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ABSTRACT 

This microethnography focuses on a single arts magnet middle school in a large 

urban southwest city to describe administrators', teachers', and students' understandings 

of the relationship between art and literacy, how they use art and literacy in content 

instructional experiences, and how the environment they create supports literacy in two 

sign systems. 

The school provided a rich visual environment, an informed group of participants 

with a stated commitment to the arts and the academics, and a setting where art was 

supported and valued. Data collection utilized informal interviews with three 

administrators, twenty six content area teachers and fourteen sixth, seventh and eighth 

grade students, observations of classroom and the environment at large, and the collection 

of artifacts which included photographs taken by the students to record their perspectives 

of how art and literacy were used in their daily lives at school. Relying on a method of 

constant comparative analysis and data collection carried on concurrently during the 

study, a triangulated picture of content literacy and the visual arts emerged to reflect the 

three perspectives of the participants. 

This study dispels the notion that art is marginal in content literacy activities while 

advancing the notion that art is a meaning-making activity and essential to development 

of an aesthetic, literate person. Moreover, this study serves to persuade teachers, 

reluctant to bring art into their instructional experiences because they do not feel 
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competent as artists, that talent is not a prerequisite nor a relevant concept for those who 

embrace a semiotic perspective and transmediation as the focus of instruction. 
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Chapter 1 

INTRODUCTION 

In the last twenty years research on young children's literacy learning has clearly 

indicated that young children turn reading and writing into multimodal events in which 

they talk, write and draw visual representations (Harste, Woodward, & Burke, 1984). 

Moreover, this combining of all kinds of symbols to represent meaning make it possible 

for children to successfully orchestrate literacy events long before language alone is 

enough (Dyson, 1986; Fuego, 1992; Hubbard, 1989). Educators have come to 

understand that in the process of constructing written versions of their world, children's 

writing frequently includes drawings that are both reflective and generative in their 

meaning potential. Therefore, if meaning can be constructed in one sign system 

(language), then it can also be constructed in other sign systems (art). These ideas, 

reflective of current interest in new paradigm approaches and semiotic theory, have 

identified the notion that children need more than words to learn (Siegel, 1984). The 

idea for making meaning in multiple signs systems stems from a semiotic or a sign 

system perspective (Pierce, 1966), which defines literacy as all the ways humans 

construct and share meaning (i.e.: language uses words; math uses symbols and numbers; 

art uses visual forms; music uses notation and sound; and movement uses dance forms 

and nonverbals). Since all sign systems have different communication potential (Eisner, 

1994), children need to be encoixraged to use signs other than language to develop their 

full cognitive and commxmicative potential (Siegel, 1995). These ideas lead to the 
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notion that literacy in more than one sign system (language) is necessary since one form 

can not represent all that could be known or experienced (Leland & Harste, 1994). In 

fact, this new definition of literacy is clearly encouraged and supported by professional 

literacy-focused organizations such as the International Reading Association (IRA) and 

the National Council of Teachers (NCTE), who have published statements 

acknowledging and advocating the importance of including multiple sign systems, 

including art, in any qualit}' language arts program (NCTE, 1996). 

This central notion appears to be driving literacy teachers and researchers to find 

ways to bring multiple sign systems into their curriculum - to use other sign systems for 

thinking, learning and communicating (Short, Harste & Burke, 1996). Their focus has 

fallen on art in the school curriculum as an available system to explore. However, the 

tenor of the current literature indicates that many elementary, middle, and high school 

teachers are reluctant to bring art making into their classrooms when they, in fact, do not 

feel competent enough as art makers themselves to add it to their curriculum (Albers, 

1997). 

This signals a potential tension between beliefs about literacy and art as sign 

systems. Some educators indicate a sign system perspective for literacy but not for art. 

If a child makes and communicates meaning in words they are referred to as an emergent 

or developing author. However, if a child makes and communicates meaning in pictures 

or images they are referred to as artistically talented or not. How can a child be 

developing in one sign, language, but not in another, art? Such a belief is in direct 
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contrast to a sign system perspective and is based on the positivist paradigm where one is 

either a member of the talented elite or the incompetent public. Many of our schooling 

experiences have taught us that learning to construct meaning in art was reserved for the 

talented one percent, not the ordinary ninety-nine percent of learners. 

Teachers' underlying belief that pupils are incompetent rather than developing 

artists, perhaps indicates they are judging the process of developing competence in art by 

a different set of standards than they are literacy. In a sign system perspective all 

learners are competent, developing meaning makers in both art (images) and language 

(words). The issue of expertness becomes irrelevant when the process of learning to 

make meaning in more than one sign system becomes the focus of instruction. 

Traditionally, school environments are institutional arrangements with agendas 

often opposed to tlie work habits of artists and authors (Brown & Korzenik, 1993). 

Perhaps administrators and curriculum specialists, who do not make resources or 

opportunities available for incorporating semiotic perspectives into instructional 

experiences, inhibit teachers' efforts and perceptions of themselves as competent to bring 

other sign systems into their classrooms. 

It is true that some elementary literacy educators and researchers (Short, Harste, & 

Burke, 1996) have begim to articulate theory and subsequent practices for bringing many 

forms of meaning making into curriculum. In fact, recent research has articulated strong 

bonds between emergent or begirming literacy and art, but there appears to be little 



15 

documentation regarding the integration of art into content area classrooms or curriculum 

(Albers, 1997). 

This study originates from my desire to explore and articulate what middle school 

content teachers understand about the relationships between art and literacy; the value of 

using both sign systems in content instruction; what practices they use that allow students 

to explore, think and respond in both; and how the environment they create is supportive 

of literacy in more than just words. By examining these issues, this study may begin to 

address concerns voiced in the existing literature and to document the voices of 

administrators, teachers and students who engage in the practice of integrating art and 

literacy into middle school content curriculum. For decades, the field of reading has 

promoted the idea that content teachers are reading and writing teachers. Content 

literacy specialists provide literacy strategies and instruction to enhance understanding of 

content textbooks and assignments. It only follows then, that if literacy has been 

redefined, then perhaps some cj-nt^jnt teachers, who are not intimidated by the positivist's 

concept of talent, have developed ideas and practices regarding the use of art and literacy 

in content instruction. They may indeed believe in and support a sign system 

perspective which extends the concept of text past print to include other sign systems like 

art. 

How Does My Own Biography Influence the Thrust of My Work? 

I've always known I was an artist and a reader. My grandfather told me I was and 

I believed him from the time I could toddle into his study. He patiently showed me how 



I could think and make meaning using words and/or pictures. The first five years of my 

life, I spent my afternoons in his library surrounded by his books and his art. His only 

rule was that I stay occupied, either drawing and writing or reading the pictures and the 

print in the books themselves. At the end of each day, he would focus his attention on 

my constructions and ask me to explain what I'd been thinking about. Even though I 

didn't know many words, I understood implicitly through his questions that meaning-

making through pictures and meaning-making through words were very useful tools for 

thinking and communicating. These tools were acts of construction, invention and 

communication in which I brought what was inside me to bear on any print or pictures 

that I was reading. So as a child who was always encouraged to see things and express 

things in images as well as words, I went to school full of ideas about how meaning could 

be conveyed. 

Once in school, however, I learned there was another view of learning. My two 

favorite means of expression were separated and isolated from each other. Art wasn't 

seen as useful to learning, it was only an extra activity. Literacy was considered more 

valuable and useful and dominated classroom teaching. Moreover, knowledge was 

treated as a fixed reality, unchanging and constant, and learners were viewed as passive 

receivers, not active makers of meaning. 

Even though my understanding was not at the paradigmatic level, I did understand 

what was happening to me as a student in both reading and in art. I could no longer use 

two systems together. I was told to stop drawing on my language arts papers, but was 
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allowed to draw as a reward. In reading, I was told to focus on correctness, accuracy, 

and recapitulation. Meaning resided in the text and it was my job to find it. No one 

asked me to reflect or to respond individually. I quickly learned that my responses were 

often different from those expected by the teacher and therefore wrong or unwelcome. 

In art, now reduced to a 30 minute period once a week and separate from other meaning-

making activities and context, I learned what the positivist paradigm meant. It meant 

that adults would evaluate my work on the basis of their own predetermined standards of 

what was considered fine art, not on the basis of what I was trying to mean with the 

image. It also meant an atmosphere of competition, surveillance and judgment. And 

finally, the issue of talent was always there, and those students determined to lack talent 

were eliminated from acquiring the necessary skills to communicate effectively in 

alternative modes of expression such as art. 

Since the basic tenet of the positivist paradigm was that kids develop naturally if 

they are talented, there was no need to provide instruction for the rest. Generally, 

however, that meant 99% of students didn't get instruction in art. And certainly none 

got instruction in using art as a meaning-making activity. 

I am reminded of Frank Smith (1990) who asked the question in terms of 

athletics. He asks, must we compete at a professional athletic level in order to be 

involved in sports? My question has always been, must we compete as famous authors in 

order to get literacy instruction? Of course not, then why do we as teachers ask that we 

must compete as professional artists in order to deserve art instruction? 



In college I encountered the same positivist paradigm. Even though I was 

interested in discovering an alphabet, language, tools, meaning-making devices, and 

medias, art college was only interested in the students who had demonstrated an 

appropriate talent. They did not believe that everyone constructed meaning in images. 

They did not believe that everyone was talented enough to deserve instruction in fine art. 

Little did I know that I would wait until my adult life before I understood why the two 

had been separated in school, why my definitions were different, and why 1 had to wait 

for the articulation of a paradigm shift toward transactionalism before it became clear. 

This need for personal understanding became a professional interest. 

Teacher's Beliefs about Art Instruction: Two Pilot Studies 

Having discovered that my intuitive connection between art and literacy was real 

and useful in the semiotic sense (Pierce, 1966), I wanted to investigate how other 

elementary teachers felt about and dealt with the issue of the self as artist, being a teacher 

of art in the classroom, and a user of art to support literacy and content instruction. I 

conducted a preliminary teacher belief study in which I asked, "What is the relationship 

between beliefs about self as an artist and teaching practices using art in the elementary 

curriculum? Was it related to their own image of themselves as artists?" Teacher 

responses fell into two categories, those who saw themselves as artists who used and 

loved art, those who felt intimidated and squelched by the old paradigm. The latter did 

not think of themselves as artists and did not use art in their classrooms. 



This pilot study revealed a strong connection between the beliefs and practices of 

teachers who felt comfortable with art, or thought of themselves as artists-teachers who 

could express and communicate in images. They were willing to engage in using art as 

another mode of expression in classroom activities. Teachers who had little or no art 

background and had been intimidated or bullied about their art making, often relied on 

prewritten art materials in which everyone draws the same cow using precut pattern 

pieces so all representations are alike, or left the teaching of art to the art specialist. Art 

and content were separate. This belief study acted as a catalyst for a second study with a 

larger group of regular elementary teachers. 

In the second study I wanted more articulation on why teachers used art in literacy 

instruction. This inquiry was part of a larger study on literacy and professional 

development. My task was to ask regular elementary teachers questions about 

themselves as believers in art, users of art, the self as an artist, and how art integrated into 

their literacy curriculum. I interviewed over 30 teachers and it became evident that these 

teachers had little use for art as a meaning-making system. They had no substantiative 

definitions for what art was other than the old paradigm definition of creative self-

expression, where children were left to their own devices to develop naturally. "It 

makes them feel good, it gives them a reward when their work is done." These teachers 

also had no use for art or any understanding of why it should be in their classroom and 

therefore they had no substantial purposes for using art in their classroom literacy 

instruction. Art was, not surprisingly, occasionally used for decorations during open 
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house and holiday celebrations. These teachers basically had disassociated themselves 

from the practice, believing that their job was to teach the important content subjects of 

reading and writing first. Because their students were perceived as unskilled language 

users, they had no time for this extra stuff called art. As extra stuff, art was 

marginalized and not valued. These teachers did not embrace the paradigm shift away 

from the old ideas of art and literacy as separate skill-oriented activities. In addition, 

they had so many other demands and pressures on them due to budget cuts and other 

problems, that they simply had no time to do what they considered someone else's job. 

As I approached this dissertation, I realized if I wanted a picture of how art and 

literacy worked together, I needed a group of participants with a stated commitment to the 

arts and the academics, where art was valued and supported, where teachers assumed a 

relationship between art and literacy. I needed a rich envirorunent with an informed, 

active group of participants. The idea was to focus on administrators, teachers and 

students who used art across the curriculum and ask them what they knew about the 

relationships between the visual arts and content literacy. 

