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Introduction

This paper has been developed within the context of the New Zealand Ministry of Education’s Curriculum Marautanga Project and the subsequent revision of the Arts curriculum statement.  It specifically addresses the relationship between learning in the Arts and the development of the key competencies.  It outlines a brief discussion on the development of the key competencies to date and the current state of the Arts in the New Zealand curriculum.  This will establish the framework for later discussion on the manner in which arts education provides meaningful contexts for the learning of key competencies.  It will also look briefly at what specific competencies are found in arts education not found within the key competencies.

Competencies

The Curriculum Stocktake Report (Ministry of Education, 2002) recommended essential skills, attitudes and values be revised and better integrated into the essential learning areas as key competencies.  Rychen suggests that 

a competence is defined as the ability to successfully meet complex demands in a particular context through the mobilisation of knowledge, cognitive skills but also practical skills, as well as social and behaviour components such as attitudes, emotions and values and motivations (2003:3). 

Key competencies are defined as “more than discrete skills and attitudes: they integrate all aspects of learning; knowledge, skills, attitudes and values: they offer an alternative way of viewing curriculum and a clearer focus for teacher practice.” (Ministry of Education, 2005). Brewerton (2004) argues that specific competencies (those limited to one or a limited number of contexts) “need to be integrated with key competencies if learners are to be able to use them effectively in practice” (Rutherford, 2005:6).

Five overarching and interconnected key competencies where proposed and disseminated to schools for feedback in March 2005.  They are:  Thinking; Making meaning; relating to others; managing self; participating and contributing.  Rychen (2002:7) argues that these “key competencies do not substitute for domain – specific knowledge”.  

The Arts in the New Zealand Curriculum
The national curriculum statement for the arts, The Arts in the New Zealand Curriculum (Ministry of Education, 2000) identifies four separate disciplines of dance, drama, music and the visual arts.  Learning within each discipline is approached through four interrelated pedagogical strands: developing practical knowledge in the arts; developing ideas in the arts: communicating and interpreting in the arts; and understanding the arts in context.

The curriculum statement (Ministry of Education, 2000) argues that as students learn in, through and about the arts they develop skills, knowledge and attitudes and understanding about a broad range of traditional and contemporary art forms.  Students learn to generate and refine ideas, and to express them in a range of artistic forms. Through meaningful engagement in the arts disciplines students learn that each discipline is unique as a ‘way of knowing’ that impacts on their thinking and feeling and their understanding of others and the world. The notion that the arts are ways of knowing has been argued since Plato.  Recently various authors (for example Best, 1992; Eisner, 1994, 1998; Gardner,1993, Dissanayake, 1995; Greene, 1995, 2001) have articulated an understanding that the arts are underpinned by unique thinking processes.  

The central pedagogical underpinning of the curriculum statement is a post-modern approach to literacy.  The curriculum suggests that learning in the arts leads to the development of “arts literacies” (2000:10).  Literacies in the arts involve the ability to communicate and interpret meaning in the arts disciplines.  Literacies are developed as students “acquire skills, knowledge, attitudes and understanding in the disciplines and use their particular visual, auditory and kinaesthetic signs and symbols to convey and receive meaning” (2000:10).

Specific competencies in the arts can be seen as the development of the skills, knowledge and attitudes relevant to particular visual, auditory and kinaesthetic signs and symbols.

As Brewerton (2004) notes these specific competencies with “key competencies need to be partnered in practice.”

Key Competencies within the Arts Context

Thinking

In the Ministry of Education (2005) discussion paper on key competencies sent for consultation to schools, thinking was defined as “all kinds of thinking in all kinds of contexts.  It includes creative, critical and logical thinking, metacognition, self awareness reflection and judgment.”  Rutherford (2005) has noted the problematic issues inherent in listing thinking as a discrete key competency.  Arts education in New Zealand rejects a dualism and hierarchy that privileges mind over body, cognitive over affective domains and critical thinking over instinctive and sensual response.

