) and its use in art

as the symbol for new life, being and doing knowledge now revealed its meaning more fully than my

mind alone could ever appreciate.

Teacher

As a beginning teacher, I would calm myself before teaching by talking to myself. I would let

myself know that I knew what I was doing, deep inside. I could disconnect from the brain that was a

whirling soup of plans and prompts, and trust in my body to just get on with it. I would, on occasion,

black out, and remember very little. I understand now what was going on. I was in dialogue with my

selves - my identity, my role and my inner self. I was learning to trust myself, but could only do so by
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trusting in a certain kind of knowledge before it was all too overwhelming. This research provided a

kind of healing of that fracture. I can articulate that the embodied knowledge I have has been crafted

out of action, but also out of thought. My teaching knowledge is a process of theory, practice and self,

on a harmonising journey to be a teacher.

Researcher

The theoretical ideas of art teaching that have underpinned this research are anti-transactional,

subjective, entangled, in-between and multi-faceted. Practicing being an artist/teacher has therefore

been shown as relational, unique, collaborative, nuanced and layered. As a researcher, I have come to

embrace these attributes as an integral part of the a/r/tography process, finding flow, harmony and

presence. I have also found that each propositional answer leads to new questions, waiting to be

explored through mind, body and spirit.
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