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» Executive Summary

Executive Summary

Holly Ogden
Doctoral Candidate, Faculty of Education, Queenis/ersity

Elementary-aged children deserve an educationindfe arts. Arts education — in its many
forms — supports the development of the whole claitdl prepares the child for a life filled with
opportunities for learning and joy. All elementdeachers have a fundamental contribution to
make to arts education. This review shows that:

 There are both distinct and overlapping roles fds a&pecialists and for generalist
teachers, as well as for members of the commuttitgngage in the creation of effective
programs for arts education.

* There is atime and a place for learninghe artsaboutthe arts, anthroughthe arts.

* Dance, visual arts, music, and drama are equalpoitant and equally “core” to the
curriculum and to the development of the wholecthil

Throughout this review the position is taken thatsia blend of true partnerships between
generalist teachers, specialist teachers, artestshbjand art-makers of all kinds that is most
likely to yield the richest arts education for theveloping child.

Findings

These conclusions are based on a comprehensivauite review, which addresses a series of
salient questions to identify ways of supporting advancing an education for the development
of the whole child. They are as follows:

What is Art? This review defines the arts to include fime and performing arts-
painting, sculpting, writing poetry, playing an insnent, singing, dancing, acting,
creating mixed media productions, and film-makihgleed the arts are much broader
than this definition, but the fine and performingtsareflect the more narrow
interpretation contained in the Ontario Arts Curlicn. Each of these arts activities
engages the learner wholly — intellectually, sdgjakemotionally, and physically.
Learningin, about, and through the arts involves active engagement in learnirgg th
unites mind and body, emotion and intellect, obggat subject (p. 3).

Why do the arts matter? Experiences in the arts offer many intrinsic amdriesic

benefits to elementary children. Intrinsic benefit€lude opportunities to develop
creativity and imagination, and to experience jbgauty, and wonder. The arts also
present occasions to make the ordinary specianteh the quality of our lives, and to
develop effective ways of expressing thoughts, Kedge, and feelings. There is also
evidence of extrinsic benefits, as learning in,wband through the arts contributes to
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» Executive Summary

increased engagement in learning in other subjezdsa and to the development of
students’ self-confidence, social skills, and meggntion. But the research evidence
linking arts and achievement in other subjectsatsbest, mixed. Fundamentally, one
needs to ask — why would music teaching increagh stres better than direct teaching
of math itself? And for that matter, who takes sieal ballet lessons to improve their
geometry scores (p. 13). The Canadian workforceires; employees to think critically
and creatively, solve problems, communicate welp to changing circumstances, and
continue to learn throughout their careers (p. 22).education rich in the arts nurtures
precisely those skills and attitudes that are meguin the contemporary workplace.

How does research on brain function apply to arts ducation? Recent brain research
has examined the critical and optimal periods iairbrdevelopment, the influence of
experience on brain development, the relationskeiwéen cognition and emotion, and
the transfer of learning from one context to anothe analyzing this research, it is
imperative to consider both the large gulf betwessearch findings and direct classroom
application, and the conditions — including ovedlification, misinformation, and
overextension of research findings — that give tseo-called neuromyths associated
with brain research (p. 25). While researchers;hegs, and neuroscientists agree that a
child’s brain needs to be stimulated in a varidtyvays to foster development, carefully
designed studies are required to understand howbtae functions and to provide
helpful evidence-based strategies for improvingtrutdion. Existing brain research
suggests that experiences in the arts — partigukextended musical experiences —
contribute to a fully functioning brain and bodyhélresearch also suggests that we have
a responsibility to provide rich arts teaching & students. It is not the case that arts
instruction should be concentrated on the so-cdaléshted, as it is far more likely that
experience, rather than genetics or brain struchuszds accomplished artists (p. 30).

How do out-of-school arts experiences influence dbren’s development? The —
Ontario Arts Curriculum (2009) makes explicit refece to out-of-school lessons as
important vehicles for supplementing in-school teag. Studies show that children of all
abilities and social classes benefit from both agchool opportunities — including
community arts programs, informal learning in thés,aand private instruction — and
from the positive influence of parental engagemerarts activities. In order for the arts
to thrive in elementary schools and beyond, the dst also thrive in the communities
and practices that surround and support schoolsan@mities can contribute to arts
education through well-structured artist-school aadist-teacher partnerships. The
findings clearly suggest that elementary-aged stisdenjoy arts instruction outside of
school, it's not as if students dotitte music, it isschoolmusic that falls short of their
expectations (p. 32).

Recommendations: Teaching the Arts through Multiple Means

There are many ways to bring the arts into thesctesn on a daily basis. This literature review
recommends teaching the arts through multiple medhat is, the arts should be both integrated
throughout the curriculum and taught as separatécalum subjects. Further, it is apparent that
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elementary students should be provided with as noapgrtunities as possible to learn in, about,
and through the arts. Three specific examples féeeed to support a curriculum rich in the arts.

The Elementary Teacher Elementary teachers — both generalist classteachers and
arts specialists — can blend roles and skills twvige exceptional arts opportunities to
reach all of the children they teach. In order tove rich daily arts experiences for
their students, teachers must directly experiehegdy and the value of artistic work for
themselves — whether by involvement in the artshieir non-teaching time or by
enhanced professional development in the arts. Moprdessional development is
required for generalist elementary teachers bofadunlties of education and through the
Ministry of Education, teacher federations and stimards. Research suggests that the
most effective way to develop teacher confidenciéarts is through sustained, hands-
on art-making, and that the best guides are pragtiartists who know their art form
intimately and who are committed to sharing botrtexpertise and their passion for the
arts (p. 39). Once teachers see themselves as aittis transition to bringing arts into the
classroom becomes much more fluid. It is not endoglely on generalist teachers alone.
Ontario no longer has arts specialist teacherseényeelementary school, in fact, Ontario
has the highest proportion of elementary schoolereshmusic is taught by general
classroom teachers with no music background (p. A®ee regions of the country have
a very large percentage of elementary schools wiipecialist music teacher: Quebec
(87%), the Atlantic Provinces (86%), and Britishl@obia (83%). In contrast, Ontario
elementary schools rely very strongly on generaksioom teachers with no music
background (58%).

Technology and the Creative Proces$tudents’ explorations in the arts can be enriched
through the use of web-based and other informateminologies. When given the
opportunity to use Information and Communicatiorsfinology (ICT) in their creative
work, elementary students have demonstrated inetleasotivation, self-regulation,
pride, and inventiveness — particularly in situasionvolving creative expression or
composition. Electronic or web-based portfoliogdiso store and organize text, images,
video, and sound, have been found to contribugtudents’ abilities to self-regulate their
learning in the arts, as imbedded tools help stisdieorporate the planning, doing, and
reflecting cycle into their creative worl specialized version of such portfolios, called
ISCORE, has recently been developed for music tegchand instruction with music
content embedded in the software, and special ,t®lsh as a music editor and a
rehearsal calendar. The three phases of self-mulaplanning, doingandreflecting—
are embedded into iISCORE and these titles mirmrctkeative process described in the
Ontario Arts Curriculum.

Extra-Curricular Arts Activities: Making a Case for Musical Theatre. Musical
theatre, a long-standing and effective extra-culaic activity in many elementary
schools, encompasses all of the fine and perforraitgy As such, it is one of the most
comprehensive forms of art-making that is possiblehe elementary school context.
Experiences in elementary musical theatre have foegmd to encourage students learn to
trust one another, take risks, become part of getacommunity, learn to interact more
effectively with their peers, form a deeper and enspphisticated sense of creative
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identity, and gain ownership over the creative psscand product. Research shows that
these benefits last a lifetime and yet elementaaghers are faced with a lack of time,

support, and resources for musical theatre oppibigan- especially in schools facing
socio-economic challenges.

The value of this review is both broad and profauhdxtends an invitation to envision a system
of education where the learning that happens inadeels more like the learning that happens
in our adult lives, where we take part in inform@arning or hobbies with dedication and

passion. But the aim of arts education is not ¢mlgrepare students for later life. The aim is also
to bring moments of joy and beauty into their lnaschool. By engaging students wholly in the
present moment — in forging relationships, makimggds, and using their bodies — art prepares
students for the future by encouraging them to bmexstrong citizens a with finely attuned sense

of social responsibility. These outcomes are afisgne when the arts are a central part of the
education of the whole child.

[iv]



» What is art?

What is art?

Cultures are judged on the basis of their arts. Mustures and historical eras have not
doubted the importance of including the arts ag p&every child’s education. They are
time-honored ways of learning, knowing, and expngss

Lois Hetland, Harvard University

When adults are asked to think of something theg to do — something they pursue in spare
pockets of time — virtually everyone will identin activity connected with the arts, the body, or
the natural world (Upitis, 1990; 2010). How areshareas linked? Why are activities associated
with these areas so important to leading balanodddfilling lives? What makes these pursuits
so compelling that we continue learning about tlesen after our formal schooling has ended?

These pursuits are not undertaken lightly. Oftgmassion will be cultivated over many years.
And while there is pleasure in the learning, thereften a significant amount of struggle, as
well. This type of learning is an intense and cawrocess that fully engages the body, the
intellect, the emotions, and the spirit. In a fuméatal way, this type of meaningful learning
connects us with what it is to be human, and willawt is to live on the earth.

Activities like canoeing, Italian cooking, playitige flute, and stone carving are aits

activities. And, for that reason, they are reldtedrts education as well. The passion and
seriousness people bring to activities like thegarécisely the passion required to nurture and
sustain meaningful learning in schools — the kihtkarning we do when no one is watching,
when no one is evaluating us, and when the mostritapt thing at stake is our own learning
(whether we call it learning or not).

For the purposes of this review, the arts are ddfwery broadly indeed. They include firee

and performing arts- painting, sculpting, writing poetry, playing arsirument, singing,
dancing, acting, creating mixed media productidire;making. They also include what might
be termed theutdoor arts- kayaking, hiking, diving, swimming, and skatignally, in this
review, the term arts education includesdbenestic arts- cooking, sewing, embroidery,
quilting, carpentry, metal work (Upitis & SmithrirB008). While most provincial curricula —
including the Elementary Arts Curriculum for Onta#t tend to focus solely on the fine and
performing arts, the other forms of arts educaticmequally important to cultivating a rich and
fulfilling education. And so, while most exampledlwome from the visual arts, music, drama,
and dance, whenever possible a wider view of “tie& avill be taken. This wider view is in
keeping with the research literature, the thinkehgducational philosophers and scholars, and,
most important of all, it is in accord with the éwtion of the human species. This wider view is
also in keeping with schools and school boardslib#t understand and honour the importance
of non-mandated personal learning undertaken phera. Picture the excitement of a group of
Grade 8 students who recently fashioned severatlamoanoes, set them in the water, and
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» What is art?

paddled them for the first time. Canoe-buildingat part of the Grade 8 curriculum. But it
became a very central feature of the classroonofiteteacher who, himself, is a boat builder
(Ogden, in press). And in the process, studentadela- and learned deeply — about many
aspects of the mandated curriculum across suhjeasa

All arts undertakings require engagement on evargll intellectual, social, emotional, and
physical. Indeed, it is worthy of particular nobat one of the most important hallmarks of arts
learning is that it involves physical expressiomgder, 2004; Sylwester, 1998). It is well nigh
impossible to passionately pursue an art form wighmind alone. The arts unite body, heart,
and mind in powerful ways.

Definitions of Art and Arts Education

The connections between feeling, making, and legrhave been espoused for centuries. We
would do well to take to heart John Dewey’s 1906niteon of art:

To feel the meaning of what one is doing, and joice in that meaning: to unite in one
concurrent fact the unfolding of the inner life ahd ordered development of material
conditions - that is art.

(Dewey, 1906/1977, p. 292)

As Jackson (2002) reminds us, the first four wardBewey'’s definition — “to feel the meaning”
— imply that meaning and feeling are connected, ‘thaaning can be felt as well as cognized
(p. 168)". The logical positivists of Dewey'’s tinaad some cognitive psychologists of today
might not be comfortable with the conjoining of migey and feeling that Dewey heralded. But
to experience something fully, one requires bottlewstanding and feeling, and both
understanding and feeling ought to characterizigie’s experiences in arts education
(Jackson, 2002; Pessoa, 2008). Music educator BeiRaener (2004) makes an even more
explicit link between music, mind, and feeling;drgues that recent research on brain function
suggests that emotion is at the root of feelindeafning, and of changes in the state of the body,
because emotion serves a primary role in activdtiagorain and consciousness (Damasio,
1994). Many other researchers and educators esfifmig@portance of emotion to learning
(Goleman, 1995; Pessoa, 2008; Rettig & Rettig, 1999

Dewey used the phrase “what one is doing” in a thay, Jackson (2002) argues, is “not a
feeling about something past, something finishedoonplete (p. 169)”, but rather “a form of
ongoing activity ... that presumably is rather spE¢@ 169). Doing is a form of consciousness
(Reimer, 2004). And as Fox (2000) reminds us, dicisve engagement, not passive response,
that helps develop the brain. She suggests thahfsgrcaregivers, and teachers should involve
children in expressive modes of music-making ameart-making; including singing, moving,
and playing, and that these active modes shouidteevoven with positive social encounters.
This notion of being active while learning — or fdg’ — is a major feature of Dewey’s
philosophy and of the progressivist movement inegai

Jackson (2002) claims that when Dewey focuses @pitfing] in the meaning” , he is speaking
not only of delight or joy in learning, but also@fense of being deeply convinced of the
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» What is art?

importance of the activity. That is, Jackson argheas the activities of art-making are, in some
sense, “felt to be right, fulfilling, and satisfgh(p. 169).

Dewey also speaks of the ways that art servesrtibe'l Arguably, he is speaking of some of the
classic dualisms such as mind and body, emotiorirdatiect, object and subject — dualisms that
characterize conservative or non-progressive appesato education and that are foreign to
authentic arts activities. Dewey'’s reference t@“timfolding of the inner life” is also instructive.
Again, Dewey does not separate thoughts, feelfagsasies, beliefs, and aspirations from the
making of art over time. Nor does he ignore thesdal elements of art-making, as indicated by
his use of the phrase, “the ordered developmemtadérial conditions”, in which he not only
acknowledges the importance of manipulating physnaties, but also implies that there is a
developmental process involved (Jackson, 2002).dy&ndefinition, then, allows for the
concept of art to include pursuits that are notmadly thought of as art — pursuits as broad as the
ones described in the opening section of this revie

Contemporary scholars who share Dewey’s progretdeanings have also suggested that broad
definitions of the arts would serve us well as weaaeptualize how arts education might best
support the development of the whole child — adchiho is skilled in the arts and other subject
areas, but who is also becoming prepared, throcighating, to be a thoughtful and contributing
member of society. Ulbricht (1998), for examplegwk how the concept of environmental art
education should go far beyond nature studies ¢orapass the ecological, human-built, and
social environments, making the blend of these dime outdoor arts serve as an engine for social
and environmental change. He describes severgbajects for elementary-aged students,

which serve to enhance arts skills as well as llatt@ntion to pressing social and environmental
issues. Like Neperud (1995), Ulbricht calls for ksipconnections to be made between art,
culture, and the environment, so that a sociabpoasible arts education curriculum can be
widely beneficial and far-reaching. Others have aentified the special place that arts
education can hold in connecting students to {h@ysical worlds through a place-based
approach to arts education (e.g., Brook, in présagle, 2007; Gruenewald, 2003; Noddings,
2005).

With this all-encompassing approach to arts edanatomes the fundamental premise that what
is required for elementary arts education is asasf comprehensive and flexible approaches to
learning in, about, and through the arts.

The implications of this premise are several. Fitsheans there are both distinct and
overlapping roles for arts specialists and for gelnst teachers, as well as for members of the
community, to engage in the creation of effectivegpams for arts education. These topics will
be addressed at length later in the review. Sedbneans that there is a time and a place for
learningin the arts — that is, learning how to paint in wedéwurs or learning how to create a
dramatic tableau. It also means that there is @ éind a place for learnirapoutthe arts —
learning, for example, about the historical andwral aspects of the expression of ideas and
feelings through dance. And it means that theeetisie and a place for learnitfyoughthe arts
— that is, using the arts as entry points to expiher subject areas (such as deepening one’s
understanding of aspects of mathematical form gjin@aculpture) or using artistic means to
approach themes (such as a study of pond life exploration of the properties of metals). Not
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» What is art?

one of these approaches — learning in, about,rougfn the arts — is inherently better than the
other two. There are valid reasons to adopt alhese approaches in arts education at various
points in the child’s development.

Over the past several decades, much energy habedsoexpended debating whether we should
integrate the arts through the curriculum, or whethe should teach the arts as separate
curriculum subjects (the answers are “yes” and™yéad further energy has been expended
discussing the question of whether the arts shiballhught by generalist teachers, specialist
teachers, or by artists from the community (thenaams are “yes”, “yes”, and “yes”). Finally, we
have wasted energy on turf scuffles within the.@&&nce, visual arts, music, and drama - as
well as the domestic and outdoor arts — are equalhprtant and equally “core” to the

curriculum and to the development of the wholedt:hilis a blend of true partnerships between
generalist teachers, specialist teachers, artestisbpnd art-makers that is most likely to yield
the richest arts education.

The arts — in the broadly defined sense used iprisent review — either directly or indirectly
involve all of the intelligences identified by HomdaGardner (1983; 1993): linguistic, musical,
kinesthetic, intrapersonal, interpersonal, visnaturalistic, and spatial. Like Gardner and his
followers (e.g. Armstrong, 2000; Baum, Viens, &t81a2005), many fine elementary teachers
are aware that teaching and learning in, aboutflaoadigh the arts can reach more students than
schooling by traditional means alone.

There is nothing new about the relationship oféattis to other subjects. Nobel Prize winner John
Polanyi (1990) relates how Leonardo da Vinci, abiy#he greatest figure of the Italian
Renaissance, was left alone to pursue his inteirestsence as long as those interests did not
detract from his time for paintindf da Vinci were living now, would he be permittemido his

art so long as it did not cut into his time foreswe? This would be an equally senseless
restriction, for one form of thinking and feelingeids the other. Creativity is not subject specific,
just as one kind of art-making is not inherentlyrenoreative than another. One of the reasons
that the arts are important is that they provideynaiays of expressing creativity.

