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Abstract

In New Zealand the majority of students attend schools that reflect the dominant mainstream context, yet these schools include indigenous Māori and learners from diverse cultural and language backgrounds. By building on contemporary cultural knowledge and students’ own experiences, the arts have the potential to enhance educational outcomes for a diverse student population. This research examines the effects of an intensive programme of teacher professional development in culturally responsive pedagogies on classroom activities and learning experiences in the arts. The results reveal varying levels of implementation, with consequent effects on the teaching and learning process for students. The implications of these findings are discussed with reference to the literature on arts integration and how the arts can build on students’ cultural knowledge and experiences.

Introduction

Attaining educational equity across the landscape of diversity is a global challenge, requiring effective and culturally responsive practices for all students. New Zealand is not monocultural, yet most students attend “mainstream” monocultural schools that often reflect the historical traditions and colonial histories of the region rather than their diverse multiethnic school populations. Penetito (2009) notes that in New Zealand, as in many other nations, this results in a context of unstated privilege for students whose background matches the dominant culture and represents a cultural mismatch for all others—especially in a hierarchical and competitive economic context (Sleeter & Grant, 2009). This mismatch is particularly problematic given Treaty of Waitangi commitments and obligations of partnership and equity for indigenous Māori and those representing the British Crown (Shields, Bishop, & Mazawi, 2005). In their comprehensive review of the international literature, Castagno and Brayboy (2008) highlight the potential of enhanced pedagogies of culturally responsive schooling for addressing such disparities of educational opportunity and improving educational outcomes for indigenous students.

Multicultural education and culturally responsive pedagogies

Multicultural education scholars such as Banks (2010), Gay (2000) and Sleeter (2005) have provided theoretical frameworks for curricula and pedagogies to reflect multicultural rather than monocultural or dominant-culture perspectives. Less information is available regarding the pedagogy of culturally responsive practices by teachers, and not much is known about how teachers mediate their pedagogy for students whose culture is not privileged in their schools. This is a crucial issue for teachers, who themselves over-represent the dominant school culture and whose background experiences and education may not have equipped them adequately with cultural knowledge and understanding beyond their own life histories. Strategies to prepare teachers for culturally responsive pedagogical practice have included immersion life experiences (Baskerville, 2009), university coursework (Hale, Snow-Gerono, & Morales, 2008), and a range of “multicultural” experiences in their initial teacher education programme or as part of teacher professional development (Sleeter, 2001).

There is, however, some research reporting aspects of culturally responsive pedagogies that may be very important for teacher professional development. Lipka et al. (2005) presented case study analyses demonstrating improvements in Native American students’ mathematical performance as the result of changes made by two teachers towards culturally responsive pedagogies. The teachers in this study used more discursive approaches with their students, including co-operative learning, extended discourse and encouragement of multiple responses and solutions to maths problems rather than having one approach. Similarly, Goldenberg and Gallimore (1989) reported enhanced outcomes for Native Hawai'ian children in the Kamehameha Early Education Program (KEEP), which stressed active teaching, co-operative learning and positive classroom management strategies.

In New Zealand, the Te Kotahitanga teacher professional development programme in mainstream secondary schools focuses on teacher mastery of an effective teaching profile (ETP), which comprises a set of culturally responsive teaching practices constructed from Māori student narratives (Bishop & Berryman, 2006; Bishop, Berryman, Cavanagh, & Teddy, 2009). An independent evaluation of this programme provides support for Te Kotahitanga as teacher professional development (Meyer et al., 2010; Hynds et al., in press). As part of this evaluation research, Savage et al. (2011) report the effects of different levels of implementation of the ETP in four core subjects: English, mathematics, social studies and science; Penetito, Hindle, Hynds, Savage and Kus (2011) also report how these new teaching practices affect students and their families. These results are promising, but the international evidence regarding the impact of culturally responsive pedagogies across the curriculum remains limited (Trent, Kea, & Oh, 2008).

