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ABSTRACT 

This is a study of my classroom practice. It is an account of my work with 

children, in the 1995-1996 school year, as we engaged together in narrative inquiry 

in order to explore artistry in teaching and leaming. It is composed of my stones of 

classroom practice and the children's narrative accounts of how they understand 

artistry. 

Attention is drawn to artistry as a metaphorhl field through which we reflected 

upon features of teaching and leaming (Eisner. 1995). The narratives highiight 

artistry as that which is embodied within the weave of our experiences. The study 

reveals insights into understanding artistic approaches to teaching. It also opens a 

conversation for teacher researchers and is an invitation to engage in imaginative 

action and in the exploration of new artiaic possibilities. 
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Each story is at once a fiagrnent and a whole; 
a whoIe within a whole. 

(Trinh, 1989, p. 123) 

In August 1994, 1 reîumed to the classroom after having spent a sabbatical 

year engaged in graduate smdy. As a researcher thinking about a possible focus for 

this inquiry, 1 was interested in exploring my teacher stories. Envisioning this study 

as becorning a shared joumey with children, 1 dso hoped to listen to the stories of 

the children with whom 1 lived in comrnunity. 

It was important for this research to be grounded in our particular teaching- 

learning context and, therefore, my questions needed to arise from my work with the 

children. Despite my growing enthusiasm about beginning this study, 1 was 

conscious of the fact that time was necessary for relationships to develop between 

the children and myself, if we were to engage together as CO-researchers on a quest 

for understanding that would honor a multitude of voices. 

As a graduate student, 1 had been drawn to narrative inquiry, as 1 have 

learned that it is through the "deliberate storying and restorying of [my] We" 

(Clandinin & ConneUy, 1991, p. 259) that 1 make and re-make rneaning of my 

experiences. It is through narrative that 1 give shape and expression to my 

experiences and awaken to new ways of knowing, and 1 now looked to narrative as 

the research method through which I would corne to understand my teaching 

expenences and the experiences of the children's lives. Clandinin and Comelly 

(1994) fûrther my understanding of narrative inquiry as a study of the ways humans 

expenence the world: 



Narrative names the structured quality of experience to be shidied, and it 
narnes the patterns of inquiry for its study. To preserve this distinction, 
we use the reasonably well-established device of c a h g  the phenomenon 
story and the inquiry narrative. Thus we Say that people by nature lead 
storied lives and teil stones of those lives, whereas narrative researchers 
describe such Lives, coileet and teU stories of them, and write narratives of 
expenence. (p. 416) 

As 1 began to read in the area of narrative, 1 also paid close attention to the 

work of other people with regard to 'nory' (Carter, 1993; Coles, 1989; Witherell & 

Noddings, 199 1; Barone, 1992). Witherell and Noddings (1 99 1) write: 

The stories we hem and the stories we tell shape the meaning and texture 
of our lives at every stage and junchire ... They anach us to others and to 
Our own histories ... and contribute both to Our knowing and Our being 
known. (p. 1) 

Carter (1993) embraces story as being central to the organization of 

knowledge and to research in teaching : 

Story is a mode of knowhg rhat captures ... the richness and nuances of 
meaning of human affairs ... Story is a distinctive mode of explanation 
characterized by an intnnsic multiplicity of meanings ... sorrow, joy or 
indecision cannot be expressed in definitions, statements of fact or 
abstract propositions.. .Story, with its multiplicity of meanings, . . .provides 
special access to knowledge that arises fiom action.. .making it especially 
appropriate to the study of teaching. @p. 6-7) 

Stories provide a means of imagining new possibilities for the future. As we 

reflect upon experience througb storying and restorying educational practice and 

research, "the horizons of our knowing" shift as we envision changes in our practices 

as teachers (Connelly & Ciandinin, 1994). 



The work of Paley (1979, 1986, 1990, 1992) shows the importance of 

narrative in teaching learning and research, and particularly inspired me to think 

about bringing together classroom research with teacher research through listening 

to children. As a teacher researcher in her own classroom, Paley's narrative accounts 

centre around her experiences with young children. She writes: 

We are not, any of us, to be found in sets of tasks or lists of attributes; 
we cannot be defined or classified. We can be known ody in the singular 
unfolding of our unique stories within the context of everyday events 
(Paiey, 1990, p. xi). 

Paley recognizes the child's perspective as that which seems to be "organized around 

the imperative of story" (1986, p. 128), and, for her, "the act of teaching became a 

daily search for the child's point of view" (p. 124). Her research engagement 

"provided an open-ended script From which to observe, interpret, and integrate the 

living drama of the classroom" (p. 124). 

The wrîting of this study began as ideas were first formed. 1 had been 

thinking about artistry, and my wonderings led me to consider the role of the arts in 

my life and how my artistic knowledge is embodied within the weave of my teaching 

story. Although 1 was unsure of the acnial direction of this inquiry, it was through 

stories that 1 came to discover my research questions. 

The narrative inquiry that follows is a story of twenty-nine children and 

myself as we engaged in shared inquiry. It begins with two stories which, through 

their telling and retelling, enabled me to fiame questions of teaching and artistry. A 

S ~ o r y  of Aaron and Musica[ Passages: V'iations on a Theme raise questions about 



Lwing artistry in teaching and leaming. These stories also draw attention to how my 

engagement with music and other artistic endeavors inforrns and enables me to find 

meaning in my teaching. Throughout this thesis, 1 have used italicized print to 

indicate stories. 



Chapter 1 

A STORY OF AARON 

To learn and to teach, one mus have an awareness of Ieaving 
something behind while reachg toward sornething new. 

(Greene, 1995, p. 20) 

He quietl'y placed a white pper  crme on my desk. A g@ modeled wzth care 

from a square of h e d  writing pcrper. Later I discovered il, genfly nestied between 

the books. A found treanrre created by a child's h d  I gingerlj lifted the delicate 

creation, al2 the while mantehg at its o n g u b  inlricacy. its simple bemty. Who 

wus ils maker? My eyes seurched our ciassroom and came tu rest upon Aaron. 

He sa1 ut his desk reading a picture book. Rundomly strewn abouf and 

below him on the desktop and fluor were pqoers* a duotung, felr pens. and his 

run~~ing shws. His indiscriminate arrangement of personal belongings defined his 

individual space and each doy visuaIIy reminded us of his presence and the special 

place he held wiihin our teaching-learning grmip. 

I hod worked with Amonforflpeen months. Our s h d  story began ar the 

begi>ning of the prevzms school yem when Amon, a year three student whose 

developmen? in mmry ways war similm to chikiren two yems younger. hrrd been 

essigned tu my year 2/3 grmping. We M c o ~ i m e d  together through to the 

present yem when my assignrnent as a year 4 teacher e ~ b k d  me to continue 

working. for a secondyear, with twelve of my students. 



Aurm. srnail in stariire for his nine years, lived with his materna/ 

grandparents His dark k i r ,  big black eyes and umsuaZly long eyelaîhes were 

physical feutures he chose to highlzght in self-on'rlrai When his face rejlected 

happiness, 1 ssaw a mile tha~ seemed tu reach a mile wide andfill our classroom 

space with the lighr of u thousandcmtdles. 

1 continue to wonder about the many stories Aaron had lived pnor to his 

arrival into our classroom. Frequent stories told about Aaron focused on negative 

plot lines and spoke of a chiid whose knowing and way of being in the world ofien 

did not fit the school story. 1 listened intently to these tellings, and, at the same tirne. 

1 attempted to puzzie out what 1 had heard. I searched for alternative tellings. for 

new meaning. Where were the other pieces, the stories that would help to create an 

authentic picture of this child? And what about Aaron's view of the world he 

knows? How would he aory his school experiences? What was hzs sense of place 

within his leaming comrnunity? 

Aar011 responded with a brighr mile. his face giuwing with pride. w k n  I 

voiced my delight at findng the beauîzjiil paper Crane. My wonderings about the 

grfr prornpted a response. '1 made it! I f s  for you. I made il for you. " Other 

children gathered round as Aaron told of h m  he had leamed to make pqer  cranes 

from a Jupmese exchange student who had lived with his fmnily dziring the summer 

month. Our reoding of Sadako (Coerr, 1993) earlier in the week had reminded 

him of this [ived story. As he contirmed to speak, 1 thmght of A m k  intrigue wi~h 



pper creations und of the muny times he chose to occupy himselj with designing, 

cuttzng and molding, euch t h e  shming with us a special part of who he wax 

In a quiet moment Mer the other chiI&en hod disperse4 I asked Aaron if 

he would like to make paper craves art of ofigami pper. He eagerly nodded his 

h e d  and his eyes twinkled as I told him that I would find a package of special 

rnulti-hued pcrper. Afer whispering excitedly to his goup tnembers about his 

upcomirtg project. he went back to reading At the end of the &y, al1 of his 

belongings had been put away i d e  his desk, an anmrsuai occurrence for Aaron 

The paper Crane had been created Ut the rnidst of a quiet moment set aside 

for reading. What if I had insisted that Aaron read at that particular point in time? 

What would I not know about Aaron? He had a need for movement, a need to 

change activities more frequently than the other children. How do we help children 

to discover and explore the things that are of significance to them. to pursue that 

which is of immediate importance to them? How do we create numiring and 

supportive spaces? Aaron had used what he saw as a space for artistic expression 

for making cranes. Did other children yeam to enter into such spaces? And how 

can 1, as teacher, create such openings? 

The following &y, the child who came through our chssroom door 

ernbodied a new sense of purpose and determination. '7 have a really good story 

to wrzte! 11's about m e r  crcmes and how they corne alzve. " And again thal 

afrernom he emphaticul~ announce4 '7 need to wrile my story. " Aaron cmied 

this unbridled enlhusiamr with him for a mmber of &ys as he worked on his piece. 



One monring as he re-read a section of his writing, he discovered that "it [didn't] 

muke semer: As I watched Aaron cut the sheet of fooolscap apart in order to odd a 

new section, I thought of his u d  struggles with writing; of how through his pieces 

he open storied himseifwithni the negutive plot lines thal he hnd corne to know as 

hming been scripted for him: of his preference to verbalize his idem or tu use art 

materials to create images of the people and objects in his world; und of how this 

time, he seemed to be composing a new stury Iine. ïhis time. he seemed engaged in 

hzs learning more Iike an mist who held a passion for creating and who embodied 

a senw of furming an aesihetic whole. 

The celebrution of Aaron's work trmeled to places outside the walk of ozir 

cIassroom. Late one Mernoon while in conversation with a colleagre, I noticed a 

display of literature on the side counter of her classroom. One of the picture books 

in particular. Tree of  Cranes (Say, 1991). commanded my attention. As Sirson 

spoke about the sîudy of Jitpan in which the year two students were engage4 I 

conversed with her about Aaron's interest in origami. 

The following moming, the children ami I drew together on the corpet and I 

shared the picture book, Tree o f  Cranes. with my teachiitg-Ieami~ig grotrp. n e  

studen~s clusrered around quickiy tu listen to a story related to on inierest that 

recently had captured their imagination. ' m i s  is a special book for Aaron," one of 

the childen rernarked. 

Through Aaron, they, too, had become intrigued by paper cranes and, 

perhaps most significantly, recognized within this moment an important comection 



to his learning and the ceiebration of his unique story. Perhaps, like me, they were 

awakened to a new aory Aaron was lMng out. 

The enchanment of the stoy was a beuu@iZprelude to the moment when I 

shared with the chilken an invitation that had been extended to Aaron to teach the 

n of paper folding to a group of yem two chikaken. " ï h t ' s  really special for 

Aaron, " o child commen~ed AmonS eyes h c e d  w m n d  the circle of childrem 

And, in tum, d l  eyes were on Aaron who reached out to us with one of his brzl2zan1 

d e s .  m e n  asked what he thmght about the idea of shuring his knowledge with 

other chil&e11 in the school, Aaron, nodding his head. immediately responded. 

"Yes! Yes, I'd like to do that!" 

During the night the temperature plummeted 10 - 2 6 * ~ .  1 &ove through ~ h r  

frosty morning gray. As I entered the school parkrng lot, a mdden gust of wittd a r r  

rhroztgh the snow that Zay across the lune in front of me, deszgning new patterns of 

white, blending and shaping one maII drifl into another. Sitting on the curb. 

direct& behind rny parking stall, was a d l  solitary figure holding a red and white 

strrped knqs~ck, hzs bluck toque pUed down low over hzs forehead. a grqy scarf 

wrapped securely around his face. Aaron. He wm beside my car door even befure I 

had a c h c e  to climb out. "Did you tell Mrs. Smith t h  I wunt to corne? Did yozi 

find a time?. " he asked with a sense of urgency. 

I smiled und explained that M m  Smith would welcome him into their 

ckms~oom at any tirne hnng the school&, and that she w m  very excited abotrr 

hzs interest in teaching the Jqanese art ofpaper folding to the yeur WU childzer- 

As we walked logetber toward the front door of the school, 1 asked, " m e n  might br 



a good the?" Amon gazed ahead into the distance. "Weli. .. Maybe when we are 

quiet reading ami they m e  quiet read»g, I couid work with four kids at a round 

table." he offered shanng his assurnptions about other clarrroorns b d  upon ihat 

which he had corne to hm. 