Best (1992) and Eisner (1994, 1998) argue that thinking in the arts combine both rationality and emotionality.   They argue that thinking in the arts is not a cognitive activity alone and that learning may reside purposefully in the body.  Carroll (1994) argues that learning in the arts develops emotional intelligence and that learning in the arts develops emotional literacy.  Bolton (1986) asserted that for drama the principle educational purpose was to understand from having lived through an emotional experience and from sharing that experience with others.  Schechner argues that transformative understanding occurs for students when, “through reflection on, and ‘living through dramatic experience’ they can use the startling ability of human beings to create themselves, to change, to become for better or worse- what they ordinarily are not” (1993:1). 

As a form of bodily-kinaesthetic intelligence, Sietz (2005) argues that dance has important implications for education. Not only do students acquire the ability to structure and communicate ideas, feelings and experiences motorically, and but also to integrate social, spatial and musical abilities. 

The arts therefore provide more than a context for the development of the thinking key competency by providing a process that uniquely synthesises cognitive, emotive and sensory forms of thinking. 

Nikitina (2003) concluded that science students’ experiences in a performing arts education course had positive impact on their academic, social and personal lives. She surmised that the combination of mental and physical efforts fostered creative sensibility, trained students to think integratively across different media and domains, enhanced their awareness of their learning styles and disciplinary interests, and helped them to become better observers and communicators.

 By their very nature the arts abstract or reflect reality.  They require a reflective or mediative response to the world in the creation of alternative or imagined worlds of sound, movement or image.  The manner in which this thinking provides a rich alternative to more traditional and compartmentalised forms of thinking perhaps explains research that suggests
· Students with high levels of arts participation out perform arts-poor students

· Learning through the arts has significant effects on learning in other domains

· The arts enable educators to reach students in effective ways
(Arts Education Partnership cited in O’Connor & Holland 2004: 28).

Much current research in Music is concerned with the cognitive, emotional and aesthetic impacts of learning an instrument or of music appreciation (O’Connor & Holland, 2004:26). Deasey (2002) summarises a range of studies that show connections between music learning and spatial reasoning, maths, reading and verbal and creative thinking.  Cutietta’s (1996) literature review revealed a connection between the development of musical and linguistic skills. Musical composition engages students in creative self-expression and empowerment; developing musical and problem-solving skills and different ways of thinking (Blom, 2003).  Minton (2000) investigated the relationship between dancing and creative thinking suggesting a possible relationship between dancing and improved ability to consider multiple perspectives. 

In recent drama research (O’Connor. 2003; Neelands, 2002; Winston, 2005) much has been made of the links between the nature of working in role and the development of empathy.  Neelands (2002) argues that empathy, the ability to think and feel what it might be like to be other than yourself sits at the centre of morality and he describes it as the most important competency for a world living under the threats of terrorism and its response.   

Making Meaning

Arts processes by their nature are meaning making processes. Students create meaning and interpret the meanings of others by the manipulation and interpretation of unique and discrete signs and symbols within each discipline. The abstractions of reality, the creation of metaphorical or symbolic representations of emotional and cognitive responses to the world are central processes in all four disciplines.  

Csikszentimalyi (1996) suggests that creative flow in the arts allows people to not simply reflect on their lives but to transcend them.  A deeper sense of meaning about who we are and who we might become is central to the way in which the arts have always functioned.  They are central to our own personal identity and the meaning we ascribe to our own lives. They are central to our national identities and our purposes as a people and how we understand ourselves and each other.

Duncum (1999) defines the visual arts as a meaning making process and concludes that drawing helps children resolve the challenges in their lives. Heathcote (1984) suggests that drama allows people to know what they did not know they already knew.  Giroux (1988) argues that many contemporary works of art provide the metaphoric richness that affords opportunity to address issues that affect students' present-day experiences. This lived experience includes what students know about life and ideas as well as what they experience physically and emotionally everyday. The option to use this type of art teaching requires risk-taking in support of choices that inform a critical-thinking, activist population.