Significance of the Topic 

In light of current semiotic research on the use of art (another sign system) in 

literacy instruction in the elementary grades, it is important to ask why these insights are 

not used to investigate the role of a sign system perspective in middle school content 

literacy instruction. At a time in a student's schooling when the demands of 

reading/writing to leam content increase substantially, the opportunity for students to 
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express/demonstrate understanding in more than one sign system seems useful. For that 

reason, this study is designed to provide an addition to the literature describing middle 

school students, teachers, and administrators perceived relationships between art and 

content literacy; their uses of art and literacy in understanding content; and their beliefs 

regarding the value of expression in two sign systems as multiple ways of knowing. 

Hopefully this will dispel the notion that art is marginal in content literacy activities while 

advancing the notion that art is a meaning-making activity and essential to development 

of an aesthetic, literate person. Moreover, this study serves to persuade teachers, 

reluctant to bring art into their instructional experiences because they do not feel 

competent as artists, that talent is not a prerequisite nor a relevant concept for those who 

embrace a semiotic perspective and transmediation as the focus of instruction. 

The study also seeks to dismantle the artificial barriers between disciplines and 

therefore provide some insight for developing curriculum that integrates art, literacy and 

content. And finally, the smdy articulates the role of the environment as a support to 

thinking and learning in two sign systems, as a catalyst for cognitive development. 

In addressing these goals this study uses the terms literacy, environment, art and 

content literacy throughout and defines them as described below. 

Literacy and Environment 

In this study, I am relying on a definition of literacy which takes on a broader 

meaning than just focusing on skills and knowledge of language learning. It focuses on 
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the ability to communicate effectively in a variety of sign systems to make sense and 

share meaning across disciplines (Short, 1989; Short, Kauffinan & Kahn, 1995). 

For example, whole language is one of the vehicles by which this new definition 

of literacy has been realized in reading and language arts in the schools (Homstein, 1994). 

Whole language has contributed two ideas to the study of sign systems and language 

literacy (Goodman, 1968). The first is the insight that successful readers use many cue 

systems simultaneously while reading. Goodman observes that all readers use 

graphophonic, syntactic, and semantic information simultaneously when reading and 

what distinguishes successful readers from unsuccessful readers is their flexibility in 

using cueing systems. Just as whole language depends on flexible use of multiple cue 

systems, this new definition of literacy depends on the flexible use of multiple sign 

systems (Leland & Harste, 1994). Second, whole language supports children's thinking 

by establishing classroom environments that allow children to think like readers and 

vmters. Currently literacy teachers with a sign system perspective are extending these 

insights beyond language to include the sign system of art or visual representation in their 

activities, and set up environments that support children thinking like artists as well as 

readers and writers. I use this definition of environment in my study. 

Art 

In a semiotic perspective of contemporary art education, the arts are not seen 

primarily as activities of self expression and psychological adaptation but as vehicles of 

human understanding (Berger, 1972). They are a source of particular knowledge and a 
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way of knowing. The arts represent the power of cognition through engaged senses and 

the imagination. The arts actually make visible the cognitive life and encompass this 

double aspect of making and receiving meaning. This new cognitive approach extends 

the province of the visual arts from representation on paper to representation of 

imderstanding. Art engages students in an active symbolic system, using direct and 

active inquiry (not passive reception). In this study art is defined as direct expressive 

work (making objects) and aesthetic experience (reflecting on and responding to 

objects/performance) (Abbs, 1994) that results in understanding. Semiotics is also a 

way to collapse the notion of elitism, art is no longer defined as only fine art, the 

production of unique products by a gifted talented elite. 

Unfortunately, in a response to budget cuts and reduced status in elementary, 

middle and secondary schools, some art education has been redefined. Fine art, made by 

professional artists, and school art, made by developing learners, are no longer viewed as 

the same activity. The separation of developing artists from the positivist notion of great 

artists has allowed for other agendas, other purposes that might assure a continued and 

more vital presence in the schools. This division of rhetoric/epistemology opened art 

education to new perspectives including semiotics. In this study the learner as artist is 

every learner, developing as a meaning maker and communicator in the sign system art. 

Content Literacv 

Reading in the content areas, an older term based on reading as a skills-specific 

activity which differs for each subject, has been replaced by the term content literacy 
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instruction (Anders & Guzzetti, 1996) as other communication modes (writing, speaking 

and listening) were included to present a more holistic picture of literacy, which is stable 

across disciplines. Based on schema theory (how readers leam from text), mstruction 

focuses on strategies for reading textbooks, writing notes, using general study skills, 

including graphics (designs and configurations) associated with learning content specific 

concepts and facts. Content literacy has also embraced the idealist paradigm by 

accepting constructivist and sociolinguistic perspectives. This is evidenced by the type 

of strategies developed (those that engaged reflective and critical thinking) and the 

classroom environments where discovery and individual voices are valued and enhanced 

by the use of discussion to think further about content. However, little appears in the 

literature about the use of other sign systems, specifically art, in middle school content 

instruction. In this study, content literacy means reading and writing, speaking and 

listening in the service of content, as a study process which focuses attention on important 

text-based facts and concepts. With these definitions in mind the next step is to 

articulate a formal purpose and my subsequent research questions. 

Purpose 

The purpose of this study is to describe teachers', administrators' and students' 

imderstanding of the relationship between art and content literacy, how they use art and 

literacy in content activities, and how the environment they create supports literacy in two 

sign systems. Having no hypothesis to test, I view the topic through a set of guiding 

questions. 
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Research Questions 

1) How do teachers, students and administrators in one middle school 

conceptualize/understand the relationships between art and content literacy? What do 

they say is the value of this relationship? 

2) In what ways do administrators, smdents, and teachers use art and literacy in 

content instruction? Is art/content literacy integrated across the curriculum, taught as a 

subject in its own right, or used in the service of content? 

3) In what ways does the classroom/school environment they create support 

literacy in two sign systems? What media and materials are available for children to use 

as an expressive form? 

Organization of the Dissertation 

Following a discussion of the literature in art education and literacy in Chapter 2,1 

discuss the research setting, design, and methods in Chapter 3. Turning to the findings 

of the study, in Chapter 4, administrators, teachers, and students discuss the relationships 

they perceive between art and content literacy and the value of those relationships to 

overall learning. In Chapter 5, several examples of how teachers integrate art and 

content literacy into their instructional experiences at the literal and imaginative levels of 

transmediation are presented. Chapter 6 addresses how the environment that 

administrators and teachers create serves to support literacy in both sign symptoms. Tne 

final Chapter, 7, discusses implications of the study, its relative significance to the fields 
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of art education and reading, and reflects on the process of qualitative research as a 

benefit to participants and researchers. 
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Chapter 2 

BACKGROUND AND LITERATURE REVIEW 

In the history of education the tendency has been toward verbocentricism in 

schools, and in so doing language has come to be regarded as a privileged way of 

knowing. This perspective is evidenced in school curriculum guides, instructional 

approaches, and evaluation practices (Eco, 1976). Educators have long been concerned 

that in advocating the language only model they are failing to recognize that there are 

multiple ways of knowing (art, music, dance, drama) (Langer, 1942). The idea of 

knowing in more ways than just one (language) was in direct opposition to the positivist 

view of knowledge as fixed and unchanging and leaming as passive reception of 

prepackaged meaning. 

Over the past several decades scholars have come to understand that the concepts 

of knowledge and knowing have imdergone a transformation. This shift toward valuing 

other ways of knowing is representative of the emerging paradigm shift that is having a 

major impact on many disciplines including reading and art education. Rather than 

viewing knowledge as outside ourselves and stable, new paradigm educators view 

knowledge as negotiated constructed knowing. 

Are Emotions and Cognition Separate? 

The positivist paradigm, based on behaviorism, described the learner as a passive 

organism controlled by extrinsic motivation and changes in the environment, and a 

philosophic stance of the positivist, divided the mind into two domains, the cognitive 



(thinking) and the affective (emotion), which seemed to be defined by opposition. But 

by the early 50s, ideas about separating cognition and emotion had begun to unravel. 

Much earlier, John Dewey (1938) had raised the issue of whether the warranted 

knowledge claims of science were more authentic than other types. By the middle of 

the century several lines of thought appeared that could not support this previous belief 

system and the credibility of logical positivism and the traditional scientific 

epistemology. For example. Popper (1959) argued that scientific knowledge claims 

could not be proved or fiilly justified, only refuted. Thomas Kuhn (1962) explained 

how contextual factors determine what qualifies as scientific truth. Criticism of the 

notion of scientific objectivity constituted a significant body of literature that questioned 

the concept of fixed, stable knowledge as truth. A more relativistic notion of truth 

appeared asking what could be known, how was knowing generated, and what were 

appropriate representations for what was known. As the cognitive scientists gained 

voice in the 1950s there was a huge change in how we understood the way the mind 

worked. All mental activities were considered cognitive. Learners were active agents 

who constructed knowledge and were intrinsically motivated in that their behavior was 

directed by their own ideas and purpose. 

BCnowledge was redefined to include both the cognitive and the affective. It is 

constructed, contexmal, mutable (Belenky, 1986). The idea of knowing in more ways 

than just language stems from a sign system perspective. 
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Sign Systems 

A sign system perspective defines communication and literacy as all the ways we 

use to construct and share meaning with others, including language, mathematical 

symbols, music, visual forms and movement or performance. When we suggest that 

meaning can be made through signs other than language, we must consider semiotic 

theory. Semiotics, the process humans employ to make sense of their world, is based 

on the thinking of deSaussere (1938) and Pierce (1966), who postulated that we as 

humans see everything as sign. We generate and communicate meanings and messages 

in a variety of forms and contexts. 

Two such systems are language and art. The nature of our species is to make 

signs, to invent them. The idea is based on the assumption that we as humans are 

unique in our ability to abstract ourselves from our experience and we use signs to refer 

to it. In fact, those studying semiotics see this as the defining human characteristic. 

Their argument maintains that other animals exist in a sensory continuum of direct 

experience but we, as evolved linguistic beings, have no access, and virtually have no 

direct experience of anything for longer than part of a second. When faced wdth any 

perceived sign, we instantly/automatically think about it, what it can relate to and what it 

means. We make it up, and in so doing, we do what it means to be human. 

Historically the idea of sign or symbol systems has been discussed for decades. 

Ernst Cassirer's (1944) theory of culture popularized the concept that there are reahns of 

meaning, ways of knowing, types of intelligences (six symbolic forms of human culture). 
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To Cassirer, art was a basic form of human understanding, a discreet area of human 

symbolic functioning, the purpose of which was to articulate consciousness and make 

experiences we have as a human comprehensible to others. Susan Langer (1957, 1967) 

amplified Cassirer's ideas. According to Langer, brains naturally translate experiences 

into symbols, and meaning may function as a sign or symbol. Symbol making is a 

basic need for the imagination, for a sense of value, for interests in a wide range of 

activities and general awareness of life. It's also a basic need to communicate and 

connect witli others. Sign systems are ways to think and to communicate, both aspects 

are an essential part of sign system processes. 

In addition, Langer (1967) drew a distinction between discursive symbols 

(language) and presentational symbols (art). Langer emphasizes the importance of non-

discursive forms of articulation, particularly visual interpretation as a meaning making 

form. In non-discursive forms, like art, the constituents are presented simultaneously. 

One sees a picture/image/symbol all at once. In discursive forms, like language, 

constituents are presented successively. One reads firom left to right and page to page. 

Hence, non-discursive forms, like drawing, ask the learner to communicate a meaning in 

a way that may not be possible in language. 

Although discursive forms were highly versatile, their usefulness was limited in 

that there was a great deal of experience that was knowable but it defied verbal 

expression (discursive formation). Langer (1957) pointed out that our genuine 

understanding and knowledge was considerably larger than our discourse demonstrated. 



Often in language we resort to metaphors or word images when there are no specific 

names or words available. Pictures, like metaphors, however, are not mere replicas; 

they are abstractions of productive/cognitive thinking and functioning. Yet, there are 

certain meanings that carmot be rendered very well in visual form either. 

In contrast to earlier thinkers like deSaussere (1938), who used language as the 

model for all sign fimctioning. Pierce (1966) did not limit his focus to linguistic signs. 

Instead he organized signs into three categories according to the types of relationships 

between the signifier, object and interpretant. His three categories were 1) an icon (art 

objects) resembles something else and there is a similarity between the object and the 

sign; 2) an index indicates that signs are linked in a natural relationship (knock at door 

indicates someone is present); 3) a symbol relationship is not natural but arbitrary, it is 

agreed upon by convention (words, numerals). These distinctions between types of 

signs are significant because they indicated different ways of knowing about and 

representing the world. 