The boy who greeted me that moming in the cold, fiozen parking lot was 

there because he had been presented with the opportunity to share his newly 

discovered talent with another teaching-leaming group, and ihis had become the 

most wonderful occurrence in the world to him. Or perhaps it wasn't newly 

discovered to him, only to the rest of us - newly recognized and valued by others. 

Diring the ennring week, Aaror~ looked forwurd wzth anticipation [O 

workmg with our neighboring ciasrroom communiîy. When the planlied time 

arrived, iogether we walked the short distance across the halhuay. Possibly settsz~~g 

the newness of the experzence or possibly knowing thai transitions are open dzJfictrir 

andfimghi with uncertainy, he had requested thal I accompany him as he entered 

into a new leaming environmenl. Introductions were made, a group of studen~s 

gathered at a round table Iocated in one corner of the ciassroom. and Aaron begart 

his teachzng - and learning. I retumed to work with my oiher studenis. 

A while later I Iooked in next door and observed Aaron working with a new7 

group of chilaken. fich individuai w m  deepij engrossed in the activzty and 

appeared not to notice MY presence. One of the youngsters. deli'ghied with her 

creation, proudly held rïp her paper for a22 to see. "Oh ... k e ' s  one more step. II's 



not pite finished Ym stilf need to do one more step", Aaron replied soflly in 

responre. 

Aaron lefi our teaching-learning group three months afier we had ail shared 

in the lived story of the paper crunes. His fmily  hud moved to a new home. At the 

conclusion of ourfirst rnoming followtng his departure, one of the childm came to 

me and pensively remarked. "It's quieter il, here today without Aaron. But, y014 

know. I kind of miss that rustfing soumi.. " 

Aaron's collection of brightly colored origmi creations sofrly rides ~ h e  air 

in m r  classroom. suspended from the ceiling upon three delicate fengths of 

translucent thread Poper cranes, floa~zng gent&, gMing effortIessi'y inj71ght. 

1 tell tbis story as one that embodies many questions and wonders about my 

teaching and the Iived cumculum of children. As a tacher, 1 am chailenged to 

understand the unique needs of children 'ike Aaron'. lmagining new possibilities and 

making spaces in which these children can explore alternative plot lines and Iive new 

stories often is difficult. 

This is the story of one child. Yet the questions that echo within are of 

importance to the tives of aii children with whom 1 mutually construct a shared story 

and with whom 1 create shared knowIedge and meanings. How do 1 rnake students 

feel significant? How do 1 provide opportunities for individuals to show what they 



know? How do 1 create spaces for children's stories; spaces in which 1 draw out. 

hear and respond to midentsr voices and minds; spaces where we engage together 

within community in living out and celebrating the stories that are Our own? 

1 continue to hold a vivid and powerful image of Aaron "working like an 

artist with a vision" (Paley, 1979, p. 55). In reteliing this story, 1 wonder about the 

role that artistry plays in my practice. How do 1 enable students to learn in an 

artistic way? As a teacher and researcher, 1 want to look at the artistry in my 

teaching; the artistry in being awake to altemate new plot lines in children's lives; the 

artistry in constructing inquiry spaces which make apparent many leaming 

possibilities and which present children with the fieedom to explore multiple forms 

of interpretation. As Eisner (1 995) w&es: 

... recognizing artistry in teaching provides us with a way of thinking 
about teaching - a metaphorical field - through which to see and reflect 
upon features of teaching that we might not have seen or thought about 
before. When teaching is conceived of as the practice of an art we are 
more likely to seek out its artistic features, we are more likely ... to look 
for expressivity in the performance of both teachen and students (p. 1 6). 

Like Eisner, 1 view teaching as the practice of an art. In order to understand 

artistic approaches to teachg ,  1 need to reflect upon features of teaching and 

learning that 1 may not have seen or considered before. 1 need to explore metaphors 

related to teacher as ahst/ learner as artist. 1 begin by looking back to other places 

in rny life where 1 have been an artist. 



Chapter Il 

NARRATrvE BEGINNINGS 

The purpose of art is the gradua1 iiielong construction of a state of 
wonder, 

(Gould, 1983, p. 198) 

Two collections of music rest upon the noor next to the piano. One contains 

bound editions of works by composers Bach, Beethoven, Mozart, Chopin and 

Schumann - chenshed, much played pieces from my yean as a music mident. The 

other is compnsed of sheet music selections including comparatively recent 

acquisitions of musical and lyncal arrangements for piano and the voices of children. 

As my gaze settles upon the top piece in the latter pile, 1 am called upon to 

consider the personal relevance surrounding this composition. Wintersong (Brontë 

& Snyder, 1993), a piece with flowing melody set to an original poem written by 

Emily Brontë, creates an image of blossoming "wreathes of snow" and the "cold 

delight" and "fiozen beauty" of a glistening winter landscape. It is a piece that holds 

much significance for me, in that my introduction to this music carne at a time. two 

years past. when 1 was invited to assume the role of accompanist for Our school 

choir. As Comelly and Clandinin (1988) rernind me, embedded within the living out 

of this new story and reveaied through the storied expression of this expenence, is 

embodied knowledge which speaks of a comection between my past expenences. 

my present experiences and possibilities for the future. 



Coming to Music, Corning to Dance 

I am aware of how the threads of my personal narrative infiuence and shape 

the meanings 1 construct of my living. 1 tell my childhood story as one in which the 

artistic culture of  the world was revealed to me and in which 1 was invited to 

participate. Music, dance, literature and paintings fiiled the scenes of my early 

childhood years, providing me with a rich cultural background and with exposure to 

multiple ways of coming to know my world as well as multiple ways of thinking 

about and aorying my experiences. 

Compelling rhythmic patterns. Magnzfcent melodies. Brilliant crescendos 

and gentle dimimendos. Movement and energy. Emotzon. A sound experience 

jloated through the air, wrapping itself mound my world whilst I engaged in my 

P ~ W -  

Music was a cons~mr presence in my childhood @S. I rernember my 

f&nation with a large piece of 'jiirniture'from which escaped the splendidly 

evocative sounrLr of music. o wonder to which I wos drawn again and again. The 

'Hi Fi' occupied a spclce in mr fmify's living room and housed, inside its high 

gloss wooden cabinet, a stereo, a record storage compartiment and a radio. I venr 

many hours in this living roum space and @en fmnd delight in Zooking at album 

covers in an attempt to learn the story around which each pzece had been 

composed 

Music provided. for me. a sensory joy. Yet, although I found pleamre iri 

lislening to traditional and contemporary children's songs and rhymes, 1 hold 



stronger, more vzvid mernories of lhe recordings thrrt belonged tu my mother. At a 

young age, 1 came to how the music of Debussy, Brahms, Bach. Saint-SaZns and 

Sibelius,- the symphonies of Beethoven, ~ v i i r b k  and Mozart; Mendelssohn's 

Midsumrner Night's Dream and Tchaikovskyy's Swan Lake ond The Nutcracker 

Suite. Ifelt the fm fremied tempo of Rimsky-Korsakov's Flight of the Bumblebee, 

and 1 wm moved by the plaintive motion of Harry Belufùnie singing Day O to the 

tradition& calypso beat of the islmds of the C d b e m .  nte glorzous(y stirring 

sometzmes joyfu sometimes soulful, strains of thesr works seeped znto my being 

and remazn with me still. 

I embrace this knowing as that which continues to shape and illuminate my 

lived story by enabling me to construct new meanings of my expenences. Perhaps it 

is this embodied comection that prompted me, during my sabbatical year. to see the 

rippling river from Smetana's Ma Ylast as a metaphor around which 1 might describe 

my graduate joumey: 

A syrnphonic poem tells the story. A river created by the melodic 

union of two springs fiows through the landscape. The river travels 

through woods dive with the sounds of a hunt, past a village celebration, 

and in and about mythical water nymphs ffolicking in the yellow light of 

the moon. Gaining momentum the river finally passes into the city of 

Prague. 

The Moldau has been a favorite of mine since 1 was a young child. 

Each time I listen to Smetana's nineteenth century composition, 1 feel the 



power and beauty of this music that depicts the movements and grandeur 

of the river. 1 thuik about the new story 1 am living and iiken my graduate 

experience to the movement of The Moldau - a combination o f  

undulating rhythrns and tempos, sweiis and subsidence, momentums, 

tensions and unions. (Febniary. 1994) 

As a child, the arts wove their way through rny living in other ways as well. 

They reached into many corners of my life, sometimes touching gently, oftentimes 

moving powerfûlly, yet always existing as a substantiai presence. 

The upright grand piano, seemingly massive to the diminutive size of a 

y m g  child, stood in a ~ Q Z I  room just off the front foyer. 7he wooden carvi~gs OH 

its outer casing jutted and curled. mranged in the pattern of a whzrfitrg rnotrott. 

From the front halhuay looking in, I walched and Iistened with facinatio~~ as my 

mother'i music students rehearsed their pieces. 

The piano was my first encounter with a musical instrument utd itr 

subsepent years, aalthugh I was fortunu~e to have opportunilies to leam to play 

various other orchestral insfruments, the pzmo becme the imftrrment thor I came 

to studj and know most intimntely. As a piano student, I inhabited the world of the 

artist S imagination, a space of creativity ami solitude. 0flentime.s. I engaged in 

musical experiences with other young pianists and perfrmed before a vmiety of 

audiences. 



Today, 1 continue to have a need to seek out opportunities in which 1 can 

attempt to breathe We into a piece of music. 1 ofien wonder why it is that 1 am 

drawn to the piano. Why do I need to be close? As 1 search for an answer, 1 know 

that by being at the piano 1 am in a space where 1 can explore, risk-take. discover 

and leam; it is a place where 1 can £ind quietude, inspiration or solace. 1 believe that 

music has the power to touch one deeply. Much can be revealed through music. To 

be able to express myself musically is an aesthetic expenence through which 1 find 

much joy. 1 wonder when it was that I came to know that although 1 was playing the 

composition of another individual, that even though 1 attempted to re-create the 

musical ideas of a piece - the notes, the tempo, the dynamics - the manner and 

nuances, the tone and the feeling with which 1 played were my own. 

A ~ b o u r i n e ,  with rawhide stretched taut io the fun-col& wooden m e .  

can still be fmnd in a closei. It is hmg over the crook of a hmlger let~irzg rhr 

decorative turquoise, purple and pink ribbons tied to ils edgrs fa12 freely into the 

space below, reaching theirfidl !en@. B e  sight of the colored ribbons &ansporis 

me back to a baller perjonunce in which the emberant sounctî of the ~ambourirw 

rang zhroirgh the air as 1, fogether with ofher &cers, gave eqression zo our 

interpretatiun of the Tarantella A s  I once aguin feei the vivacim movemem of 

this high-qzrited Southern Itaiian &ce. of the ribbonr und myself doncing as one. 

I am reminded of the beauty embodied within this ari fonn: one cannor know the 

dancer from the donce. mere exists a unity between self and music whereby the 

dancer is an expression of the music 



The story belongs to my childhood. It is a story of finding pleasure in 

movement, of embrachg the music and expressing myself through the language of 

dance, of having the opportunity to develop creativi~ through performance, of being 

engaged artistically with others in a shared experience. These mernories are 

rekindled as 1 open an envelope enclosing an invitation to a 'Tea Dance' - an 

invitation sent by a former teacher fiom my years as a ballet -dent. As 1 reflect 

upon this long ago connection, 1 see how a childhood aory has reached fonvard and 

found its way to my present living. 

My receiving the card dso prompts vivid recollections of the many aesthetic 

expenences and creative possibilities to which 1 was exposed on many family 

outings. Viewing Iive performances of the ballet, the symphony and the opera, and 

visiting art galleries provided fiequent opportunities to expenence the unique beauty, 

the compelling drarna, and the moving/magicaI expression of a diverse range of rich 

artistic works. As a fascinated listenedparticipant (Gould, 1983, p. 223), 1 entered 

into ballet stories such as The Pied Piper of Hamelin, Coppelia and Gzselk. I 

traveled through operas such as ïhe Tales of Homan, Madome Butrerfy and La 

Bohème. As 1 journeyed deep into the centre of different spaces and places, from 

one artistic medium to another, 1 was exposed to various sensory experiences and to 

ideas which had been created in various symboiic forms. 

Many childhood hours were filled with events that encouraged me to explore 

the world of creation. Paper, fabric, trimmings, crayons, small pieces of wood. 

boxes and other found matends were made available to me. 1 busied myself with 

designing, cutting, building and shaping. 1 created props to accompany my 



imaginative play, and I designed art work. 1 worked hard at my play and was drawn 

in by an enticing wealth of possibilities. 

If one searches the shelves of my bookcases, many stories that 1 received and 

came to know as a young child still can be found. 1 treasure these children's books. 

Surrounding each volume are special memories of happy times shared with my 

parents and siblings, of a surprise trip to a downtown bookstore with an aunt, of 

Stones that teased out a srnile, of stories that touched deeply and brought forth tears. 

1 ofien think about how 1 have filled the shelves in our school classroom with 

copies of some of my favorite literature. 1 want to share with my students something 

1 have grown to chensh, something which provides me with inspiration, something 

which often engages the essence of my being. 1 continue to find the magic ... still. 