And we've never been in greater need of creatiBfore today is over, we who live on this
earth will destroy another 60,000 hectares of caggt. This destruction occurs on a daily basis.
In one year alone, 17 million hectares of tropredthforests are destroyed — an area larger than
the country of Switzerland (Nicholson, 2000). Edely, over 140 species of plant and animal
life face extinction (Raintree Nutrition, 2007). @ Imtergovernmental Panel on Climate Change
(2007) claims that warming of the climate is undbie, as evidenced by increases in global air
and ocean temperatures, the widespread meltingoo¥ and ice, and rising sea levels. Climate
change has caused a loss of biodiversity on a sgaiiwalent to a mass extinction event. By our
actions, we either contribute to the problems lmvadte the impact of human life on our planet.

A deep and prolonged study of the arts equips tisways to be creative in the environmental

and social sciences as well. Studying the arthe=aas to be fully alive. To have, perhaps, what
it takes to begin to repair the planet.
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Progressivist and Conservative Trends in Education

Since da Vinci’s time, the arts have swung far atvasn the prominent role they once held. If
one looks at the patterns of what subjects have pgeileged over the past 100 years, it is clear
that the arts have enjoyed prominence during tiofiggogressive reforms, while being regarded
as an extra undertaking during the “back-to-basiesVements (Oreck, 2002). During the great
progressive period in education (between World Wargd I, when Dewey'’s ideas were
prominent) the arts were valued; furthermore, theye valued in the ways in which they are
discussed in this reviededucation for all American Youth, pivotal document published in
1944, described what were then regarded as impenagieds of youth (Sedlak, 2008). The
publication denounced the “aristocracy of subje@tgéd in Sedlak, p. 871), suggesting that
“mathematics and mechanics, art and agricultusgphi and homemaking are all peers”
(Sedlak, p. 871). The publication included threeliceal principles: global knowledge, economic
management, and appreciation of the arts — arsgtikcontemporary set of principles to guide
education in the present day.

But in the late 1950s, soon after the Russiansclaechthe earth-orbiting Sputnik, the pendulum
swung hard and fast in the direction of a much nooreservative approach to education. Less
than a year after the Sputnik launch, Congressepat® National Defense Education Act
(NDEA), a four-year program that poured billionsdaflars into the American education system
with a focus on science and math (Armstrong, 2006¢. so-called basic subjects were heralded
as supreme. Not only was there was considerabléa&sigon improving science education, but
there was also a focus on academically talentatests (but only as defined by the basic
subjects), and a new emphasis on teacher accolitytalie effects of these emphases are still
felt today, both in the United States and Canada.

By the late 1960s and early 1970s, a new progresgin was evident. In the wake of the wide-
sweeping civil rights movements, the 1970s sawxaga@sion in education to focus on
desegregation, mainstreaming, and the needs ofcoitutal and bilingual students and other
students with special needs (Banks & McGee Bark&)2Sherman, 2009). It was during the
late 1960s thdtiving and Learning: The Report of the Provinciar@mittee on Aims and
Objectives of Education in the Schools of Ontariwhich advocated a child-centered approach
to education — was released (Hall & Dennis, 198R)ch that was said in 1968 in the Hall-
Dennis report about the aims of education, witkenaice to Dewey, Whitehead, Rousseau,
Froebel, and Pestalozzi, among others, is perhiaggen greater relevance today.

But the progressive spin of the 1960s and 1970ssiwag-lived. When American politicians
called attention to what they considered alarmihgly results on Student Achievement Tests
(SAT) scores early in the 1980s, a new conserviaak-to-basics movement began. With it
came a renewed emphasis on graduation requiremmemizgth and science, as well as teacher
accountability. With the passing of thi® Child Left Behind\ctin 2001 — shortly after George
W. Bush became President — the conservative trelydmensified in the US. This has brought
with it yet another thrust for standardized testimgher graduation standards and college
entrance requirements, and continued teacher ataulity (Sherman, 2009; Siskin, 2003). And
there has been a concomitant decline in instruatitme and resources allocated to the arts
(Beveridge, 2010).
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Pockets of progressivism - in keeping with the idd¢aleveloping the whole child — have still
surfaced over these past several decades. She20@9) (vrites:

In 1990, in an attempt to reintroduce progresgialis, the Network of Progressive
Educators drafted a statement of principles, wHmhexample, included the following: a
focus on active learning; a commitment to the ig&s and developmental needs of
students; an embracing of multiple cultural pergipes; inclusive decision making
practices; and interdisciplinary curriculum (citedSemel, p.18, 1999). But ... classroom
practices, for the most part, greatly resembleddlat the early part of the century
(Cuban, 1993). Although many teacher educationnarag promote progressive
educational practice, overall, progressivism dagsseem to have staying power in terms
of what actually takes place in classrooms ongelacale. (p. 43)

Sherman (2009) then suggests that the “lack ofreggyower” (p. 44) of progressive education is
likely due to a combination of factors includingtmmly political climate, but also the personal
beliefs of pre-service teachers. Sherman notegptieaservice teachers may have deeply held
conservative views of how to teach, based on their schooling experiences, and that these
beliefs are then perpetuated in the next generalioese beliefs make pulling back the
pendulum a difficult task, especially when couphath the current call for increases in test
scores — a call that Canada has not escaped. Witikes extreme, perhaps, there is no question
that we have been living and teaching in a cultdresting and standardization. Individuals and
organizations have collectively pulled the pendulsmk to progressivist notions before — and
that this might be the time to do so once again.

Where do approaches to the teaching of the angtfiin these swings? In the mid-1970s,
recognizing that the arts had been consistentlgatued since Sputnik, Eisner (1974) began
calling for studies that would demonstrate the fpgsimpact of arts programs. From the late
1980s through to the turn of the millennium anddrel/— corresponding with the long
conservative stretch in educational policies, peast and thought — arts scholars have
contributed to a growing body of evidence derivedhow that arts education has values beyond
those intrinsic to the arts themselves; arts educaositively affects other aspects of living and
learning. Reported benefits of the arts includgpdeeevelopment of the imagination (Greene,
1995); greater motivation to learn (Csikszentmihdl997); increased achievement in
mathematics and language (Butzlaff, 2000; Forgeaet|aug, et al., 2008; Vaughn, 2000);
enhanced neural activity in the brain (Jensen, pQfi#ater student creativity, lower drop-out
rates, and positively enhanced social skills (Calitel998; Luftig, 1995).

However, as will become clear later in the revidvese reported benefits have served to devalue
the intrinsic benefits of an education rich in #r&s. Indeed, Eisner himself has witnessed these
changes over time: His more recent writing callsviluing the arts for the unique contributions
of the arts — such as such as fostering an appietiasf nuance, and an ability to make decisions
in the absence of clear rules (Eisner, 2002).

We appear to be in the early years of an era winace again the arts are appreciated for the
unique qualities they offer, and for the ways inahhthey enrich our relationships and our lives.
It is a perfect time to re-energize our approatbests education in schools, aligning
educational practices and values with a contempaension of Dewey'’s progressivist views.
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This review provides guidance for what such a rergized curriculum might offer for the
development of the whole child.

The Development of the Whole Child

What is meant by the “whole child"? There are asiyn@efinitions of the whole child as there
are of the arts and arts education. Most defingtioonsider the intellectual, social, emotional,
and physical development of children in an atmosph®at is supportive, challenging, and safe.

The Association for Supervision and Curriculum Oepenent (ASCD) is a non-profit member-
based organization, founded in 1943, with more thé&s 000 members from over 100 countries.
The ASCD develops programs, products, and serfacesducators. Early in 2007, the ASCD
launched a Whole Child Initiative to help ensurattthildren are healthy, safe, engaged in
learning, supported by caring adults, and acaddiyidaallenged (Brown, 2008). There is ample
evidence suggesting that the elementary schoo$yearcrucial for children to develop social,
emotional, intellectual, and physical skills andsbilities in order that they may lead healthy
and active lives (Graber, Locke, Lambdin, & Solm@@08). Scholars, educators, and
philosophers who hold a holistic view of child demment share the view that education in
elementary school should be education for life.

Dewey (1916/1966) also claimed that the role ofcation was not only to prepare students for
later life, but also to engage students whollyife &t the present moment. For Dewey, this
engagement was most effective when it involved wieatalled the four occupations of
childhood: conversation, inquiry, making thingsgdamtistic expression (Dewey, 1900/1956).
Dewey described how children develop and learnuiingplay, through movement, and through
the creation of imaginary worlds. He observed hbevihstinct for investigation grows out of
these early forms of play, claiming that therens tistinction between experimental science for
little children and the work done in the carpergetiop” (p. 44). Dewey regarded children’s
artistic impulses as an expression of their neasbtomunicate. These observations, made over a
hundred years ago, are made every day by paretiteachers the world over as they watch
children learn through play, through conversattbmpugh constructions, and through
investigation.

Like Dewey, Noddings (1992) suggests that manyasp# daily life should be explored as part
of the formal curriculum. Such a holistic view afuzation also focuses on relationships, such as
those between mind and body, teacher and studehhetween various domains of knowledge
(Miller, 1993; Noddings, 1992). The developmenttad whole child also means that elementary
teachers must attend to what might be termed sgiritevelopment — and arts education
provides a vehicle to do this. As Shirley Thomsb®909), then Executive Director of the Canada
Council for the Arts, noted over a decade ago:

We are fighting a new barbarism, not of dark ignoeabut of information glut and too
many diversions ... Arts education is essential szelinment and judgment, and in the
broadest sense, arts advocacy is the fight foratuen of the life of the spirit to the
centre of our existence ... people forget thatad artists render life bearable. (p. 139)
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Another aspect of the development of the wholedakithat of developing a strong citizen with
a finely attuned sense of social responsibilityt Blmncidentally, some of the most prevalent
movements in early childhood education were fublethis aim. The approaches of Reggio
Emilia, Montessori, and Steiner, while differensimumber of defining respects, share
fundamental features and histories; the foundettase three approaches each articulated an
explicit vision and corresponding curriculum, stilllowed, to a great extent, in contemporary
versions of these schools (Edwards, 2002). In mexhdieach approach was developed in Europe
in direct response to violence, with the goal @ating citizens motivated by peace and civility.
Teachers involved with these approaches recoghildren as intelligent, creative, and complex
beings with predictable patterns of intellectuakial, emotional, physical, and spiritual
development (Edwards, 2002; Upitis, 2010).

While it is beyond the scope of the review to erggiaga full discussion of child development in
the elementary grades, there are clear developimgttarns in children that must be both
recognized and acknowledged in forming a strong@rtriculum. Many teachers with
experience in Kindergarten and the primary andgudivisions have extensive theoretical and
practical knowledge of child development that wilide their expanding work in arts education.
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Why do the arts matter?

We have only begun to invent what will be possibl&cience has opened the door, but
artistry and imagination will take us through it.

Paul Allen, Co-founder of Microsoft

Bertrand Russell was one of the greatest matheiaagiand philosophers of the 20th century. In
his final essay, written at the age of 95, Ruq4867) reflected that the time had come to ask
whether his life’s work had taught men and womeot to hate peoples other than their own”.
He concludes his final essay with: “There is arsaimnprisoned in each one of us. Let [the
artist] loose to spread joy everywhere.”

Why did Russell, so late in his long and productifes attach such importance to the arts?
Perhaps he recognized that the arts enrich ows.IRerhaps it was because he understood, as
Einstein did, that “the most beautiful thing we @perience is the mysterious ... the source of
all true art and science” (cited in Clarkson, 20816). Perhaps he had come to realize that the
arts have formed a fundamental component of culiimee the beginning of time - and that
everything we think, feel, or know cannot be ddsdli by words alone.

Intrinsic Benefits of the Arts

Eisner (1991) describes imagination as “the engfrailtural and social progress” (p. 12).
Experiences in the arts nurture imagination andterigy, both hallmarks of great thinkers and
leaders: Many prominent scientists and inventogsadso active in the arts (Zweig, 1986). But

art doesn't benefit only the artist. The arts arddicial not only to those who create art but also
to those who experience those creations. Greatsaadrirt inspire, and the process of art-
making can do the same. When a student writeska lpaem, choreographs a dance, sketches a
landscape, builds sets for a theatre performandeymrovises a piece of music with peers, the
student has a chance to imagine, wonder, crealdeam. The arts provide daily opportunities
for beauty and joy — for individuals in schools and@dommunities around the globe.

Studies in, about, and through the arts help stsdead fulfilled lives. Students who lack arts
experiences in their schooling will emerge underistied by the end of their education. By
contrast, those students whose schooling inclugearts will benefit throughout their lives, in a
multitude of ways, by the intrinsic benefits thia¢ tarts bring to the quality of our lives.

Koopman (2005) provides an attractive and well-adhthesis on the importance of the arts. He
claims that the arts are of fundamental value bezafithe “complete involvement from
moment to moment when receiving, creating, or periiog an art work. The arts present us with
a manner of fulfilling our time” (p. 91). This noti of complete involvement from moment to
moment is much like Csikszentmihalyi’'s (1990) notaf flow, that is, the sense of timelessness
and absorption that can occur when one is deeptyeirsed in the process of art-making (see
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also Custodero, 1998). Koopman (2005) continuels thig claim that fulfilling experiences are a
necessary condition for leading a happy life. Heabades:

Fulfilment reminds us of the temporal and dynanmaracter of our existence. To live is
to live in time, from moment to moment, from epiedd episode. The quality of our life
is determined by the way we give shape to the admeelof time we have at our disposal.
We have to engage in meaningful practices if wa@raake something of our existence.
If we do not, we are delivered - in Gadamer’s wortisthe tyranny of empty time: we
are doomed either to a life of boredom or to afilfed with frenetic and futile activity.

(p. 93)

The idea of the quality of life being embodiedhe &ctivities that occur moment to moment, or
episode to episode, is mirrored by American auffrorie Dillard’s observation that how we live
our days is, in fact, how we live our lives. Exterglthese claims implies that educating the
child in the arts has, as its primary task, thevigion of conditions whereby the child can take
up worthwhile and engaging activities and see thHawugh to completion — living moment to
moment while engaged in those tasks. There is eetmun that there are basic forms of
knowledge, skills, and dispositions towards leagriimat are essential to receive a full education
and to function in society (what artist doesn’t wher child to learn to read?) But people also
need to develop habits and engage in activitiesfaif@l their time. That is, the conditions for
leading a meaningful life are not only the sta#ictors related to skill development, economic
independence, or the possession of moral valuesg(idan, 2005). The characterization of the
quality of life also includes life as time livednA it is perhaps in this latter respect that the ar
matter most.

The Arts and the Development of Humanity

Ellen Dissanayake is a scholarly writer in thedgebf anthropology, aesthetics, philosophy, and
evolutionary biology. While some scholars take esaith aspects of her theoretical work
(Davies, 2005), her main thesis — that art is d@&ddn human life — is difficult to dispute.
Dissanayake’s examination of the place of artsuiméain life presents the view that the essence
of art is “making special” (1995, p. 39), which skiso calls “artifying” in later works (e.qg.,
Dissanayake, 2000, 2003, 2007). She theorizeghtbabot purpose of all artistic activity, past
and present, is to enhance particular aspecteaftinid and humanity by lifting out of the
ordinary and “making special,” whether it be witbighday cake, a sculpture, or a
Shakespearean play.

Dissanayake’s definition of art, then, is as factgng as the definition adopted for the purposes
of the present review. She writes:

We now think of “art” as including its manifestat®in all societies and all classes of
people. We are more aware of art's communal anibpeative aspects and its
frequently multimodal integrated nature in whicimgodance, performance and visual
spectacle all combine. Art is no longer consideretbmatically to be “distanced” from
ordinary life and concerns. (Dissanayake, 20024p)
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Dissanayake (2003) theorizes from an evolutionargective. She maintains that humans
“have a specifiable biological nature that is theduct of millions of years of adapting to the
world in which they (and their ancestors) came b@mg” (p. 246). Her analyses demonstrate
that art is one of the behavioural predisposititwag fulfills our biological needs. She states,
“Like language, [art] is inherent in human natwaed will emerge in every normal individual
during normal development and socialization” (p624

The most powerful part of Dissanayake’s argumeatsst of five features that support her thesis
that artification is adaptive to human evolutioheTirst of these is thairt-making is universal

as it is “observable in every society or cultunaup that is known, regardless of its degree of
economic or technological development” (2003, [¥)2&econd, theavestment of resourcas

the arts — especially in pre-modern societiesdisigroportionately greater than one would
expect for a peripheral or unimportant undertakDigsanayake provides evidence that large
amount of energy, time, and material resources dedécated to the arts in pre-modern times,
“often to the neglect of more apparently life-sustay activities” (p. 247). The third feature is
thebiological importanceof the events and conditions that are attachéldet@rts — that is, the
biological importance of the aspects of daily tiat are artified through ritual ceremonies
concerned with “safety, subsistence, prosperitglthesocial harmony, and the successful
traversing of birth, death, and other life stagg@s™47). Fourth is the fact that thes are
associated with pleasurejust like the other essential requirements ofdifieh as food, sex,
familiar surroundings, rest, conversation, andel@dationships. People are drawn to decorated
objects, music, dance, and well-told stories. Filitssanayake suggests that jiuneenile
predisposition to the artsthat is, the propensity of young children to spastausly involve
themselves in “artifying” or “making special” — évidence that the arts are essential to the
development of humanity. Without prompting, youmgdren will:

make marks, decorate their bodies and possessmvg rhythmically to music, sing,
make believe, engage in wordplay, and enjoy stoliégought up in a milieu where
others artify, these proclivities are easily depeld. (Dissanayake, 2003, p. 247)

From this thesis, one can argue that it is thearsipility of the adults in the community —
teachers, principals, and familyte-provide a milieu that allows the child to deyelus or her
natural artistic proclivities.