We use signs to make abstractions, to manipulate concepts, to construct and 

communicate meaning. From this perspective meaning is not inherent in the material 

world (in objects or texts) but rather individuals form interpretations based on how they 

orient themselves to that world (Siegel, 1984). These orientations provide a framework 

for articulating meaning. 
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Where Does Meaning Reside in Art? 

The framing of this question is understandably rooted in a positivistic paradigm. 

It is stated in a way that leads the reader to seek a location (the art object, the text or the 

reader) for meaning, as if it was a package sitting there waiting to be discovered. The 

positivist paradigm says that meaning resides in the content/text/object. The message is 

fixed and the learner seeks to find this single unvarying meaning and reproduce it. 

The positivist paradigm in art education bases meaning on the old Kantian 

aesthetic in which value is an intrinsic characteristic of a work of art, value resides in the 

work itself. Therefore all viewers react to it the same way because all humans can 

perceive it regardless of their location in time or on the planet. The theory depends on 

a distance established between the work and the viewer, making the viewer a passive 

disinterested observer. This theory translates to classroom instruction that emphasizes 

knowledge acquisition. Students are encouraged to recognize great art and to apply a 

well-conceived, standardized set of values in discussing it. This allows the non-artistic 

masses to express themselves by looking at and discussing art correctly rather than just 

making inferior products. Learning is evaluated on the closeness of the template match 

between what was taught and student's responses. 

In a transactional paradigm, the art of the past no longer exists as it once did. Its 

authority is lost. In its place is the language of images (Berger, 1972). In new 

definitions of art, seeing and language are mutually dependent. It is inappropriate to 

think of art works as simply non-verbal substitutes for what otherwise might be 
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communicated in words (Berkeley, 1993). Art works are products of human 

consciousness, thought, and feeling transformed into something visible. Art works are 

not simply assertions as much as they are inquiries and explorations. They don't tell, 

they make possibilities available. 

Meaning then is not prepackaged by the artist and viewers do not simply await its 

delivery since it is not inherent in the work itself. Images and what we see in them 

involves our knowledge, beliefs, Laterests, practices, and pleasures. We bring 

ourselves, our culture to making images and appreciating them. Meaning is construed 

dynamically by both the maker and the viewer/user. We don't decode an image, we 

attempt to relate ourselves to it and what it may represent. An image is a place to see, a 

place of exploration, a site to visit repeatedly because there is always more to see 

(Berger, 1972). An image is not an historical record, what its creator noticed and 

considered worth noticing within a given culture, at a particular moment. Images are 

not things shown, but rather representations thereof: re-presentations of the social 

practice of making sense (Leepert, 1966). A work of art, is a semiotic representation, a 

system of signs, not as a resemblance or minesis, duplicating some referent in the world. 

In a sign system perspective the viewer experiences a work of art, an image, as an active 

inquirer, curious and thoughtful, who brings his full culture to that viewing experience to 

construct personal meaning. 

Semiotic theory can be used as a way of collapsing this positivist distinction of 

inherent aesthetic value. According to semiotic theory all aspects of social life consist 
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of signifying systems composed of signs and therefore must be read as different kinds of 

discourse (Bryson, Holly, & Moxley, 1994) whose aesthetic value depends on the 

prevailing cultural conditions. A work is invested with value by means of appreciating 

its meaning both in the culture and in its production and reception. It depends on a 

conception of knowledge as something comprised of the attitudes and values of those 

engaged in its production. 

Stephen Shipps (1996) asserts that art is a paradigmatic human activity. If we as 

humans perceive everything as sign and if as humans we relate to the world by 

manipulating signs to achieve whatever ends we want, and if art is juggling signs as an 

end in itself, then art so described becomes a paradigmatic human activity. If artists are 

intuitively juggling signs, then there can be no preexistent meaning intentionally 

encoded in the art for the viewer to get. The positivist paradigm says meaning is fixed. 

The transactional paradigm says we construct meaning, we negotiate it, invent it, 

interact with it or transact with it, meaning is relative. If there is nothing that we're 

supposed to get, then there's no risk of getting it wrong, as most of us have long been 

conditioned to assume. For Shipps, the real difference between the new paradigm and 

the traditional one is that in the new paradigm students come to understandings by 

themselves rather than learning them as givens from books or from great art. This 

learning maximizes the potential for new insights over and above the given ones. 

In new art education the key to initiating children into an active symbolic system 

is through engaging them in a) aesthetic experience and b) direct expressive work (Abbs, 
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1994). Aesthetic experience involves responding to art work by reading, writing, 

speaking about, listening to, and viewing art. Direct expressive work means simply 

making objects or products as a way of making meaning visible and communicating it to 

others, through experience with various media. 

Where Does Meaning Reside in Literacy? 

Literacy education has established a new position regarding meaning. Currently, 

the term transactional has been applied to reading models (Goodman, 1967; Iser, 1974; 

Rosenblatt, 1978; Goodman, 1986) that are based on assumptions that sharply contrast 

those of the positivist paradigm. Rosenblatt argues that meaning resides in the 

transaction between the child (reader) and the text potential (the physical book). The 

theory describes the relationship between reader and text as a transaction in which the 

reader is no longer just a receiver of a fixed message but the creator of the message. 

The message, viewed as a potential, cannot function as a template because any one 

message will evoke a range of interpretations (Culler, 1981). 

Building on Dewey (1938), Rosenblatt (1978) suggests recognizing that the 

reader's response is always individually internalized and that each reader draws on a 

personal reservoir of linguistic and life experiences (Pierce, 1932, 1933) in response to 

what is read. Rosenblatt believes that response begins in the personal, the individual, 

she sees this response as being shared and critically considered within a community of 

readers. She sees a balance of the individual and the group as an essential aspect of her 

transactional theories. In fact, according to Culler (1981) the goal of the 
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transactionalists is to explain ttie range of interpretations readers actualize. Likewise 

the new art perspective maintains that the child draws on a rich image bank of symbols 

developed through experience and reflection to construct a range of meaningful visual 

responses. 

Research in the last decade by language literacy educators has focused on 

children's ability to communicate effectively in a variety of sign systems, to make sense 

and share meaning across disciplines (Short, 1989; 1990). They have discovered that 

by encouraging explorations in additional sign systems, teachers provide opportunities 

for moves between communication systems. These moves create a settuig that 

encourages the learner to t£ike a new perspective of the event (Harste & Stevens, 1984). 

For example, in classrooms where teachers use both art and language to learn content 

material, they are asking students to make moves from one sign system to another, each 

representing distinct ways of knowing. Therefore, when teachers ask students to move 

from words (symbols) which they use to read text or \\Tite about their ideas, to images 

(icons) which they use to make drawings or objects, they are asking students to invent 

distinctively new representations, new understandings about the content material being 

learned. Moving from language to visual representation causes the learner to invent a 

way to cross from one sign to another. If a learner reads a poem, the content of the 

poem exists in one expression plane, linguistic. Then the learner draws a picture about 

his impression of the poem, thus requiring him to move the content of his linguistic 

expression to a pictorial expression plane, the drawing. It is this moving from one 



expression to anotlier that transforms the content. According to Siegel (1984) these 

moves require the learner to create a code that links the two communication systems, 

each expressing meaning in a different way and in ways that cannot be expressed in 

other sign system. This movement to another sign system provides the anomaly which 

leads to an abduction about how to express this meaning (Pierce, 1966). These moves, 

transmediation (Suhor, 1984), push the learner to develop and extend meaning already 

constructed in one sign and allow the learner to construct firameworks which he can use 

to comprehend other forms of representation. 

Transmediation, a term introduced by Suhor (1984) to provide a structure for 

thinking about and designing curriculum, is based on semiotic theory and principle and 

provides a means of explaining how experiences, sign systems and media work together 

for curriculum planning. All people possess an experiential data base or reservoir of 

ideas, concepts, experiences, feelings, potential meanings coded into one or more of 

their sign systems. They also have a variety of media available to them in which they 

can express their understandings and meanings of experiences (linguistic media uses 

writing and speaking; gestural media uses dance and body language; pictorial media uses 

drawing, painting, photographs; musical media uses singing and composing; 

constructive media uses sculpture; and mathematical media uses numbers). Often 

experiences/thoughts occur in more than one medium simultaneously. For example, if 

we watch a film we are engaging linguistic (oral), pictorial (photography/film), and 

gestural (body language) mediums. Even though we might think of all sign systems 
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and their representative media alternatives as being equally powerflii, research in the last 

two decades (Carroll, 1971; Eco, 1976) indicates that linguistic expression is the 

premiere system used to organize most human thought and is certainly dominant in 

school learning. 

Often in language arts instruction, the teacher reads a story to the class and then 

invites students to express their interpretations or reactions in a medium of their choice. 

Some choose to paint, others to draw or write a song, and still others choose to vwrite in 

their journal. These translations from linguistic to pictorial or musical media can be 

literal or imaginative (Cameron & Plattor, 1973; Dauterman & Stahl, 1971). For 

example, a literal translation might include making an object described in the story that 

is an accurate, exact depiction of details outlined by the text. An imaginative 

translation might be a song based on the story or a painting that uses images or symbols 

based on the book, a more interpretive or evaluative translation. 

It is important to point out that a literal translation is not to be confused with the 

demand for a literal template where students are given specific words by the teacher or 

text, then asked to recapitulate these words verbatim as is typical in transmission-

oriented teaching where students are asked to reproduce exact language of text in 

answering comprehension questions about their reading. 

Using language, pictures, linguistic and pictorial translations in a semiotic sense 

assumes there is no predetermined right words or right pictures, but rather, an accurate 
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visual representation of text based facts and concepts. An active interpreter is always 

between the two. 

Cognition in the Arts: An Historical View 

A key figure in generating interest in cognition in the arts is Nelson Goodman 

(1968). Unlike earlier epistemologists who distinguished between art and science on 

the basis of the difference between cognition and emotion, Goodman argues that 

perception, cognition and emotions are involved in both domains and that emotion itself 

was cognitive at its core. The symbol systems of art are used to construct different 

versions of the world and none of these can be reduced to another. Goodman sees 

people as freely choosing between signs and systems and therefore, sees our knowledge 

of the world and cognition as mediated by symbol systems. 

Goodman (1968), did for symbol systems what deSaussere did for language, he 

transformed them into objects of science, and urged us to become competent in them. 

In his text. Languages and Arts (1968), Goodman returns to the earlier ideas of Cassirer 

and Langer. He talks about the symbolic nature of arts and the importance of cognition 

in the arts, much the same as did Langer. Goodman characterizes different forms of art 

on the basis of how well they satisfy requirements of an ideal notational system and to 

distinguish symbol systems in the arts from other domains. In this he establishes that 

the arts constitute a distinct kind of symbol system with an essentially cognitive 

function. Aesthetic experience for him is cognitive experience. Goodman says that 

what engages us in works of art is curiosity and that curiosity is then rewarded by insight 
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and understanding. These are characteristics of active inquiry, not a matter of passive 

reception. 

By the 1970s, in the field of art education, children's drawings reexamined in light 

of this new cognitive view, revealing that children were not producing likenesses but 

actually creating symbols equivalent to language. Two ideas arose that redirected 

contemporary aesthetics: first is no preexistent meaning in the art objects themselves, 

and second that the artist is a maker of meaning, using aspects of ordinary symbols in 

such a way that the audience could recognize and actively construct a meaning of their 

own with these ideas in mind. 

Multiple Intelligences 

Goodman founded Harvard University's Project Zero, and with Howard Gardner 

conducted a number of investigations into artistic and aesthetic development in children 

and the problems of constructing a curriculum for those purposes. From these efforts, 

Gardner (1983) developed a theory of multiple intelligence that articulated a wide range 

of human intellectual potential. He articulated seven major realms of intelUgence in 

human functions: linguistic, musical, logical, mathematical, spatial, bodily kinesthetic, 

interpersonal and extrapersonal. Gardner's theories provided support for the notion 

that there were many forms of human thought. He argued for a pluralistic intelligence 

that forms a cognitive foundation firom which we create sign systems to make meaning 

and share those meanings with others. 
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Curriculum Implications 

Each of Gardner's (1983) seven intelligences are vital abilities and our blending 

of them serves to create our own personal cognitive style. Nevertheless, just possessing 

seven intelligences is not enough, we have to nurture and value all seven and provide 

opportunities for practice in using all these cognitive capacities for constructing 

meaning. We need to leam how to express different kinds of understanding, make them 

public. In the process, new ideas, more sophisticated than our original concepts, are 

generated. Once public we can reflect on them, revise them, and gain insight from each 

new perspective generated. 