Culturally responsive pedagogies and the arts

Leading scholars in arts education have argued that the arts can be a vehicle for social action to challenge cultural and racial disparity in the classroom (Desai, 2010; Freedman, 2010; Freedman & Congdon, 2005; Tavin, 2010). Indeed, Ballengee-Morris, Mirin and Rizzi (2000) state that “Art and culture are necessary for social reconstruction, it is impossible to have social reconstruction without the arts” (p. 109). Through the creation of contemporary cultural knowledge, the arts can contribute to an educational system that transforms the learning experience by enabling students to draw on contexts that are meaningful to them (Daniel, Stuhr, & Ballengee-Morris, 2006; Davenport & Gunn, 2009; White & Congdon, 1998). Yet even contemporary discussions of the importance of integration across the arts have not typically included reference to cultural issues as part of this process (Russell & Zembylas, 2007). Furthermore, an increase in the conceptual and theoretical literature has not been accompanied by a similar increase in research on the implementation of culturally responsive pedagogies in the arts (Gadsen, 2008). The literature in arts education primarily comprises descriptions, recommendations and guidelines rather than empirical work, resulting in a dearth of evidence regarding culturally responsive arts education practices in the classroom.

Aims of the present research

This research addresses a relative gap in the international literature by investigating the practice of culturally responsive pedagogies by secondary teachers of the visual and performing arts. The research evaluated the nature and extent of culturally responsive practices in the classroom as one measure of the effectiveness of professional development activities focused on teaching during the first 2 years of secondary school. A major emphasis is on providing a rich description of exemplary culturally responsive practices in the arts as well as examples of lost opportunities or dominant culture examples to the exclusion of others.

Method

Context

A large-scale evaluation of a teacher professional development initiative provided the opportunity to investigate culturally responsive pedagogies in the arts. Te Kotahitanga (unity) was designed by Māori for Māori to redress educational inequities and enhance educational outcomes for Māori in mainstream secondary schools. Te Kotahitanga builds on Māori cultural values and perspectives to enable teachers to develop effective teaching and learning relationships with Māori students. Its emphasis on shifting classroom pedagogy to capitalise on the cultural background and intellectual aspirations of Māori is consistent with emphasis in the arts on connecting curricula with student realities and interests (Desai, 2010; Ballengee-Morris, 2008). At the core of Te Kotahitanga is the ETP, requiring explicit rejection of deficit theorising (i.e., blaming poor outcomes on deficits within students) as a legitimate explanation for Māori student underachievement. In her work on Native American education, Powers (2006) similarly emphasises the critical need for teachers to fundamentally shift from attributing blame for poor educational outcomes onto students and instead to assume teacher agency. An agentic position requires that teachers examine aspects of their practice that might act as barriers to student achievement and change to alternative practices that support student learning in culturally responsive ways.

The programme design reflects research on effective teacher education incorporating professional development that:

•is sustained over time

•focuses on specific instructional strategies or content areas

•engages teachers collectively rather than individually

•represents a coherent model

•requires active learning (Garet, Porter, Desimone, Birmann, & Yoon, 2001; Joyce & Showers, 2002).

The professional development begins with an initial induction workshop (hui) introducing culturally response pedagogies of relations (Bishop et al., 2009) followed by regularly scheduled, structured classroom observations, which are then followed by feedback sessions. Individual teachers work with a facilitator teacher with cultural and pedagogical expertise. Teacher teams working with the same group of students also participate in regular co-construction meetings to problem solve collaboratively based on observational and student outcomes data (see Bishop et al., 2009, for more information). Bishop (2011) describes the six dimensions of the ETP as follows:

•manaakitanga (caring for students as culturally located individuals)

•mana motuhake (support for the development of students’ personal and group identities)

•whakapiringatanga (creation of a secure, well-managed learning environment)

•wānanga (effective discursive teaching interactions with Māori as Māori)

•ako (use of a range of strategies to facilitate learning interactions and relationships with learners)

•kotahitanga (promoting, monitoring and reflecting on outcomes leading to enhanced educational achievement for Māori).

Participants

The evaluation encompassed 33 secondary schools participating in Te Kotahitanga, including all 12 schools that had participated in the project for 4 years, plus 10 of the 21 schools selected from those participating in the project for 2 years at the time of data collection (see Meyer et al., 2010, for more detail about the evaluation design, etc.). A total of 336 Years 9–10 classrooms were systematically observed at these 22 schools. The schools recruited teacher participation for observations, and each teacher signed individual voluntary consent according to ethical requirements; to our knowledge no teacher refused participation. Observations occurred across secondary subjects, including business, English, health and physical education, foreign languages, Māori language, mathematics, science, social studies, technology/IT/graphics, and the visual and performing arts.