In my life, 1 have been forninate to have had the oppominity to grow and 

leam surrounded by extraordinary works of art and by numerous invitations to 

engage in an artistic way of knowing. I believe that my learnings from these 

experiences - embodied knowings about sources of meaning, discipline, risk-taking, 

intuition and improvisation - disclose insights into creative possibilities for 

cumculum making. 

What 1 realize now is that my childhood stones speak of my living as being 

shaped by my parucipation in different facets of artistry. 1 retell my stones as ones in 

which I came to know my world in multiple ways - through living a balance between 

doing and receiving (Dewey, 1934, p. 45); through creating, listening, responding 

and perfoming; by living in community with other musicians and dancers, and by 

spending solitary moments engaged in acts of creation andor reflection Writing 

these stories has called me to consider how the ans bring meaning to my teaching 



and to the teaching-leaming environment for the children with whom 1 mutually 

constmct a shared story. 

What follows is the second story to which 1 referred in the prologue that 

enabled me to M e  questions o f  teaching and artistry. Living this story opened a 

window to my gradua1 construction of new understanding. 

Musical Passages: Vmbtions on a neme 

The days prior the school Christmas concert me rernembered as a tzme irz 

which I fonrsed with great intensity on a fluny of activilies. We had just completed 

conferences with students anà their parents, and choir rehrarsals were at a peak. I 

was immersed in cm afmosphere charged with festive electrici~. n e  school foyers 

and gymnasium were bedecked in Christmas finery. m e  lmt siring of lights had 

been strmg dong the gymnaszum wall. Final staging and sound a@xstmer~is were 

complete. The singing voices of chilrten wafted through the building. 

Being at the centre of a musical production is demanding yet exhilarati~~g. 1 

had forgotten how exciting it coul.  be. The chikiren, m r  music teacher and I 

joined together to orchestrate mtd rehearse our musical seiections. 1 Iistened 

zntently to our creatiom, feeling every note and mume, each subllety, the emotion. 

I recognized and valued our shared experience as a time to I e m  from. und wi~h. 

one unother. I was attentive to the shared colZaborative process of working 

together to figure out final composition adjustments, to create new endings tu 

pieces that othenvise would have been too Zengthy, and to support each other in otîr 

roles. 1 felt deeply the power and joy of a community working together. a 



"simul~uneity of voices" (Gmfd, 1983, p. 17) engaged in musical thinking. teachrng 

tznùp[aying in order to creclte an ortrstic whole. 

1 continue to hold vivid images of our early December rehearsals. 1 remember 

thinking how 1 had first thought that assuming the role of accompanist meant that 1 

would corne to rehearsal prepared and ready to play. And 1 would jast play my part. 

Yet, £i-om this new vantage point, I had acquired a new perspective of the 

relationship that exists among the singers, the conductor and the accompanist. In a 

coliaborative musical creation, there exists a complex interplay of refinements and 

adjustments in response to the rnusicianship of others. As accompanist. 1 sometimes 

followed the lead of the others and oftentimes 1 found myself assuming the lead. 

There is an artistry involved in the making of a musical performance - in the making. 

in the doing, in the sharing. Through this choir experîence, 1 came to understand 

how an accompanist plays an integral role in this aesthetic endeavor. 

My understanding of this artistic process is represented schematicaily through the 

following design. This drawing (Figure 1) visually portrays the complex interaction 

among conductor, choir, and accompanist. It is through performance that the artistic 

relationship is extended to the audience. 



Figure 1: Interaction Among Conductor, Choir, Accompanist and Audience 

Perhaps most signxfîcantly, 1 remember this musical experience as being 

instrumental in my coming to recognize my personal practical knowledge (Connelly 

& Clandinin, 1988). 1 had entered into this new context with a great deal of 

uncertainty. Yet in this "new place, seeing again the events, relationships, and 

configurations of the old" (Gmmet. 1991. p. 75), I recognized and was able to draw 

upon embodied knowledge pertaining to the creative process. From my place within 

the mida of a group of musicians working together to create an artistic whole, I 

began to think of myseif as 'artist'. 

In reteliing my story, I have corne to see how I slowly had been awakening to 

the artistic process as a rnetaphor for the teaching and learning that happens in the 

classroom. My artistic involvement has enabled me to make connections between 



music making and classroom mmculum making. It has enabied me tu find meaning 

in my teaching and leaming. 

1 seek to understand how the things 1 value as artist are lived out in the 

classroom setting. As a teacher researcher, 1 want to explore questions about 

artistry in teaching and leaniing. 1s aitistry displayed in my teaching and, if so, in 

what ways? How does my knowledge of the artistic process S o m  rny teaching 

and guide the relationships 1 hope to establish with my students? How do I hear and 

respond to the unique voices and diverse songs of each individual, and how do we 

join together to create an artistic whole? What is the influence of artistic approaches 

to teaching and leaming within a cornmunity of learners? How do my expenences 

enable me to create a cornmunity with my students in which we are able tu make 

artistic decisions whilst living and leaming in the world of the artist's imagination? 

And of what educational consequence is this engagement for students? Do children 

recognize artistry in teaching and does this knowing make a difference to their 

learning experiences? Eisner (1 995) poses similar questions. 

With a "seeing eye and a hearing ear" (Eisner, 199 1, p. 40), 1 entered into a 

narrative inquiry that focuses upon teacher as mist and leamer as artist. This study 

explores my lived story of teachernearner, the stones of the children with whom I 

shared a classroom context, and the aory we composed together as leamers on a 

shared joumey. This research sought to understand the ways in which artistry in 

teaching and learning was lived out within our classroom comrnunity. By engaging 

in conversation and through storying expenences, this research also sought 

understanding of the ways in which the children experienced artistic qualities of 

teaching and learning, and the meanings they constructed around their experiences. 



Chapter III 

COMPOSING THE STUDY 

The depth of human experience ... depends on the fact that we are able to 
Vary Our modes of seeing, that we can alternate our views of reality. 

(Eisner, 1988, p. 17) 

Creating Fom 

As a teacher researcher concemed with illuminating artistic qualities of 

teaching and learning, with exploring questions of cumcuium-as-lived by teacher and 

midents, with creating spaces that honor a multitude of voices and multiple ways of 

knowing, and with uncovering the rich textures and layers of meaning within 

interwoven and unfolding stories of classroom living, 1 chose to use persona1 

experience methods (Clandinin & Connelly, 1994) that would allow for ongoing 

interpretation and construction of a plurality of meanings from which recumne 

narrative themes might emerge. For this snidy, a variety offleid lexfs (p. 4 19) was 

constnided as representations of experience. These texts included stones of 

classroorn experience, field notes, individual and group conversations with children, 

journal reflections and my own autobiographical writing. 

1 recognize the centrality of relationships to the research process. As 

Clandinin and Comelly write: 



Central to the creation of field texts is the relationship of researcher to 
participant.. . Researcher relationships to ongoing participant stories 
shape the nature of field texts and establish the epiaemological aatus 
of them (p. 419). 

In this study, the nature of field texts was shaped by my relationships with the 

children and emerged from my intentions and purposes in exploring and reflecting 

upon questions related to artistry in teaching and learning. As the students and 1 

lived a shared story of narrative inqujr, we were "at once, engaged in living, telling. 

retelling, and reliving stories" (Connelly & Clandinin, 1990, p. 4). What was told. as 

well as the rneanings constructed and reconstructed around each telling, was shaped 

by our relationships as we continued to live our stories within an ongoing 

experiential text. 

Wnting stones as representations of experience began in the fa11 of 1994 

upon rny return to the classroom. As 1 searched for a research topic, 1 wrote stoned 

accounts of my teaching and learning expenences. As 1 reflected upon these stories - 

stories that were part of my knowing - many persona1 wonders and questions 

became apparent that led me toward establishing a frarnework for this narrative 

inquiry . 

Throughout the research joumey, 1 continued to constnict narrative accounts 

of lived expenences. Often these accounts grew out of field notes comprised of 

contextual information about classroom events, the physical teachinfleaming 

environment, observations of the childrents interactions and activities, and my 

activities as a researcher and an active participant in events. Persona1 thoughts and 

wonders related to practice were recorded in a reflective journal to which my advisor 

responded; this text provided another means of interpreting meaning. 



Autobiographicai writing considered the connections between my tived expenences 

and my teaching and research interests. 

In an effort to represent the voices of those with whom I lived together in 

community, I endeavored to provide an authentic conversational space within which 

1 could attend to children's voices as they shared experiential stories and expressed, 

in different ways, their knowings and the meanings they were constructing about 

artistry in teaching and learning. Conversations were held in May and June 1996. 1 

initially met with each child individually. Although the focus of our conversations 

was determined by my research purposes, 1 concemed myself with the making of "a 

space of dialogue and possibility" (Greene, 1988, p. xi), a space that beheld 

"oppominities for the articulation of multiple perspectives" (p. xi). 1 viewed each 

conversation as a unique creation: 1 sought to follow the path of the storyteller as 

each personal narrative unfolded. As Coles points out: 

Stones are renderings of Me ... They can offer us other eyes through which 
we might see, other ears with which we might make soundings (1989, pp. 
159-160). 

Within Our leaming community, 1 also encouraged conversation between and 

among students. Subsequent to our one-to-one conversations, the children gathered 

together in groups of five in order to engage in mutual inquiry, to dialogue with one 

another as they storied individual and shared classroom expenences, and to construct 

collaborative reflections and interpretations. These conversations became ongoing 

as the students and I continued to engage in the process of reflection until the end of 

the school year, constructing and reconstnicting data as we went along. Both group 



and individual conversations were audio-recorded and later transcribed into written 

field texts. 

In chapter four, the research a o v  that was shaped from these field texts tells 

of my stories of practice. The narratives of experience 1 constructed include stories 

of chiidren, stones of space, and stories of events. In chapter five, the research 

narrative captures the children's expenences: it represents their voices and their 

meanings of artistry in teaching and Ieaniing as it was lived out within our classroom 

context . 

1 am rnindfùl of who 1 am in this study. 1 am aware that in writing narrative 

accounts 1 am "constructing narratives at several levels" (Co~el ly  & Clandinin. 

1990, p. 10). My presence in this work in "multiple I's" (pp. 9-10) - as teacher. 

leamer, researcher, research participant and author - compels me to be attentive to 

issues of trust and relationship. 

Relationships and An Ethic of Care 

This research joumey added another dimension to the realm of daily classroom 

living. It became part of the weave of our ongoing engagement in teaching and 

learning. As a teacher researcher living in a community CO-created with children and 

as a collaborator in leaming with my students, there was a need to consider ethical 

questions directed toward the "maintenance of community, the growth of 

individuais, and the enhancement of subjective aspects of our relationships" 

(Noddings, 1986, p. 5 10). 



This narrative is embedded within an "ethic of caring" (Noddings, 1986) and 

embraces the notion of fidelity in research for teaching as a "direct response to 

individuals with whom one is in relation" (p. 497). In my work with children in 

shared inquis: it is important that a "language of relation" (p. 499) guide my 

thinking. 1 believe 1 have the responsibility of creating a research space within which 

care for each participant is of prime concem, a space within which attentiveness to 

the quality of relationships needs to be situated at the foreground. 

From the onset of this study, sensitivity was demonstrated toward student 

needs as the children and 1 negotiated a research relationship. Issues of voice in the 

research process were significant. The narrative stories which would ernerge from 

this inquiry needed to be representative not oniy of my story of the research but also 

representative of the voices of the students. Bntnnan writes of the comectedness 

between relationships and voice: 

Voice is meaning that resides in the individual and enables that individual 
to participate in a cornmunity ... The struggle for voice begins when a 
person attempts to communicate meaning to someone else. Finding the 
words, speaking for oneself, and feeling heard by others are all a part of 
this process ... Voice suggests relationships: the individual's relationship 
to the meaning of her/his experience and hence, to language, and the 
individual's relationship to the other, since understanding is a social 
process. (in Comelly & Clandinin, 1990, p. 4) 

Because I wanted to ensure that both the children's stories and my own were valued 

and respeaed as part of the tapestry of the classroom, issues of voice within the 

research relationship needed my constant attention. As 1 engaged in the writing 

process, 1 was always aware of the tension that existed in my being able to hear and 

represent multiple stories and interpretations. 



My conversations with the children and their parents began as I shared with 

them the nature of my proposed study and possibilities as to how the children's 

conversations, stories and projects could be included in the inquis, process. 

Informecl consent was obtained, and participants were made aware of their right to 

withdraw fiom this study at any tirne. Anonymity and confidentiality were 

guaranteed. Pseudonyms were used for dl  participants and for the school context. 

Pnor to its inclusion in the thesis, the research text was made available to the 

children and their parents for final approval or revision. 



Chapter IV 

LISTENING TO MY VOICE: 
CLASSROOM EXPERIENCES OF ARTISTRY 

A story [is] a gift built on multiplicity. One that stays inexhaustible 
within its own limits. Its deparhires and arrivais. Its quietness. 

(Trinh, 1989, p. 2) 

It is through looking at the stories 1 live and tell that 1 am able to discover 

and understand the artistry in my teaching. In this chapter, I have reconstmcted 

narratives of expenence that include stories of children, stories of space, and stories 

of events. The Stones 1 tell of the children are as a result of having shared with them 

in the living of these experiences as teacher, leamer and researcher. 