Gardner's theories ask questions about the kind of educational intervention that is 

needed to foster artistic and aesthetic development. Recalling the functionalism of 

Dewey (1938), who saw the arts as a source of valuable experience in their own right - a 

source of knowledge and insight - curriculum theories presented a very radical thesis for 

the time, that the arts themselves were a source of knowledge and were for everyone. 

Believing that learners were active agents whose behavior was directed by their own 

ideas and purposes, Gardner and Goodman insist that every child should be educated as 

an artist in order to have access to those understandings that are exclusively extended 

through aesthetic symbols. 

This notion of perception, as active construction of meaning has important 

educational implications regarding those who needed art instruction. Instruction should 

not be just for the child who develops into an artist, a maker of fine art. They are not 
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the only ones who require these symbolic tools of Literacy in the visual arts. Instruction 

must also include the child who will develop into a maker of meaning through reading 

aesthetic symbols in our culture (Gardner, 1983). According to Goodman, every child 

should be educated as an artist to attain literacy in this sign system. Art is vital for all 

learners and consequently schooling must reflect that belief by providing formal and 

informal opportunities to engage children in the practice of meaning making through the 

visual arts. 

If meaning is constructed, we need practice and instruction in various mediums 

and tools, which call for different intelligences. We need opportunities to think like an 

artist, to engage in art as a sign system, to nurture these different types of intelligences. 

Art For All 

Along with Bruner (1963), a number of influential curriculum theorists during 

the same period, assign a fundamental role to the arts within the curriculum in the public 

school and developed curriculum theories that would apply to all students. All agree 

that the aesthetic constitutes a unique domain of knowledge and that some competence 

in this domain should be required of all students. These views contrast sharply with 

the rhetoric of the time, in which arts were viewed as an instrument for learning other 

subjects, rather than an area of knowledge in its own right. 

These ideas, although revolutionary to art education, had little impact throughout 

the sixties, seventies and eighties and especially in the nineties. Currently the arts are 

reduced in elementary, middle, junior high schools due ostensibly to budget cuts. Even 
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at the secondary level, they are available only as elective subjects taken by a small 

fiaction of students. The idea that the arts are extra still pervades school society. 

TO be denied the arts is to be denied an opportunity for full development in 

human intelligence (Goodlad, 1978). Art in particular means the enrichment or 

augmentations of other frames of mind. The arts enrich one's capacity to perceive, 

inquire, to think, even to transcend cognition. Artists in this sense do not become 

literate in various mediums and visual representations by preordained generic 

disposition, they become literate users of the sign systems by being nourished in the 

public schools (Goodlad, 1978). 

Discipline Based Art Education 

Art education struggled to maintain a position in public schools in the sixties. In 

an attempt to establish more credibility it moved toward restructuring itself into 

disciplines that would be worthy in their own right to be included in the artistic and 

aesthetic development of all children. 

In the early sixties, curriculum reform centered on the structure of knowledge as a 

starting point for change, a content centered approach. Manual Barkan (1962) 

reviewed the history of art education since the 1930s and concluded that the field was 

outdated. The general theme of outdatedness refers to a move against the prevailing 

philosophy of the child as an artist who needed no instruction. Faculty and researchers 

believed the purpose of art education was not to develop artists or specialists but rather 

to develop the non-specialist (Smith, 1989), the ordinary citizen. Since the citizen was 
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not going to be an artist but could still learn to appreciate art, the faculty agenda was 

straightforward, art must be recognized as an essential subject in the school curriculum 

because instruction in art was the right of all students. 

Reviews of the literature and of the research demonstrate this shifting emphasis 

(Dobbs, 1974; Logan, 1975). To give children an understanding of the basic ideas and 

fundamental structures of the field of art, Jerome Bruner (1960) suggested that 

curriculum reform was a matter of deciding what content to include in art education in 

the public schools. With substantial federal fianding to balance support to the arts with 

that of the sciences, a series of conferences and research efforts were set in motion which 

had far reaching implications for art education (Mattil, 1966). With both private and 

federal funds available for the development of instructional materials, research efforts 

did just that. 

By the seventies the ideas of Eisner (1972) and Barkan (1962) successfully 

redirected the attention of art education from a preoccupation wth creative self 

expression to emphasizing the content to be taught. Art became a discipline in its own 

right with studio activity as a mode of inquiry equal to criticism, art history (Eisner, 

1972) and eventually aesthetics. University faculty and researchers focused their 

efforts on representative ideas in these fields and were able to structure a knowledge 

base that was to become known as Discipline Based Art Education (DBAE) in the 

1980s. 
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In 1982, the J. Paul Getty Trust sponsored a series of institutes to define art 

education curriculum for the future (Clark, Day & Greer, 1987; Greer, 1984). The 

early view of DBAE (production, criticism, history) proposed by Barkan (1962) and 

Eisner (1972) in the 1960s was enlarged by adding aesthetics to the curriculum. Art 

educators had looked back to the tum of the century for curriculum ideas and found the 

basic four. Art education had reached its vision of becoming content based. In 1984 

and 1985 specialists from the four disciplines worked with art educators, administrators, 

and others to draft a DBAE approach to be implemented in the public schools (Moore, 

1993). 

The success of this effort is reflected in a study of public schools by McLaughlin 

and Thomas (1984) and Day (1984). Both show that, although DBAE varies in its 

application across schools, teachers know and practice the content categories that define 

it. A national survey by the National Endowment of the Arts (Leonhard, 1990) showed 

a gain in the frequency and depth of content in art history, aesthetics, and art criticism 

for middle and secondar>' school levels. In fact, 97% of schools surveyed advocated the 

content centered approach. And finally, a survey of faculty in art education at 

universities (Leonhard, 1990) further supports the content recommendations of DBAE to 

shape elementary and secondary art education. 

Active Makers in Art 

In the positivist paradigm art is understood conceptually as the ability to make a 

unique product. Hence, research tended to focus on "what do kids make?" When 



judged by adult standards, the answer was clearly, " they make childish art." In part this 

relates to the old assxmiption of a creative elite and their special ability to make unique 

products. Unfortunately, this definition discriminates against and excludes almost 

everyone, especially children, from the opportunity to make meaning in visual form. 

Amheim (1969), a major voice in art education for many decades, is adamantly opposed 

to placing art in a rarefied atmosphere of adulation. New paradigm educators believe 

art is neither mysterious, nor the province of the gifted, to be revealed by a select few 

and appreciated by a few others (Szekely, 1991). A sign system perspective is 

interested in products as evidence of creativity only so far as the children themselves are 

interested in a finished object. Products need not be judged by anyone other than the 

child who is making them for self-centered, self-expressive reasons. The assumption 

that products of thinking must be presented and judged at every stage of the process of 

learning stems from a positivist stance. Meaning constructing in art involves a process 

over time rather than a specific object or product that appears at the end of thinking and 

making. 

Earlier research on the artistic development of the child, supports the notion of an 

emergent artistic literacy. Kellogg (1969) and Lowefeld and Brittian (1987) observed 

that among young children the nearly universal inclination to make art is innate in the 

human mind. Kellogg, after analyzing over a million children's drawings and paintings 

of the human figure, found that children pass through several stages, from scribbling to 

picture making; placement, shape, design, pictorial. This normative approach supports 
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the position that all (not just some) children draw similar things, at similar times, and in 

similar ways. Although positivists see these conclusions as an argument in support of 

conformity of instruction and the need to sequence and control content and response, 

those with a sign system perspective see this as evidence that children construct 

meaningful responses through visual representations, whether researchers recognize it or 

not. Children make and create throughout daily activities. If observers fail to 

recognize this, it is because the products often existed for only a moment and then were 

incorporated or destroyed (Szekely, 1991). In fact, according to Amheim (1969) art 

does not fulfill its most import function as a creative form because it has been lifted out 

of the context of daily life. The artistic aesthetic life is not exclusive, it is essential in 

everyday thinking and learning. 

Lowenfeld and Brittian (1987) were interested in creative and mental growth 

(ages, stages and characteristics) and describe how children learn to use media, materials 

and tools, how they become more deliberate in their planning of art works, and how they 

continually strive for realism throughout the school years. What is important about this 

research was that it looked at artistic development from the child's point of view and 

asked "how do kids make?" They found not an empty vessel but an active curious 

explorer, a willing experimenter who had a rich image bank of symbols, and a natural 

propensity to create and experience. This demonstrates that the process of becoming 

visually literate is ongoing, starting before schooling and providing a framework for 

comprehension of the world. 
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This notion that children are ready, willing, and able to make art and express 

themselves visually is supported by other researchers in artistic development. When 

Torrance (1965) studied creativity and schooling, he concluded that creativity peaks at 

about four or five years of age. He attributed a drop in creativity after age five to 

school's insistence on conformity, accountability, and the emphasis on academics, all 

characteristics of the positivist paradigm. In school art quickly becomes judged, 

valued, and determined as good or not. Students who once willingly expressed 

themselves visually are rapidly trained to understand that only a few students, the elite, 

are good enough to actually make products of quality. Creativity does not die because 

our creations become meaningless but because other people want to put relative value 

upon them. 

New art offers total immersion in the practice of using tools, media and materials 

because they are confident in children's abilities to find ways of using them to make 

meaning. The process is important, doing the experimenting, making the aesthetic 

choices, and using the tools. Becoming artistic/aesthetic is not a skill even though 

skills are involved in expressing creativity. We do not leam to be artistic by doing 

creativeness exercises. We leam to capitalize on creativity through the process of using 

and mastering materials and medium. Becoming artistic/aesthetic has its roots in 

experience and takes place over time. 

It appears that in becoming visually literate, children experience processes parallel 

to those experienced during language literacy development. In both sign systems 
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creations of meaning do not unravel fully formed. They require practice and 

instruction. 

Active Makers in Literacy 

Likewise, children are active in the process of language acquisition as a meaning 

making activity. They experiment with language, try out and make approximations of 

real language (Halliday, 1975); and they actively construct meaning from print (Harste, 

1985). Literacy develops as children encoimter authentic experiences in which they are 

able to approximate the real tasks of literacy (Camboume, 1988). So too, art need not 

be separate from home, daily life, and everyday objects (Szekely, 1991). Charlotte 

Huck (1989) reminds us that we do not teach kids to be literate and then give them 

books, we help them achieve literacy by using books. Literacy educators began to 

understand that children leam to read and write by reading and writing (Pappas & 

Brown, 1987). 

Before the sixties the view of children's readiness to read and write was a skills 

model in which knowledge/content was transmitted to passive students. It was 

believed children were not capable of reading until they had mastered basic skills about 

print (letters and sounds) and were not capable of writing until they knew how to read. 

Instruction was carefully monitored and formal testing was necessary to insure a logical 

sequence of development (ages equal stages) through a set of predetermined skills. For 

the reader the interpretive act and comprehension were reduced to telling back what was 

said, a limited view of how reading was actually used. This view of reading as a closed 
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system asked the reader to passively receive the text message not a creator of it. 

Durkin's (1966) classic study. Children Who Read Early, showed this perspective was 

simply not positivistic. Clay's (1967) investigation into the literacy habits of young 

children led to the formation of the concept known as emergent literacy which focused 

on the way children use and leam language in meaningful encounters (Teal & Sulzby, 

1986). 

New research no longer regards literacy as a simple cognitive skill. Literacy is 

studied from the child's point of view as a complex activity with social, linguistic and 

psychological perspectives. For example, based on his observations and analysis of 

children's reading from a linguistic perspective. Ken Goodman (1967) found that 

context provided cues to readers regarding the meaning of words and successfiil readers 

used many linguistic cuing system when reading. He observed that all readers used 

graphophonemic, syntactic, and semantic information simultaneously when reading. 

What distinguished successfiil readers from less successful readers was the flexibility in 

their use of cue systems, an idea that speaks directly to a sign system perspective. 

Errors, instead of being deficits, become miscues which provided useful information 

about what was comprehended. Second, this whole language perspective reminded 

educators to set up environments that supported children's thinking like readers and 

writers using authentic language activities. These findings prompted Goodman's cycle 

of selecting, predicting, hypothesis testing, and confirming and integrating, the 

psycholinguistic guessing game. This was an indictment of the isolated phonics 
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instruction prevalent in school reading instruction. Moreover, it started the whole 

language philosophy that language should not be separated and simplified for 

instructional purposes. 