What would such a milieu look like? Fundamentatlyildren’s art-making is supported when
they are able to engage in the operations thatacteize art-making in all modalities (i.e.,
visual, aural, and kineasthetic) and media (elay, pigment, wood, fibers; instrumental or
vocal sounds; words; movements). Dissanayake (4ddea8jifies a set of five operations that
allow the intentional act of making an ordinaryextij material, or artifact extraordinary or
special. These five operations are (a) formalirat{b) elaboration, (c) repetition, (d)
exaggeration, and (e) surprise. So, for exampégticrg a musical composition involves
formalizingthe pattern or shape of the woekaboratingthe composition through the
embellishment of the melody with ornaments or sufipg harmoniestepeatingsections to
bring coherence to the workxaggeratingaspects of the composition through changes indemp
or dynamics, and creatirsyirpriseby using an unexpected harmonic progression.
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Fundamentally, then, Dissanayake (2003) holdsttieabiological predisposition to “artify” or
“make special” through these five operations hanlselected for humans, and further:

when expanded and utilized in ceremonies bothwesiendividual anxiety (individual-
level selection) and aids group cohesiveness (gikewgl selection) so that individuals
and groups who artified were more likely to survarel reproduce than individuals and
groups that did not artify. (p. 254)

Csikszentmihalyi (1996) similarly claims that, “&etlps us to construct meanings, not in the
abstract sense of producing cognitive interpretatibut by producing personally relevant goals,
responses, habits, and values” (p. 7). And shoelth@ed a daily reminder, the Gabrielle Roy
quote that appears on the Canadian $20 note wil¢ses well. Author Roy provocatively asks,
“Could we ever know each other in the slighteshaiitt the arts?” This quote was selected by
the Bank of Canada (2011) to emphasize that “adscalture define who we are, as well as the
system of beliefs, values, and customs we sha@anadians”. It is these customs and values
that should form the backbone of arts educationiferdeveloping child.

It is true that there are other extrinsialmost incidental — benefits of the arts that bear
discussion. This discussion is important for twas@ns. The first is that many educators,
parents, politicians, and members of the genetalipsurmise that the arts are valuable for the
non-intrinsic benefits they bring to the study dier subjects. For this reason alone, the
literature on arts and achievement bears scruBuayit is also important to consider the extrinsic
or “bonus” benefits of the arts. Such ancillary &i@s can bring additional strengths to the
learning milieu of the developing child, especiaflthe arts help the child cultivate the
dispositions and habits that bode well for learnimgll forms. It is to these types of benefitsttha
the discussion now turns.

The Arts and Achievement in Other Subjects

Perhaps there is no domain of education in whiehigisue of justification is so
prominent as in arts education. The reason for ihike precarious position of the arts
in general education. Arts educators are engageahitongoing battle to prevent the arts
from being further marginalized, or even removemhfithe curriculum ... In such
circumstances there is a great need for argumeatsahstrating the importance of the
arts in education... the overwhelmingly dominant typgistification of arts education
appeals to its positive consequences for knowleslgis, and dispositions that are not,
or not typically, related to the arts themselves.

Constantijn Koopman, Royal Conservatoire The Haghe, Netherlands

A strident call to demonstrate how the arts mighitdbute to achievement in other subjects
began in the 1980s and peaked in the 1990s, wiepragrams all over North America were
continually threatened with marginalization and o&al from the curriculum. And while recent
years have witnessed something of a return toféaidrt’s sake”, the call for demonstrating how
the arts are linked to achievement in other subjeantinues. The genesis for this call was, in
part, due to strategies developed by arts advotatgsproach their local, regional, and
provincial policy makers with evidence that wouldintain or increase the presence of arts
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education in schools in the wake of the strong eorative education policies described
previously (Beveridge, 2010).

But the research evidence linking arts and achieveim other subjects is, at best, mixed.
Fundamentally, one needs to askhky would music teaching increase math scores e
direct teaching of math itself? And for that matteho takes classical ballet lessons to improve
their geometry scores? The limitations of this tgpeesearch are discussed later in the review.
For now, an in-depth description of a Pan-Canasliady that avoids many of the pitfalls of arts
and achievement research is offered.

Learning Through the Arts: Research Findings from a Pan-Canadian Longitudinal Study

One of the most comprehensive arts education progna Canada and certainly the one with
the most long-term and extensive empirical reseanstas developed in the mid-1990s by The
Royal Conservatory of Music. Since its genesiheformer North York District Board of
EducationLearning Through the Artd. TTA) has become firmly embedded in schools asros
our nation. LTTA has received overwhelming suppartillions of dollars in funding, alone,
attests to the endorsement of the program by Ihetipablic and private sectors.

Why has LTTAbeen so well received by teachers, students, gar@md investors? There are at
least three reasons. First, the program is an madéige partnership between artists, teachers, and
the broader community, often involving full-schawmiplementation and producing impressive
results. Second, the program incorporates theaaréntry points for learning across the
curriculum, so teachers can engage their studerdagh the arts and also enliven and deepen
the teaching of other subjects. Third, artist arather professional development are key aspects
of the work.

In the LTTA elementary education model, professi@masts work directly with students,
applying an art form to the teaching of conceptarinther subject area. For example, a dancer
might approach the teaching of a Grade 4 geomaeitythrough movement and modern dance.
The artists begin their work with the studentsrafieveloping lessons and units with the
classroom teachers, based on the curriculum regaimes for the particular subject and province
(Elster, 2001).

The earliest research studies on LTTA indicated ttheprogram was positively received by
students, and resulted in more use of the artedghers, as well as increased administrative
support for the arts (Wilkinson, 1998). Other pags that use the arts in conjunction with the
teaching of other subjects have similarly demotestighat positive changes occur for students as
a result of such an approach. As Esquith (200@ye@ocatively suggests, if our educational
objectives include joy, compassion, and exciteméet) the arts can be naturally connected to
other curricular areas to enhance active participand creativity (D’Agrosa, 2008).

In 1999, a comprehensive six-year research studyfd® was launched in Vancouver,
Calgary, Regina, Windsor, Cape Breton, and CormeolB— the largest study of its kind ever
undertaken in Canada. Over 20,000 students andpéesnts, teachers, and principals took part
in the LTTA research, and several thousand additistudents involved in other specialized
programs (e.g., programs with a technology focis) participated (Patteson, Upitis, &
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Smithrim, 2005; Smithrim & Upitis, 2005a; Upitis 8mithrim, 2003). The research design
involved a link to the Statistics Canada Nationahgitudinal Study on Children and Youth
(NLSCY 1997, 1999), which further increased boshsitope and validity.

The research was designed to determine the effétte LTTA program on students,
concentrating in particular on the students whoewetGrade 4 at the beginning of the study and
in Grade 6 at the conclusion of the study. There paticular interest in determining, through a
guasi-experimental design, whether increases ihenadtics and/or language scores would
result after a three-year exposure to the LTTA paog Beliefs and practices of parents, artists,
teachers, and administrators were also ascertdimedldition, the design enabled the
researchers to examine children’s attitudes towtrelsirts and schooling in general, and to
determine how the arts were linked to their ousctiool activities, such as videogame playing,
taking part in sports, and reading for pleasure.

The student sample for the primary study consisetetarly 7,000 students in Grades 1 through
6, including students from LTTA schools as welfrasn two types of control schools. There
were no differences between the students fronnedkttypes of schools at the beginning of the
study in terms of their mathematics and languageesg arts attitudes and activities, and socio-
economic status, as indicated by household incarderather’s education level.

At the end of the three-year period, there wersignificant differences between the Grade 6
students in the LTTA schools and students in tvypes$yof control schools on most measures for
mathematics and language. Thus, the researchetkided that involvement in the arts does not
come at the expense of achievement in mathematdcctaaguage (Smithrim & Upitis, 2005a).
This is an important finding, for it provides evid® against the view that other subjects will
suffer if more time is devoted to music, visuabadrama, and dance, with less time spent on
math and language. This finding is also importadause the way that it is phrased does not
exaggerate the positive association between ansifegy and achievement in other subjects.

But this conclusion does not tell the whole stdrjhe achievement results. While there were no
differences at the end of the three years on senathematical tests of geometry and of
applications of mathematical concepts, in fact,Gnade 6 LTTA students scored significantly
higher on mathematical tests of computation anidhesion than did students in the two types of
control schools, equivalent to a difference of gicentile points in raw scores. As noted above,
there were no baseline differences in mathematici2@ement or in socio-economic status of
the students in the three types of schools. Furthere was no interaction effect between socio-
economic factors and program type. Thus, insofdha@® was a program effect, the benefits of
the LTTA program occurred for children of all so@oonomic classes. This finding is of
particular social significance, as it indicates i@ arts benefit all children. For those children
who are not able to seek arts experiences out$idermal school hours, one could argue that
the arts become even more important in the scradkest.

The qualitative findings, based on interviews, obastons, and focus groups, suggest that
involvement in the arts contributes to engagemefgarning. Students, teachers, parents, artists,
and administrators talked about how the arts mtgd/ahildren, referring to the emotional,
physical, cognitive, and social benefits of leagnihrough the arts.
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Activities outside of school were also relatedtiadent achievement in math and language.
Music lessons outside of school and reading foaglee were significant contributing factors for
achievement in math and language, after the eftéddecio-economic status and the LTTA
effects were considered. The data also indicatadsibme kinds of student activities were more
likely to group together than others. For examgh#idren who read for pleasure and took music
lessons were also likely to belong to clubs ancagegn organized sports, and were unlikely to
spend their leisure time playing computer and/desgames. But these associations are not
necessarily causal; it could be that the child Wikes to read also likes to be physically active
and has parents who support the practice of takingjc lessons outside of school. It does not
necessarily mean that taking music lessmmssedhe same children to become good readers or
active in clubs and sports.

Nearly all parents (90%) reported that the artsvated their children to learn. This was the
case not only in LTTA schools, but also in the colgchools following the regular curriculum
and in the schools with other specialized progrdmass than 1% of the parents questioned the
importance of arts programs. Indeed, parents wagerego talk about the positive effects of arts
education on their children. Seventy-seven per ¢EbT TA parents, when asked if their child
had reported school arts activities, gave con@edenples of arts activities their children had
talked about at home (15% higher than parentsdarother two types of schools). Some of these
examples described events that had occurred uee years earlier, that both the parents and
children still recalled in vivid detail. Parentsiched that the LTTA program helped generate
interest in the arts outside of school, provideshaggr incentive for their children to attend
school, increased the self-confidence and selieast&f their children, improved their children’s
social skills as they became less shy and moreomggprovided them with opportunities to
thrive, increased their skills in various art forraad increased their enthusiasm for attending
school (Upitis & Smithrim, 2003). Artists similarbbserved a wide variety of benefits to
students engaged in the arts, including the dewedop of arts skills, the exploration of
curriculum topics through the arts, and the fouisafior a lifelong love of the arts.

By the end of the three-year period, there wereifsoggintly more LTTA teachers, as compared
to teachers in the control schools, who believed tie arts were an effective way to teach
language, science, and math. LTTA teachers repartetnber of changes in classroom
practices that reflected their increased commitn@i¢aching through the arts, and their
growing skills and confidence in embedding the artheir teaching practices. That is, teacher
transformation was another important outcome olLfRi€A program. In an earlier study, using a
different model for enhancing arts education inmedatary schools, Upitis, Smithrim, and Soren
(1999) concluded that fundamental changes to tesighctices and beliefs arose when
teachers worked directly with artists and experehitie artistic process while making their own
art; lasting changes occurred for approximately 20%he teachers after two or more years of
professional development. Among the benefits taachscribed to the program were confidence
to try new things; a new appreciation of the plagrand work involved in art-making; a
revitalization of teaching in other subject areasj a commitment to provide more time,
materials, instruction, and support for studentshaaking. Data were analyzed using a three-
level matrix—developed by Upitis, Smithrim, and &o(1999) — to assess and describe teacher
transformation. The first level of the matrix idéied conditions that were necessary, but not
sufficient, for teacher transformation (e.g., exatmn of new art forms and media). The second
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level identified the potential for sustained tramafation (e.g., teachers’ changing perceptions of
artists). The third level identified ways in whiphofound changes in beliefs and practices were
manifested (e.g., long-term pursuits of new anr®). Evidence for all three types of
transformation were found with the LTTA programttson, 2005; Smithrim & Upitis, 2005a).

Principals of LTTA schools were more likely thanngipals in the control schools to personally
consider the arts as very important. School dissuperintendents confirmed the positive effects
of the LTTA program. All of the LTTA superintendentiewed the arts as critical in education,
and viewed the program as a partial solution totwliney identified as chronic under-funding

and lack of expertise in elementary arts educdtitpitis & Smithrim, 2003).

As demonstrated by the results, students in theALpibgram benefited from the program in
many ways. Some benefits lent themselves to measute such as gains in the computation test
scores. Others were more ephemeral, as studewt$eéaohers’ lives were positively transformed
through the unique contributions that the artsrgf@mithrim & Upitis, 2005a).

Other Research Studies Linking Arts Education with Academic Achievement

A comprehensive American study, tracking 25,000di@d&chool students over a ten-year
period, indicates that for all students — but gattrly for those in the lower socio-economic
group — academic performance, attitudes, and betiagre all positively correlated with high
arts involvement (Catterall, Chapleau, & Iwanadg@9). Among students from low socio-
economic households, 43.8% of those highly involvetthe arts scored in the top two quartiles
in reading, compared to 28.6% of students witlelitr no arts engagement. When the entire
student sample was considered, 70.9% of studethshwgh arts engagement scored in the top
two quartiles in reading, compared to 46.3% ofgtuelents with low arts engagement. Catterall
et al. also found that the probability of beingliginvolved in the arts is twice as high for
economically advantaged students—not a surprisegufse, but an argument for the importance
of the arts in the public school system.

In a study conducted in Georgia involving over 800, studentst was found that in those

school districts where the arts were a prioritydshts had higher test scores, were more likely to
graduate with college diplomas, and were lessylikeldrop out from high school (Music in

World Cultures, 1996). However, like the study att€rall et al. (1999), this study was
correlational: One can ascertain that higher tsstes go along with arts activities, but there is

no evidence that one causes the other. It is pdegsiat arts learning contributes to higher test
scores because students are more engaged indhealisig as a result of being enlivened by the
arts. But it is also possible that students whoatmeady high achieving are attracted to studying
the arts. It is not possible to say if one condittauses the other, or if there is another
underlying cause or series of causes that coulhexihe link between art and achievement.

In addition to the LTTA research, another study #iebws causal conclusions to be drawn was
conducted in Austria and Switzerland with elemegntaged students (Overy, 2000; Weber,
Spychiger, & Patry, 1993). Like much of the emg@tieesearch on arts-related outcomes on
other subjects, this study involved examining tfieats of music learning on performance in
other subject areas. The study was designed tondeiethe effect of music classes on academic
achievement in mathematics and languages. At the@ka three-year study, researchers found
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that students who had five music classes per wad#ker than the more common one or two
classes, performed as well as their peers in mattesrand better than their peers in language.
This result is even more impressive when one censithat the extra time devoted to music
classes was created by shaving off instructiona ih mathematics and language. It is also of
note that these results did not occur until thre@ry had passed. One of the commonalities of
studies demonstrating any kinds of links betweés and achievement — whether correlational
or causal — is that such links are only robust wétedents have had extended arts experiences.
For example, the College Entrance Examination Bogpdrted that, in 1995, students who had
participated in three- or four-years of extendedrse work in the arts scored 59 points higher in
verbal and 44 points higher in math on the UnitedeS’ Student Achievement Tests (SAT)
(Fowler, 1996).

One of the few carefully conducted empirical stadieking academic achievement and dance
was carried out by researchers from DePaul Unityeasid the 3D Group in Berkeley, California
(McMahon, Rose, & Parks, 2003). TBasic Reading Through Danpeogram is a 20-session
program for first grade students, designed to klgents improve reading skills in such areas as
phoneme segmentation. Using an experimental detsignesearchers determined that, in fact,
the students who were involved in tAasic Reading Through Danpeogram performed
significantly better on all of the reading skillat were assessed as compared to their peers who
were taught by traditional methods. This studyfipasticular importance, as it was not only
carefully designed in order to be able to make a@lacenclusions, but also, is one of the few
studies that focuses on dance. The authors clatddnce has considerable potential in
developing the whole child as it gives a form fdeas to be internalized through experience
(Dimonstein, 1985), and can be used with studerda$ atages of development to expand on
meaning, which in turn, might enhance both memao/r@ading comprehension.

Other researchers have reported that studentsvenvah the arts may exhibit higher academic
achievement than their peers who are not involudtie arts (Catterall, 1998; Deasy, 2002;
Fowler, 1996; Hamblen, 1993; Hetland, 2000; Lufli§95; Moore & Caldwell, 1993; Murfee,
1995; Music in World Cultures, 1996; Welch & Greeh895). However, much of this research
is correlational in nature. That said, it is notismal for researchers and others to go beyond the
evidence to make causal claims about the arts eadeaic achievement (Winner & Cooper,
2000). Indeed, there is a plethora of other stulth&sng arts education with academic
achievement, but very few provide evidence thalistuin the arts transfer to other areas. Put
another way, few studies show that there is a timgc between studying the arts and learning in
other subjects, known in the cognitive psycholagidfas learning transfer. Even the LTTA
study only showed transfer on one mathematics nneasfor close to a dozen other measures in
mathematics and language, there were no signifitiffietences between the students in LTTA
schools and those in the control schools. And tisetiee deeper problem so eloquently
expressed by Koopman (2005), that the arts becpmeating not for their intrinsic values such
as those described by Dewey, Eisner, Dissanayaketaers, but for their ability to “enhance
something valued” (p. 86). For example, music asdal arts become important for
contributions they might make to reading, and dréae@mes important for developing verbal
skills, rather than for the intrinsic joys that noyvisual arts, and drama might bring (Koopman,
2005).
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Such claims not only misrepresent the researchtsesuit also undermine the intrinsic benefits
of the arts themselves. That is, by implying tiet arts might serve as handmaidens to other
subjects, there is a danger that the arts wilbeotalued for their distinct contributions to
education (Winner & Hetland, 2000). Although soms aducators have tried to strengthen the
position of the arts by claiming that the arts eahance the learning of other subjects, Winner
and Cooper (2000) argue that it is foolhardy toeetphat the arts can be as effective in teaching
another subject as direct teaching of that subjéwy further argue that “advocates should
refrain from making utilitarian arguments in fawadrthe arts [because] as soon as we justify arts
by their power to affect learning in an academeaakve make the arts vulnerable” (p. 66—67).
Any justification for the arts should be made imts of the important and unique contributions
that arise from arts education. As noted earliex drts are particularly important for
experiencing the joy of creating: for making thdinary special; for enriching the quality of our
lives; for developing effective ways of expressihgughts, knowledge, and feelings; and for
developing our humanity (Dissanayake, 2000, 20@)dt, 1994, 2002; Greene, 1995; Howard,
1992).