Observation procedures and analysis

Each class was observed by a research team member using an observation data sheet developed and trialled specifically for the evaluation. This four-page data sheet covers room organisation, classroom context factors, ETP dimensions and other aspects such as a narrative of the first and final 5 minutes of the lesson, and checks of type of activity on a 10-minute schedule throughout class (e.g., individual seat work, group work, teacher presentation, etc.). Space was provided for detailed notes regarding evidence of or missed opportunities for the six different ETP dimensions.

Each observation was scored independently by two additional researchers (not involved in that observation) to identify high, moderate or low implementation levels. High implementation required evidence of at least five of the six ETP dimensions, with strong evidence of two or more: culturally responsive pedagogy; discursive teaching practices; stated learning outcomes and high expectations; positive teacher–student relationships; caring for students as culturally located; and positive classroom management. Low implementation meant no or only weak evidence of examples of ETP dimensions, and those scored as moderate implementation fell in the middle. Scoring discrepancies were resolved by a third independent coding, with discussion across coders to reach agreement.

Results

Across all schools and curricular areas, 75 percent of more than 300 teachers across participating schools were observed to be demonstrating either moderate or high implementation of the ETP. The analysis of the 35 observations in the visual and performing arts revealed proportionately higher percentages of implementation compared to other curricular areas across schools. Of the 19 teachers observed in music, dance and drama, 84 percent demonstrated either moderate or high levels of implementation. Similarly, 81 percent of the 16 visual arts teachers were observed to be either moderate or high implementers. In the next section we have selected several examples from the high and low implementers to provide a rich description of exemplars as well as evidence of missed opportunities and challenges.

Levels of implementation of the ETP in the arts

Three high and two low implementer exemplars show how teachers operating at different levels reflected dimensions of the ETP. To some extent, ETP dimensions can represent teaching quality generally, but we highlight findings regarding three dimensions that strongly reflect aspects specific to culturally responsive pedagogy: manaakitanga (caring for students as culturally located individuals); wānanga (effective discursive teaching interactions with Māori as Māori); and ako (use of a range of strategies to facilitate learning interactions and relationships with learners).

Characteristics common across high implementers

Tables 1, 2 and 3 provide examples of how all high implementers demonstrated key aspects of the ETP. They showed caring by greeting students by name, pronouncing names correctly, as a good first step in creating relationships with students. High implementers also used te reo Māori and encouraged the use of te reo in the lesson. High implementers used humour and allowed for the use of humour from students more often than low or moderate implementers. For example, a dance teacher compared dance movements in a warm-up with “Walking down to the mall with your mates … suddenly seeing a girl you like … whoops there’s your aunty driving past in the car …” while modelling different walking styles. The high implementing teachers used positive reinforcement to engage the students; one teacher encouraged students to keep continuously focused on completing the art portfolio (Table 3), stressing the importance of keeping focused in order to complete important tasks.

Table 1 An analysis of a high implementation Year 9 dance lesson









	
Curriculum area:

The Arts


	
Discipline:

Performing arts—dance


	
Class level:

Year 9





	
Learning intentions:

Exploration of locomotive movement.

Teacher reviews learning intentions and the sequence of the lesson with the students at the beginning of the lesson.


	
High implementation





	
Description:

The teacher greets the students in te reo Māori. In the first 5 minutes of the lesson the teacher asks the students to write a question they would like to have answered and put it in the question kete (kit). There are 18 Māori students in the class and 14 non-Māori, and the teacher is of Māori ethnicity.





	
Manaakitanga: (Cares for students as culturally located individuals)

The teacher greets the students in te reo Māori and uses the Māori language throughout the lesson. The teacher pronounces the students’ names correctly. She uses humour with the students and acknowledges what music the students are “into” by using their self-selected music in the dance class. When one of the students is late, the teacher responds positively by saying, “Quickly my brother—get changed.” The teacher comes across as warm and connected with the students. She constantly praises the students for their efforts.