These were exciting times as new research in emergent literacy indicated that 

children were not empty vessels waiting to get old enough to leam language, but rather 

the process began early in life and was ongoing through daily activities, experiences and 

interactions with peers and adults (Goodman, 1986; Harste, Woodward & Burke, 1984; 

Heath, 1983). Researchers found that children experimented with language, tried it out 

and made approximations of real language (Halliday, 1975). Halliday found that oral 

language was learned through functional use of real language tasks in authentic settings. 

Language was socially constructed and therefore curriculum must be meaningful to the 

child. Rather than using skill oriented, structured, sequenced, language controlled 

basals, teachers could use real books of interest to children. Rather than practice 

exercises on skills of writing, children could write letters or personal stories. Halliday 

showed that text was always interpreted in context. 

In the learner centered view researchers looked to children for answers. 

Kidwatching (Goodman, 1978) provided a new view of language use. Invented 

spelling (Gentry, 1987; Zutel, 1978) also called functional spelling, revealed that kids 

were already constructing meaning and understood much about how language functions 

when they arrived at school. 



With all this interest in the learner there was a need for a model of reading that 

placed the reader in a more active role. About this time, a transactional view 

(Rosenblatt, 1978) of the relationship between the reader and the writer of the text 

reappeared. Based on assumptions that sharply contrasted those of a skills model, the 

content centered model, or transmission model that saw text as having particular 

meanings to be comprehended, the theory described the relations between reader and 

text as a transaction in which the reader was no longer just a receiver of a message but 

the controller of the message. The reader constructed her own interpretation or 

understanding. The text had a potential meaning only, not a static fixed message 

waiting to be delivered to the reader. Since each reader brought a personal wellspring 

of linguistic and life experience to bear on any transaction with what was read, the 

transactionalist sought then to explain this range of responses and interpretations that 

readers externalized. 

By 1970 researchers had developed a new term, literacy research. In it reading was 

brought into a new context. It was a process related to other linguistic processes 

(writing, speaking, listening) and related to underlying thinking processes. With this 

new thread of constructivism, for the first time, the reader assumed more importance 

than the text. Collins, Brown & Larkin (1980) saw readers as active meaning 

constructors. Other researchers (Eisner, 1982; Graves, 1983) found that children used 

writing like reading, functionally, like adult writers. Language literacy activities 

became integrated for instructional purposes. 
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Signs Axe Social 

Emergent reading and writing are social processes (Cook-Gemprez, 1986; Wells, 

1990) just like emergent artistic literacy. Children leam by sharing books and 

responses with peers and adults. Literacy develops as children encounter authentic 

experiences in which they are able to approximate the real tasks of literacy (Camboume, 

1988). In their accounts of parents sharing books with children, Taylor and Strickland 

(1986) observed that the talk surrounding the words and pictures in books inevitably 

turns to questions about print. The same was found to be (Gentry, 1987) true among 

preschoolers and kindergartners (Thompson, 1991) in art classes. The nature of talk 

surrounding their participation in art activities eventually turns to meaning making. 

The social life of classrooms, conducted through both language and action, demonstrated 

children's capacity to collaborate in meaningful ways to benefit from the sharing of 

perspectives. Meaning is not isolated firom community. 

Likewise, language is an essential part of artistic/aesthetic knowdng (Fielding, 

1994). When artistic meaning making includes language (talking, writing, reading) 

thinking becomes collaborative, social thinking. Vygotsky (1962), noted the tendency 

of learners to resort to speech when visual problems arose. Recently, Fielding (1994) 

found that students began to verbalize when unable to solve a drawing problem. After 

thinking it through aloud, they were able to successfully finish their drawing. 

Language, according to Fielding, is an important adjunct to artistic learning and 



development because it helps children mentally manipulate concepts of expression and 

appreciation through social means. 

If Signs Are Social. I Need a Social Agent 

With the acquisition of language, children bring about internal cognitive change 

(Kozulin, 1986). Lev Vygotsky (1962, 1978), a Russian researcher, formulated a 

theory of human development that offers two theoretical claims relative to this 

discussion. The first is that all higher mental functions in human beings are products of 

social interaction and since artistic thinking is a complex mental activity, artistic 

development should also be largely a result of social interaction. Second, children need 

assistance by a social agent to master skills and concept. 

To Vygotsky (1978) thinking and learning are always social in nature. 

Knowledge is never separate from social context. We always operate in a social 

culture, a thought collective, in which the members act, think, communicate their 

knowings together. 

Vygotsky (1978) attributed all higher cognitive accomplishments to social 

interaction. Through the use of semiotic devices (visual symbols and language), 

Vygotsky recognized the crucial role played by environmental factors. He saw human 

development as a flmction of interaction between the learner and social forces, the result 

of social interaction on two distinct levels of consciousness. The first level was the 

natural line of development which includes tool activity of primates (it probably 

corresponds to human sensory motor period). The second is a social line of 
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development, that depends on the learners acquisition of and increasing mastery of 

semiotic systems, especially natural language which draws us into social interaction. 

The claim that semiotic systems enable humans to carry out behaviors in isolation 

from physical stimulus or tools indicated that human cognitive development is 

significantly influenced by social forces. What Vygotsky's theory says is that the child, 

cut off from social contact, would not develop mentally beyond the natural behavior and 

capabilities of primates. This speaks directly to art education. So often children do 

not develop beyond primitive art because they are never offered meaningfiil instruction. 

Recognition that children's artistic and linguistic development is primarily a social 

phenomena rather than a genetic predisposition should have significant effects on the 

type of art and literacy education practiced in schools. 

We all have memories of teachers requiring us to produce a picture without any 

discussion other than providing direction on how many pieces of paper we were allowed 

to use; of parents referring to their children's attempts to make meaning in visual form as 

talented or not; of instructional materials and activities being organized by fixed age-

based stages of artistic development. All these instances imply a belief in a genetically 

programmed artistic ability, meaning kids naturally develop (if talented) on their ovm 

and to their highest potential. These ideas are a direct result of the theories of Piaget 

(1969). He embraced the artistic development ideas of Lowenfeld (1987) who claimed 

development preceded learning. To him genetically programmed development of 

mental faculties must occur first before the child is able to assimilate certain concepts. 
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Therefore, all child development was seen as age-based stages. In art, educators loved 

the idea because it simplified the study of children's artistic activity and produced an 

abundance of sequenced materials for artistic/aesthetic instruction. 

Vygotsky (1962) came to the opposite conclusion. The second basic concept in 

Vygotsky's theory holds the implication that a child's eventual mastery over skills and 

concepts can be assisted by a more learned human being. Altliough children have 

partially mastered certain cognitive abilities they are not able to use them by themselves. 

According to Vygotsky (1978), learning awakens a variety of internal development 

processes that are able to operate only when the child is interacting with people in his 

environment and in cooperation with his peers. Learning precedes and results in 

development only when the learner is engaged in activities in a stage beyond his actual 

development. Therefore, the teacher should initiate and maintain the instructional 

activity ahead of the child's realized accomplishments. That is, in the zone where the 

content of instruction is already partially formed. This is where real learning and 

therefore movement from one development level to another can occur. 

Vygotsky (1978) believed that human beings need a mediator or a social agent to 

assist them in creating their own world. Children need assistance in learning how to 

perceive, attend to, and remember, how to reason and think, as well as the concepts and 

skills necessary for their operation and survival in a particular culture. Now this 

information is normally passed by social agents, a parent or a teacher, because these 

people control the stimulus their children are exposed to. And in so doing, they 



construct a universe for the child v/hich is similar to their own. In this way, culture, 

which determines perception and behavior, is transmitted in normal conditions from one 

generation to another. 

I Need an Environment So I Can Think Like an Artist or a Reader/Writer 

The learning environment in which we place kids needs to amplify and support 

different ways of knowing about our world. If we limit what signs are available we 

limit what leamers can know. 

In the transactive paradigm teachers understand that all children are meaning 

makers, bom with the natural ability to observe, formulate ideas, and execute works on 

their own, whether in language literacy activities or in art. The freedom to search for 

the artistic and literate spirit in every child is present when the teacher is the catalyst 

whose primary function is to create conditions within which children are inspired with 

their own ideas for making art and language, in other words, an environment in which 

children can think and act like readers, writers and artists. 

What does an environment look like that treats leamers as competent, developing 

artists and language users? These are environments that provide instruction Ln the 

processes of making meaning in print or art, as opposed to those that focus on making 

superior products. The superior products definition, unfortunately, refers to the old 

positivist tenet in art of talent, which excluded almost everyone, especially children. 

Most of us were tortured by this perception of art and literacy in classrooms which 

tended to minimize our personal experience in favor of the collective experiences of 
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established artists and authors or those of the teacher. Even though we created art work 

unique only to ourselves, it was quickly judged and confirmed that we were not one of 

the elite few who had a right to be creatively self expressive in art, a view still held by 

many. Second, the superior product approach fails when the completed object must be 

representational, it must look like the real object. This message does little to encourage 

children or adults to pursue making art for its own sake or using literacy for personal 

purposes, because most of us are not professional readers, writers or artists, we are 

developing. Most of us cannot meet these rigid standards. However, it does not mean 

we cannot successfully express ourselves in these sign systems. A sign system 

perspective is interested in products only so far as the makers themselves are interested 

in the finished product. 

A sign system perspective does not judge products but rather asks questions, 

observes use, believes that mistakes and misunderstanding are essential to growth and 

that individual response is not standardized. Like whole language, knowing is a 

process not a product so individual comparisons of growth are more relevant than 

identical expectations. Art, like literacy events, involves a process over time rather 

than a specific object or product (Heath, 1983). 

A second characteristic of a sign system environment is how instruction takes 

place. The old paradigm argues that artistic/aesthetic knowledge can be taught as a 

subject equal in difficulty to math and science. Like the old reading skills model, 

instruction is systematic, sequential, providing the building blocks of proper facts and 
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vocabulary for discussing the aesthetics of art by looking at the masters. With its 

predetermined ideas of aesthetics, it would appear that this approach is limited to 

convergent thinking and mental conformit}'^ which does not allow for the development of 

thinking and communicating outside of these parameters. It turns artistic/aesthetic 

awareness into a taught value system, and production into a product judged by adult 

standards. 

A sign system perspective, on the other hand, celebrates divergent thinking, 

originality, the ability to abstract, synthesize, organize, and redefines awareness as non-

factual, non-objective reactions to the environment, the opportunity to discover the self 

through art and literacy activities. Teachers who define art as process engage in 

processes like thinking, drawing, writing, mixing colors, dancing, experimenting, 

manipulating ideas or objects. The emphasis is on the doing and the making. Product 

and process definitions need not be mutually exclusive, rather a balance should be found 

because they are complementary. One must engage in making processes to produce a 

product/object. By broadening their definition to include both aspects, teachers would 

be more apt to strike a balance in their classrooms. 

The third consideration, learning to think like an artist or a reader/writer, is 

presented as a potential that requires practice and with practice this potential will 

develop into a usefiil tool for thinking and conununicating. For Eisner (1972) artistic 

ability is viewed as potential not separate firom intellect and continually open to growth 

and refinement. The good news is that this type of skill definition does away with the 



concept of talent and allows teachers to believe that with practice, the potential to create 

in either sign becomes a reality. Learning to be skilled, however, does not mean the 

rote application of isolated skill drills we have abandoned along with the old positivist 

paradigm. Through practice and instruction everyone can become more competent in 

expressing themselves in visual and literate forms. This speaks to how art and literacy 

activities are used in the classroom. For example, art as a separate activity tends to tell 

children it is separate from everyday thinking, reasoning, and expressing. In contrast, 

art across the curriculum brings acts of visual representation into every aspect of 

learning. It provides the leamer with a powerful tool for exploring alternative avenues 

of thinking and reasoning. Immersion in the practice of using tools, media and 

materials offers children opportunities to become increasingly confident in both sign 

systems. 

The fourth consideration concerns a set of personality traits in both learners and 

teachers generally having to do with willingness to take risks, be flexible, curious and 

playful. These behaviors are sometimes exhibited by highly creative children 

(Torrance, 1965), however, there is too much variation among individuals to rely on a 

set of global traits to identify which children will be successful in either or both signs. 