The LTTA national research adopted the kind of geaperimental design that Winner and
Cooper (2000) recommend for studies on arts edutatd achievement. In addition, the LTTA
research took into account the effects of sociaienuc status on achievement by the inclusion
of household income and mother’s education levéhénanalyses. Also, the research was
designed to ascertain the distinct contributionthefarts to the development of the whole child.
As Eisner (2002) proclaims, work in the arts gipesple experience with situations in which
there is no known answer, where there are mulsipletions, where the tension of ambiguity is
not only tolerated but appreciated as fertile gchuiand where imagination is honoured over rote
knowledge. These factors were included in the LT&#earch because it was hypothesized that
such factors may contribute to any achievementsgaxhibited in other subjects, possibly
because of transfer, or possibly because of ovieakased engagement in school (Burton,
Horowitz, and Abeles, 2000). By engagement, Snmittand Upitis (2005a) referred to the
involvement of the sensorimotor or physical, emudio cognitive, and social dimensions — the
same dimensions that were identified as importaiité development of the whole child in an
earlier section of the review (Csikszentmihalyi9T9Noddings, 1992). Csikszentmihalyi also
describes a transcendent dimension in which “thg resal feeling we have after an aesthetic
encounter that some kind of growth has taken plhe,our being and the cosmos have been
realigned in a more harmonious way” (1997, p. 25).

Other Contributions of the Arts Towards Educating the Whole Child

Thus far, the discussion of the extra benefithefdrts has centred on the possible relation
between the arts and academic achievement. Anatineof looking at the contributions of the
arts is through the three-tiered model proposeHBibger (1999), in which he differentiated
direct outcomes from studies in the arts with dagiloutcomes — such as those associated with
achievement. By giving credence to this literatitres not in any way to suggest that the
intrinsic benefits are not important: Rather, oaa take the position that it is because of the
intrinsic value of arts activity that other anailldbenefits occur.
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The three levels or tiers proposed by Eisner (1998)a) arts-based outcomes, (b) arts-related
outcomes, and (c) ancillary outcomes of arts edutafrts-based outcomes refer to the
outcomes directly related to the subject mattearésm curriculum was designed to teach, such as
learning to read standard musical notation, présgat soliloquy, or critically responding to
works of art (Ogden, 2008). Arts-related outconmezgpiire creative perception of features in the
general environment in ways that respond to patterm, and the aesthetic aspects of the
observed phenomenon (Ogden, 2008). An example warutd characterize as music the chorus
of spring peepers, because of the musical elenaadtgunctions contained in their call. The
ancillary outcomes pertain to the transfer of skalhd learning strategies that may be evidenced
in non-arts tasks; for example, one might applytthleits of reflection and questioning,
developed through a study of perspective drawmgptving a problem in geometry. Other
ancillary outcomes could include development oérasg of responsibility to the community,
commitment to a high level of performance standaadd development of self-esteem (Ogden,
2008). It is this latter type of ancillary outcomttat is considered in the following section of the
review.

Risk-taking, Social Skills, and the Development of Self-Confidence

There is mounting evidence that experiences iratteedevelop self-confidence. Researchers
report, for example, that arts learning foster®perative, focused behaviour, problem-solving,
and the development of fair-minded citizens (Jen2601). Others claim that arts learning
develops a sense of connection with others (D2@88; Noddings, 1992). Studies also show a
positive relationship between studies in the amt$ l@enefits for at-risk students (Flohr, 2010),
including a reduced risk of violent behaviour aighgicant improvements in self-esteem
(Respress & Lutfi, 2006).

Burton, Horowitz, and Abeles (1999) conducted atersive study on the wide range of benefits
associated with the arts for elementary-aged stad&hey explored the impact of arts education
on 2,046 public school students in Grades 4 thr@igrhe study involved students and staff at
12 schools in New York, Connecticut, Virginia, &duth Carolina. A mixed-methods approach
to data collection was implemented — including goesaires, perception scales, and
inventories—which provided quantitative data, a8l a® interviews, observations, and
document analysis.

Burton and her colleagues found significant linksaeen rich in-school arts programs and the
creative, cognitive, and personal competenciesetwéat academic success. The results showed
that students in “high-arts” groups performed bretian those in the “low-arts” groups on
measures of creativity, fluency, originality, ardmration (Burton et al., 1999). The high-arts
students were more co-operative, more willing &pldy learning publicly, and more likely to
think of themselves as competent in the other anadsubjects. These capacities were
developed through elementary arts experiencesjdimgy intra-curricular (learning in, about, and
through the arts), extra-curricular (such as schaadicals), and community and school-based
arts partnerships. The researchers conceptualzearts competencies, such as the interweaving
of intuitive, practical, and logical modes of thitmigas “habits of mind” (Ogden, 2008). Burton

et al. found that these habits of mind were accaonaplbby increased ability to exercise
imagination, express thoughts and ideas, and tske. 1As a result of the positive outcomes of
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arts education, they called for the arts to becoamaculum partners with other subject
disciplines, contributing in rich and complex wagghe learning process as a whole.

Ogden’s (2008) study confirmed similar positiveammes for adults who took part in musical
theatre during their elementary schooling. Ogd¢erurewed and surveyed adults ranging in age
from mid-20s to mid-80s about their experiencesusical theatre in their elementary years.
Decades after taking part in such performancesadinéis reported that taking part in school
theatre helped them develop a sense of communityibside and outside the school, and
contributed to their growth in self-awareness,-ssteem, and confidence.

Interestingly, it is these kinds of benefits ofsagtiucation that are now being identified by
teachers and principals as important — more impbtten potential benefits to achievement in
other areas. The Hill Strategies Research rep0itqQPprepared for the Coalition for Music
Education in Canada, based on survey results fr@@iCanadian schools, reported that self-
esteem, self-discipline, creativity, and musicaligbwere the four benefits that received the
largest number of “very important” rankings in thgurvey (over 70% each), while overall
academic achievement, analytical thinking, and l@rmbsolving were as widely regarded as
“important”—that is, they ranked lower in importanthan musical abilities and creativity. It is
encouraging to learn that the achievement bersedisen to be less prominent than they were a
decade ago, moving us a step closer to a placeswherarts are valued for the unique
contributions they offer to child development.

Metacognition and the Arts

Self-Regulation

Self-regulation refers to a set of mental habiéd thclude monitoring, guiding, directing, and
evaluating one’s own learning (Zimmerman, 2000hulnber of studies indicate that self-
regulated learners may achieve better academitisd¢san those learners who have yet to
develop strong self-regulatory skills (Rogers & &w2004). Self-regulated learning (SRL) is
widely recognized as a core feature of metacognifldne extent to which a person recognizes
what enhances his or her learning and consciollgses strategies to learn more effectively
marks the degree of self-regulation present ingbming process (Zimmerman, 2000). Reviews
of research have shown that SRL skills can be taaighoth elementary and secondary levels
(Dignath & Buettner, 2008; Dignath, Buettner, & Igieldt, 2008).

Three cyclical phases of SRL involve both metacipgmiand motivational components. The
forethought phase includes task analysis, goahgetind strategic planning. In the performance
phase, task strategies are foregrounded. Theghade, self-reflection, includes self-judgment
and self-reaction (Zimmerman & Tsikalas, 2005). Séhphases of SRL are represented in the
Ontario Arts Curriculum (Ontario Ministry of Eduaa, 2009) under the description and
depiction of the creative process that appearagirout the document.

Research has demonstrated how studying the artsupgort the development of self-regulation.
Self-regulation in the arts includes paying at@mtiusing feedback effectively, problem-solving
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in a curricular context, taking risks, co-operatiagd setting goals (Baum, Owen, & Oreck,
1997). Further, the general habits of practiceu$p@and discipline have been found to transfer to
other contexts when the teaching of self-regulastrgtegies is an explicit instructional objective
(Oreck, Baum, & McCartney, 2000). A recent studywo American high schools led to the
identification of eight habits of mind associateidhvstudio art-making (Hetland, Winner,
Veenema, & Sheridan, 2007). Some of these habitsirmd — most notably reflecting (which
includes questioning, explaining, evaluating), [stirsg (or sustained attention) and envisioning
— can also be described as self-regulatory behesziou

In studies designed to assess how students usesgalatory practices in learning to play a
musical instrument, researchers have found selflagign to be an important component of
effective instrumental practice (Bartolome, 2009y€) 2011). Less skilled musicians have not
developed the self-regulatory habits of advancedicrans (Nielsen, 2001). Advanced musicians
are able to monitor their practice by focusing epegts of their playing that can be improved,
and by seeking help from others when facing diffies (McPherson & Renwick, 2001). These
instrumentalists employ other self-regulating gigats as well, including setting clear,
measurable, and timely goals; creating effectivaeagies for practice; developing ways of self-
monitoring progress and adjusting accordingly;ctrting optimal learning conditions; seeking
out advice and information as needed; and dispipgersistence during times of struggle (Oare,
2011). Arguably, these habits of practice are dhasserve musicians well in other contexts,
and may explain, in part, why there can be an assoic between engaged study in the arts and
achievement in other subjects as described inrénvaqus section of the review.

Memory, Motivation, and Attention

In a three-year study of young children aged twab amhalf through seven years, Posner,
Rothbart, Sheese, and Kieras (2008) determinedttaming in the arts influences other self-
regulatory processes through the underlying meshani attention. Children in the study were
randomly assigned to control and experimental ggaup data were collected through
guestionnaires for teachers and parents, alongollervations of the children. The findings
resulted in a general framework for describing lastg training influences cognitive processes.
Posner et al. found that heightened motivationetdgom or take part in an arts activity produced
the sustained attention necessary to improve pedoce.

A quasi-experimental two-part study on musicallskid memory explored the effects that
training in music and training in acting have onlskassociated with long- and short-term
memory (Jonides, 2008). The first study comparedd2ge-aged participants who were
matched demographically but differed in musicalexignce. Eleven of the study participants
had at least ten years of musical experience, atigkdime of the study, were already practicing
at least ten hours per week. The other 11 hadestuah instrument for less than a year. The
second study compared 21 actors trained in livattegerformance with 24 demographically
similar participants who did not participate indlbre. Verbal tests for both long- and short-term
memory functions and fMRI (functional magnetic neance imaging) were used to collect the
data. The findings suggested that the musiciankegpgtrategies of rehearsal to maintain
information in memory more effectively than non-nciens. Similarly, the actors effectively
applied strategies for extracting semantic themms fverbal material, and these strategies
resulted in better memory of the material in questPut another way, the development of these
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particular arts-related skills led to heightened akeffective strategies for memorization, which
in turn led to better memory.

In summary, there is research evidence supportisrieEs (1999) three-tiered model for the
effects of arts education, namely, arts-based owsp arts-related outcomes, and ancillary
outcomes. That said, it is important, also, to nerber that these justifications are fundamentally
instrumental in nature, and do not speak to thquencontributions of the arts. As Koopman
(2005) cautions:

Insofar as they can be substantiated, positiveamntistic outcomes can play a significant
role in the justification of education in the amut as long as we rely only on
instrumental values, on the ways the arts are @aleio non-artistic aspects of life, our
justification remains vulnerable; for it can alwdys questioned whether the benefits are
really significant and durable, and whether the are the most efficient way of bringing
about the results. (p. 96)

With this caution, the following section deals wikte last of the instrumental outcomes for an
arts rich education: outcomes that relate positit@ithe economy and the workplace.

The Arts, The Economy, and The Workplace

The great importance of education in the arts esability acquired to make connections
between seemingly isolated events or concepts tsoesereferred to as lateral thinking.

Leonard Lee, President, Lee Valley Tools

The Canadian workforce requires employees to tbiitically and creatively, solve problems,
communicate well, adapt to changing circumstanaed,continue to learn throughout their
careers (Conference Board of Canada, 2011). Indleesk who think with imagination and
engage in continuous learning — including onlireehéng — will be the most valued workers of
the future. An education rich in the arts nurtysescisely those skills and attitudes that are
required in the contemporary workplace. Warren @ody) co-founder of the Canadian
investment company AGR Management, gave the foligwaidvice, “Don’t overlook education

in the arts. There has been a tendency for studietty to study the hard sciences, business, or
computers. An arts training will provide the alyilib think logically and that's the commodity
that is in the shortest supply in business ... stugiyhe arts will develop skills that can help you
in any career” (cited in Campbell & Townshend, 19@harles Baillie, former Chair and CEO
of the TD Bank Financial Group, similarly heraldéé importance of the arts, stating that by
investing in children and the arts, “we are develgCanada’s great minds of the future.” This
comment was made at The Royal Conservatory of Musi€ebruary 28, 2001, when it was
announced that the TD Bank Financial Group wassiting a further $1.5 million in the

Learning Through the Argsrogram. At the same press conference, Ontariaskéinof

Education Janet Ecker announced a $3.65 millionnsibment to the same program, a provincial
commitment that remained in place for years théseaf

There are direct economic links between the anstla® economy as well. The Canadian Arts
Presenting Association/I’Association canadienneatganisms artistiques (CAPACOA)
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represents well over 100 professional for-profid aot-for-profit presenters, presenter networks,
artistic companies, agents, managers, and otheztgillers comprising the presenting and
touring arts sector in Canada. Their members repterore than 2,000 professional and
volunteer organizations, associations, and compairiea brief prepared by the CAPACOA
(2009) to the Standing Committee on Finance, it made clear that the arts and culture sector
of the Canadian economy is vital to growth in pergty. The CAPACOA cited studies

indicating that the arts represent 7.4% of thegdmsnestic product, that the arts help promote
an engaged citizenry, that the arts promote votisma philanthropy and a sense of community,
that the arts improve quality of life for Canadiaasd that the arts account for 3.9% of national
employment (CAPACOA, 2009). The CAPACOA report essvith the observation that the arts
form the foundation on which the creative economiguilt. They note that the cultural sector
provides jobs to more Canadians than the autome@etor, and generates an ever-increasing
contribution to Canada’s GDP. It is important tdenthat the CAPACOA defines the arts much
more broadly than is the case in the current Gmtaririculum, more in keeping with how the
arts are framed in this review.

In those jurisdictions where cost-benefit analys@ge been conducted to ascertain the economic
impact of the arts and creative industries, itagradantly clear that regions with thriving arts
programs and industries benefit in the areas otjehtion, city pride and prestige, increased
property values, and support to other businessaan(nic Development Edmonton, 2005;
Kelly & Kelly, 2000). In addition, numerous socla¢nefits have been documented in these
analyses. These social benefits include the bgldircommunity networks, contributing to the
education of children, transforming the responsaasiof public service organizations, and
contributing to quality of life for people with pobealth (Kelly & Kelly, 2000)The arts and
culture play an important role in seven of the #&dminants of health defined by Health
Canada, which include personal confidence, sociahectedness, and supportive physical
environments (Cooley & Associates, 2007).

We see, then, that the arts are essential to @amoaty, not only in terms of the revenue and
employment opportunities generated in the cultseator, but also in terms of the sensibilities
that studies in the arts bring to a wide spectréiengployment opportunities (Tabet, 1998).
They are also vital in terms of promoting good tiealve are living in an age where self-
directed, problem-based learning is becoming thenrtbroughout the workplace, and the arts
have a role to play here. It is precisely in suctage that the skills and attitudes engendered by
arts education are most valuable: Students who &awglucation rich in the arts will be best
prepared to form the creative responses necessancteed and grow in the new learning and
workplace, and in so doing, ultimately come to leadlthy and fulfilled lives.
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How does research on brain function

apply to arts education?

A cornucopia of research and published studies deefiocus on neuroplasticity, that is,
on changes that occur in the brain as a resulbqiegience.

Natalie Kuzmich, University of Toronto

Much furor has been generated by the researchamn structures and functions conducted over
the past two decades. While more work needs tamhe tefore the results of neuroscientific
studies can be taken into the classroom, researdieachers, and neuroscientists alike agree that
a child’s brain needs to be stimulated in a vargftyays to foster development.

The brain is not fully developed at birth, or ewerhe first few months and years of a child’s
life. Research on brain development provides ewidehat a variety of experiences in early
childhood are needed in order for a child’s braifully develop. At birth, a baby’s brain
contains trillions of neurons; while some of theserons have specific functions already
assigned to them; many others remain to be shapeggerience. Through experience, these
unconnected or “pure” neurons become connectedoatlitr neurons, thereby becoming
integrated into the overall circuitry of the braWithout experience, the pure neurons die out
(Begley, 2007). It is the connections that givelthan its power. The environment provides
abundant stimulation for developing the neuralwtrg, through objects, patterns, noises, and
sounds (Bruer, 1998).

Even though there is strong evidence that the lisaimost malleable during the first ten years of
life, people can learn at any age because of vghatined the brain’glasticity— that is, the

brain’s ability to change and adapt throughouthtiman lifesparFlohr, 2010; Greenough,

1997; Jensen, 2008). The brain is part of a mugfetasystem, which includes the spinal cord

and the peripheral nerves, sending and receivirggages from the brain. Further, the brain
regulates the release of hormones into the bloeasty and as such, extends throughout the body
(Flohr, 2010). The notion that the arts embody p@&dearning is not just an academic concept:
the physical nature of learning is hard-wired tlglowur bodies.