As 1 move into sharing a narrative of my practice, 1 give pause for reflection 

upon the creation of this text. Throughout the writing process, 1 have struggled to 

create a language through which 1 can ably convey the rich sensory experiences in 

which 1 have participated. 1 have found it difficult to find the words to express the 

subtleties of my ways of knowing. Eisner (1 99 1, p. 40) writes: 

The creation of a picture, or a poem, or a musical composition requires.. . 
knowledge of the unfolding qualities with which one works ... It is clear 
to anyone who has struggled with the task of doing so that there are no 
linguistic equivalents to the qualities experienced in this process. 

The ideas and images I form and the meanings 1 construa from my sensory 

experiences can be expressed through a variety of forms of representation. Narrative 

is but one medium of expression, and, yet, 1 look to namative as the way through 



which we understand our lives and to the possibilities that exist for the "artistic 

treatment of [this] form of representation" (Barone & Eisner, 1995, p. 45). 

I joined together on this research joumey with twenty-nine year four 

children, a rnix of girls and boys of multicultural ethnicities. For twelve of the 

students, our shared aory had begun the previous year when we had worked 

together in a year 213 grouping. Throughout the course of this study, 1 viewed the 

children, with whorn 1 lived together in cornmunity, as CO-researchers and 

collaborators in an inquiry which became melodiously intenvoven with the 

composite sounds of our classroom. 

Stories o f  the Classroorn 

The following stories of practice, from a collection of many, have been 

reconstmcted in order to ponray a sense of how a full world was created for the 

children. It is through narrative that 1 am able to approach artistry from different 

angles in order to consider the artistic possibilities inherent within each 

teaching~learning moment. These stories, individually and collectively, give an 

emerging sense of how artistry in teaching and Ieaming, in its variations of rhythm, 

tone, cadence and intensity, was lived out within our classroom context. 

Muking Spaces, hagiinng Possibilities 

As  I stood in the centre of my newly assigned cZassroom, vivid images came 

to mind of other such moments whetl lfirst had set sight upon a n a r  teaching onci 



leaming environment that I would shme with children. Reflecting upon why these 

moments have been so rnemorablel I recognized them es being times of excitement, 

of wo&r, and of possibilities yet to be dzscovered; as times of imagiiting, of 

creation? imd even of unceriainty and nsk-taking. mis pr t imlm -ce, withi 

which I engaged in this reflection, b sisce corne to hold such memories as well. 

ïhe clauroom. the design of which was inspired by an eurly icon of the 

Canadian prairie - the one-room school .se1 was one of a cluster of four 

clersrooms situated adjocen1 to the school's central multz-levez leamzng resmrrce 

centre, an area which could be accessed by h-mersing a combination of srairs and 

ramps. Gray carpet covered two-thirdr of the clasvoom floor ureu and was banked 

along two of the walls by large white tiled areas. At one end of the lemnirg 

environment, the capet diagonal& led down two steps from the main jloor qacr  

into a cozy corner; rose-colored cushions lined the lower sections of the three 

walls. Rising high over the cozy corner was a skyIzght which, on the exterior of the 

building, formed a 'metaphorical bell tower'. From wirhzn the ccls~~oorn, double 

doors opened ont0 an adjoining class~oom und they, dong with the shared stir@ 

spaces locatedjusî mtside our roorn and each of the other three classrooms in the 

cluster, spoke of the possibility of community betwern teaching-leaming grozrps. 

The sofi gray, rose und burgundj color scheme was echoed in the fumzture pieces - 
the siudent deski @erhaps more accurately described as tables with puIZ-uut trays 

that could be manged in dzfferent groupings), the Imge round and rectongular 

tables, and the metal bookcaces andfling cabinet. D i ~ l a y  shelves, u sink and 

counter Face scded to chÏI&enl various t p e s  of sîorage cabinets, a whiteboard. 

bulletin board and a c w t  area were also physicd features. 



My initial impression of this classroom in 199-1, like the other. I h d  worked 

in within this school prior to my sabbatical l e m ,  nor only was of an environ men^ 

jZed with tremend's teaching mtd Iemning possibiiities but also was of a *ce 

filled with lighf. Natural light had foumi its way into the room through the skyhght, 

the co,y corner wzndows m>d the bmk of windows thnr r m  the le@ 01 one of the 

clarrroom walk Each tirne I enter a n e -  class~oorn, I remember how und why I 

have come to notice the Mect na~ural lighl hm on one's lean~ing envirmmenr ami 

the way in which it contributes to the aesthetics of space and ofren enctbles space to 

be utilized. Once again, as I explored thzs new classrm~, I remembered the stoq 

of my firsr teaching ussiignmet~t some yectrs ago and the &y I jrst becarne 

acquainted with the room I would share with my szudents: 

I squeezed through an opening between the fùrniture and then slipped 

around the side of the wardrobe. As I played a few chords on the piano. 

my gaze fell upon the outer wail of the classroom. Images appeared 

before me - children running to the window to herald the arriva1 of the 

first falling flakes of winter; to marvel at a bnlliantly colored rainbow 

high in the sky; to watch a robin strutting across the lawn; or even to feel 

the w m t h  of sunshine on their faces. Images, yes. But that is al1 that 

they were. They could not be anything more. The wall was a solid 

expanse of white kom one end to the other. It closed us off fiom the 

outside world. 

(Reflections - December, 1993) 



ïhe clmsroom I entered in Aupst, 1999, wus vey  dlfferenl from the 

clmsroom of yeuts before. Within this new environment, I began to creale 'arr 

spuce' - a place for the chilben and myself as artists. During much of the time I 

vent  alone within the classroom in August, 1 thought about the importance of 

designing space with the childen in mind and h m ,  at the same tîme, the children 

upon their orrival would be part of the design of the clmsroom. Some decisions 

were easy. My many personal copies of favorite children 5 literature, picture books 

and novels, found a home on the disphy shelves. Books, as an inspiration. needed 

to be visible and accessible to both me and the childreri. As I unpacked boxes and 

began to cuver bulletin b o m h  wzth brighlly cofored comgated paper and borders, 

I thorrghl aboril possibifities for celebrating each child withzn this p c e -  I 

envisioned an environment within whzch each individual wuziM feel able to creok, 

to imagine. to rzsk, and to discover. I think of the chiidren and myseyas leuniers 

sharing a jotîrney, and I wondered how this could becorne a place withiti which 

each child would graw to experience a sense of belong»lg to our learnirig 

community and a serise of ownership fur the things that happened in hi& livit~g 

How would I create a nurturing and supportive space within which I wozrld hrav. 

respond to and celebrate the children's stories; spuces in which childien would feel 

able to discover and explore the things that were of signij7cance to hem? I 

wondered about how I could group the funiture in such a way that connections 

between srudents would be encouraged and relationships would develop. Haw could 

I design p c e  in order to provzde meas for iniiiviaUd. maII and large group 

activities, for quiet and active project work. and for celebratory events? CV37ere 

wuuld I create disphy areas for children's work - in celebrution of rheir 



accomplishments and rn a wcry of coming to know the unique stories of each 

individual, a wqy of providing oihers with idem and possibilities for their owri 

work? 

I knew ihat I would not find m e r s  to many of my wonders and that on& in 

CO-creating a community with the chilben as we worked. played and Iearned 

alongside each other, md through my responsiveness to the children and to the 

'music' of the classroorn, would we discover teaching and learning possibilities and 

ways of being 'in relation' with one mther .  

Music has existed as a substuntial presence in rny Ife und. too, has woven 

itself throtïgh my teaching story. As I prepared the clmsroom for the children and 

myself; I was mare of how rny personal narrative influenced and shapd the w q s  

in which I thought of this new learning environment. Sincr my first teaching 

assignment. I have been fortunate to have had a piano in rny clussroom. The sumr 

piano has travelled with me as I have changed schools and teaching assignme~rfs 

and contimres to be a primary consideration whe?? I m mahng spaces for childrex 

August. 1994, was no exception: I placed the piano diagonally ut the top of the 

steps that led down to the cuzy conier so that the chilken and I could easily clusfer 

together in Song. For me, music a& mother beautrful dimension to teaching and 

learning, as it presents childen wirh the possibzlity of eqhring yet another form of 

interpretation and exposes thern to new wuys of thinktng about and storying their 

experiences. 

The next four stories, stories that speak to what happens when the children 

amve - as children like Samantha begin their writing; as a parent cornes to spend 



time in our leanllng community; as we engage in special projects; as children Iike 

Alexander make connections between lived experiences and literature - are 

illustrative of the ways in which aNstry finds expression as the children and I engage 

in choreographing the nirriculum that is lived out within Our shared classroom 

context. 

Letiers- Smuîztha 

It was during one of our limes set aside for wriring. samanth found me 

across the room listening to another student's wrïting piece. She waitedpatient(J 

untii we were finished. yet it was quite apparent hot she felt she hod something v e v  

important to share. Her entire being radialed excitement. 

Smnantha proudiy presented the p s t  page of a story she had begun writirig 

thai day. Writing did not corne easily to Samontha. I had worked with her for two 

years and had come tu know that O@ she was presented wi~h quite a chdenge in 

her attempts to express herselfin written lmguage. The fact that she was so exci~ed 

thnt morning about her work wus reason for me to take especial notice. 

n>e first page of Snmrmtha's srory was composed of lines of writing 

interspersed with two large b h k  spaces, one about one-third of the way down the 

page. the other at the bottom of the page. Into each of these spaces, she had glued 

mal2 emtelopes thar she had faîhoned out of scraps of lined paper. Contained 

within each envelope was a letter, a respome to the writing lhot had corne before. 

As Smantha proceeded to talk about each piece of her work, ma??) 

quesrions and wonders danceci through my mind I asked Smmtha  h m  she had 



come to write this piece. a beautrfil collection of Ietters that one could open up and 

read Smanthak gare rose to the open shelves situuted on the wall behifid me on 

which were diqlayed a selection of childrenk lirerature, persona1 copies I had 

gathered over the years. 

"mere! ", she exclaimeci "From one of the books you read lasf year - The 

Jolly Postman (A hlberg & Ahlberg, 1986). 1 was sitting ai my desk thinking about 

what I could write. I looked over at the sheljmid l saw The Jolly Postman It gave 

me the ideo to write a stov like that with ietters md little pockets. " 

Samantha contimed to compose her letters and construct her book over the 

course of the following few weeks. As she t ped  her work onto the cornputer. she 

found hersev to be confronted with dilemmas of how tu leave appropriate-sized 

spaces for the envelopes and whe~her to handurite or type the ktters t h  would be 

enched inside. Again, The Jolly Poaman m d  a newly acquired addition to orir 

classroom collection. The Jolly Pocket Postman (Ahlberg and Ahlberg. 1995), were 

the catafysts for idras and possibilities. 

One morning, in a conversation with Samanlh~, she wondered if we could 

find a few 'real' envelopes that would be small enough to attach to her pages. 

Together, we unsuccessfully seurched our classroom and the school's office 

supplies. I tdd Samantha thol I needed tu stop at a stationery store sometimr 

during the week and if she wrote a reminder note to me, I would purchme a f m  

small envelopes. Loier t h  dzy 1 found the noie on a corner of my desk: 



Figure 2: Samantha's Note 

This particular piece of literature had sparked a connenion for Samantha. 

One year after having tistened to this story, she had discovered within it possibilities 

for her own writing. 

A Celebation of Eofh Indivihai 

Earb evening sunlight reached into our leaming environment. Through 

d i f /en t  entry points - the wesi bank of wzndaws, the pyramid-shaped skylight. the 

square panes in the c o q  corner - it glinted off the funiiure. the carpet and the 



leaming centres; it blrmketed the brighrly colored paper that sfretched arouItd the 

miter walls of the clmwoom; il illumimted the pieces of childen's writing, art work 

and 0 t h  projects thut were celebrated wzthin this Tace. 

I stooà in the middle of this play of dmcing light andfroating shadows, the 

sole inhabitant of a quiet clùssroom prior io a parent information evening. It was 

the end of September. I had just retunied to teaching a f i r  having Tent a year OH 

sab batical as a full-rime university student. Feeling refrshed and energetic, 1 was 

exczted about discusszng program possibilities with the families of my d e n t s .  

As rny grne shifred to various places around the clussroom. I thmght about 

(and I have thought about ofien since ihen) the d~fferenz Ieaming Faces in which I 

recently had Iived as a student. I recognized that the individual who had juumeyed 

a yeur earlier into the world of academe had grawn and changed: my eqeriences 

had Iefr me with new perspectives, with new ways of viewing the iived world I 

shared with the chzldrerz. Each part of this leming environment seemed IO have 

acquired new meuning. Yet, while 1 felt thaz I now embodied greater understanding 

of whar was importunt and needed to be present for yourig children, I was also, 

perhaps more than ever before, feeling like a Ieumer who had merely begun IO 

explore the many pafhways of teaching. I was certain thar there was se mtich 1 

diah't know. 

ïhat evening, I read a story to the parents - The Legend of the indian 

Paintbmsh (dePaoiu, 1988). 1 chose to shrrre with them this particular piece of 

literu~zire because of the way it beautrfully portrqs the message of discovering ami 

valuing. within one's community, the specia2 gifis and confributzons of each 

individzial. I belzeve that we me richer for the diversity that exists withM each 



teaching-learning group and thal Our clrrsroom spaces need to celebrate each 

individual for whai they c m  do ami what they me able to contribute to the whole. 