Nevertheless, this definition allows teachers to encourage and value the creative aspects 

in all children and in themselves. It broadens their view of what it means to be artistic or 

literate. It allows teachers some insight into how their current practices emphasize 

characteristics of the positivist paradigm like conformity and convergent thinking which 



tend to kill active inquiry. A habit of not questioning and not being curious tends to 

shut down attributes like flexibility, openness, tolerance for ambiguity, independence, 

and playfulness (Torrance, 1965), essential for the development of strong self image and 

confidence in using multiple sign systems. 

I believe the development of both expressive traits in children and the 

environmental conditions of the classroom have much to do with the management style 

of the teacher. McCaslin and Good (1992) suggest that students act very differently in 

classrooms managed by risk and exploration than do those managed by obedience. 

Secondly, this definition helps teachers to see how the environment of their classroom 

can enhance or inhibit the potential for meaningful sign system expression. This 

expression cannot come out of a vacuum, it comes from places where creative 

expression is seen, heard and valued. 

Following a discussion of the research setting, design and methods in Chapter 3,1 

turn to the three research questions in Chapter 4. 
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Chapter 3 

DESIGN, PROCEDURES, SETTING AND PARTICIPANTS 

The purpose of this study was to explore and describe the relationsiiips between 

two sign systems in one particular middle school, I conducted a microethnography, a 

study of a single social situation (Spradley, 1980), to describe administrators', teachers', 

and students' understandings of relationships between art and content literacy. As a 

qualitative research project, this particular study met several criteria outlined by Bogdan 

and Biklen (1992). First, the study was conducted in the context of a natural setting of 

the school itself, during the regular school day and talks with participants while they 

were in that setting. Second, the data was collected in the form of words and pictures 

rather than numbers. However, it should be noted that even though the format of this 

document separates words from images, the researcher was not unaware of this apparent 

contradiction to the theoretical grounding of the study. The decision to format the 

dissertation this way was made to expediate completion of the document in a timely 

manner. It was descriptive research in that the study sought to understand the 

relationships between art and content literacy as it was understood in the context of all 

those who used it (administrators, teachers and students). The participant's words and 

the student's photos provided the basis for understanding their meanings and 

interpretations. Third, the study was generative in being concerned with discovering 

the constructs of more than one data source as evidence (Glaser & Strauss, 1967; Smith, 

1974). My purpose was to develop themes inductively as they emerged from the many 



pieces of collected evidence and the relationships discovered among the data. Fourth, 

in this study meaning was of essential concern. The study was designed to explore 

participant perspectives and meanings (Erickson, 1986), what they believed and were 

experiencing, how they interpreted their experiences in this particular setting and how 

they structured the social world of their school and classrooms. 

Like many phenomenologists, I believe that multiple ways of interpreting 

experiences are available to each of us through interacting with others and that it is the 

meaning of our experiences that constimtes reality (Green, 1978). Reality, 

consequently, is socially constructed. Within this line of research there was a basic 

assumption that human experience is mediated by interpretation (Blumer, 1969). 

Interpretation in this study was framed by descriptions of, explanations for, meanings 

given to phenomena by both the participants and the researcher. I was concerned with 

interpreting and recounting accurately the meanings which participants (administrators, 

teachers and students) gave to the reality around them. 

The study's units of analysis were formulated by the construction of categories 

that participants used to conceptualize their own beliefs and practices (Erickson, 1973; 

1986). By using the participant's own constructs, the study was framed in an emic 

approach. Lastly, I used a specific definition of culture in this study, a definition that 

emphasizes semiotics, the study of signs. Culture, in this sense, was a sort of 

interwoven system of construable signs. Two signs of specific interest, language and 

visual art, were the focus of the study. 
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Overview of Data Collection Procedures 

This sixteen-week study relied on three forms of data collection: informal 

interviews of indi\'idual teachers, administrators and students, observations of physical 

environments, and the collection of artifacts, including student photos. 

Interviews. 

As part of the design, the principal of Utterback (UB) and I made an agreement 

that I would collect data for the study within regular school day, between 9:00 AM and 

3:30 PM and without interrupting the regular activities of the classroom, teachers or 

students. Therefore, teachers were interviewed during their fifty minute planning 

period, and by adding several minutes of time between classes, we were able to 

accomplish a sixty minute interview. Since my aim was to comprehend their 

understandings, practices, and environments regarding content literacy and art, interview 

questions for teachers and administrators were designed to be neutral while probing at 

three levels (Schuman, 1982). Because of schedule and environmental constraints, I 

modified the three level interview to be completed in one sixty minute session but 

maintained a structure that allowed me to explore background, present context, and 

personal reflections. The first level, background, asked about the participant in light of 

the topic up to the present. These were questions dealing with their history, 

background, view of themselves as a content teacher, a literacy teacher, and as an 

artistic/aesthetic person. The second level, present context, concentrated on the 

concrete details of their present experience of the topic; how they used art in content 
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literacy at UB; what opportunities they provided for students to use art and Uteracy 

activities together. The third level, reflection, concentrated on the intellectual and 

emotional connections between their beliefs and practices. Questions probed the 

purpose and the value of art and literacy together, and how their classroom environments 

reflected their beliefs regarding literacy in two sign systems (see Appendix A). 

Throughout the study, feedback to the participants was consistently provided for 

teachers and administrators to test observations and interpretations that emerged during 

the study (Sevigny, 1981). Interviews with student participants were in the form of 

focus group discussions. Students, in groups ranging from two to six students, met 

with me during their lunch period (55 minutes) to talk about the topic at the same three 

levels but in a slightly different way. Background questions probed their beliefs and 

understandings regarding literacy in two sign systems. Details of their present context 

were explored by asking where in their school day were they given 8in opportunity to use 

literacy and art together. At the third level, reflection, questions explored their 

perceptions of relationships between art and literacy, and the value of using them 

together, and how the environment at UB supported learning in two sign systems (see 

Appendix B). 

Observations. 

Observations were designed to provide a picture of the environment in which 

teaching and learning took place, what it looked like in the view of the participants, what 

was displayed in the gallery, the library, the cafeteria, offices, or in the classrooms. My 
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intent was to observe and characterize items that were displayed on the walls and in the 

halls throughout the school, to explore what messages were expressed in the 

environment that supported literacy in two sign systems. By scheduling time to visit 

classrooms, I was able to get closer to what materials were available and what teachers 

valued as representations of meaning or learning. Observations were conducted during 

a 55 minute visit to each teacher participant's classroom during a regular school day. I 

observed the physical environment, recorded field notes and photographed what was 

seen on the walls. An additional source of data, student performances, provided an 

opportunity to observe students as an audience during a performance or a gallery tour 

and also to observe student docents, who gave tours of each new show that was hung in 

the G.A.S.P. Gallery. The gallery, a central space in the heart of the school which 

displayed Great Art by Students and Professionals, was a focal point of art and literacy 

activities during shows and daily instructional activities. These were rich environments 

for messages about becoming an aesthetic person. Administrators and teachers used each 

opportunity to teach students how to appreciate and understand their role as an audience 

during performances and during art viewing events. 

Collection of artifacts. 

The collection of artifacts was designed to provide data to support beliefs 

expressed in interviews and observations. When I say collect, 1 refer to either a xerox 

copy of the paper or a photograph the project displayed in the classroom. Three types 

of artifacts were collected. First, general documents, collected during administrator 



interviews, such as the school mission statement provided a picture of school ptiilosophy 

and goals, and the school report card provided basic demographic information on the 

students. The second type, assignment outlines or student projects, were collected or 

photographed after teacher interviews or observations when I was physically present in 

the classroom where the item was displayed. These provided examples of instructional 

intent and the results in the form of student projects. The third type, student 

photographs, were designed to be used with other data to provide a clearer picture of 

themes operating at UB and were collected after two weeks of photographing in March. 

Student participants were given disposable cameras (Fun Saver: 27 exposures) and 

instructed to take two types of photos. When they saw a product that incorporated art 

and literacy or when they foimd themselves involved in a content literacy activity in 

which they made a visual representation to aid their understanding, they were directed to 

take a picture. The cameras were collected, the photos were developed, and they 

ultimately became a data source for exploring student's ideas regarding content literacy 

and art. During focus group discussions students referred to their photos, to explore 

and articulate their understandings and theu" uses of art in content literacy and to provide 

a picture of their environment. (See Table I) A summary of the data sources and the 

questions guiding this inquiry is displayed in Table 1. 



68 

Table 1: 

Research Questions and Data Sources 

Questions Data Sources 

1. How do teachers, students, and administrators in one 

middle school conceptualize/understand the relationships 

between art and content literacy 

What do they report to believe is the value of these 

relationships? 

* Interviews: 

administrators, 

teachers, students 

* Documents: Mission 

philosophy of the school 

2. In what ways do administrators, teachers and students 

use art and literacy in content instruction? Is an/literacy 

integrated across the curriculum, taught as a subject in 

its own right, or used in the service of content? 

* Interviews: administrators, 

teachers and students 

* Observations: classrooms, 

walls and halls, performances 

* Student photos: provide 

physical evidence of projects 

* Assignment handouts: As 

examples of instructional 

intent 

* Student projects: As 

examples of results of 

instruction 
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3. In what ways does the classroom/school environment 

they create support literacy in two sign systems? What 

materials and media are available for children to use as 

an expressive form? 

• Interviews: 

administrators, 

teachers, students 

• Observations 

classrooms, hall, 

wails, performance 

• Student photos: of the 

products or the processes 

of using art and literacy 

together that are 

displayed in their school 

environment 
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Triangulation. The point of this multilevel data collectioii was to present a 

triangulated picture of content literacy and the visual arts at UB. As shown in Figure 

3.1, there were three perspectives; the administrator's view of what they were trying to 

accomplish through their beliefs and practices; the teacher's beliefs and practices 

regarding how they understand the role of art in content literacy, and finally the 

student's perspective presented by their photographs and their understandings as 

reflected in their focus group comments. 

Administrators 

beliefs, practices 

and artifacts 

Teachers 

beliefs, practices 

and artifacts 

Student perspectives 

and physical environment/ 

photographs 

Figure 3.1 Triangulated Picture of Data Sources 
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Data Analysis 

I relied on Glasser and Strauss' (1967) method of constant comparative analysis 

and data collection carried on concurrently during the study. Data analysis began on 

the first day and continued throughout the study. Ultimately this led to identifying and 

refining emerging themes which I viewed in light of a concurrent synthesis of the 

literature and my own perspectives as a researcher. 

Data firom the interviews was recorded on a tape recorder and transcribed within a 

few days. I read and reread the transcriptions, added notations regarding my responses, 

observations, and interpretations. Coding categories were based on a model provided 

by Bogdan and Biklen (1972) who suggested starting with broad categories and then 

refining them further to reveal subcategories. Using my research questions as a guide, I 

developed a primary list of coding categories (see Appendix C). Next I assigned 

abbreviations to the codes and re-read the total data set marking the interviews with 

these codes. Once marked, I cut each unit of analysis/category firom the main document 

and placed it in a manila file that was labeled with the specific code category. Again I 

read the contents of each folder and refined my category separation further, re-assigning 

sections to more appropriate category files. I carefully read each folder's contents 

again asking what themes appeared within each folder. When I felt as if I understood 

the particular contents of the folder 1 would write a brief outline or summary of the main 

themes that appeared. Having identified specific themes, I then reviewed the 

transcripts again to locate all relevant statements and selected several that were most 

representative of the theme. Observations were recorded on tape and in the form of 

field notes, transcribed or photographed and coded for comparison with interviews. 

Artifacts including documents, student photos, instructional activities and projects were 

collected or photographed, then coded for comparison with other data sources. The 

idea was to use data firom multiple sources to discuss each theme, perspectives firom the 



three groups of participants, artifacts, and observations of the environment including 

student photos. 

Selecting and sampling 

Participants: Using criterion-based selection strategy aimed at representativeness 

(Goetz & LeCompte, 1984), teachers and administrators were selected on the basis of 

maximum variation. According to Goetz and LeCompte, criterion-based selection 

requires that the researcher establish in advance a set of criteria or a list of attributes that 

the units of study must possess. For the purposes of this study, I wanted a range of 

teachers representing the required content area subjects typical of middle school 

curriculum (language arts, math, science, social studies) and grade levels (6, 7, 8). In 

addition, I needed teachers from the visual arts, the performing arts, and those 

representing academic support. Also I wanted a range of administrator perspectives on 

curriculum, discipline, and the physical environment. Finally, I added an alternative 

category to include bilingual, special education, or other teachers who might otherwise 

be excluded &om the five content areas. The set of attributes characterizing this group 

was developed as a matrix which I used throughout the study to identify and select 

participants (see Appendix D). 