The surge of interest in brain function began mltitter part of the Zdcentury, when
sophisticated and readily available techniquesrfeasuring brain activity were developed
(Nelson & Bloom, 1997). These techniques allowtfa measurement of cerebral blood flow
(e.g., through positron emission tomography [PEI] functional magnetic resonance imagining
[fMRI]; Flohr, 2010; Strickland, 2002) as well aee&rical brain activity (e.g., using tests called
event-related potentials [ERP] and electroencepjnaios [EEG]; Strickland, 2002). By making
such measurements, neurosurgeons and researahatdeato confirm that the brain changes as
a result of experience. This much we know. But wevk much less about how changes in brain
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activity or function are related to cognition, emat behaviour, and learning. These issues are of
great interest to educators — so great that, abaébme clear, the research on brain function is
sometimes extended beyond the results of the erapiiork.

Questions for Arts Educators

With the development of these measurement techaiguembined with the strong curiosity
about brain function and learning described abovemes a series of questions directly related
to educational policy and practice, such as these:

» Are there critical periods in human developmenirdywhich certain experiences must
take place, without which the individual will noniger be able to acquire certain skills?
(Hollingsworth, 1981)

* What is the evidence for brain growth spurts ana bdo these growth spurts correspond
to early childhood development? Are there optinaalqus for development? (Epstein,
1978)

* How does experience, such as repeated musicalgaacifluence brain development?
(Schlaug, Norton, Overy, & Winner, 2005; Kuzmicid12)

* What does brain research tell us about the relstiiprbetween cognition and emotion?
(Reimer, 2004)

* What does brain research tell us about transfezashing from one context to another?
(Gardiner, Fox, Knowles, Jeffrey, 1996; Jensen82@ery, 2000; Strickland, 2002)

Some of these questions are examined in the nettdose®n neuromyths, while others are
discussed in the section that follows, which fosuse music, transfer, and literacy.

Neuromyths

In analyzing the recent brain research, as apphiedts education, several cautionary points
must be considered. First, there remains a larffdogtween research findings and direct
classroom applications (Flohr, 2010). Second —mtaps more important — there are a number
of so-called neuromyths associated with brain rebe&onditions that give rise to these
neuromyths include: (a) oversimplification, (b) tnerextension of research findings well
beyond the contexts in which they were originallgd®, and (c) the publicizing of mistakes and
misinformation (Hall, 2006). Examples of how eaéhh@se conditions lead to neuromyths that
are applied to arts education are now examined.

Oversimplification

One of the most prominent examples of a neuronidbked on oversimplification of research
evidence, is that there are “left-brained” andHtiprained” children and further, that the two
types of children can or should be taught in défeérways. This neuromyth is clearly identified
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in a report from the Centre for Educational Redeartd Innovation (CERI, 2011) of the
Organization for Economic Co-operation and Develept{OECD).

The notion of hemispheric dominance, based in lpegeon split-brain research and post-
mortem examinations of the brain, suggests thalefhside of the brain is the rational, logical,
analytical, and verbal hemisphere. Thus, some édrscassert that the left hemisphere has an
affinity for detailed and structured informationdais best suited for reading and writing,
mathematics, and other tasks involving logical apens (CERI, 2011). The concept of
hemispheric dominance claims that people who makegpy use of the left sides their brains
are rational, intellectual, detail-oriented, logj@nd analytical, and excel on tasks that require
these abilities, such as mathematics or engineering

In contrast, the right side of the brain has atiteld to it an intuitive, emotional, holistic, non-
verbal, visual-spatial method of processing, anggarded as essential in tasks that require the
understanding of complex patterns (CERI, 2011) pReavho predominantly use the right sides
of their brains are considered to be artistic,itive, imaginative, and visually oriented, andsit
claimed, can be expected to follow creative andtartprofessional paths.

The problem with these left-brained and right-begicharacterizations is that the idea of
different hemispheric thinking styles is based nreeoneous premise, that is, that each brain
hemisphere is specialized and therefore each maostibn with a specialized thinking style.
This conclusion uses scientific findings regardimgctional asymmetries for the processing of
stimuli to form conclusions about hemispheric difgces regarding cognition, emotion, and
even personality. Deriving different hemispherigisitive outcomes from functional
asymmetries oversimplifies and misinterprets sdierfindings (CERI, 2011).

Furthermore, there is no scientific evidence thi@ipsrts a correlation between creativity and the
activity of the right hemisphere (CERI, 2011). Isimilar vein, a recent analysis of 65
neuroimaging studies on emotion found no sciensiipport for the hypothesis of an overall
right hemispheric lateralization of emotional funot(CERI). And on the other side of the brain,
S0 to speak, there is no direct scientific evideheg supports an analytical, logical thinking

style for the left hemisphere that would predeteerthe left hemisphere as central to tasks
related to mathematics, reading, and writing. Wttikre are functional differences between the
two sides of the brairthe two hemispheres work together in virtually gvargnitive taskThe
CERI report concludes that, “using the conceptibhemnisphericity to guide and direct
educational practice is highly questionable” (CERI11, para. 18).

Overextending Research Findings

Another neueromyth — and an example of overextgnfinaings — is the claim that listening to
Mozart will make a child smarter (often phrasedhesslogan, “music makes you smarter”).
Since the 1993 publication of the results by FrauRauscher and her colleagues (Rauscher,
Shaw, & Ky, 1993), where it was found that partdpatial-temporal abilities were enhanced
after listening to Mozart, all kinds of extraordigaverextensions have been made. For
example, some government officials — such as thvergor of the state of Georgia — decreed that
newborn babies should be provided with Mozart GDgite them an intellectual head start
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(Sack, 1998). In fact, the so-called Mozart effeas a very limited effect. It applies to simple
spatial tasks and disappears after a short pefibohe (Upitis, 2011).

While listening to Rauscher lecture to a group ok educators in 1998, music educator and
critic Bennett Reimer (1999) reflected that:

musical intelligence, musical cognition, musicalgeptual processing, musical
learning mechanisms, and the like lead me to beedly curious about how our
brains process various stimuli, musical and othg&win ways we are only now
beginning to investigate ... [and] | find [Rauschgrsrk provocative as research,
but I also see that it leads to important unansevgreestions. (p. 39)

Reimer (1999) continues with the observation thatunprecedented publicity given to
Rauscher’s research on the effects of music onaggp@mporal mental functions has placed
music education in a vulnerable place. He furthetes.

Spatial-temporal reasoning is thought to be foundat for success in higher
mathematics, proportional reasoning (such as thed tn engineering, structural design,
architecture, and so forth), and other activitiest tequire high mental ability (such as
chess). These are high-stakes benefits, makingspthiech as opportunities to socialize
and to meet partners, pale by comparison. Will maducators be placed in the position
of having to justify music education on this nevgisa If so, would they be held
accountable to deliver the claimed spatial-tempiongiovements? Would they, then,
have to alter their curriculum of musical learnimgshe direction of learnings most
beneficial for developing spatial-temporal abibkte(p. 40)

Reimer’s concerns about the overextension of thezat Effect” spills over to other aspects of
research as well. In another context, he charaetethe “bulk of modern-day brain research as
hodge-podge ... and easily misinterpreted, as weea#tiso often by popularizations and
advocacy attempts that are embarrassing in theiatranted and misleading claims” (Reimer,
2004, p. 22).

Misinformation

Yet another type of neuromyth arises from misinfation. For example, some educators refer to
critical periods and optimal periods in brain deyehent as the same thing. They are not.

During critical periods, the brain requires certiiimds of stimulation in order to fully develop.
For example, it is theorized that the maximum syisagrowth in the visual cortex occurs at four
months of age in humans, thereby delineating &atiperiod for visual development in babies
(Strickland, 2002). It should be noted, howeveat thuch of what is known about critical

periods comes from research on non-human subfeatexample, it has been demonstrated that
if a kitten’s eyes are covered during the critjpatiod for visual development, thereby inhibiting
visual stimulation entirely, the kitten will growpwnable to see despite the fact that there has
been no direct damage to the eyes (Flohr, 2010).

Critical periods may also occur in musical develepmalthough it is much more difficult to
devise experiments to produce the evidence thatldymove the existence of such critical
periods for humans. Because so much of the bragareh that is applied to educational contexts
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is based on experiments with animals, there ismhaarent risk of both misinformation and
overextension of research findings. Some of Rauschgperiments, for example (Rauscher,
Robinson, & Jens, 1998) describe the effects dy @aunsical exposure on rats (perhaps it is
easier to get rats to practice than it is to cotwichildren to do the same).

In contrast to critical periods, optimal periods #rose stretches of time in which development
will be faster and/or easier than at other timéshiF& Hodges, 2006). For example, it is easier
to learn to sing in tune between the ages of tAneksix years than between 25 and 28 years of
age (Flohr, 2010). Interestingly, some of the optiperiods of brain growth in humans occur
between three to ten months, two to four yearstcseight years, and ten to 12 years, which
roughly correspond with Piaget’s classical stagastellectual development (Hollingsworth,
1981). But just because a certain period is optooak not mean all is lost if a child is not
exposed to certain stimuli at that time — the Bsgmasticity allows us to learn at any age.

Music, Structural Brain Development, Transfer, and Literacy

In addition to Dissanayake’s bio evolutionary argumts espousing the centrality of the arts to
human experience, there is physiological evidehaethe arts form a fundamental part of the
human experience. The prevalence of neuromythsithstanding, there is strong evidence that
the brain has structures that respond to the vemglauditory stimuli associated with arts
learning.

Of all art forms researched in connection to bfairction, music has received the most attention
(e.g., Levitin, 2007; Patel, 2010). This is notdnese music has any special place as an art form
over, say, painting or dance. Rather, it is becagsearchers have found specialized neurons in
the brain that are associated only with music, mgknusic a natural subject for neurological
study. Researchers have demonstrated that everyoeng babies — across cultures — respond in
predictable and consistent ways to rhythm and nyeleapporting the conclusion that some parts
of the brain respond specifically to musical stinfGlohen & Trehub, 1999). Indeed, so many
studies on music and the brain have been condtité¢@n online database for neuromusical
research has been created (Edwards, 2008). THanmgsiatabase, titled the Musical Brain
Imaging Research DatabadéusicBIRD, houses close to 500 studies of neuromusicahrelse
(http://www.uncg.edu/mus/mri/neuromusical.html).

For a period of almost ten years, a group of reseas from Harvard University, Boston
College, McGill University, and Toronto’s Hospifalr Sick Children have been systematically
determining how musical experiences affect brawetigpment (Forgeard, Schlaug, et al., 2008;
Forgeard, Winner, Norton, & Schlaug, 2008; Gase&dhlaug, 2003; Hyde et al., 2009; Schlaug
et al., 2005). Unlike the “Mozart Effect” study (&&xher, Shaw, & Ky, 1993) — which had a
relatively simple, short-term experimental effec¢his series of intensive studies has been
carried out over the long-term. The studies havegereived the same media attention as those
on the “Mozart Effect”. Nevertheless, they provatedible evidence about the effects of music
on the brain and on transfer to other forms ofvagtimost notably those associated with motor
skills related to playing an instrument, auditogygeption, and reading.
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One of the core studies was a two-year longitudstiady on the effects of musical training on
brain development and cognition in young childiBime study was designed to determine
whether there were pre-existing differences inrbstiucture or cognitive skills in children who
were just beginning to learn a musical instrumembgared with the peers who were not
receiving private music instruction. A secondarypgmse of the study was to determine whether
children beginning instrumental training on then@iar violin between the ages of five and
seven years would demonstrate brain difference®andgnitive enhancements (Schlaug et al.,
2005). The 50 children taking music lessons wertheal with a smaller control group in terms
of age, socioeconomic status, and verbal 1Q. Athefchildren completed the subtests for Object
Assembly, Block Design, and Vocabulary from the Water Intelligence Scale for Children
(WISC-III). Some of the other baseline tests inelddordon’s Primary Measures of Music
Audiation (PMMA) to measure musical skill and apdi€, and motor tests to measure left and
right hand speed and dexterity. Structural andtfanal MRI scans of the children’s brains were
taken.

There were no cognitive, musical, motor, or streadtbrain differences between the two groups
when the study began. Thus, the researchers cattthdt there were no pre-existing brain
differences to suggest that some children woulthbee likely than others to choose to learn
instruments. The researchers also concluded tadirdin atypicalities displayed by adult
musicians are likely a result of intensive musigrting, rather than pre-existing biological
conditions (Schlaug et al., 2005). In additionr@ss-sectional comparison was made between
nine- to 11-year-old musicians (with an averag#oaf years of training) and a matched group of
non-musicians. After an additional 14 months ohireg, differences between the two groups
were already significant in terms of fine motorliskand abilities to discriminate various features
of melodies. A similar study (Hyde et al., 2008amstrated that changes in brain structure in
young musicians occurred within 15 months of theediof musical training. These changes
were also in the motor and auditory areas, and s@mrelated with improvements on motor and
auditory-musical tests. In contrast to other regeéindings (e.g., Schellenberg, 2004; Rauscher
et al., 1997), children did not show superior pesgrin visual-spatial and verbal transfer
outcomes, possibly because 15 months of instrurhigaiaing was too short a period for such
transfer to occur.

While the careful experimental studies conducte&btiylaug and his colleagues demonstrate that
physical changes to the brain are caused by mysiaatice, claiming a relationship between
these changes and other forms of learning remagidytproblematic (Kuzmich, 2011). Like the
studies on arts and achievement, there is a danglen considering Schlaug’s studies — of
overextending the implications of benefits that Imigrise from music instruction. As Flohr

(2010) notes, the transfer benefits of music irtgitom make intuitive sense when one considers
that five areas of the brain are used in music redeonly two or three of the same areas are
activated for mathematical tasks. But it is notyamusic that engages the brain in multiple areas.
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He writes:
One problem, of course, is obvious: If music sharess of activation with other
subjects, then perhaps physical education expesencmight also influence overall
learning ... if we try to justify music on the basisthe way it enhances general
intelligence, we may find ourselves in a bad positias other subjects, such as physical
education, show similar results. (p. 15)

The brain research associated with music instrongési@lso related to the notion of innate talent
— considered by some as another neuromyth of adacatd learning. Those who challenge the
innate talent account have argued that in non-Westdtures, for example, where musical
activities are a valued part of daily life, the noas achievements of the population as a whole
are considerably deeper and more widespread thidorih America and Europe (Howe,
Davidson, & Sloboda, 1998). Also, most highly acptished adult musicians show no early
signs of music excellence (Sosniak, 1997). Mostortgnt of all, very early experiences in

music may be the cause of what is interpreted g tedent (Howe et al., 1998). Criticisms of

the innate talent notion have also been leviedherodomains (Ericsson & Charness, 1994),
where it is evident that extended deliberate ptadtas an extraordinary effect on later
achievement. In terms of educational implicationg/ould seem that even if there is such a
thing as innate talent — based on prior physiolligibaracteristics of an individual’s brain —
there are other factors at play. The effects offza and the environment are so strong that,
with appropriate and extended educational oppdrasjione can expect all children to develop
artistically. This finding implies that we haveesponsibility to provide rich arts teaching for all
students. It is not the case that arts instrucloyuld be concentrated on the so-called talented,
as it is far more likely that experience, rathertlyenetics or brain structure, breeds
accomplished artists. Indeed, this is a view thdield by many esteemed practitioners in various
arts areas, including, for example, drama edudaévd Booth who has spent decades
developing ways of bringing drama to the classrdéonevery child. His bookStory Drama
(Booth, 2005), details ways of using drama andysimteach improvisation, mime, role playing,
writing in role, and performing, among other skiid shows how these techniques are relevant
to drama, the language arts, social studies aret sttbjects. Throughout the work, Booth makes
clear the benefits of drama education for all stisle

Transfer and Literacy

The area in which music instruction has been massistently linked with another subject is
that of reading, particularly in terms of how maditraining might transfer to skills associated
with successful reading, such as the developmephofological awareness (e.g., D’Agrosa,
2008; Darrow, 2008; Forgeard, Winner et al., 2088geard, Schlaug, et al., 2008).

Forgeard, Winner, et al. (2008) make a carefubddhtiation between correlational relationships
and experimental, longitudinal studies in theirraikaation of the transfer of music training to
other domains. They show that near transfer efl@<ommon — for example, music training
can transfer to music perception and to motorskdlated to playing the instrument itself. Not
surprisingly, these examples of near transfer B@ralated to concomitant changes in brain
structure that were described previously.

On the other hand, far transfer — such as the hgsat that learning to read music notation,
might affect, say, a child’s understanding of fraes or improve reading — is notoriously
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difficult to demonstrate. In terms of these fansfer tasks, Forgeard, Schlaug et al. (2008) claim
that a number of correlational studies show ana@ason between music and language skills,

but that the results of these experimental stualiesquivocal at best. One set of experimental
studies that they cite showed that phonologicalramess in children with dyslexia improved
after a singing and rhythm game intervention (Oy2000). However, another experimental
study, which associated higher scores in verbal ongmvith students with musical training, was
described as problematic because the childrenmatsical training had higher IQ scores to

begin with (Chan, Ho, & Cheung, 1998).

Forgeard, Schlaug, et al. (2008) conducted a ladgial study with normal-reading children and
children with dyslexia, which found that there veastrong relationship between musical-
discrimination abilities and language-related skiNMore specifically, skill at discriminating
musical sounds and rhythms predicted phonologldib$ sand reading skills for normal-reading
children, and skill at discriminating musical soanedicted phonological skills for children
with dyslexia. Phonological and reading skills wsti®ngest for normal-reading children with
musical training, who were also superior in theaasbmelodic discrimination. Forgeard,
Schlaug, et al. (2008) concluded that music intetieas designed to strengthen auditory-pitch
and rhythm-perception skills for children with dysia may also help to remediate some of their
language deficits. They call for further resea@hiétermine the types of music interventions
that would be most effective in advancing both leage and music skills.