As I v e n t  tirne addressing this aspect of wha2 1 suw as being essentiai tu a chiid's 

lemzng, I simultaneously wondered if parents would appreciate the message 

contained within the story as being an important part of their chi[ds schooling. 

AI the concItision of the evening one of the mothers approached me. " . w  

I know what the dzfierence is. " she began. "We 've finaliy f d  it. " As she told the 

stoy of her son's years in school, I reaiized t h  I w m  being given a response to 

my wondering. She qoke about her son's previous learning experiences as huving 

been very positive. However, he seemed zo 6e unsettled "This year, there is a cairn 

within Cam. Now I know why. As I was sitting here, I asked myself - Whal is it irr 

this room that is so special? I've finah'yfigured it art: it's the mrturzng. I had 

lems in my eyes as you were reaàing the story. Lookng around the room thrre is a 

wann~h, a celebratiort of each individuaL Yes, il's the nwt~iring.~" 

I moue back in tirne. now, to a point earlier in the evening. 1 hudfin~ished 

my presentation and a conversation had begun between the parents and rnyseg A 

wommz. whom I have biown for a mmber of yeurs #ter having taught two of her 

chil.en, asked me if there was one most important thing which I hpd leomedfrom 

my university experience rhat I had brought back to rny teaching practicr. 

Immediately I knew whut that something war. 

At the universiîy, I had been fortunate to have been welcorned into a 

community of scholurs. 1 beeliee tihai my gradme experzence was rzch and 

rovarding because of my good fortune in having had the opportunity to join 

together with other brtists in communip: As a participant within a research 



comrnunity, conversations cmd connections were strong and important threaak thai 

wove their w q  throughmt ond in-between many pathwuys as I joined together with 

fellow students and famity members in a s h e d  joumey of k i n g  to kmw: I 

think of this experience as a tirne for immersion in refection upon practice: a time 

for inquis: growth rmd change. ï3e coUaboratzve component of this reflxive 

process - rich dialogue rmd the exchange ami exploration of idem, queries, sensr- 

making and suggestions withzn supportive colIegïaI networkr - wus invaluuble. 

Life as a student has prompted me ro consider the parallds between m~ 

graduate work and the Iived world of elernentary classrooms; it has provided me 

with un ïnterpretive frame within which I h m  acquired new understundit~g m d  

insight into the school experiences of children; and it h m  caused me to reflect rrporl 

cnld be ever thoughtful abotrt the leaniing communities we hope to cu-create with 

021r sttide~~ts: comrnmities in which teuchers are able to view thernselves as 

facilitators of student growth and ar énablers' in heking childre~? to khape their 

howing'; communities in which we are able to dialogue with children. to lisre~ to 

children with cme and curiosity (Noddngs, 1984; 1992). and to become partners in 

inquiry, engaging together with children in the process of thi~ikrng und in the ruks 

of teacher and learner. 



Memoty Boxes 

A rnemory is ... something as precious as gold 
something warm 

something from long ago 
something that makes you cry 

something that makes you laugh 

(Fox, 1984) 

Over a period of a f w  weeks. the students and I read a mmber of stories 

that fonrsed on a 'remembering' theme ( Bahr, 1992; Chrfford 1985; Fox. 198.1) . 

Each story, in a unique way, ilfusirated how many of the artifacts we coilect over a 

lifetime me sign~ficmt in that they cal1 forth many speciul mernories and stories. 

Subsequent to our enjoying this collection of fiterature. each child was 

inviled tu creale a rnemory box (Clandinin & Cormelly. l994)jilled with a fm [lems 

that were, in some way, a reminder to the child of a special moment or hrrppeniitg 

in hzs or her hJe. As the boxes were creuted. the chil4en broqht them to school IO 

share with us the speciul memories, stories and traditions conroined within. 

As the chifdren began to talk about their memories, I becme mare oj the 

fact t h  we were experiencing something quite exirczordinmy. 7he children and I 

were intrïgued by the items each individual had chosen and mesmerized by the 

telling of stories thot sumounded each memory. making it szgn~;licant. So invohed 

were we in this specid actzvzty that one harr passe4 and we had only been able 10 

celebrate the work of two students. 



Over the course of the week, eoch audent had the opportunziy to presenz 

their memov box. It was evident thut much thought had gone into this project, 

beginning with the choice or creation of a box. Some of the chilcken hud searched 

iheir homes for special boxes, while others had deczded to design and decorate a 

box art of fmnd materiuls. In some instances, we saw how familes had become 

involved The box muy have belonged to a purent or gran@arent and had been 

given as a pif[ expressly for the purpose of thisproject. 

We were attentive to talk about the process of selecting special items for 

onek memory box. We listened and watched us Aaron showed us a birth-y card 

sent to him by his mother who Iived many kilometers away and whom he on& scnv a 

couple of limes during the year. We were introdziced to Barney, u  a u i l  much- 

loved Teddy bem with patches of wom away fur, who had been given to Cam by his 

grandparents when he was a toddler. Cam talked about Bmney as 'being zhere for 

hzrn ' when he felt sad and jus? wanted to 6e by himself: Many individziak voiced 

personal connections to the shared stories. 

And Iate one ajternoon, a parent s~opped by to voice her deligh~ over otrr 

memory box project, as it hadprovided her with insights into whaz was important to 

her child. She especially was moved by her son's choice of a photograph of close 

fmilyfriends - relationshps thar he valued in his lve. 

As 1 now reflect back upon this story, many wonders fil1 rny rnind. 1 had 

chosen to invite the students to engage in this project approximately two-thirds of 

the way through the school year. Would Cam have been cornfortable sharïng 'the 

meaning of Barney' earlier in the year? Would Aaron have felt safe enough to talk 



about his special relationship with his mother knowing that his family story was 

unique and difEerent from the others in our teaching-leaniing group? Would the 

children, as audience, have been as interested and responsive to each other's sharing 

had there not been tirne for friendships and m a  to develop? 

AIexunder's Notebook 

The house was a book, and Uncle Wrisby and Aunt Elda the characters. 
From the moment that Arthur walked in the fiont door, he was a new 
character . . . in the Sie stoiy of his aunt and uncle. He noted, recorded 
and stored in his head the old colored-glass windows, the long hdways 
and the wom staiways with sunshine at the top. 

(MacLachlan, 1980, p. 1 1) 

n e  chifaken and I had corne together IO continue with cnir reading of 

Anhur, For the Very First T h e  (MacLachm, 1980). On this partznrlar monrit~g 

as we ernbmked upon a new chapter, Alexunder quietly reached into one of his jean 

pockets and drew out a mail notebook. one t .  fitted neatly into the palm of his 

h d  He searched his pocker a second time und produced a short, stubby pencil 

topped with a worn duwn erarer. 

1 &te about people, things 1 see, everything 1 think about - the things 
that happen to me. @p. 13,391 

A pause in mi readingprovided Alexander with an opportunity to share the 

connections he w a s  making with the story. '7 have a noteebook like Arthrrr's, " he 



exclaime4 prardly di.pliryxng the items he now held in his han&. Some of the 

other childen acknowledged thai they knew of Alexmider's newest project. "Yes, he 

does! He wrftes down notes just like Ank " 

A i e d e r  expimned that he Iiked Arthur's practice of canying a j o u d  in 

which he jotted down hppenings as they occurred "Because I M a [iffie notebwk 

ut home, I decided tu do it too. " I mked AIexcatder if he warld be willing to share 

somethingfrom his book with us. NNaiding his head. he flipped bock the cover and 

readfiorn the top page: 

Figure 3 : Alexander's Notebook 



Alexunder, using Arthur5 sometimes point-fonn. phrase format ar a model. 

had recorded lived events from the previars &y. Alexcmder's notes had begun ar 

home with observutions of hzs rabbit. He had included the move of a *dent from 
our teachzng-Ieaming group to another as, in mid-September, m r  school w a ~  slill 

in the process of djusting clms sizes in response to an increased student 

population. At the end of the regulm school doy, Aleunder's writing had 

j m e y e d  with him to the pack club where he recorded instructions recezvedfrom 

his coaches. A quick sketch of some of his mnning mates concluded his &y's 

en tries. 

During our reading of the story, I had shown the children the print lqyozît 

OIZ some of the pages of the novel and how the bold style fon~ distinguished Arthur's 

journal writing from the main stoty text: Alexander's writing war received 6y 

miles of recognition and with amarement ut how he had been able to rneaningfullj 

connect our literary experzence to his own lije e~eriences. 

Imaginative work is not dropped lke a pebble upon the ground ...[ it] is 
like a spider's web, attached ever so lightly perhaps, but still attached to 
iife at al1 four corners. 

(Woolf, 1929, p. 53)  

1 think about why I have chosen to focus upon these particular stories over 

many others that could have been shared within this space. What do these stories 

Say about artistry? 



Through storying and restorying my experiences, I have corne to see that 

artistry encompasses the whole way in which 1 iive my teaching. 1 have corne to 

recognize the possibilities of artistry that are held within each moment. Artistry is 

being expressed in August as 1 make spaces for children and imagine possibilities; 

ariistry is being expressed through the ways in which classroom dispiays are 

arranged and in the imagining and connections these displays spark for children; 

artistry is expressed within relationships; artistry is expressed in the choreography of 

celebrations and special events that are shared. 

As 1 reflect upon the preceding stories, 1 am called to consider important 

aspects of the artistic process that helped to sustain the intensity and cornmitment 

with which the children engaged in leaniing. 1 see space, time and comrnunity as 

being interwoven elements fiom which artistry emerged in my teaching and frorn 

which artistry emerged in the children's thinking and inquiry. 

Classroom space was designed in a way that 1 hoped would encourage 

individuals to create, to imagine and to discover. As 1 created space, 1 was mindfûl 

that 1 wanted children to work together in shared activities, and in other space which 

would invite children to explore personal interests and individual pursuits. Woolf 

(1929) reminds me of the significance of having a space for artistry, of the 

importance of being able to create within "a room of one's own". The arrangement 

of physical space is also significant in the ways that it rnight encourage relations 

between individuals and rnight open doonvays into coming to know the unique 

stories of others. 

My lived stories of the ciassroom draw attention to the relation between 

mistry and 'time': time for engaging in artistic endeavors, time in the sense of 



freedom fiom other responsibilities, t h e  for coming to know what we value, and 

time for trust to develop within relationships. Sarnantha's engagement in her writing 

project speaks of t h e  needed for the living out of artistic expression. The 

celebration of Our memory boxes speaks of time needed for the sharing and 

appreciation of other artistsf work. The evening 1 spent with parents speaks of time 

needed for dialogue, for sharing ideas, and for nurturing and valuing each individual 

for what they are able to contribute to the community. And Alexander's story, of 

making connections between his lived experiences and literary worlds, draws 

attention to the time needed in order for children to leam in an artistic way. 

Through her journais, Carr (1966) stories many of her artistic expenences 

around the inspiration she received fiom other artists' work and around the ways in 

which she came to be influenced by her contemporary artistic community. As 1 

reflect upon my stories of teaching, 1 recognize community as a critical element in 

enabling the children and 1 to teach and leam within the world of the artist's 

imagination. It was through relationships that children such as Samantha, Cam. 

Aaron and Alexander began to think of themselves as creators, as authors and as 

illustrators. Through talking, listening and reflecting within an atmosphere of trust. 

care, acceptance and attentiveness to one another (Noddings, 1984, 1992) they 

derived a sense of belonging and felt able to share the stories that were their own. 

Dissenyake (cited in Eisner, 1995) observed how sharing artiaic work and living 

within comrnunity i d o m  one another: 

Community is fùrthered when a group has the oppominity to celebrate 
and to share. The arts help build community by providing the objects and 
ceremonies that contribute to the glue culture needs to hold together (p. 
8) 



Artistic cornmunities are not without dissension and tension. It is often the 

tensions that propel hem forward. Our classroom as an artistic cornmunity, within a 

school, ofien found us negotiating the tensions between the story of school and the 

story of artistry that we were trying to compose. 

Tensions and Dilemmas: Making Space for Artistry 

By constnicting narratives of experience, I am able to explore the role that 

artistry plays in my teaching. Through this noned account 1 am aware that it is 

important also to pay close attention to the aories that speak of the tensions, the 

dilemmas and the stniggles involved in trying to engage in artistry. 

The onset of this study happened to coincide with my request for a new 

teaching assignment working with year four students. While this placement enabled 

me to continue working with tweive students for a second year, 1 aiso found myself 

placed within the position of 'crossing over' into 'division II'. In the midst of my 

enthusiasm, 1 did not anticipate that the move would cause me to begin to question 

many of the things 1 knew about children and how they leam, nor did 1 foresee some 

of the new challenges to achieving and maintairing artistry that it would present. 

ShvggIes wzth Spce 

In Seprember 1992, 1 welcomed twenty-nine year four children in10 our 

classroom community. 1rnrnediately. I began to see how the number of childre~r 



within this teaching-leoniig group. many more thun I h d  been accustomed zo in 

division 1, presented new issues harng to do wzth the ctesign of classroorn Face. 

The chilciren and 1 vent  much of September semching for solutions. In 

conversation, we c o d e r e d  possibilities that might alleviate arr stmggle of trying 

to Izve together wirhin an emkonment t h  Morded linle room for movement. 