	
Wānanga: (Engages in discursive interactions and facilitates student–student interactions)

The interactions are generally teacher–student interactions and are based on the teacher questioning the students in relation to the area of exploration (locomotive movement). The student–student interactions are incidental rather then set up by the teacher and are associated with the choreography of the dance.





	
Ako: (Uses a range of strategies to facilitate learning interactions)

The teacher works mostly with the whole class and, by request, on a one-to-one basis. The teacher models what she wants with the whole class. The whole class is 100 percent involved in the process. The teacher asks the students to come up with a question they want to explore that is related to the learning intention. She uses a feedforward, feedback process to engage the students in learning.







Table 2 An analysis of a high implementation Year 10 drama lesson









	
Curriculum area:

The Arts


	
Discipline:

Performing arts—drama


	
Class level:

Year 10





	
Learning intentions:

The teacher goes over the learning intentions with the students at the beginning of the lesson.


	
High implementation





	
Description:

The lesson topic is based on voice extension and an exploration of Shakespeare’s words. The teacher greets with “kia ora” and interacts with the students as they arrive. At the start of the lesson the students all sit in a circle and the teacher calls the roll. She says, “We’ve got a pretty exciting day today. Let’s just do a recap.” The teacher then asks one of the students to read the learning intention and asks the students to think about how they will know by the end of the lesson that they have achieved it. There are 9 Māori students and 21 non-Māori students in the class and the teacher is of Pākehā ethnicity.





	
Manaakitanga: (Cares for students as culturally located individuals)

The teacher greets all of the students by name and pronounces their names correctly. She seems to have a great relationship with the students. She talks with them, smiles a lot and walks with them. Three of the students work on a Māori interpretation of Shakespeare where they use te reo Māori and Māori song and dance. The teacher encourages them and praises their originality.





	
Wānanga: (Engages in discursive interactions and facilitates student–student interactions)

The interactions are mostly teacher–student interactions. The teacher reviews concepts with the whole class. She asks questions and encourages the students to elaborate with their answers. She praises student feedback.





	
Ako: (Uses a range of strategies to facilitate learning interactions)

The teacher works with the students as a whole class, in small groups and in pairs. The students in this lesson mostly work in pairs or small groups, acting out prose. There is a lot of movement and laughter throughout the lesson.







Table 3 An analysis of a high implementation Year 11 visual arts lesson









	
Curriculum area:

The Arts


	
Discipline:

Visual arts—completing portfolios


	
Class level:

Year 11





	
Learning intentions: 

The teacher works one to one with the students and talks about the learning intentions in relation to their art portfolio.


	
High implementation 





	
Description:

The posters on the walls are rich in Māori motifs, including köwhaiwhai, tukutuku and whakairo. The posters of artwork include Robyn Kahukiwa and images of harakeke, kete, kahu and hïnaki. In many of the examples the student artwork also has elements of Māori motif. At the beginning of the lesson the teacher encourages the students to keep confident and focused on completing the portfolio by the end of the week.





	
Manaakitanga: (Cares for students as culturally located individuals)

There is a DJ who is responsible for providing the music for the lesson. The teacher lets the students know that she is free over the lunch break if any of them want to come back and work on their portfolio. The teacher encourages students who are already finished to help the other students. She reinforces student efforts with terms such as, “Your work is looking awesome.”





	
Wānanga: (Engages in discursive interactions and facilitates student–student interactions)

The teacher mostly interacts with the students on a one-to-one basis, talking about their artwork and relating this to the learning intentions. She asks open-ended questions and encourages the students to expand on their answers. She asks the students what they like about their work and what they could change about it. There is no evidence of student–student interactions.





	
Ako: (Uses a range of strategies to facilitate learning interactions)

Positive reinforcement is the teacher’s main strategy. She is quietly spoken and moves around the classroom interacting with the students on a one-to-one basis, asking questions about their artwork. She encourages the students to self-reflect.