Emmanuel (2005) notes that music is an expression of cultural identity, and is intrinsic to the way people define and redefine themselves.  
The nature of the music classroom is such that cultural identity might be expressed, shared, and valued through experiencing the music of cultural others. Through music experiences in the classroom an atmosphere of acceptance, tolerance, and safety can be created where stereotypical beliefs and attitudes can be addressed with a degree of comfort. It becomes a place for self-discovery, acceptance, reflection, imagination, and, ultimately, social change. 

Blom (2003) discusses the view that music mediates change in society, which, in turn is reflected in the changes of contemporary music. Attali (1985:5) says that 

music is a mark of its time and a way of perceiving the world…it reflects the manufacture of society; it constitutes the audible waveband of the vibrations and signs that make up society. An instrument of understanding, it prompts us to decipher a sound form of knowledge and….provides a rough sketch of the society under construction.  

Reimer (1994) found music educators responsible for illuminating the two essential dimensions of all music – first, that it is sonorous expressive form, not in isolation but as culturally derived; secondly, that cultural values and experiences become music when given sonorous expressive form. For Elliot (1995:162) “whenever individuals begin to compose, they are never acting ‘alone’. Their composing is always ‘situated’ and social’” 

Specific competencies in each discipline involve the reading and writing of sign systems particular to each discipline. For example in music, technical skills and music literacy combine to make meaning that emerges partly from the different ways people hear the presentation. Our interpretations of the wide range of complex music/sound signs and symbols, which have evolved over hundreds of years of humanity, are dependent on both positivistic and interpretive knowledge. Not only have humans developed different notation systems for various instruments, voices, technologies, but these also vary from culture to culture and over time as different mathematical, scientific/acoustical, and technical performance knowledge impacts on the recording methods adopted for reproduction.  Each culture provides conventions that represent the music of that time and place. These symbolic systems, developed to interpret sound, allow us to speak, think and know sound in the universal language of music. 

Hanna(2001) compares dance to verbal language and describes how dancers  use one or more symbolic devices in varying degrees of abstraction and spheres of communication to encode meaning. Meaning in dance is further created by such variables as who does what, when, where, why, how and with whom, highlighting gender, ethnic, national and other group identities. 

Relating to Others

This key competency was defined in the brochure sent to schools for consultation (Ministry of Education 2005) as “the knowledge, skill, attitudes and values needed for living, working and playing with others. “  These are modelled and taught most directly in the classroom by the relationships between student and teacher and student and student.
Bishop and Glynn (1999) comment on the need for teachers to consider what metaphors we use in thinking about education and the classroom relationships that arise from these metaphors. They list and discuss Smith’s metaphors from Kaupapa Māori educational practice for educational relationships including tino rangatiratanga (the ability to make decisions about curriculum planning) whanau (family-type relationships) and ako (reciprocal learning where the teacher does not need to be the expert). While Bishop and Glynn focus on how these metaphors benefit Māori students, they acknowledge that such metaphors benefit all students. According to Bishop and Glynn, such metaphors position teachers and students differently. Recent arts research in New Zealand arts classrooms (O’Connor & Holland: 2004) suggest that teachers in the arts are working from metaphors of tino rangatiratanga (autonomy and self determination), whanau (Family) and ako (reciprocal learning) and that they see the classroom as a context for power and knowledge sharing. 
In this research (O’Connor & Holland, 2003) one intermediate student who was excited about the shift to a more negotiated, power sharing relationship of reciprocal learning, commented "Sometimes kids teach the teachers in like, maybe we have in our group a different thought pattern." 

In the study students reported that teacher student relationships were more relaxed and accepting in their arts classes, and this made dance, drama, music and art more enjoyable. Teachers and students reported that they could be more honestly themselves as in a whānau type relationship.

An art teacher is different to another kind of teacher. They're far more free. 