As we stmggled wzth vace, 1 looked io places outside the waUs of our 

classroom as offering possibiliries. Messages 1 received, from the visual images in 

many of the other clc~ssroorns andfrom the vozces to which I lisreried, odvised me 

that I would "need to have raws". 

As we sb-uggled with Jpace. I thought about my early childhood backgroiod 

and how designing places for learning cenires had come 20 be. for me. one w q  

through which children could feel able to pursue Zeaming znterests thai were 

powerful and important 20 them. I wondered whut we could do to accommodare 

these Zeamzng areas, meas thal I saw as behg essenfial to our hi& classroom 

living. In zhr following piece. I refleczed on Ihis story of ?me:  

I still am unable to figure out a way to make our classroom space 

work for us. The students have offered many ideas. We have found 

room for twenty-nine student desks yet the arrangement is too confined, 

and we are talking about possible solutions. 1 think I'11 ask [our 

custodian] to help me move my desk into the space suggested by Jesse. 1 

wonder if 1 really need a desk at d l .  It seems to take up much needed 

room. 1 have come to the grim reaiization that some of the areas we 

hope to use for centres will need to be dismantled. This is so distressing 



to me because some of the most exciting learning occurs in these 

peripheral spaces. Our principal continues to suggest that by removing 

the piano we will solve Our problern. He just doesn't understand. His 

suggestion will not even be considered by rnyself or the children. 

(Refiections - September, 1995) 

As we neared the end of the first month of school, it becmne clear rhat the 

children and I were siruggiing with mmbers in o~her  wqys as well: 

We have attempted more than once in the past few days to engage in 

dialogue as a group of thirty. So many individuals were eager to 

contribute, too many at once. When we continued our conversation again 

later in the day the enthusiasm had waned. We had lost the momentum, 

the spark. What 1 am amazed by now is the fact that, for whatever 

reason (as a possible way of working with a larger group?, weariness?, 

was 1 heeding voices fiom outside?), I had drawn the children in. 1 had 

begun to act but not in ways in which I believe and no: based upon what 1 

know about children. Had the outside voices begun to impact upon my 

teaching? 

(Reflections - September, 1995) 

A few days later, through watching the chilaben, I came to an importonr 

reaizzation: 



It is the children who have helped me to see that having a large class 

is not a reason for questionhg what 1 betieve about children and how 

children leam. On Wednesday afiemoon, as 1 stepped back to watch 1 

saw something very remarkable. Shannon and Sarnantha were acting out 

a play in the c o q  corner. Nicholas, Courtney, John, Amy, and Lauren 

were painting at a round table. Mandy and Caroline were writing letters 

and messages at the fnendship centre. A group of children had walked 

down to the library to read and exchange books. There it was, right in 

front of me. The children were showing me what it was that they needed. 

(Reflections - September, 1995) 

It was from the insight I had gained frOm the chikdren that I was rernirded of 

Bateson's (1989) reference to /rfe as an improvisational mr form: 

[Ilmprovisation involve[s] recombining partly familiar matenals in new 
ways, often in ways especially sensitive to context, interaction, and 
response. (p. 2) 

As I reflected upon the concept of improvisation. I thought about the embodied 

ùnowledge I hold through rny howing of improvisatory arts such as music and 

&cee. Subsequently. I began "tu look ut four ~pace] problems in l ems  of the 

creative opportunities they presenr[ed]" (p. 4). Together, the children and I 

discovered new space possibilities, within and outside of the walls of our ckassroorn. 

that enabied us, still, to give eqvession ro artistic ways of teaching and leurning. 



This aory speaks to the tensions that exist between the story of school, 

which is not lived out in terms of artistry, and my story of trying to live artistry in 

teaching and leaming. I think of how artistry is a struggle because it involves 

reinventing selc it involves rejeaing the standards of others and creating one's own. 

Evaluation Dilenzrnas 

At the beginning of the schoot yeur, the children and I were confronted with 

having to set time aride in order to engage in lesting. ne aahinisnotion of basic 

achievement tests and spelling tests were a school-wide requirement mid needed 10 

be cornpleted przor to the end of the month of September. On one of these 'test 

giving' day, I wondered aboztr my place as 'teucher ': 

The children were restless today, and 1 found rny role in the classroom 

to be unfulfilling. I spent two long sessions adrninistering two lengthy 

spelling tests. Shades of May and June. Why have staff only spoken of 

passing on last year's test results? What about portfolios? 

(Reflections - September, 1995) 

This piece speaks of tensions in assessment. We live in a climate whereby 

what we are evaluating is to be measured necessarily by a specific grade score. The 

tensions that exist are pervasive and seem to be increasing as the educationai system 

moves toward accountability as measured by test results, rather than accountability 



that would respect artistry in leaming. 1 acknowledge these prescriptions as being 

the reality of teachers, and this topic offers a possibility for future study. 

How does one evaluate artistry? How does one 'capture' l e d g  that is 

artistic? Greene ( 7  995) writes: 

Only w hen teachers can engage with learners as distinctive, questionhg 
persons - persons in the process of d e m g  themselves - can teachers 
develop what are called authentic assessment measures, the kinds of 
measures that lead to the construction of new curricula. (p. 13) 

Greene calls me to consider this in my own teaching. 1 wonder how 1 can 

think about authentic assessment and artistry. When we create spaces within our 

learning cornrnunities for dialogue and possibility, for refiectios and for listening to 

the meanings that children conaruct of their experiences, we are opening windows 

to multiple ways of corning to know the unique stones of each child, as she or he 

lives a persond joumey of becoming. Yet, where does that leave me with my 

dilernma of evaluation? When we create these spaces, the dilernma does not 

disappear. 



Chapter V 

LISTENING TO CHILDREN'S VOICES: 
CLASSROOM EXPERIENCES OF ARTISTRY 

In the previous chapter, 1 have reconstructed a narrative account of my 

practice, in order to create a sense of my artistic experiences as teacher, leamer and 

researc her . 

In this chapter, the research story captures the children's experiences: it 

represents the voices of children and their meanings of artistry in teaching and 

leaming as it was lived out within our classroorn context. In an effort to understand 

my practice, it was important to come to know the children's views of reality and to 

understand the textures and layers of meaning they ascnbed to their classroom living. 

I wanted to understand the extent to which students recognized artistry in teaching 

and how they made sense of this artistry. Within an authentic conversational space, 1 

concemed myself with attending to children's voices, in order to hear their 

expressions of the knowings they were constnicting and to understand the ways in 

which they made sense of their world through expenential stories, drawings, and, 

through what had become for them, mernorable images. 

A space of dialogue and possibility was created within which the children 

were invited to reflect upon experience, to discuss art and artistry, and to share the 

meanings they were constmcting. My one-to-one conversations with individuals and 



our subsequent small group conversations attempted to honor multiple accounts and 

interpretations, and enabled me to grow in my understanding of how artistry was 

experienced within Our particular context. While each conversation followed the 

unique path of the storyteler, the focus was determined by guiding questions. In my 

desire to discover whether or not students recognized artistry in teaching and 

learning, initial dialogue centred around their knowings and meanings of 'mti~ny'. 

However, because 1 sought understanding of my own teaching through the senses of 

the children, 1 needed to provide them with ways of thinking about the artistic 

qualities of their experiences on their terms. Drawing from Dissenyake's conception 

of art as "making special" (cited in Eisner, 1995, p. 8) and speaking of art as special 

moments of artistry, as special lessons or projects, as creative moments, or as 

celebrating imagination, 1 hoped to enable the children to consider the presence of 

artistic features in teaching and leaming by using their awn language. 

Subsequent to our conversations, the children also represented special 

moments of artistry through the creation of pencil drawings. 

This narrative joumey added another dimension to our classroom living and, 

therefore, it was important that our shared inquiry be embedded within an ethic of 

canng and that a language of relation guide my thinking. Within my ongoing 

relationships with the children, mutual trust existed that facilitated the conversational 

process. My relationships with the children were also important to the ways in 

which 1 understood their aories. As a teacher-researcher living in a community CO- 

created with children and as a collaborator in learning with rny students, I embodied 

insight into our shared experiences that helped me to make sense of the children's 

interwoven stones - stones that were pieces of a larger tapestry. 



In shaping the research story, 1 drew from field texts that had been created 

from conversation transcripts, stories, drawings and my field notes. As 1 constmcted 

and reconstmcted the children's stones of experience, 1 searched for recumng 

narrative themes. What was revealed by attending to the voices and work of the 

children, as they attempted to tel  of their experiences, were aory fragments that 

beheld their understandings of what they thought artistry was and of how they knew 

artistry. Through the telling of these story fragments, the students were sharing their 

ways of knowing artistic quaiities and their reflections on what was meaningful and 

of sigmficance to them within Our classroom context. Thus, rather than highlighting 

emerging themes, 1 have made sense of the data by bringing into focus / illuminating 

the children's multiple ways ojknowing artistiy in teaching and learning. 

In order to capture a sense of how the children h o w  artistry, I have 

composed a piece, a coming together of voices and stones, within which we hear the 

children's recollections of experience. Here, 1 embrace the metaphor of music: 

Gould's (1983) contrapuntal vision provides me with evocative language and a 

precise way of thinking about the essence of this piece of the research tea: 

For the essence of counterpoint is sirnultaneity of voices, pretematural 
control of resources, apparently endless inventiveness. In counterpoint a 
melody is always in the process of being repeated by one or another 
voice: the result is horizontal, rather than vertical, music. Any senes of 
notes is thus capable of an infinite set of transformations, as the series (or 
melody or subject) is taken up first by one voice then by another, the 
voices always continuing to sound against, as well as with, al1 the others. 
Instead of the melody at the top being supported by a thicker harmonic 
mass beneath (as in vertical nineteenth-century music), Bach's 
contrapuntal music is regularly composed of several equal lines, sinuously 
interwoven ... (p. 47) 



In the following piece, the sounds of the children create a "sirnultaneity of 

voices" fiom which emerges a "melody" that is echoed fkom one child's voice to 

another. The "shuously intenvoven" lines of the melody, that represent the 

children's ways of knowing artistry, are "capable of an infinite set of transformations" 

as conversation is shared among the children and as "the voices ... continu[e] to sound 

against, as well as with, di the others". 

As 1 shared in first conversations with the chiIdren, 1 asked them to consider 

what artistry meant to them. 1 was fascinated by the meanings the children held; 

some were to be expected, and others were surprising, insightfûl and profound. The 

knowings which emerged from these conversations deepened rny understanding of 

the unique meaning-making of each child. In the following excerpts fiom these 

conversations, some of the children voice their understandings of artistry: 

Artistry is how you feel. When you draw a picture, it's like expressing 
your feelings in a picture. Wnting in our joumals ... is just like artistry. 
The joumals are nice joumds. We could express our feelings in them. 
(Job) 

Memones cm also be artistry because they hold the thoughts of the fun 
and laughter you had with that person. The cranes that Aaron made are 
also like artiary, and they're presentable to share to other people. 
(Haley 

Artistry is basically something that you do. (Megan) 

You create artistry in your mind ... People are artistry. (Matthew) 

The pieces are sort of like a picture from somebody's heart. (With 
reference to a shared art projea to which each child created a piece of 
the whole) (Matthew) 



Artistry is something that people poured their heart and sou1 into making. 
Artistry could be thinking of an idea because you have to make a decision 
of what to do. (Caroline) 

Artistry is sharing. Artistry can be music or dance or things Like that. 
We're sharing Ihat dl the tirne. (Jema) 

Artistry is something special that people can do. It takes a long time to 
do, it takes a long time to leam, and it takes time to figure out what 
you're doing. Artistry is the way you work and how you do what you do 
when you do it. 

Artistry isn't just pictures ... It can aiso be writing because writing can be 
art in a way of feelings. And feelings can be art because they're usually 
different. and they mean different things to different people. 

Anistry is sometimes just Me. It can be many things. It doesn't have to 
be that you have a pencil, a paper or a paintbrush and that you're drawing 
something. It's what you do in life. Life is art because usually it's 
beautifùl. (Cam) 

People are artistry in their feelings and the way they think about things 
and in the way they are a fiend to other people. 

Music is artistry because someone has worked on it to make sure each 
note goes together and each note sounds good. Someone has put pride 
into that. 

Artistry can be your imagination.. . 

Nature is artistry ... Anything that's beautiful is obviously artistry. 
(Lauren) 



As 1 listened with care to the children's voices, 1 was stmck by the diverse 

meanings that emerged fiom their responses and what I saw as the range of ways in 

which they Live and understand artistry. Traditional views held by children Wte John, 

Lauren, and Haley, with their references to drawing, writing, music and Aaron's 

paper cranes, link to what we commody think of as 'fine arts'. Cam draws attention 

to the importance of hard work, tirne? care, and technical skill in creating something 

artistic. Aesthetics and emotionality are a focus for John and Cam as they talk of 

artistry as "expressing your feelings". and Caroline also makes a conneaion between 

artistry and deep feelings when she says, "Artistry is something that people poured 

their heart and sou1 into making". Knowledge of artistic processes involving 

"imagination" and "creation" is shared by Lauren and Matthew. 1 was amazed by 

Haley's and Jenna's thoughts on "sharing" with "other people", in that it speaks of the 

interaction that exists between the artia and one's audience. From the girls' 

understandings of this reciprocity and through listening to Megan's voice - "Artistry 

is basically something that you do" - I am reminded of Dewey's (1934) view of art 

as experience and of the need to Live a balance between doing and receiving. 