High implementers encouraged discursive teacher–student and student–student interactions, and teachers asked context-related, open-ended questions requiring students to expand or elaborate on answers. Yet, despite encouragement, rich examples of discursive interactions were not observed. The high implementing teachers all employed a range of relevant strategies to engage the students in the learning. In the dance lesson (Table 1), the students mostly worked as a whole class and the teacher modelled movement motifs as examples for students to create their own movement motifs. At times the students would work in pairs to create dance. In visual arts (Table 3), students mostly worked independently, with the teacher moving around the room working with the students on a one-to-one basis. In the drama lesson (Table 2), the teacher worked with students in whole-class, small-group and pair scenarios. Teachers focused students on the learning outcome by having them consider and think about the learning in which they would be engaged. This was exemplified in a drama lesson, where the teacher read out the learning intentions with the whole class and then asked the students how they would know they have achieved the learning intention by the end of the lesson. Thus, students were engaged in reflecting about and responding to possibilities throughout based on explicit learning intentions.

Characteristics common across low implementers

Tables 4 and 5 illustrate typical scenarios for teachers rated as low implementers. Although learning intentions were posted on the whiteboard in one case, neither teacher referred to the learning intentions during their lessons. Both teachers greeted the students in a positive manner but missed the opportunity to greet them in te reo Māori or to reference Māori language, content, epistemologies or pedagogical knowledge at any time. Given that the visual arts lesson was based on tāniko (Māori weaving style), the teacher missed an opportunity to reflect on the cultural significance of the art form (see Table 4). There was little to no evidence of these two teachers caring for students as culturally located individuals. There was a missed opportunity in the music lesson (Table 5), where the students disagreed with the teacher that Coldplay was a “top group”: the teacher might have built on students’ interests and experiences by allowing students to reference their own musical preferences as part of the lesson rather than his own.

Table 4 An analysis of a low implementation Year 9 visual arts lesson









	
Curriculum area:

The Arts


	
Discipline: 

Visual arts—tāniko patterns


	
Class level:

Year 9





	
Learning intentions:

No evidence of the learning intentions.


	
Low implementation 





	
Description:

There is Māori art everywhere in the room but the lesson makes no reference to Māori concepts or content. There are 15 Māori students in the class and 7 non-Māori and the teacher is of Pākehā ethnicity. The teacher greets the class with “good afternoon”, tells them to sit down and gives the instructions for the lesson from the front of the class.





	
Manaakitanga: (Cares for students as culturally located individuals)

Not evident in the lesson.





	
Wānanga: (Engages in discursive interactions and facilitates student–student interactions)

There are no examples in the lesson. All of the teaching is instructional from the front of the room.





	
Ako: (Uses a range of strategies to facilitate learning interactions)

The teacher does not demonstrate what to do to achieve the desired effects for the art. He tells them to use multimedia and a variety of materials. There is no discussion about this, or any demonstration.







Table 5 An analysis of a low implementation Year 9 music lesson









	
Curriculum area:

The Arts


	
Discipline: 

The performing arts—music, keyboarding


	
Class level:

Year 9





	
Learning intentions:

The learning intention is written on the whiteboard but no reference is made to it during the lesson.


	
Low implementation





	
Description:

There are 24 Māori students in the class and 4 non-Māori, and the teacher is of Māori ethnicity. The teacher is positive and respects the students, calling them by their names as they enter the room. He starts the lesson by going straight into a discussion. The teacher is Māori, but there is no reference to Māori, Pasifika or Kiwi content or ideas in the lesson.





	
Manaakitanga: (Cares for students as culturally located individuals)

The students disagree with the teacher’s choice of Coldplay as a top group. He disagrees with them and carries on. This is a missed opportunity to relate to the students regarding their preferences.





	
Wānanga: (Engages in discursive interactions and facilitates student–student interactions)

Although the students work in pairs on the keyboard, there is no encouragement by the teacher to have the students discuss ideas together.





	
Ako: (Uses a range of strategies to facilitate learning interactions)

The structure of the lesson is not really clear. The students follow a worksheet that has the instructions. The students move between instructional work at their own desks and practical work in pairs.







In both these examples the teacher is framed as the source of information transmitted to students, with little or no interaction between teacher and students or students among themselves.