The types of carefully designed studies exemplibgd-orgeard, Schlaug, and Winner are
exactly what we require to calibrate our knowledfeut brain structure with task performance.
Their work not only elucidates our understandingp@iv the brain functions, but also provides
evidence-based strategies for improving instructiom contrast to what Reimer calls the hodge-
podge of approaches that currently populate muadotational practice.
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How do out-of-school arts experiences influence
children’s development?

At the heart of this arts partnership lies the piggrthat the discipline, co-operation,
creativity, and self-esteem developed in the agseasential life skills, and that these
skills can be taught by teachers and artists waykmpartnership.

Angela Elster, Vice-President Academic, The Royahg&rvatory

The Contemporary Elementary School Child

The first section of this review argued the notibat educating the whole child requires

attention to the physical, emotional, social, iletetiual, and spiritual aspects of development. But
what are some of the characteristics of today’kldhat interact with that development,
especially as related to the arts? There is notiguethat personal music devices, readily
downloadable music from the Internet, private vidéssons, cellular phones, figure-skating
practices, and use of computer graphics programs docadre of arts experiences that children
have outside of school, and influence their expees of the arts in school. In this section, a
characterization of children’s experiences anduaiéis towards the arts is developed, based on
the national results of the LTTA study conductearfr1999 to 2005.

Children’s Attitudes Towards School Music and Other Art Forms

In the baseline research for the Learning ThrohghAtrts (LTTA) program, some deeply
disturbing results emerged (Upitis, Smithrim, Padte & Meban, 2001). In Grade 1, only three
out of five students report that they are happygisig. More girls are happy singing than boys —
a gender difference that is entrenched as eaBrade 1. Put another way, by the time he turns
six, there is a 50% chance that a boy will not gisjaging — he will not enjoy the instrument
that every one of us was born with, and carrieb w# always. This type of attitude was not
found across art forms or across school subjeotsekample, more than three-quarters of the
Grade 1 children report that they are happy wheg ftay with puppets, and 90% of Grade 1
children report that they are happy when they wsepuiters.

By Grade 4, the gender gap for singing is even maraounced, and overall pleasure associated
with singing and music, in general, declines evether. By the end of Grade 4, only one boy in
five believes that he is a good at singing or gabplaying an instrument. Girls don’t fare much
better: Only one in four thinks she is good at rousi

It's not as if students donlike music. Of all of the out-of-school activities -cbuas watching
television, playing sports, playing videogamegehsng to music, and reading for pleasure —
listening to music is the activity most favouredlimys and girls alike, with an overwhelming
83% of the Grade 4 students reporting that they tiiklisten to music in their spare time. It's
schoolmusic that falls short of their expectations ($mih & Upitis, 2005b). This evidence,
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sadly, supports the view of philosophers who hb&t music education has failed to pay
attention to contemporary trends and behavioug®oth. These philosophers claim that failing
to modernize provides music education that is at, lieelevant (Sloboda, 2001) and at worst,
oppressive (Bowman, 2002).

School Subjects and Out-of-School Activities: Grades 1 through 6

In this section, students’ views and experienceh thie arts, both during and after school, are
described. The descriptions are based on a faotdysis of the student responses in the LTTA
national study (Smithrim & Upitis, 2005b). Variooemponents were considered for each child
(e.g., reading for pleasure, television viewingitstsubject preferences at school) to see which
ones grouped or “loaded” with one another. Standathods for data reduction were employed.
(For statisticians interested in the details ohdaduction techniques, principal component
analysis was used as the extraction method, usayarimax rotation method with Kaiser
normalization. Factor loadings were for componetglues of .30 or greater, with Eigenvalues
all greater than one (Upitis & Smithrim, 2003).

Once the factors were determined, they were caeel® various other measures, including
gender, household income, and achievement. Theapyisources of data were student interest
and attitude surveys, administered to studentsau€s 1 through 6, as well as comments made
by Grade 5 and 6 students during the focus grotgpviiews.

The factor analyses indicate that there are stamugrobust patterns of practice and views of the
arts and schooling held by children as young ayesixs of age. These patterns deepen over
time, and, while there is some diversification hgdten age, many of the basic patterns are in
place by Grade 1.

When considering school and school subjects, threapings emerge. The first relates to the
enjoyment of school and the core subjects, thergbmalates to enjoyment of the arts, and the
third relates to enjoyment of gym, computers, Visuies, and group activities. While the first
school-based factor is largely gender neutral, ngoie are associated with the arts factor, and
more boys are associated with the factor relabngym, computers and technology, visual arts,
and group activities.

Consideration of the students’ out-of-school atiggi produces similar patterns of results: Girls
are more likely to engage in arts activities owgsafl school, while boys are more likely to
engage in sports and solitary or screen-relataditaes involving television, computer games,
and hand-held gaming devices.

Of the three sets of factors analyzed, the factleding to the arts — both in and out of school —
were the most complex. Generally, those studentsemioy school arts are not involved in arts
activities outside of school, and those who areagred in the arts outside of school indicate no
desire for more school arts instruction. The oreepion to this pattern is related to music:
Students who are engaged in music outside of s@reallso likely to enjoy music in school.

The complexity of this factor points to the imparta of arts programs that are responsive to
meeting the needs of children with differing expades and preferences. Indeed, even though
some students report that they don't like the iarschools, teachers and artists commented over
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and over again how surprised they were that aflestits were able to involve themselves in the
LTTA activities.

Several reasons for this discrepancy between theeported data and the response to the LTTA
arts experiences come to mind. First, conformitg group of peers can have a strong effect on
self-reported preferences. It could be that stugler@specially boys — surprise themselves when
they find they enjoy certain kinds of arts actestj even though they claim that don't like the
arts. Many students commented that the artists gqur&y, happy, and enthusiastic about their
work. Experiencing the arts through the eyes ofgwsional artists may seem more real and
worthwhile than school arts experiences that mégitear contrived or trivial. In any case, it is
obvious that a variety of arts experiences aressaryg in order to engage all students. Indeed, in
a study of music education practices, Sloboda (R66dcluded that the key concept in a viable
arts education for today’s students is variety prioviders, funding, locations, roles for
educators, trajectories, activities, accreditatang routes to teacher competence. Sloboda
suggested that arts teachers must take on a vedge rand variety of roles: teacher, animateur,
coach, mentor, impresario, fund-raiser, programi@mposer, arranger, and studio manager.

The results of these factor analyses indicatedlaasroom teachers, artist-educators, and
specialist arts educators must be willing to expidwedt own views of what constitutes art. For
example, Barone (2001) described an Appalachiateacher who taught macramé, pottery,
weaving, drawing, photography, silk-screening, pagaing, batik, stitchery, quilting, lettering,
and airbrushing as part of his arts curriculum. Meslucation now includes, in addition to the
traditional trio of choir, band, and orchestra,itspsuch as computer-assisted composition, steel
band, fiddle, folk music, popular music, soundssapausic from many cultures, jazz band, jazz
choir, Orff, Kodaly, Dalcroze Eurhythmics, guitagnthesized music, technological
enhancement of sound, and more. With enough variedyts curricula and modes of arts
experience, gender differences in arts preferemigist well decrease, and student preferences,
engagement, and achievement could be changedefduetter.

One of the key features of the LTTA program is statents are exposed to practicing artists—
artists who are passionate about their work, sanestieccentric, and almost always engaging.
Despite the ubiquitous presence of hand-held dsvitehildren’s daily lives, the primacy of
relationships remains. In addition to the artisteator model offered by LTTA, there are a vast
number of other opportunities to engage with artisitside of school. This kind of engagement
can strengthen what happenschools — if only indirectly — and it is this toghat is now
explored.

Community Arts Programs

Community arts programs are not formally linkedhasthools, but nonetheless offer students
myriad opportunities to take part in the arts. Spidgrams include dance instruction in hip-hop,
ballet, jazz, and tap (Vellucci, 2009); Sunday chuchoirs; Saturday morning sculpting sessions
at museums; and youth string groups, where a mefrdrarthe local symphony works with
young string players, providing them opportunitieglay in ensemble. Many of these programs
thrive for decades and, in some cases, serve aeiiteal form of art-making activity for

children. For example, a number of schools do ffer dance programs, but students who
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engage in the weekly dance classes at their l@atelstudios are provided with an ongoing
venue to explore this art form.

Canadian researcher Kari Veblen has written extehsabout the benefits of community art-
making. Consider these two vignettes of commumnityvaaking (Veblen, 2000):

It's mid-morning at the Sunshine Day Care centrblississauga. A dozen small children
have just had their crackers and juice and sitdaosy circle on the red rug. While Mindy
prompts them with gestures, they happily run thiotgir fingerplay songs: “Little
Rabbit Foo, Foo,” “Itsy Bitsy Spider”, and “JohnWorks with One Hammer”.

Another Saturday night at the Plow and Stars Puergvan Irish session is in full swing
in the back room. Fiddle, flute, tin whistle, gujtand bodhran blast through the set of
reels. This session is well known in the area andght several new players have shown
up. Without a spoken cue, the musicians deftlyffiggn one tune to the next without
dropping a note. (p. 8)

Community art-making exists simultaneously with enéormal affiliations. The community
venues and groups flourish, fade, merge, and réitates often, they are structures that nourish
music teaching and learning in a number of impdnteays (Finnegan, 1989). In order for a
community group to flourish, each individual haspensibilities to the group, and the group, in
turn, has an obligation to the individuals. Papiacits need to feel safe within the group, and
need to have freedom to try things and show tharasels beginners and learners. Veblen
argues that the feeling of safety that allows tesking “translates to other learning environments
where the individual voice is encouraged in the wmm quest” (Veblen, 2000, p. 10).
Community music can play an important role in prangpmusic-making for those people who
do not make use of standard musical notation angements (Koopman, 2007). It provides a
form of process-directed, authentic learning; ahsit presents an effective venue for
developing musical competence (Koopman, 2007).

Informal Arts Learning

Informal learning in the arts refers to knowledgeéngd by participants through their contact
with peers and experts, through experiences imaking activities, and through ongoing
experimentation in the arts in the absence of agmized or formal curriculum or instructor
(Ogden, 2008). Music skills may be learned infotgyadrimarily by making music with peers
and by listening to recordings (Green, 2002; Jaffa004; Waldron, & Veblen, 2009). For
example, Waldron and Veblen (2009) describe howaof six players of traditional Celtic
music learned new repertoire by using iTunes rengs] learning by ear rather than through
music notation. However, the group also valuedtrmtas an aid to their aural learning
strategies.

Lucy Green (2002) interviewed 14 popular musicitmsee how they acquired their
considerable skills and knowledge. She found they tmmersed themselves in the music and
the musical practices of their surroundings. Thieitllis by mimicking recordings by ear, which
was their predominant way of learning new musiceyralso played with peers who shared their
knowledge, skills, and musical interests, watcltand imitating others as they were involved in
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music-making. Green observed that these musicised various musical elements effectively,
without having classical theoretical knowledge ofcepts such as rhythm, pitch, timbre, and
tempo. Perhaps most impressive of all, in the esidges of this so-called informal learning, the
musicians typically practiced five or six hoursayd- simply because they were passionate
about their learning.

To the observer, a young people’s informal learmgtgearsal can seem like a fragmented
undertaking (Upitis, in press). There can be sdwEnaversations going on at once, even while
music is being played; disagreements can sprothatmppear to have no immediate resolution;
false starts abound; and all of this activity isgumated by bursts of laughter and boisterous
exclamations of criticism or praise. But the outeoisioften impressive. So-called basement or
garage bands are often composed of members whiaylspnsiderable skills as
instrumentalists. These bands frequently form gtrmsembles, capable of evoking emotional
responses from their audiences.

This kind of informal music learning has been chtedzed as “learning-in-the-making, in
which relationships are made between the past ss#pt, the inner and outer, the self and
others” (Christou, Davis, DelLuca, Luce-Kapler, & Bdgen, 2007, p. 64). In the arts, this
learning-in-the-making almost always involves phgbbbjects — instruments, paints and
brushes, costumes, paper, wax, and metal — harkéaitk to both Dewey’s and Dissanayake’s
observations about the process of art-making dyiag.

Students who engage in art-making outside the gbotdormal schooling or private instruction
often adopt strategies for learning that are vafiffgrent from the strategies associated with
typical school learning. Green (2002) concludes ¢tessroom teachers could — and should —
adapt some of these practices, including learnyngas, working with peers, and selecting
repertoire based on student choices. For, if wergthe powerful personal connections students
have to music and other art forms, we miss an dppity to expand their arts literacy beyond

the art forms that are already ubiquitous in theas. Such expansion can help ensure that the
arts are experienced deeply. And it is only throdglp connections to the disciplines, to one
another, and to physical ways of knowing, that stiisl will develop the sensibilities and skills
they need to thrive (Upitis, in press).

Arts and the Home Environment: Private Arts Instruction

Parents who engage in arts activities during tleesure time — including dance, drama, music,
and other fine and performing arts, and also gangesailing, cooking, and other domestic and
outdoor arts — wield an enormous influence on tbleiidren in terms of their art-making
inclinations and activities (Upitis & Smithrim, 28D Children of parents who take part in arts
activities are significantly more likely to be irlved in arts lessons outside of school (Upitis &
Smithrim, 2003).

Studies estimate that up to 30% of elementary-agetents engage in arts activities outside of

school. These activities include taking private mudance, or art lessons, singing in community
choirs, and participating in theatre productionat{dhal Longitudinal Survey of Children and
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Youth, 1997). Of, these, private music lessondfaenost popular (National Longitudinal
Survey of Children and Youth, 1997; Upitis & Smithyr 2003).

Private or studio teaching refers to the procedsarhing to play an instrument through private
lessons, one-on-one, with an independent musitiéeawhose practice typically includes a
community of 15 to 40 students (Gaunt, 2008; Ken2602). Many of these teachers have
completed pedagogical and/or performance consegvasstification and prepare their students
through a conservatory system. Some scholars ¢hatra shortcoming of conservatory systems
is the overriding emphasis on technique and repertwith scant attention given to
composition, sight-reading, and overall musical@®aunt, 2008). Music teachers incorporating
these latter aspects into their teaching help stisoget more holistic goals as developing
musicians, often incorporating the music of thelstis’ choice and of popular culture into their
private study (Upitis, Abrami, Brook, Troop, & Cktao, 2010).

While the Ontario Arts Curriculum (Ontario Ministof Education, 2009) makes explicit
reference to out-of-school lessons as importanicleshfor supplementing classroom learning, it
also implies that these lessons should be regasian extra opportunity for the so-called
talented students to engage more deeply in theHwotsever, additional, out-of-school arts
instruction benefits children of all abilities asdcial classes and, therefore should not be limited
to those children already exhibiting strength ia #ints. Further, innate talent in the arts is lyighl
guestionable: It is experience that contributestrtamshildren’s art-making abilities. And taking
arts instruction outside of school has a furthessiiale benefit — when generalist and specialist
teachers make explicit efforts to link childrenigt-@f-school lessons with school activities and
curricula, they strengthen the learning in bothuesn These links can be especially effective
when students use technology to support their iegrand creations — technology that can be
accessed both at home and at school. This topid®ilevisited in the final section of the
review.

Where Do Arts Partnerships Fit In?

| think the arts are very important because whemwere working with all those artists,
you just think, “WOW! There is so much more tothan you would have thought of
before. It's not just painting, it's not just drawg, it's so much more.”

Grade 6 student, Windsor, Ontario

In order for the arts to thrive in elementary sde@mnd beyond, the arts must also thrive in the
communities and practices that surround and sugpbdols. Put another way, the arts — as
defined here — are pervasive and complex, and dhiowblve the whole village in supporting the
development of the whole child. One of the ways/imch communities can contribute to arts
education is through school-based arts partnerships

School-based Arts Partnerships: Advantages and Challenges

Although the benefits of the arts to the developinaga well-being of adults and children alike
have been widely reported (Dewey, 1934; Dissangye¥@5; Gardner, 1973, 1983; Greene,
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1995), in many elementary schools virtually no arstruction takes place. It was once possible
to rely on the specialist teachers to provide @xfgeriences, but schools in Ontario no longer
have arts specialist teachers in every elementdmyad (Hill Strategies Research, 2010) and
resources for arts education are limited. Furtber teacher education programs do not
emphasize the arts (Upitis, 2001; Vagianos, 19BD8®)s, at present, lively system-wide
programming in the arts is not available to manijdcén. But we are beautifully poised to make
it so.

In recognition of the importance of the arts, amdasponse to the declining support for arts
programs in schools, some public schools have be@macialized arts schools with teachers
and students selected for their arts interesteapdriences. Although there are benefits to
students attending such schools, as Pitman (198&)ees, “Setting up elite arts schools for
those who see their future employment in the asesdaot address the main concern — that every
child must be brought to a level of arts literalegttwill make life joyful and productive” (p. 60).

Several models have been developed to increasevdleof arts literacy in public schools
through school-based arts partnerships, such dsstiraing Through the Artd. TTA) program.
Other Canadian programs include @a&gary Arts Partners in Education Soci¢JAPES)
program in Calgary, Alberta, which was formed ttuge the arts into school curricula to
“enhance learning and citizenship for all stud¢byspromoting] learning through the arts as a
means to teach the core curriculum” (Vagianos, 199920). Similarly, the national initiative
ArtsSmartseeks “to promote the active participation of yppeople in the arts...through local
school-based and community-based projects ... [egmate the arts] throughout the curriculum
(Vagianos, 1999, p. 26). In Ontario, thidkweed Collectivea group of artist-teachers work
with teachers and students in schools in West Tortiprovide arts enrichment to over 4,000
students (Clarkson, 2011). These kinds of progiaanve increased in number over the past
several decades, often to bring new energy andoligehools with depleted arts programs, but
also to provide important breadth and depth to slshiinat are already strong in the arts
(Burnaford, Aprill, & Weiss, 2001; Hanley, 2003nin & Chalmers, 2007).