Twenty-six teachers and three administrators who corresponded to the relevant 

dimensions characterized by the matrix were selected. In addition, some network 

selection strategies were employed in completing the matrix. In the course of 

iaterviews, participants occasionally named others who they felt would potentially match 

the matrix attributes. Depending on the need for a specific participant within the 

matrix, I contacted the person to request their participation. A networking selection 

strategy was also used to select student participants. I wanted five students from each 

grade level (sixth, seven, and eighth). Three teachers, one from each grade level 

(eighth grade language arts, seventh grade science, and a sixth grade classroom) were 

asked to name six students they felt would contribute to the study. These teachers were 



generous with their time, their interest in the study, their appreciation for the notion of 

multiple intelligences and a sense of pride in their student's ability to express 

meaning/comprehension in words and pictures. They provided the names of sixteen 

students, from which fourteen ultimately participated in the study (see Appendix E). 

Description of Research Context and Participants 

Gaining entry. Initially the idea to go to Madge Utterback Middle School came 

from a discussion with my committee chair. Her son had attended the school and found 

it to be an exciting environment for both academics and the arts. On her 

recommendation I went to the school and introduced myself to the principal, who 

offered a tour. He talked about the school's mission during the next hour as we toured 

the building and facilities. We talked to several teachers who were enthusiastic, 

friendly and welcoming. He explained that they were master teachers who were open 

to visitors in their classrooms and the idea of participating in usefiil research projects. 

Following that tour, 1 was convinced that this school met several criteria I had 

established as necessary for a research setting. This site was chosen because, first, 

they had a dual commitment to the arts and the academics, not only was it stated in 

documents it was also communicated verbally by teachers and administrators. In 

addition, teachers employed by the school had expertise in and/or appreciation for both 

their content area and the visual or performing arts. Therefore, they provided a wide 

range of beliefs, backgrounds and experiences related to content literacy and art. 

Current reduction in financial and curricular support of the arts made the selection of an 

art emphasis school desirable because it provided such a rich environment. This type 

of school allowed me to observe art teachers using literacy, language arts teachers using 

art, and content area teachers using art and literacy. As a middle school, it gave me 

the opportunity to explore content area literacy across a wide range of leamers too. 

With sixth, seventh and eighth graders, Utterback was both an arts magnet seeking to 

attract students with an interest in the arts and a racially balanced desegregation school 
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seeking to offer arts and academics to ail students. It was a bright, immaculate, 

cheerful, productive atmosphere. Although Utterback was located in a large urban 

area, its immediate neighborhood was residential and friendly. Even though UB 

students were bussed from other areas, the school made itself a neighborhood 

community school by welcoming both parent and adult resources from its constituent 

population and from the neighborhood in which the school was located (i.e.: music in 

the library and adult literacy classes in the cafeteria). 

•Administrators. Three of the four administrators at UB were involved in the 

study: the principal, the curriculum specialist, and the assistant principal in charge of 

the physical building and discipline. They were open, friendly, proud of their school, 

enthusiastic and thoroughly committed to the mission of excellence in academics and 

the arts. 

The principal, with over twenty years experience in education, came to UB eight 

years earlier as part of a restructuring attempt. Although UB, a desegregation school, 

was originally conceived as a fine arts magnet, students tended to be separated upon 

arrival into either arts (studio or performance) or non-arts (shop) courses, the result of 

which was two separate student bodies. The current principal was hired when budget 

problems forced a reconsideration of the school's role as both a desegregation school 

and a fine arts magnet. To this principal, it basically meant restructuring curriculum 

so that all UB students would engage in the fine arts and the academics appropriate to 

middle school. This new focus became a clear mission for UB which was supported 

by the other administrators. 

The curriculum specialist, also with over twenty years in education, had a 

background in language arts, science, gifted education and at-risk programs. She was 

an advocate of integrated curriculum, higher level thinking and identifying student 

strengths in seven intelligences. She had been at UB seven years. 



The assistant principal, with over twenty-five years in education, found his place 

at UB four years earlier, as a strong advocate for literacy and the arts, and for the vision 

held by the principal. He was responsible for the physical building and discipline. 

Teachers. Utterback had sixty-three teachers, of which twenty-six were 

involved in this study. This selection, based on the matrix, included teachers ranging 

in experience fi:om first year to those who had taught thirty-five years. Indi\'iduals in 

this group ranged from their first year to twenty-five years on faculty at UB. They 

were welcoming, hospitable, generous with their time and their interest in the project. 

Students. Utterback had a total population of 1,055 students who were 

distributed ethnically this way; white/Anglo (46%), Hispanic (42%), Afiican American 

(8%), Native American (2%), and Asian American (2%). Students ranged in age from 

eleven to fourteen years and were sixth, seventh and eighth grades. 

Sixteen students from sixth, seventh, and eighth grade were selected to 

participate in the study. They were equally male and female and racially mixed in a 

fashion that appeared to be similar to the overall school population. They were 

delightftil as individuals and warm, affectionate, curious and confident as a group. 

They represented a range of competence in literacy and art. Originally the study 

contained two more students (one seventh grader and one eighth grader) but both 

dropped themselves from the study. The seventh grader lost his camera and chose not 

to participate fiirther and the eighth grader was disciplined for misuse of his camera in 

the classroom and lost the privilege of participating in the study. 
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Activities Oct. Nov. Dec. Jan. Feb. Mar. 

Formal Interviews 

Administrators (3) ¥ ¥ 

Teachers (27) ¥ ¥ 

Focus groups 

Students (16) ¥ ¥ 

Observations ¥ ¥ 

Classrooms ¥ ¥ 

School at large ¥ ¥ 

halls/walls/locations 

Performances ¥ ¥ ¥ ¥ 

Docvmient collection ¥ ¥ 

mission statement ¥ ¥ 

school report card ¥ ¥ 

Utterback goals ¥ ¥ 

Artifact collection ¥ ¥ 

student work/assignments ¥ ¥ ¥ ¥ 

student photos ¥-

Figure 3.2 Data Gathering Activities Timeline 



Once the Tucson Unified School District accepted my proposal and granted 

permission to start the research, I contacted the principal again, outlined the nature of 

the study, and starting observing in the school. A timeline of these activities is located 

in Figure 3.2. For the first week, I basically walked around, looked at things, said hi to 

people, was just visible. I placed a note in all faculty boxes, inviting them to visit me 

the following week when I would be on campus and to talk to them about the project. 

The second week, the principal took me to a faculty meaning in the morning and 

formally introduced me. I gave the faculty a handout saying I would be in the library 

for the next week firom 8 to 5 Monday through Friday, and open to talk to them any 

time they were available during their planning periods or lunch periods. My intent 

was merely to present myself as a human being interested in them and what they had to 

say about content literacy and the arts. 

As the weeks passed, they became accustomed to seeing me in the halls, in the 

library, and dropping by their colleague's classrooms. I was visible enough that soon 

teachers would stop me in the hall and say "Hi, I'm doing volcanoes at 9:30 this 

morning, why don't you come by and see." Eventually my presence in the school every 

day motivated their curiosity and interest so that I was now being solicited by people to 

join the study. Eventually the matrix filled. 

Informed consent was also obtained informally and formally. During the initial 

contacts with the administrators and teachers, I would simply tell them about the study, 

tell them what their specific involvement was going to be in terms of time and 



availability, and allow them to ask any questions they might have. The very nature of 

the study was non-threatening, with no interruptions or interventions in their classrooms 

or teaching times. 

For the students, I used permission forms for their parents written in both English 

and Spanish (see Appendix F). When I initially contacted students to invite them into 

the study, I outlined their role in taking photographs and talking about them in a focus 

group discussion. They were enthusiastic. All the students and all the parents said 

yes. There were two interesting experiences. One was a mother who called me at 

home later in the week to find out if the study would take her daughter out of class time. 

The start of the conversation was hostile but by explaining that all participation was 

during their lunch break or after classes, she changed her view and wanted her daughter 

to be involved. Another student had missed several days in which she could return 

her camera and talk to me. In other words, she hadn't made her focus group 

appointments. One morning as I was walking down the hall just before classes started, 

she must have seen me walk by the door of the classroom she was in becavise she 

jumped up, grabbed me by the arm, and said, "Oh Ms. Haugen, I've been looking for 

you... to tell you I really want to be in your research study ... I missed my appointment 

... When can we meet? I have taken all my photos. I want to talk to you. I want to 

be in the study." I was so surprised (and flattered) at her enthusiasm that we arranged a 

time to review her photos and include them in the study. 



Because the study was a non-intervention, non-treatment study, I was able to 

assure participants that not only would they be safe from risk and harm but that I wouid 

in no way interfere with their regular school instruction. My relationship with those 

involved was friendly, professional and encouraging. Initially it was a more formal 

arrangement, first introductions, then interviews, then visits. But as I spent more time 

with individuals I found the teachers to be responsive, inviting and cooperative. 

Even though I was not intervening with treatments or instruction, my presence in 

the school was felt. As part of the UB commimity who was asking questions about 

their beliefs and practices, I introduced reflection into the setting. It started facult>' and 

administrators thinking about their own responses. Some faculty experienced an 

added awareness of art and literacy in their daily lives. I see art and literacy 

everywhere in the school since we talked." "I notice I stop and talk about the art work 

in the gallery more since we studied the last show." Other teachers reflected on their 

practices. "I never really thought about all the things I have displayed in my classroom 

before as being an aesthetic environment, but after I talked to you yesterday, I went 

home and it hit me. That's exactly why I put stuff up, because it represents thinking in 

lots of different media, something I really want kids to do." For other faculty having a 

researcher in the school helped them generate plans for integrating art and literacy into 

their content area instructional experiences. "I realize now I could exhibit these 

science projects in the gallery." "I need to find a way to use all the photographs I have 

on the holocaust for a history unit. Maybe a photography show." Even the students 



demonstrated an awareness of how art and literacy permeated their environment. For 

example, one day I was walking in the hall and four of the student participants stopped 

me to say, "Ms. Haugen, take a picture of us in front of the math mural, it's reading and 

math and art, isn't it?" My presence in the school had been a catalyst for thmkmg 

about and talking about how art and literacy were integrated in their daily lives, a forum 

for validating or challenging their views and definitions, and a way of stimulating 

further conversations and reflection on the topic of integrating art and literacy across the 

curriculum. 

In November and December I was focused on interviewing four to six people 

weekly. By the second week of December, I had completed most of the interviews. 

During this time, particularly in December, because of the impending winter break and 

changes in the daily schedule, I only saw teachers the first two weeks and did some 

visits. After winter break I returned to school the middle of January. I completed 

teacher interviews and the third administrator by the second week of January and started 

the bulk of classroom observations by the middle of January. 

February was the first opportunity I had to start contacting kids to participate in 

the study. Because I was visiting classes and taking referrals from teachers for 

students to use in the study, I was able to contact everyone in February, give them 

cameras and provide instructions for what they were supposed to shoot. I spoke to 

sixth graders as a group since they resided most of the day in one classroom. I 

contacted seventh and eighth graders individually after their classes of the teachers who 



had recommended them. The contact time was about 15-30 minutes depending on the 

size of the group. I explained how to use the camera and they practiced. I explained 

the purpose of the study and what they were to take photos of and they asked questions 

to clarify their understanding. So the kids went off to shoot photos for two weeks in 

February. A couple of the kids lost cameras and I replaced them. One student was 

disciplined regarding his camera. Shortly after receiving his camera he walked into a 

class and created an incident The teacher took it away and informed the student that 

he was no longer in the study. All cameras were turned in by the first of March. 

Meanwhile, I completed observations by visiting classrooms three days a week in 

February. 

As March began, 1 had developed all the photos, and set up times for student 

focus groups to meet during their lunch periods (about 55 minutes). The first group, 

sixth graders, met the first week of March, eighth graders met the week of March 10th, 

and seventh graders met the week of March 17th. Because of scheduling difficulties, 

kids would meet with me in groups of 2, 3 or 4 and, depending on how far we got, they 

may have met a second time to complete the discussion. 

Toward the end of the study, I saw that I had accomplished what I had set out to 

do. My matrix was fiill. All the student's photos and other data were in. leased 

out by coming to the school less frequently. Instead of coming every day, I came 

twice a week. Some people saw me less frequently and remarked about it. Across 

the months of doing the study I had come to like the people involved. They made me 
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feel extremely welcome, invited me to return to their classrooms any time I wanted to. 