These examples illustrate how teachers missed opportunities to create expanded learning interactions beyond those seen as controlled by the teacher from teacher to students. As a key ETP component, manaakitanga (caring for students as culturally located individuals) assumes that teachers are interested in students’ cultural backgrounds and lived experiences. Getting to know students as culturally located implies having classrooms where there is a high degree of interaction and collaboration between teacher and students and where knowledge is co-constructed. This is similar to Ballengee-Morris’s discussion of co-constructing knowledge in art by viewing it as a dialogic tool and focusing on constructing a dialogic space for social reconstruction as well as shared and contested meaning (2010, p. 278). Low implementation of the ETP also revealed a limited range of strategies to facilitate learning interactions. Modelling can be a powerful way to engage students, but both these low implementer teachers missed the opportunity to model desired outputs in their respective arts disciplines. Their transmission teaching styles, with the teacher telling students what to do and students following instructions, did not include any opportunities to either clarify set tasks or discuss other possibilities.

Discussion

Hilberg and Tharp (2002) reported that teaching approaches found to be effective with indigenous learners were associated with enhanced achievement levels for all students. Various aspects of the ETP can be regarded simply as “good teaching”; these include discursive teaching and learning pedagogies, having high expectations with stated learning outcomes and explicit success criteria, and communicating caring for students and their learning. All students can be expected to benefit from having teachers who demonstrate such dimensions in their teaching. Other aspects of the ETP are more specific to culturally responsive pedagogies, requiring that teachers actively engage with student experiences, cultural strengths and cultural networks as contributions to the teaching and learning process. In addition, different curricular areas present different opportunities for incorporating cultural perspectives into the teaching and learning process as well as bringing students’ cultural backgrounds into the picture. Students may not have lengthy school histories of either success or failure in the arts compared to other core curricular areas such as mathematics and literacy. Hallam (2010) emphasises the unique opportunities arts teachers have if they are actively involved in their discipline and apply professional learning to their teaching to engage their students fully, ultimately improving students’ achievement and their enjoyment of school. Thus, the arts allow investigation of the extent to which the structure of secondary schools and secondary curricula can enable student engagement and learning.

We found that high implementers of culturally responsive pedagogies were more inclined than low implementers to ask questions to engage students further in the teaching and learning process. They tended to ask students to elaborate on their answers, thereby engaging the students in higher levels of thinking. Disappointingly, there were fewer examples of teachers’ co-constructing learning with the students. We show in Table 3 how a visual arts teacher categorised as a high implementer worked with her students in highly collaborative ways. The framework for student learning was based on predetermined learning outcomes/intentions, but contexts were co-constructed between the teacher and each of the students through teacher–student dialogue based on student interest (cultural, social, etc.). Freedman (2010) affirms teacher and student co-construction of knowledge, stating “without attending to students’ interest in arts education, we cannot hope to lead students to creative thought because creativity is fundamentally based on desire” (p. 11). This approach to teaching and learning acknowledges the student’s prior knowledge and lived experiences. However, low implementers generally used a transmission style of teaching, teaching from the front of the classroom and giving out necessary information with little elaboration. Another pattern evident with the high implementers was the use of humour in the classroom. These teachers used humour as part of their classroom delivery and would also allow for the use of humour from the students. This strategy was highly effective in engaging students and acknowledged students as culturally located individuals. Humour, appropriate for classroom environments, is well documented in the literature as a factor influencing students’ positive attitudes towards learning and their teachers (Hullena & Hullena, 2010).

Missed opportunities for both high and low implementers suggested a lack of knowledge or understandings by teachers about how to engage students in discursive interactions, particularly those based on cultural knowledge. The international literature reveals increased interest in the integration of the arts, although the issue of culture has not always been included in these discussions (see, for example, Russell & Zembylas, 2007). With respect to the lack of teacher knowledge about cultural epistemologies, attempts at teacher engagement can be viewed as adding a cultural dimension to a formal entrenched structure (e.g., process drama; see Heathcote, 1984). In the drama lesson in Table 2, three Māori students used te reo Māori and incorporated Māori song and dance into their Shakespeare scenario. Although the teacher encouraged students to work within their own cultural dimensions, the opportunity to engage students at a deeper level of cultural interpretation was missed due to the teacher’s lack of knowledge of Māori cultural dimensions. This same scenario also reveals an absence of teacher and students co-constructing learning, which occurs when the teacher is the drama expert and students contribute Māori knowledge.