[In other subjects the teacher is] more grumpy. With language she's really strict with it, and maths she's not as, but art she's probably the calmest in... I think she quite likes art... and recorder.

Another teacher in the research offered a possible explanation for the easier relationship in an arts environment:

Perhaps it puts us all more on an even footing... we all experiment when we're doing art, even though you know what you're aiming for, you may not necessarily get there, the way you thought you were going to... and you have to try something else. And I think it's a great equaliser.

One student recognised the almost family type relationship fostered by her teacher 

She acted like instead of being a teacher she acted like almost as if she was one of us. More like a friend. She worked kind of with everyone.

The teacher referred to seemed to be aware of the reciprocal teaching -learning relationship between her and her students and guided her teaching.

You can't do this teaching and guard the sub[marine] at the bottom of the sea, "so you just do what I say or else I'll flush you down the plughole", you can't do that. You have to work together and go ahead. I don't tell them what to do now, they tell me.

Another teacher described teaching the arts as a risky business that allows her to be less `teacherly', that is, to trust and rely on the quality of her relationships rather than hide behind her status as teacher. 

Every time we are demonstrating something, we are putting ourselves on the line as practical musicians... every time I do that I am actually exposing myself as an artist really... and kids actually see us in an entirely different light than they would an ordinary academic teacher.

Arts teachers report that they feel able to step back from the ‘safety’ of demonstrating expertise in subject knowledge, to use that expertise to build the kind of relationship with students that will enable knowledge to be drawn out of her/his students and shared with peers and the teacher. While often seen as peripheral to the main business of education, the kinds of learning contexts that can be created in Arts disciplines can provide indicators for how teachers wanting to work from the powerful metaphors described by Smith, can proceed.   Arts education classrooms may provide a useful model for teachers wishing to demonstrate and model the nature of positive relationships as a key competency for life.

The arts are an important means of communication and expression between people in all cultures of the world. Arts education enables students to communicate their ideas and feelings often in non-verbal ways.  For example in Music we communicate our histories, cultures, and identities as we learn through the many social forms of music making such as listening, singing, playing instruments, improvising, moving, dancing and creating. All these and other forms such as representing, reproducing, thinking and appreciating music, foster the development of musical intelligence (Gardner, 1983; Demorest & Morrison, 2000). When we experience group music-making we interrelate simultaneously at highly cognitive, physical, emotional and spiritual levels. 

Managing Self

Managing self is defined in the school’s consultation brochure (Ministry of Education, 2005) as about making good decisions for oneself while recognising we are part of a wider, interdependent, social context.  Managing self includes the ability to make plans, set goals and estimate time needed for activities.  It is also about developing strategies to overcome hurdles and knowing when a change of course is needed.

In the research undertaken into learning in New Zealand arts classrooms, O’Connor and Holland (2004) describe the arts classroom as “structured chaos”.  Two ideas are implied in this term.  Students manage a process whereby they structure and form artistic work from chaotic creative energy.  Secondly, that students use art to structure the chaos and disorder of their own lives.  The arts become a tool for ordering and structuring, making sense of chaos and they also require self managing competencies to achieve satisfying artistic work.  O’Connor and Holland use the taxonomy of a learning dimension framework to analyse learning behaviours in arts classrooms.  
The research indicates students move in a seemingly chaotically fashion but with underlying structure to generate new work, to apply their new knowledge to new situations, to reflect on and refine their work and to ultimately transform their understanding.  Students learn patterns of management as they strive to complete an artistic work, using artistic skills and specific competencies to achieve this in partnership with key self management competencies.  For example in music, mastering skills and knowledge required to interpret music through reading, singing and/or playing an instrument (each requiring its own high level of technical mastery) involves the learner in dedicated, focused, time-based activity which calls on all perceptions simultaneously. 
Teaching students to learn in, through and about music provides education about culture and society, while, ‘at the same time, helping them develop sophisticated skills in auditory and visual discrimination, fine motor skills, and a sense of personal accomplishment,’ (Duke, 2000) reward, well-being, and high levels of enjoyment resulting in what Csikszentmhalyi (1993) calls flow. To learn music for example, self-management skills are developed to the highest level as students master and apply scientific, mathematical, technological, symbolic and artistic knowledge to music making and interpretation of sound.   