These arts partnerships can be highly successfdiemonstrated by the LTTA research. But
they can be problematic as well. It is not uncomyionexample, for schools and principals to
resist having “outside” artist-teachers involveckdtly in the teaching of children. And even
when schools embrace the talents of the local camitgywelcoming artists into the school
under the supervision of trained teachers, itderaplex matter to schedule visits, develop
curricula, and assess the learning that has takee.pAnother problem with school-based artist
programs is that, in some schools, the presenaa otitside artist allows teachers and
administrators to feel that the arts are thereftadeen care of” — and as a result, to not become
deeply invested in arts education.

There are other potential complexities. One quedhat is rarely asked in the context of arts
education partnerships is whether the artist’'stardschool community’s conceptions of an art
form are compatible. For example, in the case @Mibual arts, most elementary school art
programs emphasize modernist conceptions of arb@e2002; Wolcott, 1996), that is, art
forms that emphasize Western Eurocentric traditidhgs modernist perspective is in stark
contrast to the postmodern contemporary art wa@ldrk, 1996; Duncum, 1999; Meban, 2002)
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where artists use such devices as metaphor, ajlegiod the juxtaposition of images and media
to create art that serves to critique particul@iadand political features of culture and society.
Postmodern art, typically, requires a differentviasf interpretation or reading than what is
practiced in schools. As a result, an artist wilstpodern sensibilities may have a less than
comfortable experience working in a school.

This was the case for Meban (2002) when she beeamagtist-in-residence at an elementary
school in Kingston, Ontario, and found herself cgimg the content of her work. Meban

claimed that this self-censoring resulted in shiftthe style and purpose of her art-making with
students, and therefore affected the nature oédueational experience. Meban began to
accommodate the immediate interests of the stugehtsh resulted in a visual arts program that
emphasized the skills of drawing and painting, Witke or no attention given to the social
functions of art. This outcome begs the questiowlodther artists generally feel that their work
is compromised as a result of an educational pstiie particularly if there is a clash between
their perspectives and those of the schools.

Another complexity is apparent with school-basedngaships. When arts interventions, such as
the LTTA program, are introduced in schools, ieoftakes years to travel the road from
conceiving of oneself as a novice in the arts ébirig capable of conveying artistic skills and
knowledge in a classroom setting (Patteson, 20@&jdJ)Smithrim, & Soren, 1999). Research
suggests that the most effective way to develoghiraconfidence in the arts is through
sustained, hands-on art-making, and that the hedég are practicing artists who know their art
form intimately and who are committed to sharinghttbeir expertise and their passion for the
arts (Catterall & Waldorf, 1999; Naples, 2001; Bstin, 2005; Upitis, Smithrim, & Soren, 1999;
Vagianos, 1999). Support from a school’'s adminigtreand the other teachers can also have a
powerful influence on a teacher’s willingness te tise arts in the classroom in school-based
partnerships (Oreck, 2002; Patteson, 2005; Smit&ridpitis, 2002; Upitis & Smithrim, 2003;
Upitis, Smithrim, & Soren, 1999; Vagianos, 1999).

Then there is the matter of the developing relatigm between the artist and teacher. While
these programs are initiated, in part, to enriehafts offerings in schools, there is also a
professional development aspect that occurs fdr adists and teachers. This is not always an
easy relationship. As Kind, de Cosson, Irwin, amdugr (2007) note:

In artist-in-residence programs, artists are o$en as serving the needs of the school,
teachers, students, or curriculum. Yet as artististaachers work together, both influence
each other and shape each other’s experiencehjiigaand artistic practices. Learning

is not uni-directional, moving from artists to thacs, or even from teachers to artists. It
is far more complex and interdependent and fiteiwibell hooks’ (1994) understanding
of an engaged pedagogy where learning is a sha@gdrocal act. (p. 841)

Kind et al. (2007) claim that the quality of theistrteacher partnerships in the LTTA program
had much to do with its success as a professiaadldpment model for teachers. They
observed that when the teachers and artists deagtkstpong working relationships and a
comfortable rapport, they learned a great deal fooe another. Artists positively responded to
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teachers’ insights about education and child dgreknt, and teachers became excited about
what both the arts and the artists themselvesdatfdar students. As the artists developed skills
as educators and were able to engage in self-tegyland reflective practices, the teachers’
respect for the artists grew, which in turn conttéad to the success of their relationships. Other
researchers have also found that the strongestdeactists partnerships develop over an
extended period of time, sometimes years (Burnagbal., 2001; Catterall & Waldorf, 1999).

Thus, it is an intermingling of institutional, ciaular, pedagogical, and relational factors that
contribute to the success of school-based partipsrghthe arts (Kind et al., 2007; Oreck, 2002;
Patteson, 2005; Smithrim & Upitis, 2005b; UpitidriAKeely, & Lewis, 2010). One could say
the same about the mix of factors that constituteassful learning environments at all levels.

A Continuum of School-based Partnerships

A publication titledCreating Capacity: A Framework for Providing Prosesnal Development
Opportunities for Teaching Artistsas derived on the basis of extensive conversatioth
educators and administrators involved in nine Ipgbfile arts organizations in the United States
(Gradel, 2001). The work delineates a continuurarti§t involvement in educational settings in
the United States, which applies equally well tm&#an settings.

On one end of the continuum, artists may be inwbineschools by giving performances or
creating exhibits for students and teachers, lattist is not expected to engage audiences in
interactive learning experiences. An artist actmthis capacity is considered a “performing
artist”. Next in the continuum is the “interactiagist”, who, in addition to performing and
exhibiting, engages audiences in pre-performang®si-performance discussions, possibly
interpreting the artistic work within the educatbicontext. The “collaborating artist” may
perform or exhibit his or her work and engage stdssions of that work, but is also engaged
more deeply in the school setting as an artisesidence, planning instructional and assessment
strategies collaboratively with classroom teachidsing this framework, the visual artist
described earlier (Meban, 2002) would have beesidered a collaborating artist, as would
most artist-educators involved with the LTTA pragraAt the far end of the continuum, the
“master instructional artist” is deeply involvedtiwvcurricular planning with the school partners,
and acts as a leader in program design and as @mtermther artists working in educational
partnerships. Artist-educator leaders from the LTgrégram would be considered master
instructional artists in the Creating Capacity feamork.

This document identified challenges for artistsoired in educational partnerships, including
the need for more time to plan and communicate tegichers, difficulties in planning
assessment strategies that resonated with thelsgfstem, and conflicts between individual
artistic endeavors and philosophies of the educatisettings.

In addition to Gradel (2001) other researchers ldaetified the institutional challenges

inherent in arts partnerships (e.g., Bumgarner41Barnaford et al., 2001; Hanley, 2003; Irwin
& Chalmers, 2007; Patteson, Upitis, & Smithrim, BR0rhese challenges are also echoed in the
general literature on teacher development and ehamigere it has been documented that
institutional influences have substantial effeaigtoe success of educational partnerships
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(Fullan, 1982, 1991; Sarason, 1999). Some of tesetinfluences include teacher autonomy,
availability of resources, time for planning, sugpaf administrators, school commitment to
professional development, and provincial policegarding curriculum, assessment, and testing
(Elster, 2001; Fullan, 1991; Gradel, 2001; Patte2005; Sarason, 1999).

The specific challenges identified over two decaags by an administrator in the Kentucky
Center for the Arts are still relevant today (Rawl@986). Challenges that are ongoing — even
with successful and sustainable programs — mustya\we considered in the design of
educational partnerships. Rowlett (1986), a scpaakipal whose teachers were involved with
the Kentucky Center for the Arts over a period@fesal years, claimed that a thriving art
program requires the full support of the local aagional administrators as well as the entire
school staff, along with individuals to champioe firogram. Like others (Fullan, 1982;
Sarason, 1999), Rowlett also identified the impwéaof procuring appropriate funds and
materials, and of supporting professional develagroéteachers through financial support and
time freed up from teaching. Rowlett noted thatdbgectives of the particular arts partnership
had to be clearly articulated, in keeping with skeatiments expressed by Bumgarner (1994).

However, the area that Rowlett emphasized mogring of arts partnerships was the need to
involve the greater community, arguing that withthg support of the community, the arts
programs that he implemented would not have thrived

Despite the cautionary tales of artist-school tisateacher partnerships, there is no question
that these partnerships can be both successfidustdinable in the long-term. Schools with
weak arts programs and schools with strong artgrpms both stand to enrich their offerings
through well-structured partnerships (Hanley, 2008)e very real constraints on those
partnerships, if acknowledged and acted upon ire#inly days, will not only create a foundation
for a strong alliance, but also make it possibletlie alliance to continue — after the initial
champions move on. Indeed, in all cases where Hreréhriving arts programs that rely on
highly energetic and committed champions — whedinisr partnerships, musical theatre
traditions, or strong dance programs — it is ciutiat consideration is given to systemic
approaches to sustain such programs.
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How can we best teach the arts?

Education in the arts is essential to studentliettual, social, physical, and emotional
growth and well-being. Experiences in the aria dance, drama, music, and visual
arts—play a valuable role in helping students thiage their potential as learners and
to participate fully in their community and in setyi as a whole. The arts provide a
natural vehicle through which students can expkomd express themselves and through
which they can discover and interpret the worldward them.

Ontario Grades 1-8 Arts Curriculum (2009)

Teaching the Arts Through Multiple Means

There are many ways to bring the arts into thesotesn on a daily basis. But how to do it? On
the basis of the review, it is clear that therecanapelling reasons to nurture arts education in
the elementary years. And it is also clear thatetieeno single approach best suited for all
students; what is required is a multiplicity of apgches. Here are four reasons for cultivating a
wide number of strategies for embedding arts edutatto the fabric of children’s daily lives:

* Children differ from one another and, consequermtten learn in profoundly differing
ways, even within the arts.

» Cultural and regional characteristics require iy in approaches to teaching and
learning, in order to maximize opportunities forldten to thrive in their communities.

» Teachers bring differing strengths and areas oésige to the teaching of the arts.

» Arts education must include learning in, about, #mdugh the arts, and these different
approaches to the arts require differing levelsesburces and expertise.

British researcher John Sloboda (2001) similarlyateded that the key component to a viable
arts education for today’s students is variety #etg in providers, in funding, in locations, in
roles for educators, in trajectories, in activitiesaccreditation, and in routes to teacher
competence. His response to the multiple ideastabhedunction of arts education is to create
multiple forms. Fox (2000) makes a plea for what ellls an integrated delivery system, where
there is a shared responsibility to provide thd pessible experiences for young learners by
bringing together funding sponsors, researchers;adrs, parents, and families.

The revised Grades 1 through 8 Ontario Arts Culuitu(Ontario Ministry of Education, 2009)
provides a clear structure for teaching the arts multiplicity of ways. The process of self-
regulation described earlier in the review is entleetithroughout the curriculum in what is
called the “creative process”. The approachesttoaaiucation include learning in, about, and
through the arts. The justifications for teaching arts include both the intrinsic and extrinsic
benefits that have been outlined previously. Theartance of parental and community
involvement is stressed. And there is considerstxdge for using technology and creating artist-
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teacher partnerships embedded in the document. tBeghorny issue of assessment has been
thoughtfully discussed within the confines of thet&io assessment structures. Further useful
tools for assessing arts learning can be founderCanadian bookhe arts as meaning makers:
Integrating literature and the arts throughout tterriculum (Cornett & Smithrim, 2000).

This final section of this review highlights someykways to support a curriculum rich in the
arts, which in turn supports the development ofitiellect, emotions, social skills, physical
body, and spirit of the whole child. There are otlays to support an arts-rich curriculum, but
the ones discussed here are both possible and/fiarel have great potential for long-term
impact. Thus, particular attention is now givertte role of musical theatre in elementary
schools, the use of technology to support teachihlearning in the arts, and the ways that
specialist and generalist teachers can blend avdsskills to provide exceptional arts
opportunities to reach all of the children theyctea

Extra-Curricular Arts Activities: Making a Case for Musical Theatre

One of the most long-standing and effective extnaicular arts activities is participation in
musical theatre. There are many accounts of theeva taking part in school musicals, based on
verbatim comments of children and teachers, phafitg, and student-generated artifacts. These
accounts provide vivid descriptions of how studde#sn to trust one another, take risks, become
part of a larger community, learn to interact meffectively with their peers, form a deeper and
more sophisticated sense of creative identity,gaid ownership over the creative process and
product (Ogden, 2008; Upitis, 1990, 2010). The kinfloutcomes that are associated with
school musicals in the short-term (Upitis, 199@ evident in the long-term as well (Ogden,
2008; Upitis, 2010).

Musical theatre has a long and continuous histosiementary schools. As Ogden (2008) notes:

Teachers are not mandated to organize musicar¢hgadductions and yet something
compels them to do so. Perhaps it is because teasbe the benefits of musical theatre
... that they are willing to give up free time to piae the opportunity for their students.
Further, parents and community members who havedbkes participated in such
activities promote and encourage youth to becowe\wed in musical theatre.

Ogden surmises that teacher and parental involvemenusical theatre can be linked to
Erikson’s (1968) notion of generativity. In Erikssnvork, generativity is used to refer to the
way in which people strive to make a differencegrgate something to be passed on to future
generations. According to Erikson, “generativity seagnation” is the seventh of eight stages of
the human life cycle — the stage associated wehritddle adult years. Ogden claims that
generativity is about educating young people byiaasg the role of the responsible adult,
guiding and fostering the development and well-pa@hindividuals and social systems that will
outlive the self, through parenting, teaching, arehtoring. Generativity is also about being a
responsible citizen and a contributing member ad@munity (Erikson, 1968; O’Neill, 2006).
Musical theatre encompasses all of the fine anfbpeing arts, and encompasses some of the
domestic and outdoor arts as well. As such, ines of the most comprehensive forms of art-
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making that is possible in the elementary schootext. Students act, dance, sing, learn to tell a
story, and interact with one another, both in refeaand on stage (Ogden, 2008; Upitis, 1990).
Memorization of lines and action are essentiah®grocess; even for those members of the cast
who are not speaking the lines, knowing the sanifiinately is important for proper timing of
speech and song. But participation is not limiethbse performing onstage; other students may
choose to be involved offstage, as scriptwritersnasicians. Yet others may prefer to be
involved with the stage, itself, coordinating amédating sets, costumes, props, and lighting
design — all forms of construction and design thatell with the broad definition of arts used in
the present review.

The magnitude of musical productions, including¢hstumes, the tickets, the rehearsals, the
make-up, and the overall detail makes the expegiegal for the children. Indeed, the “realness”
of musical theatre is one of its key attractionpifld, 1990, 2010). The social interaction and
collaboration that accompanies this form of sitddéarning is also important; interdependence
of the performers is key (Ogden, 2008). Musicaatheerequires effective social negotiations
between the cast and the crew, the children anddbks, the school and the community. It is
collaborative in nature: Not only do the arts cawogether, but so, too, do the people.
Elementary musical theatre involves students, &a¢imusicians, parents — on stage and
backstage, in the audience and in the communittirgg singing, learning, building,
advertising, and selling tickets. Musical theatreallaborative learning at its best: Group
members must work interdependently in order toterdae performance.

The generation of shared meaning amongst group ersnitrough an iterative discussion
process is an essential element that defines tileborative learning (Webb & Palinscar, 1996).
Musical theatre nurtures this type of learning. Wy collaboratively requires social skills such
as “active listening, talking, compliments and domndive criticism, taking turns, reaching
consensus, and conflict resolution” (Ogden, 20080). These skills are required in all aspects
of musical theatre.

Another form of learning — that of embodied leagtnis inherent in musical theatre as well.
Embodied learning has been used to describe thxpegiences that engage the body, senses,
emotions, and imagination, as well as the intel{Bcesler, 2004). The notion of embodiment
unites mind and body in learning. It provides a wégonceptualizing learning that is supported
by the research on brain function and is alsonie With Dewey’s definition of art (Jackson,
2002).

In a report on creative drama and young childremciBtti (1993) maintained that engagement in
drama integrates mental and physical activity, gimgathe whole child in improvisational and
process-oriented experiences. Dance educator Alsn(ZR07) described how all of these forms
of knowledge also intersect in the study of daistes writes:

At its boldest, then, dance literacy reconfiguresdance curriculum as a set of
interconnected knowledges through which we undedstiae body and movement, how
these operate in various dance traditions, and mieanings they might hold for us as
individuals and societies. As an activity in whjpkople participate as doers and
observers, dance conceived of as a literacy mghtaver into many subject areas with
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any number of outcomes: individual physical, cregtand intellectual accomplishment;
improved problem-solving skills in individual andogp settings; improved observation
and writing skills; critical understanding of thedy and dance as social constructs;
social integration; historical and cultural undargting; and sensual, critical, intellectual,
and imaginative engagement. Dance underscoremh@tance of bodily experience as
an integrative agent in all learning. (p. 107)

The simultaneous incorporation of thinking, feeliegeing, acting, knowing, and creating offers
a compelling way to think about how children ledraw teachers teach, and how school
activities might be organized. Indeed, Ogden andcbileagues were so taken by the positive
effects of musical theatre that they created amdppity for pre-service teachers to mount their
own musical theatre as an extra-curricular expegen the teacher training program (Ogden,
DelLuca, & Searle, 2010). The response was overwhglrtlose to 20% of the pre-service
teachers volunteered to take part. Data collectad the participants through rehearsal
observations, a post-production questionnaire facaks group interviews indicated that
participation created a sense of community andngghg for the participants, and that the
authenticity of the experience resulted in immeusg@e on the part of the pre-service teachers.
Most important of all, the research showed that essult of taking part in the musical during
their teacher training year, the pre-service teectedt that they had both the confidence and the
skills to bring musical theatre opportunities teitlstudents.