Matthew and Cam also highlight the relationship between people's lives and artistry 

in ways rerniniscent of Dewey. 

In listening to the children's voices in conversation and later fiom reading and 

andyzing transcripts of conversations, four ways through which the children know 

artistry emerged: through events and daily Iife in the classroom; through 

relationships and living with others in comrnunity; through sharing as both creator 

and audience; and through the process of becorning. 



Knowing Artistry Througb Physical Spaee, Artifacts and Events 

As the children entered into dialogue with myself and one another, as they 

reflected upon their learning experiences, and as they explored ways of makuig sense 

of their shared stories, 1 began to see how, for the children, the classroom 

environment and the artifacts within Our shared space were symbolic of artistry in 

teaching and leaming. Physical space and classroorn artifacts held meaning in that 

they evoked mernories around which the children were able to constmct and 

reconstmct stories (Clandinin & Connelly, 1994). 

Cam spoke of knowing artistry through living within the physical space of 

Our learning environment. He shared his understanding of the artistic processes of 

imagining and creating: 

The classroom is a creation in itself, really. [The architect] designed it, 
so it was a piece of his imagination - his imagination, teachers' 
imagination, parents' imagination and the [school board]. They al1 
wanted it to be difYerent because not everybody's the same. It's a piece of 
imagination and it's artistry together because f i e r  the imagining was 
done, they made it. [The architect] designed the imaginary into artistry 
to make it red. The artistry started as imagination and it grew to be 
artistry. (Cam - Group conversation, June 20, 1996) 

During the tirne I engaged in conversation with John, he spun his body 

around on his chair, his eyes dl the while searching the room. As he noticed the 

visual, he shared his sense of how the arrangement of furniture and the inclusion of 

specinc things within our classroom was of artistic significance: 

There is the piano, the writing board, al1 the books, and another thing is 
the puzzles. A lot of other classes don't have puules. The desks are al1 in 
little groups. It's amanged so that you couid talk to everybody and so 



that you're close to some people ... Instead of just being in the corner or in 
the rniddle of the room alone, you have somebody to talk to. (John - 
Conversation, May 3 0, 1996) 

In this excerpt and in the one that foiiows, John aiso considered how the design of 

space enables cornmunity building and creates possibilities for conversation and 

comection making between individuds: 

The cozy corner is where you can al1 go to get together. And you can 
have fun in there. It's like a big circle and you're dl joined together. 
(John - Conversation, May 30, 1996) 

Caroline and Haley reflected upon the significance of sorne of Our classroom 

artifacts. Of special meaning to Haley were things she saw as being unique to Our 

teaching-ieaming group : 

We have lots of things to do with artistry in Our class. We have stories. 
we have art, and we have pictures. At the fnendship centre, we have an: 
we draw and write messages and other things. And that's artistry. 
(Caroline - Conversation, May 28, 1996) 

Not many classrooms have a fi-iendship centre or a display of books. 
Usually in this grade level you just have chapter books instead of 
aorybooks. Not many classrooms have a centre for illustrating. (Haley - 
Conversation, June 1 8, 1996) 

Samantha talked about how, through titerature, she had discovered 

possibilities for her own writing: 

1 like working on my writing workshop pieces. I'm making a story that 
has these little envelopes and 1 put letters in them. It's just like a JO& 
Postman book except for it's different. It's not the same. 1 looked 
around the classroom, and I used people's names, and 1 just got some 



ideas from the classroom. 1 looked up at the books [on one of the display 
shelves] and 1 saw n e  J d j  Postmm book. So I just decided to write a 
aory like that, but diierent. (Samantha - Conversation, June 18, 1996) 

Through Our conversation, Samantha enabled me to understand how she recognized 

and vaiued the artistry within classroom displays that enabled the artistry in her 

leaming . 

It was through her participation in classroom events that Lauren had corne to 

know artistry. In conversation, she considered her experience of having lived the 

artistic process - of planning and creating an artistic work and of her engagement in 

the reciprocal acts of doing and receiving: 

Artistry happens in our classroom not just when we're doing art. It's 
when we're doing writing and book talks and artistry when we're singing. 
Thatfs really artistry because when you're singing, you're getting your 
voice ready. You're singing and getting your voice pumped and it's 
becorning beautifil so people can hear it. Other people can hear how 
nice your voice is and how much you like to sing. (Lauren - 
Conversation, May 23, 1996) 

As 1 talked with the children, it becarne clear that they knew artistry through 

everyday Me in the classroom. Artistry was infiised throughout ail events and 

throughout the shared physical space of Our leaniing cornrnunity. As well, the 

children saw classroom artifaas, such as literature, writing pieces, art work and the 

piano, as being symbolic of artistry in teaching and leaming. 



Knowing Artistry Through Relationships and Living in Community 

It was through their storying around classroom artifacts that I came to 

understand the ways within which the children viewed Our ongoing relationships as 

being significant in that they enabled artistry in teaching and leaming to be iived out 

within our classroom space. Through living in community, they had come to know 

about individuals and had corne to value diversity, they had made connections with 

fnends, and they had corne to believe in working together in a collaborative spirit, al1 

of which contnbuted to their ways of knowing artistry. 1 parîicularly was struck by 

the great significance they attributed to Our 'story quilt', a large felt creation designed 

in the style of a patchwork quilt, and the meanings they saw as being embodied 

within it. 

Our 'story quilt', named by the children because of the stories it would hold 

and tell, was worked on over a penod of time. The idea for its creation was sparked 

by literature we had enjoyed in which plot lines centred around the making and 

significance of patchwork quilts. The children were fascinated by the words in one 

of the books, "A quilt won? forget. It can teil your life story" (nournoy, 1985). 

From Our literary expenences, the children Uiitiated talk about how we could make a 

quilt that would be representative of the life stones of each individual in our 

teaching-leaming community. We explored possibilities and decided that Our quilt 

would be a modified version of the ones we had read about. It would be a felt 

creation, thus enabiing each individual to design and ciit out a multi-colored felt 

illustration that was representative of special memories, people, and events from 

each person's life around which stories could be constructed. Each individual glued 



the pieces of his or her felt picture to a square-shaped backing of the sarne fabric 

before alI thirty 'stories' were brought together to fonn a whole. Two of the children 

represented Our story quilt through pend drawings (Figure 4, Figure 5 ) .  



Figure 4: Cam's Representation of Artistry 



Figure 5 : Lauren's Representation of Artistry 



As we engaged in research conversations about artistry, the completed story 

quilt, in d its brilliance, decorated one wall of the classroom. Jema, thoughtful in 

her responses, beautifully shared a sense of the significance she placed upon the 

story quilt. For her, it told of individual experiences yet, at the sarne time, celebrated 

the story of Our relationships with one another as we Lived together within 

cornmunity : 

The quilt is special because it tells stories. We thought about things that 
were important to us, and we cut it out of felt and used it to make a quilt. 
It tells Stones about our families. It tells stories about what we like to 
do. It's special because everybody did it, and there's something special 
about everybody. (Jenna - Conversation, May 30, 1996) 

To other children, the beauty of this shared creation was as a result of their 

having worked together: 

Artistry could be our aory quilt because it has pieces of artistry that kids 
in the class have made together. And it's a lovely piece of art that hangs 
in Our classroom on the east side. (Cam - Group conversation, June 20, 
1996) 

The quilt represented a sense of belonging in that, as Cam pointed out, "The 

aory quilt was a special project because everybody has a piece on the quilt. 

Nobody's piece is rnissing" (Conversation, May 23, 1996). Haley also spoke of the 

importance of feeling as though one belongs to a community and, as well. draws my 

attention to relationships and the value she placed upon coming to know the special 

gifts and talents of her peers: 



The quilt is special because each and every person made a square. If one 
person wasn't here to make one, then it wouldn't be full. Each square 
recogkes one of the students in the classroom and what is special and 
unique about them. (Haley - Conversation, June 18, 1996) 

In listening to Amy's words, 1 recognize how our classroom provided her 

with a sense of place. Fnendship was of importance to her: it was through her 

relationships with others that she acquired a sense of well-being and was provided 

with oppominities to learn from, and with, others: 

Our classroom is special because al1 of us are fbends. We al1 know each 
other. Our quilt makes our classroom bright. It just makes me happy 
when I walk in sometimes. It's just a place where ail our fiiends are. We 
can work together. and we can leam more. Al1 our fiends are here. 
(Amy - Conversation, June 5, 1996) 

Lauren's and Cam's dialogue, fiom part of a group conversation, also reveals a sense 

of the significance they placed upon classroom relationships and the ways in which 

they valued diversity: 

We're al1 fnends in our classroom. We work together and that's really 
special. People are artistry in their feelings and the way they think about 
things and in the way they are a fiiend to other people. (Lauren - Group 
Conversation, June 20, 1996) 

...In their differences. That's what makes them pieces of art. Just special. 
(Cam - Group Conversation, June 20, 1996) 

The following excerpts help me to understand Kristen's and Haley's ways of 

knowing artistry through living in cornmunity. Not only through their relationships 

with others were they able to seek support and find encouragement but. as 



individuals, they also saw a responsibiiity to contnbute something back for the good 

of the group: 

Creative moments in Our classroom are iike when we do writing. We ask 
each other for ideas, and it sort of makes a whole new story. (Kristen - 
Conversation, June 5, 1996) 

When we do art projects, it's not something that's very Little. It's 
something speciai that we all do together. (Haley - Conversation, June 
18, 1996) 

Through our conversations, the children shared understandings of how, as 

we lived our stones within an ongoing experiential text, Our relationships with one 

another were significant in that they enabled artistry in teaching and leamhg to be 

lived out within our shared context. The stories the children constructed around 

classroom anifacts, especidly our story quilt, enabled them to voice their ways of 

knowing artistry through living in comrnunity. 

Knowing Artistry Through Sharing - As Creator and Audience 

1 begin this piece of the research story with Nicole's words: 

We celebrate our book talks, and the cranes that Aaron gave us are 
special. He made them, and he taught people in our class how to make 
them. And he lefl them for us to remember him by. (Nicole - 
Conversation, June t 8, 1996) 



This story fiagrnent captures Nicole's way of knowing artistry as both 

personal creations yet creations which, in celebration, communicate with othen: 

through contnbuting something back to one's community, the children share 

possibilities and provide inspiration for those who follow. She saw how her artistic 

aory continues to be interwoven with the artistic story of Aaron, who had lefi our 

leaming comrnunity, through the artistry that Lives in her mernories. 

My conversation with Nicole provides a focus for this section of the research 

text in which 1 explore the children's meaning-making as they made connections 

between artistry and sharing, shanng both as creator or presenter and as audience. 

Lauren reflected upon this conneaion in the following: 

Music is artistry because someone has worked on it to make sure each 
note goes together and each note sounds good. Someone has put pride 
into that. And they know that people will like the music and compliment 
it. Giving that person a compliment would be kind and then you'd be 
giving artistry to them. And they'd be giving artistry back because you 
get to listen to the music. (Lauren - Group conversation. June 20, 1996) 

Gould (1 983) speaks of the significance of the encounter between music and listener, 

of "a listener more participant in the musical experience" (p. 223). 1 believe that this 

viewpoint is not unique to the expression of music, and that Gould's reference to the 

relationship between creator and audience offers insight into other artistic 

manifestations. 1 see this notion of reciprocity echoed in Jenna's words: 

Ani- happens in our classroom. We do d kinds of things in our 
classroom: we write and we read and we share things ... Artistry can be 
music or dance or things like that. We're sharing thar ail the tirne. It's 
special because it encourages people to share thezr dances that they made 



up or whatever they did. And so they won? feel so afiaid to share their 
work. (Jema - Conversation, May 30, 19%) 

Feelings of prîde are connected to the way Cam lived artistry within Our 

classroom. He understood sharing with others as being a tirne of reciprocity in which 

his voice is heard, a t h e  in which he receives recognition for his artistic 

contributions, and a time in which, through his interactions with others, new learning 

occurs: 

It makes you feel important sometirnes. Like people w m t  to Iisten, wanl 
to look, wmt to learn about it, w m t  to know more and ask more 
questions to learn more. (Cam - Conversation, June 20, 1996) 

The meanings Cam shared rernind me of Dewey's (1934) understanding of the 

sustaining connection between art as a creative act and the aesthetics of perception 

and appreciation. (pp. 46-47) 

Mark recognized the aesthetic quaiities that are embodied within our story 

quilt. In the following excerpts, he focused upon perception or "seeing" . For Mark. 

the planning, creation, and celebration of Our story quilt enabled him to "see" others. 