Cultural opportunities for integration of the arts

Anderson (1996) argued that dividing the arts into four disciplines—art, music, dance and theatre—is “quintessentially Western in conception and structure” (p. 58). He emphasised that in many non-Western cultures the arts are not constructed as disciplines but integrated. This is certainly the case for the arts in New Zealand, where the Māori arts curriculum document is distinguished from most official curriculum documents in having been written by Māori, in the Māori language, from a Māori world view. The philosophy and methodology for Māori arts present an integrated framework across ngā toi (arts) disciplines, including toi ataata (visual arts), toi püoro (music) and ngā mahi a te rëhia (performing arts). Each of these areas is a rich blend of many arts disciplines. In contrast, the general curriculum for the arts taught in English follows the more Western tradition of separation into the separate disciplines. Within this curriculum, the system first formalises drama as one of four separate disciplines, then narrows possibilities within each discipline to Western perspectives, and finally privileges process drama even within the drama discipline.

The integration of disciplines in Māori performing arts provides a positive example of how culture contributes to teaching and learning in the arts, including storytelling, whaikörero (speech making), weapon training, games, korikori tinana (Māori movement), dances of different cultures, stilt walking and the pöwhiri ritual framed as a performing art. To illustrate, the pöwhiri (welcome ceremony) is a ritual encounter involving the tangata whenua (local people) and manuhiri (visitors). The ceremony encompasses the karanga (call), karakia (incantations), wero (challenge) and whaikörero (speeches). The ceremony is neither dance nor drama, but incorporates aspects of both. It is a performance art, in that an “audience” is a crucial part of the process. The pöwhiri requires participants to engage in acting, moving, singing, dance and drama in a public exhibition. Special occasions such as pöwhiri typify the lengthy tradition of incorporating Māori arts into everyday life, in contrast to viewing the arts as primarily a leisure or entertainment endeavour. Thus, the Māori arts curriculum is based on Māori experience and knowledge.

Experiential learning in the arts

High implementers of culturally responsive pedagogies in each of the arts also modelled desired outcomes with students, whereas low implementer teachers did not. Modelling in the arts is associated with the notion of “experiential learning” and is seen as a powerful pedagogy to engage students in the learning process. As a teaching strategy, modelling can also “open up” the possibility for discursive teacher–student and student–student interactions. Although high implementers used open-ended questioning techniques and asked students to elaborate answers, teacher encouragement of student–student discursive interactions was limited. Perhaps teachers in the arts see themselves as experts so have limited views of students’ ability to engage at a higher level. This may be an important area for future research.

A final comment on cultural considerations

The early 1980s saw a resurgence of Māori knowledge, language and culture through alternative education movements such as köhanga reo and kura kaupapa Māori. While efforts have been made to revive Māori language and culture, there is still work to be done on rediscovering tradition and creating contemporary Māori knowledge. The arts can make a powerful contribution to contemporary Māori knowledge through social and cultural reconstruction (Ballengee-Morris et al., 2000). Te Kotahitanga is associated with effective changes in teaching practice on key components of the ETP, but the evidence suggests that teachers lack the necessary expertise in Māori epistemologies and pedagogical approaches to teaching and learning in the arts. Māori pedagogical knowledge draws on holistic perspectives that aim to engage learners at a deeper level of knowing—a knowing of the mind, body and soul. Such approaches advocate an integrated delivery of the arts in education but are at odds with the present secondary school system, where the subject areas in the arts are taught in the four distinctly separate disciplines of dance, drama, visual arts and music. Efforts need to be made to integrate the arts without sacrificing the integrity of each art form or its rich vocabulary.

Enhanced use of discursive pedagogies would also enable Māori and other students to bring their own cultural expertise into the classroom, which could in turn support the teaching and learning process as teachers acquire new skills to care for their students as culturally located individuals. This research addresses professional development through pedagogies that are intended to be culturally responsive to the indigenous population of Māori students in New Zealand. It is important for educational systems to recognise that all students have a right to expect teaching and learning that doesn’t disadvantage them by requiring them to leave their cultural identity outside the school door in order to succeed.
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