Technology and the Creative Process

Numerous studies have demonstrated that studeqgigrations in music and other art forms can
be enriched by the use of Information and Commuigica Technology (ICT) (Crawford, 2009;
Savage, 2007; Sutherland et al., 2004). A recentyddy Ward (2009) showed that music
students were more inventive and motivated wheywese given the opportunity to use ICT in
their creative work. Ward found that while studentse in the process of creating compositions
using MIDI technology and sequencing software, tbayld “hear the piece as it [was] being
invented, [and] the creative process [was] madesparent. Pupils [were] motivated to continue
by instant feedback, and [could] capitalize on $goeous and accidental action” (p. 155). The
kinds of self-regulatory processes that supportmmeggul learning are also evident in informal
music learning situations like those described ioresty. Researchers have found that informal
learning works best for students who already psssessiderable knowledge of music. When
this knowledge of music is coupled with the setjtriatory skills that many of these students
also possess, they are able to uncover musicarpatand incorporate them in their own
creations (Green, 2002).

In a study of 11- to 16-year-olds, the perceiveddbi¢s of using music technology included
more active involvement in music-making on the padtudents, as well as increases in pride,
motivation, and enthusiasm for their music learr(fBgvage, 2007). Other important findings
focused on the ease with which students approaecbdology, the new approaches students
used in their compositions, and the students’ emxd interest in pursuing further musical
studies. In summary, Savage found that studentsicababilities were enhanced through the
use of ICT, and that their creative processesiibed. Using technology in music teaching, in
particular, must be considered against a backgradmeate musical performance is emphasized
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(which is not always pleasurable) over other agpetimusic, most notably those that involve
creative expression or composition. We have searbibth scholars and practitioners claim that
music-making is an ability that everyone possessesme degree, and that the challenge for
schooling is to make improvisation and compositiarentral feature of music education rather
than an add-on (Campbell, 1998; Hargreaves, 198&uK, 1989; Upitis, 1990, 1992). Indeed, it
is no coincidence that powerful tools for compasithave emerged in the popular culture in the
form of computer-supported software and hardwapst{$) 2001). If schools fail to embrace the
importance of composition, and the technology guas with it, students wititill find ways to
make music, because making music answers a ddlédfuman condition. Put another way,
garage bands will simply become more sophisticated,move yet another step away from
school experiences (Upitis, 2001).

Despite the acknowledged benefits of using ICTria education, it is not unusual to meet
resistance on the part of arts teachers as theg beegcorporate ICT into their teaching. There
are two major causes of this resistance. Firsts de midi-sequencers and electronic portfolios
support a student-centred and creative approaetusic teaching, challenging the traditions of
the teaching approaches in arts education, whelofsen curriculum and repertoire driven, and
top-down in nature (Gaunt, 2008). In addition, tesas may struggle with using the technology
itself, while their students may find the toolsatelely easy to use. Students often have more
fully developed ICT skills than their teachers, éege they have considerably more exposure to
the web and to multimedia tools (Crawford, 200%h8dand et al., 2004). They may also have
easier access to mobile devices and music soft@actehave a different range of knowledge and
awareness of musical styles than their teachetbelhands of a teacher who is ready to
capitalize on these student strengths, and witlsuipport of web-based tools, these student
characteristics can serve to strengthen studentsicamaking and other art-making activities,
potentially engaging them more deeply in their &sd

Using Web-based Technologies to Support Self-Regulation and the Creative Process

In many jurisdictions throughout Canada — includimgny parts of Ontario — students and
teachers are required to use portfolios to shagelanument their learningn electronic

portfolio is a digital container for storing andganizing text, images, video, and sound.
Electronic portfolios can also be designed to supparning processes (Abrami & Barrett,

2005; Abrami et al., 2008). Electronic portfolibsmt are web-based provide remote access to
facilitate learning in any number of environmemgsearch demonstrates that when students use
portfolios, they assume more responsibility forrthearning and set goals accordingly
(Avraamidou & Zembal-Saul, 2003; Montalvo & Gonzaleorres, 2004; Riedinger, 2006;

Zellers & Mudrey, 2007).

Electronic portfolios, such as ePEARE]éctronicPortfolio EncouragingActive Reflective

L earning) have been shown to contribute to studahisities to self-regulate their learning, and
also to enhance literacy skills and communicatlallss(Abrami et al., 2008; Wade, Sclater, &
Abrami, 2005). Another advantage of using electrqnartfolios is that they provide a way of
storing work that is less cumbersome than traditiortfolios in the arts.

ePEARL is one of a suite of toolsTie Learning Toolkiteveloped by the Centre for the Study
of Learning and Performance at Concordia Universitg is used throughout Canada and other
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parts of the world. ePEARL focuses on developinglent self-regulation. Long-term studies
demonstrate that ePEARL not only produces gaimslucational competencies and self-
regulation in students, but also supports changésaiching practices to help students become
more self-regulated in their learning (Meyer, Abrawiade,Aslan, & Deault, 2010; Abrami et
al., 2008).

A two-year study made use of ePEARL to promotesgtilated learning with Grade 5 students
in a public elementary school in Toronto. Studésasned about energy and ecology through an
arts-based approach to these topics (Upitis, Abr&fiatteson, 2009; Upitis, Abrami, &
Patteson, 2010). Topics such as wind turbine enangysolar power were explored, and the
students used the artistic medium of dance to @pgome of their learning. Data were compiled
through classroom observations; interviews withistis, teachers, and the artist-educator
involved in the project; and comparisons of respsris a pre- and post-questionnaire, designed
to ascertain the degree of self-regulatory prasticed by the students. Findings supported the
conclusion that an electronic web-based portfalijpp®rts both the process and products created.
The portfolio supports the learning process by gliog students, parents, and teachers with
opportunities to set goals, create strategiesyeitelt on learning. Because the portfolio is web-
based, students, parents, and teachers can alcegsstfolios both at home and at school.
Products are also supported by the portfolio, as/itieos created by the students were easily
stored and shared. Students expressed considerghlgsiasm for the tool and demonstrated
significant growth in understanding how to set gaaid critique the work of their peers.

By using ePEARL — whether to study music, dancgjali art, cooking, or science — students can
personalize their portfolios; set general and gs&eific goals; create new work; reflect on, edit,
and share work; and respond to feedback from tescpeers, and parents. A specialized version
of ePEARL has also been developed for music tegduml instruction, called iISCORE (a web-
based learning portfolio) (Troop, Brook, & Upit&)11). iISCORE differs from ePEARL in that
music content is embedded in the software, andapeols, such as a music editor and a
rehearsal calendar function, form part of iISCORI&e Three phases of self-regulation described
earlier are embedded in both ePEARL and iISCORE ruheéetitlesplanning, doingand
reflecting—and these titles mirror the creative process desdiin the Ontario Arts Curriculum
(Ontario Ministry of Education, 2009).

In order for web-based portfolios and other ICTI$do be effective, teachers need to have ready
and reliable access to technological resourcesdy2&09). One of the advantages of web-based
tools, such as ePEARL, is that access to the tsaibiquitous: As long as teachers and students
have web access, they also have access to théir imaaddition to ready access, teachers also
need to receive appropriate technical support@srbquire it, and to have multiple

opportunities to develop their professional ski¢ard, 2009). The lack of such support can
easily prevent teachers from being enthusiasticiincluding technology in their teaching
practices.

One of the most powerful possibilities with the a$eveb-based portfolios such as ePEARL and
ISCORE is that they allow students to link the @as aspects of their art-making, both in school
and outside of school. Hundreds of thousands of@ian students take private weekly lessons

to learn to sing or to play a musical instrumentt e vast majority of people who take lessons
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in their youth do not play their instruments whbeay become adults. Worse yet, students often
quit just as they reach a level of proficiency twvauld make it possible for them to play
throughout their lives. Research indicates thasthdents who take a more active role in their
private music instruction, and also link it to thieiformal learning and classroom experiences,
are more likely to be engaged in their learningath the short- and long-term (Upitis et al.,
2010). These students, in turn, are more likelyatinue to be involved in art-making as adults
— activities that provide fulfillment throughoutdi

The Elementary Teacher

Teachers’ Direct Experiences with Art-Making

It has been emphasized that the arts are impddaekperiencing the joy of creation,
developing attention to detail, attaining fulfillmeduring school and beyond, and learning ways
of expressing thoughts, knowledge, and feeling®beyvords (Eisner, 2002; Greene, 1995;
Howard, 1992; Koopman, 2005). It is these contidng that teachers must experience directly,
in order that they may bring similar benefits te tlassroom.

There are many ways for teachers — both genecidissroom teachers and arts specialists — to
experience the arts in ways that honour the vesgree of artistic work. The first way is to be
involved in the arts in one’s non-teaching timekether that involvement is gardening, boat-
building, sculpting, cooking, or playing the fiddM/e have seen, throughout this review that the
power of arts experiences lies in the engagemetiteoivhole being. Teachers must themselves
be thus engaged if the arts are to attain thaastoaming power. Uniting teacher and artist is not
a new idea (Szekely, 1978), but it is an importarg. In Franklin’s (2000) exploration of
Toronto teachers’ phobias about teaching musisulggests that, “If the child is to feel the art
alive within themselves, so must the teacher” . Such direct arts experiences, if they bring
life and joy to the teacher, are also likely tadf place in the classroom. This is true for all
teachers — specialists and generalists alike.

Adult Learning in the Arts

Mezirow’s (1996, 2000) research demonstrates tleanimgful adult learning is a complex and
multi-staged process, in which beliefs and act&tesn from new personal experiences. The goal
of transformative learning is for the adult to @erat “a more inclusive, discriminatory, and
integrative perspective” (Mezirow, 1996, p. 167¢caArding to Mezirow, it often takes a

powerful catalyst to prompt an adult to engagéa“partial dissolution of identity required by
the transformative learning process” (Pattesonb52p012). Mezirow calls this catalyst a
disorienting dilemma. It is often after encountgrguch a dilemma that the adult is plunged into
a new meaning-making process.

In her research on teacher transformation througmaking, Patteson (2005) demonstrates that
art-making, even in an informal way, can itselfveeas a disorienting dilemma. Livingstone
(2000) — who reports that Canadians spend an avefalh hours a week on informal learning,
much of it in art-making activities — claims tharppective transformation can provoke a
concentrated period of informal learning. The fimgh of these two scholars together suggest that
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informal learning can lead to perspective transttram, and conversely, perspective
transformation achieved in some other way can leadcreased interest in informal learning.
Both informal learning and art-making are centeat@ires of successful professional
development programs for teachers, where new skiisleveloped and self-regulatory
strategies are enhanced (Upitis, Smithrim, GarBa@gden, 2008).

Generalist and Specialist: Partners in the Dance

In recent years, North American educational refohage focused on shortfalls in the areas of
language, mathematics, science, and technologfheAdame time, there has been a reduced
commitment to arts education among policy-maketsettucational leaders (Oreck, 2002). Even
in schools with strong commitments to the artspbiical pressure to raise standardized test
scores and the lack of on-going training serve @aken teachers’ efforts to teach in the arts,
particularly when arts specialists are no longesent in schools to carry the mantle of arts
education (Hanley, 2003; Hills Strategies Resed0hp; Stake, Bresler, & Mabry, 1991). This
is a deeply systemic problem. One would be hardga to find a teacher education program in
Ontario that provides substantial preparationdsting engagement with the arts. In some
universities, graduates with teaching degrees hadeno coursework in teaching methods for
the arts, and as the Hill Strategies Research j2@podrt on music education indicates, 58% of
the classroom teachers in Ontario do not have kgoaignd in music. Further, at the same time
that many Canadian school districts have eliminatégispecialists with a single subject focus,
generalist teachers are required to implement skterarts curricula that require specialized
skills in multiple art forms. While it would be exedingly difficult to change the entire pre-
service structure in Ontario universities, we midbtwell to consider infusing the arts into the
pre-service program in other ways. As described/@pore-service teachers may benefit by
participating in a voluntary extra-curricular schowsical; they may also benefit from the use of
web-based portfolios, such as ePEARL. No matter inassxdone, more emphasis on arts
education in teacher education is essential: fotdog we have neglected the arts and teachers
and students are being deprived of a full educai®a result.

For most classroom teachers, the curriculum demafi® arts are daunting. This is
particularly true for music. For teachers unfanniliath music notation, the entire music
curriculum can seem unwelcoming and threatening/itBieed not be the case — especially if the
teacher has some direct experience with an art &drseme kind, as described in the opening of
the review. Teaching the arts from one’s own stiten @ the arts, broadly conceived, can be
both inspiring for students and satisfying for teas. When teachers approach the arts from
areas of personal strength, they are likely togbarcitement, integrity, and even passion to the
classroom. When these same teachers approachgheydreginning with the curriculum
guidelines, they often are accompanied by feelinggration and incompetence, which are then
transferred to the students they teach.

In addition to the dearth of specialist music teashn Ontario, the lack of funding to buy
appropriate instruments, and the challenges inrfqntime during school to schedule music and
other arts activities are prevalent (Hill Strategiesearch, 2010). The Hill Strategies Research
survey confirmed that Ontario was not among thengger of the provinces in terms of music
support. The research found:
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Three regions of the country have a very largegeeage of elementary schools with a
specialist music teacher: Quebec (87%), the Attgmrbvinces (86%), and British
Columbia (83%). In contrast, Ontario elementaryosthrely very strongly on general
classroom teachers with no music background. Gntes the highest proportion of
elementary schools where music is taught by germt&assroom teachers with no music
background (58%). (p. 9)

In contrast, Quebec, British Columbia, and the dtitaprovinces have relatively strong support
for music education as evidenced not only by tlesgnce of specialist teachers, but also by
higher levels of funding, adequate and appropireguments and space, and support from
classroom teachers, parents, and administrativeagples (Hill Strategies Research, 2010).

These deficiencies in resources for teaching ttsee-aboth human and material — are long-
standing. In response to these widespread andiéngéeficiencies in arts teaching,
professional development programs have been ladrtohiacrease the level of arts literacy of
teachers in public schools in the United Statesgiill, 2000) and in Canada (Babineau, 1998;
Vagianos, 1999). The full range of such progranchishes summer institutes, short courses in
the arts, and other partnerships involving teaclatists, arts organizations, ministries of
education, and school districts. Some of theserpmg are at the school district level, where
regional resources are harnessed to form collabasabetween teachers, artists, and cultural
institutions (Babineau, 1998). Others are nati@nadven international in scope (Mitchell, 2000).
The purpose of these programs is “not to transfdamssroom teachers into arts specialists.
Rather, the aim is to increase teachers’ understgrad ... the arts ... and to promote creative
teaching and learning” (Oreck, 2002, p. 2). When@assible, elementary classroom teachers
should be supported and encouraged to take parése programs. The Hill Strategies Research
(2010) report echoes this theme, stating, “Miresttof Education and school boards need to do a
better job of promoting and supporting professia®lelopment amongst those who are
required to teach music but may not have a stromgjerbackground” (p. 10). They also call
upon universities to enhance both pre-service assivice offerings.

In addition to receiving the necessary trainingtovide arts instruction, elementary classroom
teachers can — and must — provide classroom emagnts conducive to art-making. Creative
and meaningful learning in, about, and throughattie is more likely to happen when teachers
make learning active, enable learning through $adieraction, provide multi-sensory
experiences, and promote practices that help stsidiewelop skills in self-regulation (Rettig &
Rettig, 1999). We need elementary teachers whwitlieg to engage in professional
development opportunities, to take part in theinomformal learning, to learn from artists and
specialist teachers, and to contribute to the Iegrof those artists and specialists in turn. In
these ways, the elementary classroom teacher hets tmeontribute to the development of the
whole child through the arts.

But making this contribution can be hard. With catipg academic demands — like raising math
scores — drama and dance often take a back sewthoand science in the regular classroom.
Coupled with many teachers’ lack of confidence #medfact that, as one child put it, “No one
cares what they get in art or music”, it is no wenthat the arts are underrepresented in the daily
school life of the child — regardless of what iysan the timetable. For this reason alone,
specialist arts teachers are vital to the developroka school culture that values the arts in all
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forms. The arts will thrive only if they are reguiascheduled and fully integrated into the
school culture, and it is much easier for that datiag to occur when specialists are assigned to
the arts subjects. Further, we cannot expect dassteachers to be expert in all subjects—
mathematics, art, science, language, dance, hjstargic, drama, and physical education.
Specialist teachers are the ones who can concemindearning in and abotite arts, working
closely with classroom teachers to develop powedaticula for learning througthe arts.

Indeed, the Hill Strategies Research (2010) repaortd that, for music at least, “the strongest
music education programs have appropriate fundituglent interest and time, a strong specialist
teacher, appropriate instruments and space, asawallsupportive principal and parents” (p. 2).
While all of these components matter, it is cléwt the specialist teacher plays an undeniably
important role, as illustrated by this observation:

| should say that my school really has a good mpiigram because | [the principal]
have an incredible and qualified teacher. | dothiok that | will be able to say the same
thing next year, because she is moving and thare ae else qualified to teach music in
our school. (Hill Strategies Research, 2010, p. 3)

Arts specialist teachers, in order to be most &ffecneed deep preparation in one or —
preferably — more art form. But they also requimeuaderstanding of general classroom and
teaching issues and both the preparation and ntitaligeork both in and through their art form.
In other words, they need to be ready to teachldmnl how to dance, draw, compose, perform,
and appreciate art, as well as to teach childremtadither subjects, through the arts and in
partnership with others in the school communitye Tiost effective specialist teachers also
show a continued commitment to personal and prmfieasdevelopment in teaching and in the
art forms in which they specialize. Indeed, this by said for any teacher who remains vibrant
over the course of his or her career.

And it is this continued commitment of teachersothlpersonal and professional — that forms
the backbone of strong schools. When committechexacare supported by parents,
administrators, artists, and students, when teadat their colleagues have the time and
resources they require to do their jobs well, ahémteachers deeply understand the lifelong
contributions that the arts make to living and éag, only then will they be able to provide a
rich arts education — one that will develop theliettual, emotional, physical, emotional, and
spiritual potential of the children they teach.
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