He came to know and appreciate the stories of other individuals, their talents, and 

the things that they value. Through this conversation, Mark revealed his knowing of 

how 'looking' enables one to discover that which is speciai: 

The quilt was a speciai project. It's special seeing al1 the dserent qudities 
of the kids in our class ... seeing what the kids can do with felt because 
sometimes that can be hard. And seeing what other people's talents are 
and things that are speciai to them. (Mark - Conversation, June 6, 1996) 



Lauren draws my attention to the value she placed upon conversation as a 

way of celebrating learning and of sharing ideas. Like Jema and Cam, she spoke of 

knowing ariistcy through her participation as both creator and audience: 

Celebrating imagination is when we share Our work. That's celebrating! 
When someone shares, it has a big conversation and everybody joins in. 
Everyone would join. So being a class is special to me. (Lauren - 
Conversation, May 23, 1996) 

Haley and Jenna shared their thoughts on the value they place on listening to 

stories that others tell and retell: 

We celebrate imagination in the c o q  corner when you're reading a story. 
Sometimes people tell stories about their lives and what happened to 
them. The story just kind of rerninds other people of the things that 
happened to thern. (Haley - Conversation, June 18, 1996) 

Reading books is special and writing is special because you c m  remember 
them. You can tell those stories. Stories are special because you can tell 
them to anybody. (Jema - Conversation, May 30, 1996) 

As they reflected upon sharing stories as being "special" and a way of "celebrat[ing] 

imagination", 1 began to see how the girls valued Stones as holding possibilities for 

understanding their own lived expenences, thus enabling them to constnia new 

meanings of their experiences. 

Emerging fiom the children's responses were understandings of the reciprocal 

relationship that exists between the artist and one's audience. As 1 listened to their 

voices, it becarne clear that the children knew artistry through shanng as that which 



suaains a connection between the creative act and the aesthetics of appreciation and 

enjoyment. 

Knowing Artistry Through the Process of Becoming 

People were m a h g  things. They were taiking about things and doing a 
whole lot of things. It's so hard to remember. You have to have a tirne 
machine and actually talk about it while it's happening. Record it and 
then record it again because there's so many things that people did that 
represented artinry. (Cam - Group conversation, June 20, 1996) 

As the children made sense of their experiences of artistry, 1 began to see 

how the story fragments they were sharing were recollections of overall experiences 

rather than specific moments in time. Cam, in his reference to the artistic process, 

caused me to think about other wondrous research possibilities would 1 have been 

able to record conversations with the children throughout the school year as they 

engaged in various projects at various stages of the artistic process. 

By listening to the children's voices, 1 was leaming that they embodied a sense of 

the artistic process as being a process of becorning. 1 was stnick by Jeremy's sense 

of this process of becorning as he storied the creation of a class mural: 

We celebrated imagination when we were making the tree. Everybody 
had a different imagination of what it would look like. One person 
thought it would look iike this and somebody else thought it would look 
like something else. And then now when you look at it, it's not what you 
thought it would be but it's so good! (Jererny - Conversation, May 28, 
1996) 



In this excerpt, Jeremy shared his knowing of artistry as involving transformations as 

one engages in the work of imagining, creating, and sharing. Lauren also voiced her 

understanding of the imaginative process and of pieces coming together in reference 

to the same mural: 

Art can be imagination because your imagination thinks of things that will 
be artistry. It cm think of different things iike drawing a flower or a 
rainbow or a tree. Like our tree was imagination, and it's now artistry. It 
started with imagination, and now it's a beautifid tree with lots of kids. 
(Lauren - Group conversation, June 20, 1996) 

John and Megan constructed meanings of the artistic process around the 

ways in which they had corne to know our classroom environment: 

The classroom is artistry because you need to design it. It looks like it 
does because we kept taking care of it. (John - Group conversation, June 
21, 1996) 
.. .Because we're new kids, and we took care of it. We're new to the 
classroom and it will still be artistry. It will just be different artistry al1 
the tirne because new kids will be in the classroom al1 the time. (Megan - 
Group conversation, June 2 1, 1996) 

1 was intrigued by Megan's and John's sense of how care was necessaq in order to 

preserve the artistry that was lived within Our classroom. Through her words, Megan 

beautifully described what she saw as the sustaining relationship that existed between 

the artistry within the classroom environment and the individuais who lived together 

within this context. 

Further to the notion of the process of becoming, and emerging from the 

children's responses, were knowings of artistry as cornmitment to, and passion for. 



one's work, and of artistry as engagement in composing, designing, and creating. 

Matthew acknowledged the artistic process as involving a time cornmitment: 

Pictures are artistiy because people work hard on them for long, long 
times, and then they display them or put them in a book. (Matthew - 
Conversation, June 6, 1996) 

Jeremy allows me to corne to an understanding of how he sensed an artistic 

comection between cornmitment to one's work and pride in creation: 

When somebody makes something really cool iike a really good writing 
piece, then that's a creative moment. When somebody draws a good 
picture, Like ifwe had a project in art or something, and somebody made 
something really good, that's a creative moment. (Jeremy - Conversation, 
May 28, 1996) 

In the following excerpt, Cam shared his knowing of the artistic process as 

involving comrnitment and desire: 

If you're irnagining things, it's basically a drearn that you want to arive 
for ... The story quilt was a special proje a... It took a long time for 
everybody to make their own important special piece about themselves 
that they iiked. The book talk projects are really special to some people 
because of how long it takes to make these. 1 know nght now that I'm 
making something realZy big. It's going to take until like June 2, my 
birthday, to finish it up or IO be finished. It's a special project because 
you've got to put your heart into it and you've got to have the desire to do 
a good job. (Cam - Conversation, May 23, 1996) 

The children embodied a sense of the artistic process as being a process of 

becoming. Their responses made clear the ways in which they knew and lived 



artistry - as engagement in irnagining composing, creating and sharing, and as 

hvolving cornmitment to, care and desire for, and pnde in one's work. 

Previously (Figure l), 1 used a visual depiction to portray rny sense making 

of the artistic process as understood through my involvement in musical 

performance. Through my conversations with the children, 1 have corne to represent 

this process in a dEerent way (Figure 6). 



Figure 6: The Artistic Process 

This drawuig represents the children's ways of knowing artistry. It refleds the 

understandings they shared as to how artiary in teaching and leamhg, and the 

opportunisr to iive the artistic process, is enhanced and supporteci through the design 

of the classroom, through sharing both as creator and audience, and is encompassed 

or enabled by relationships and living in community. 



Chapter VI 

REFLECTIONS : 
LOOKING BACK AND LOOKING AHEAD 
TO PATHWAYS AND POSSIIBILmS 

We shape the stones we tell and heu, constructing possible futures and 
even possible selves. 

(Witherell & Noddings, 199 1, p. 80) 

In this final chapter, 1 reflect upon my research joumey in order to consider 

what 1 have learned and expenenced. It was through story that 1 discovered a 

beginning for this narrative inquiry, it was through story that 1 was able to construct 

and reconstmct new meanings of my teaching, and it now is through story that 1 

look ahead to new beginnings and next questions and wonders. 

Respome to Writing 

There hmte been many moments when I have paused 10 consider my good 

forlune in being able to share in the living of this research siory with others. 1 have 

not been alone on this joumey, and oofn it w a  from the interest mid excitemen1 

thar the chilken and their p m e  showed in this siuù'y that I acquired a sus luining 

energy. 

As Ifinished writing the reseorch story, I began, once again, to contact rhe 

children and their parents. fie research text was made mailable to them for fiml 



approval or revision. Since the chil"en5 comiersations, stories and projects had 

been created during the previous school year, I needed to locute some of the 

children in dzfferent teaching-leamzng groups within our school, wherear to reach 

others. I iraveled IO their new homes in neighboring ciîy communities. 

One aflernoon, as a spring stom blanketed our school, 1 met with the 

chil& from other clas.woomsS We chstered together in one of the cozy corner 

areas of the librmy as, directly above us. heavy rain and hail pounded incessant& 

against the eqxmsive skylight, thus making it dzflcuitfor our voices to be heard 

n e  children Zeft with pieces of writing t h  they wm2d read with rheir parents that 

e venirrg. 

When I called Samantha's home, her mother presented me with a lunch 

invzfutzon, and later, after she and her daughter hud read the research  tex^. 

requested a copy of lhe piece for Samanth's memory box. 

It uJas on a backyard deck that I received reJponse to my writzngfrom Aaron 

and his gzanahother. Aaron, who hadgrown [aller in the yeur since I had last seen 

him, Zeaned against the deck railing of his home and shared one of his bright 

miles. "Thar's a vety nice story, " he said. His granhother added, '7 had tears in 

my eyes when l read this story. 7hmk you. ntis is very veciul- Both Aaron and l 

would Iike to keep copies". 

From the mother who figures as an important churacter in one of my stories 

of the classroom - A Celebratzon of Eoch Individual - 1 received a handvritterr 

reJporrse: 



The paragraph on page 40 is absolutely accurate. The only addition I'd 

make, and perhaps this is reflection more than accurate representation - 1 

really don? know - but I felt iike your classroom physically was 

"decorated" with a sense of belonging for each child, that he or she was 

an integral part of that classroom, that it was their room too, not "the 

teacher's" classroom (as it was when I went to school - the room 

"belonged" to the teacher, not the students). What an amazing effect 

changing the "ownership" of the room had on my understanding. My 

emotionai response that night was ovenvhelming! 

(June 22, 1997) 

It is through these relationships and fiom these responses that 1 am rerninded 

of the rewarding nature of this research that was Iived as a shared n o q  between the 

children and myself Our meaning making was shaped by our relationships as we 

continued to live our stoties within an ongoing expenentiai text. Our conversations 

occurred at a point later in the school year, in acknowledgrnent of a rhythm to 

classroom life that is not completely known in the beginning months of school. The 

children and myself needed time to not only develop relationships with one another, 

but we also needed to iive the artistic process within our teaching/leaming contes 

before we were able to reflea upon it. 

Throughout this study, I have leamed much fiom the children. They have 

been my teachers. As we engaged in this narrative inquiry, it was through 

conversation and through shared experiences of teaching and leamhg that we 

opened " possibilities of seeing, hearing and understanding" (Greene, 198 8, p. 2 1 ). 



Living the Research Story: Living the Teaching Story 

1 recognize my teaching as being an ongoing inqujr into my life and the lives 

of the children. As this study progressed and 1 became irnmersed in this work, my 

research story became intimately connected to my classroom story. I thought of my 

research as teaching and my teaching as research - Dewey's notion of life as an 

ongoing inquiry. 

Finding the Research Questions: Opening New Wonders 

It was through Aaron's story that 1 came to fiame questions for this inquiry 

about artistry in teaching and learning. 1 now see this story as being composed of 

narrative threads that came to be woven throughout the research text. This story is 

about narrative beginnings, stories of the classroom, cumculum making and children 

making sense of artistry. For me, it now presents a new wonder. How do we 

capture those Yleeting momentst that set children on their way to engaging in 

signdïcant artistic endeavors? Le Tord (1995) captures this fleeting sense through 

poetry: 



He 
painted, 

by 
the 
Light 

he 
held 

on 
his 
brush 

JUS1 

for 

an 
instant 

like 

a 
blue 

butterfly . 
Bijou Le Tord 

In considenng this ' fleeting sense', I am thoughtfil about the questions it 

poses for me as a teacher researcher. As a narrative inquirer of my own practice. 

how cm 1, within classroom living, capture those moments that pass swifily by? 



My engagement in teacher research was not without aruggle. As the threads 

of teaching and research becarne more and more htewoven., 1 found that this study 

becarne a search for t h e .  1 sought tirne for immersion in this work. 1 needed to find 

space for analyzïng data and for writing. Some days 1 was tired and felt the stress 

and the strain of tryhg to discover and live a balance between teaching/research and 

campus Me. Searching for time also meant making choices. During some of the 

months 1 devoted to the writing of this thesis, I lessened my teaching days fiom five 

to four. Having a three day time period enabled me to settle into my work, to 

become imrnened in writing in order to try and reach below the surface to deeper 

understanding. I now recognize this search for time as being a reality of teacher 

research. 

Being a narrative inquirer of rny own practice, through the process of teacher 

research has moved me to think about always being thoughtfùl and wide awake to 

what I am doing in the classroom, to making use of imagination and to cultivating 

"multiple ways of seeing and multiple dialogues in a world where nothing stays the 

same" (Greene, 1995, p. 16). 1 work hard at being a teacher. Does my being 

awake to artistic possibilities make a difference to the children? Does it influence 

who Aaron, Samantha or Cam will become as people? Will the children remember 

these expenences in future years? 1 wonder how these stones of artistry might 

encourage teacher educators to consider new possibilities for p r e s e ~ c e  teachers. 

What new directions might teachers and teacher educators follow, if they were to 

embrace artistry and corne to create spaces for dialogue and for new imaginings 

about artistic ways of knowing teaching and learning. 



A New Space of Possibility 

What I saw first were aii the places to love. 
(MacLachlan, 1994, n. p.) 

This August, once again, 1 will be creating a new classroom space for the 

children and myself. I am moving 'through the double doors' to the classroom that 

adjoins the room in which the children and 1 engaged in this narrative inquiry. 1 view 

this move as being filled with wondrous possibilities. The unique physical shape of 

the room intrigues me as, this time, the c o q  corner is raised a few steps from the 

main floor area so that it overlooks the classroom as well as the library. 

Al1 the places to love are here ... no maiter where you Iive. 
(MacLachIan, 1994, n-p.) 

1 am excited about creating a place for the children and myself as artists. What will 

still be important? There will still be places for a story quilt and memory boxes; 

there wiil still be spaces within which we will corne to heu, to know and to celebrate 

the unique stones of each individual; there will still be spaces in which the children 

and 1 will be able to explore untapped possibilities and seek new understandings. As 

Trinh writes: 

The story never stops beginning or ending. 
(1989, p. 2) 
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