Participating and Contributing

Participating and contributing is defined by the Ministry of Education (2005) as “gaining a panoramic view of what is possible.  It is about seeing one’s potential to be a member of multiple communities, such as family, iwi, friends and groups of artists.”

Central to the Arts in New Zealand Curriculum is active engagement and participation in arts making processes. (2000:12). Students learn about the arts and how artists function by being artists in the moment.  For Maxine Green the world’s panorama is opened as the arts “arouse persons to wide awakeness, to courageous life” (Stinson 1998, p. 224). She further notes that the arts engage “the imagination not to resolve, not to point the way, not to improve, but to awaken, to disclose the ordinarily unseen, unheard and unexpected” (Stinson 2003, p. 226).

With reference to the implications of globalisation in which new forms of connection and interdependence are created along with growing inequality, poverty and violence, Shapiro (2003) discusses the importance of dance education as a context within which students can recognise and value differences while also affirming our commonalities. “It is the commonalities of our bodies that offer ways of valuing those shared emotional and expressive human characteristics necessary for a more humane world”.    

The focus of much educational drama in recent years has been about the creation of social actors, rather than stage actors.  Drama is seen as 

giving young people a chance to see who they are and who they might emerge into, it gives them moments of agency, the opportunity to stop being passive spectators of the world but, to, if even for a few moments, to act upon the world (O’Connor 2005). 

Participation and contribution to music making are unique forms of expression. Singing, for example is a significant experience as a community of learners. Playing in a musical group for example requires cooperation, leadership, discipline, and artistic endeavour. Active participation in music learning activities supports a positive, reflective, appreciative environment where all contributions are accountable to the communal outcome. The music making experience is therefore one of true cooperative learning where the work produced is reliant on the interdependency and interrelationships of each and every participant. 

Recent research in arts classrooms in New Zealand (O’Connor & Holland 2004) suggests the arts classrooms model an active participatory environment where teacher and students are engaged in the co creation of artistic work.  In the interviews in the research, students at all age levels commented on how much of the usual school day was spent in silence. They spoke of pleasure they derived from taking arts subjects where they were positively encouraged to talk. Students commented on how teachers and students were more likely to engage in social talk as part of or during their art making. Students commented on how this impacted on their positive experiences of both the discipline and the teacher. Simply allowing a space where people are allowed to converse is a more natural, human and pleasant environment. In the Arts students have permission to talk purposefully, share ideas and to allow others to use those ideas. All students interviewed considered that there was quantitatively more talk in arts classrooms than in other curriculum areas. This included both on task purposeful talk and social talk. Analysis of the teacher observations indicated high levels of student to student purposeful talk as they reflected and refined their own and others work.  At the centre of arts teaching one finds relationships which purposefully encourage active participation and engagement.

Dance education relies on group processes to achieve many of its instructional goals and so can contribute significantly to the development of social skills (Yoder 1993). In her research Stinson (1993), was reminded of the importance and nature of teacher-student and peer relationships generated in dance activity, which enabled students to transcend personality conflicts, racial boundaries, and stress.       

Conclusion

The arts provide a rich and meaningful context for the development of the five key competencies. Arts educators find no difficulty in recognising their central contribution to the development of key competencies.  They recognise the unique contribution the arts make to meaning making, to the development of arts thinking, of classrooms where teachers and students co create art and new knowledge.    “We can see you but can you see us?” may be the key question as the competencies are refined.  A failure to see the arts as a core way in which key competencies are developed relegates the arts as always to the margins. However, as this paper has argued, they retain an as yet untapped potential to sit at the very heart of learning in schools.
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