During the last day of the study, March 26,1 scheduled a final interview with the 

principal to officially say thank you. To my surprise he had something to say to me 

regarding my positive style of conducting research. He said, 

Mr. Sheard: You know what's been interesting, is they usually are up in arms 
about extra projects and demands on their time. So what I've done is ended up 
being real careful about people who want to come in and do studies. I always 
say I want to talk to the group and I want to make sure that we're all on the same 
page. And it's been real interesting because boy there has not been criticism. 
There has not been people, you know, coming back and saying, Ross, you said 
yes once again but you know, you're really taking our time. So I appreciate that. 
There was never any negative feedback. Never, not a word. I think you've 
created relationships with people. 

In Chapter 4,1 turn to the first of three research questions. It is a discussion of 

administrator's, teacher's and student's understandings of the relationship between art 

and literacy and the value of that relationship. Chapter 5 takes a closer look at how art 

and literacy are used together in content classes. In Chapter 6,1 address the third 

question by examining how the environment they create supports literacy in two sign 

systems. Finally, Chapter 7 discusses implications of these findings as they relate to 

content area teachers, administrators, teacher educators, and researchers. 
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Chapter 4 

FINDINGS: BELIEFS 

Many elementary, middle and high school teachers have taken the position that 

even though they support and encourage a semiotic perspective of literacy, they are 

reluctant to bring another sign system, art, into their classrooms and instructional 

experiences because they are concemed that they are not competent artists themselves. 

This reluctance signals an elitist view of art, a belief in the dichotomous concept of 

talent-either one has talent or one does not. 

This chapter reveals how administrators and teachers in one middle school deal 

with the issue of competence without categorizing their students as talented or not 

talented. They perceive the relationship between literacy and art as both being tools of 

expression necessary for making and communicating meaning in any content area. 

Therefore, by taking a semiotic perspective of both art and literacy, they avoid the trap 

of believing that talent is a prerequisite for bringing another sign system into their 

content instructional experiences. This allows them to embrace competence as a 

potential, a process, not a commodity. To them every student develops competence by 

using the tools of expression and by learning to appreciate other's expressions in both 

sign systems. They characterize these two components as becoming an aesthetic person. 

They perceive the relationship between art and literacy as valuable because it infuses 

content instruction with energy, interest, and motivation and is useful in generating new 

connections and understandings of content material. 
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The Relationship Between Art and Literacy 

Administrators and teachers at UB clearly take a semiotic perspective regarding art and 

literacy. They report the primary relationship between these sign systems is that they 

are both tools of expression necessary for making ai id communicating meaning. These 

tools bind this community together, creating connections essential for the cognitive and 

aesthetic development of the middle school student. The principal, Mr. Sheard, explains 

Mr. Sheard: We want our kids to connect to the school somehow, so we present 
lots of options and opportunities for kids to find ways to express themselves. 
That means both in the arts and in language. We believe these processes of 
reading, writing, speaking and making work to provide connections to the 
academic content areas and ultimately to cognitive development in these kids. 

This notion is echoed by the assistant principal, Mr. St. Armand. His 

description indicates he understands that by providing more tools of expression 

students have more opportunities to connect to meaning. 

Mr. St. Armand: They're the same type of development, language arts and the 
visual arts, they support each other. They're different genres, different venues, 
different languages, whatever word you want to call it, the fine arts, the 
performing arts, and the language arts, all of those things are teaching kids about 
thinking and communicating what they mean. It's doing the same thing but 
with different forms. 

Learning to use multiple sign systems as altemative tools is enhanced when art 

and language are integrated, offering more opportunities for engaging in the process of 

using different medias for expression of ideas. Mr. Sheard explains, 

Mr. Sheard: Truly for me process is so much more important than product, and 
by having this resource we meet kid's needs to blossom and grow in a variety of 
languages and knowledges. And kids need a chance to express themselves. 
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whether it's in one kind of expression like language, or another kind of expression 
where they're making things in the arts. Both of these systems are important. 
This combination of experiences where students leam to read and write and speak 
and express themselves through language combined with an opportunity to go out 
and perform in front of a group of people or to express themselves with a media is 
unusual. We want them to express themselves with these tools as the very 
essence of their school experience. 

Teachers agree and clearly articulate that students need both words and images as 

basic tools of expression. Recognizing that thought is mediated by signs (Peirce, 

1966). they characterize art and literacy as tools for representing meaning. 

Ms. Bernard: I'm trying to get kids to be completely involved in what they're 
doing and find a way to do that visually and verbally, kind of look at how they 
express themselves and encourage alternative modes of expression. That means 
alternative tools like pictures or words. 
Mr. Kommueller: I hope kids realize that there are many tools that fit what they 
are trying to express, whether we make things or write about them. 
Ms. Auman: I want my students to understand in language arts that art is a 
meaning making and communication art too. There are lots of ways to 
commimicate and all of those are open. You have to attend to the same things 
you would if you were a writer. You'd have purpose and you'd have message. 
Communication is bom out of our experience. I give kids lots of different 
avenues in which to express themselves. I really want them to love what it means 
to be an individual. Each tool helps define that individuality. 

Teachers, like Mr. Rhodes, also recognize the value of offering students multiple 

tools for expressing their understandings because "each tool lets you see things from 

another point of view." These tools don't just facilitate expression but actually shape 

and define it (Vygotsky, 1978; Wertsch, 1991). This comment represents a general 

consensus by administrators and teachers that signs are distinctive modes of thought 

(Gardner, 1983; Goodlad, 1978). They report that both sign systems must be nurtured 

and valued to provide every student the opportunity to be educated as an artist/author to 
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give them access to distinct understandings exclusive to each system. As Mr. Riggins, 

the math teacher says, 

Mr. Riggins: If you think about using the Goals 2000 and educating the whole 
child, visual arts allows a person to develop, just like becoming literate does. If 
you don't look at the arts, you're going to be cutting yourself short from chapters 
or sections of Ufe not to mention from a significant part of thinking and 
understanding about yourself and the world. 

Students recognize the value of having alternative tools for expressing themselves, 

in that it allows them choices of how to represent knowledge differently. They realize 

that the tool they choose shapes and focuses their response, that each sign system they 

select for an assignment can "say something different." 

Caitlin: Basically, I'm learning to use different tools. When I say the tool, that 
could be a pencil or a paint brush. We are learning to choose which is the best 
tool to illustrate the kind of communication needed. 
Amanda; They give you choices about the kind of tools you use for learning. 
You don't get lost or confrised as much. It's way easier than to just do it one 
way. It's more ways to express everything, a whole way to look at it differently 
and say things differently. 
Logan: You can say stuff in art that you can't write. It changes how you say it. 
Melanie: Everybody has so many ways to express yourself, cause there's always 
some way that you're not going to be able to say something in one form. If you 
have a choice, you have more forms. In a way you have more to say, like more 
voices you can use. 

For students, each tool offers distinct ways of knowing. They use them to express 

ideas in different ways, to say things in one that can't be said in the other. 

UB is a community of makers/communicators and audience/appreciators where 

literacy in more than one sign system is valued and pursued. Mr. St. Armand 
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articulates a common response when he states that the tools of literacy include both 

language and images. 

Mr. St. Axmand: I think our purpose in middle school is to develop the tools, 
like reading and art and writing, as a foundation of literacy so that they have 
more than one way to communicate who they are, what they think. We want 
them literate in language and the arts. 

This broader definition of literacy is reported by the teachers, too, who define it 

semiotically to include language/print and art/images. Ms. Galloway says, "Literacy is 

really understanding, being able to understand meaning that's being created somewhere 

whether in print or media." Mr. Taylor clarifies the perception of reading and literacy 

at UB. "Literacy for us is not a conventional term, it is more like a seeing and 

communicating term. We're using reading in a much broader sense. We're reading 

print and images, we're reading people, reading the world, and then interpreting and 

communicating that sometimes with words and sometimes with pictures." These 

definitions indicate that art and literacy are perceived as semiotic tools for actively 

making meaning. 

Developing Artists/Authors 

Implicit in the idea of providing opportunities for students to learn to use the 

tools of expression and appreciation is the idea that all students (and teachers) are 

developing artists/authors (Eisner, 1972; 1994). 

In a school which insists that everyone leam to think in both images and words, it 

becomes important to develop those skills and processes rather than just offering 
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instructioii to those designated as talented. Mr. Sheard, the principal, clearly states 

that art and literacy are for all students. He says, 

Mr. Sheard: If you come to Utterback you do arts or you don't come. Even if 
kids said, well I don't do that, it didn't matter, it's a fine arts school and because I 
wasn't going to have a school within a school, everybody does art just like 
everybody reads and writes. It's the same thing. 

Students agree that using different tools of expression helps them develop more 

than one way to think and express their ideas. A seventh grade student, Angela, believes 

that everyone can use art whether they want to be an artist or not. She says, 

Angela; V/ell because it's a fme arts school they want to give the people an 
opportunity to learn how to use different tools for thinking. Some of the people 
here want to grow up to become artists and stuff, so this will just help them along 
the way. But well, most people are not going to choose those careers. But still 
they can learn about themselves, how to express themselves in dance or art or 
writing. It might be important to them to become a whole person instead of 
somebody with only one way to show what they think or know. 

After two months of conversations with faculty and administrators, I (the 

researcher) realized that no one had ever used the word talent in referring to students, 

their work or even their accomplishments as readers, writers, artists or even athletes. 

The word talent simply did not appear in any data set I collected or reviewed. I asked 

a teacher directly why she thought this was the case. She responded: 

Well I always like to think of talent in the same frame as PE. Just like in PE, 
kids are developing. You can judge them on their effort and participation and if 
they leam from instruction and if they're able to produce something meaningful 
and share it. Well to me it's the same thing in art and literacy. You're not 
really doing it because you are talented, you're doing it as a means of expression. 
There's a difference and we understand that at UB. 
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These ideas dispel the notion of talent as a pre-requisite for using either art or 

literacy as a tool. For teachers and administrators, signs are not talents but ways to make 

and share meaning everyday in all content areas. UB does not view the making of 

meaning in art or language as a genetic predisposition, but rather as a developing 

competence that every individual will acquire. What some outsiders might view as 

limitations in student's artistic or literate ability is precisely what teachers, 

administrators and students at UB see as their own developing potential. At UB, art, 

like literacy, is for all students, not just those determined to have talent (Amheim, 1989; 

Bruner, 1963; Szekely,1991). Teachers and administrators there clearly support a 

semiotic perspective of competence over a positivist view of talent. iS/Ir. Sheard 

explains, 

Mr. Sheard: What we're really trying to do here is we're going to bring the arts to 
children, all kinds of kids, all kinds of arts, and value it. We're not working with 
prodigies. We're not working with the best and the greatest and the brightest. 
We're working with kids, middle school kids who have a right to the arts and the 
academics. 

The curriculum specialist reported that the same was true about being an author. 

Ms. Shiever: They don't have to be authors in the professional sense. It doesn't 
have to be professional level as long as they can clearly communicate what they're 
thinking and feeling to be able to use writing or talking as effective tools, when 
they want to communicate something, whatever it is. 

When they say they are not working with prodigies or professional level writers, 

they are acknowledging that the positivist notion of talent is not a useful concept for UB 

middle school students or teachers. In fact, teachers clearly report they do not divide 
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tJieir world into categories in which professional talents are required to bring the tools 

of expression to students. Since, as content area teachers, they embrace the idea that 

they are also reading and writing teachers, they do not resist the idea that they are art 

teachers also. There is no conflict in their perceptions regarding the semiotic nature of 

both art and literacy. 

Mr. Kommueller: As educators we've divided the world up into these categories. 
You get science here and then over here is art, and the real world isn't like that. I 
don't think we leam like that. I sure don't. But schools do that to students. 
At UB we know it's a world where you can't do just science without touching on 
reading and writing and math and history and art, and so in my class I don't 
separate that curriculum. Every teacher is a teacher of cill of those things. 

In fact, they do not accept the idea of having to be talented fine artists or authors 

themselves in order to use the tools of expression. Instead they value, appreciate and 

support the idea that everyone is a developing artist/author in some sense. The 

principal explains how this belief applies to him, he says 

Mr. Sheard: When I first came here, I thought, you know, I don't know how to 
read music. I'm not an artist. I went through all the things I'm not. But, then 
I realized I don't have to be. I can value and appreciate and support the arts and 
those who do know their stuff. And that valuing becomes a way of trusting 
myself and my teachers enough so that I actually believe that they know what 
they're doing, whether they are fine artists or not. 

Competence 

Once Mr. Sheard understood that he too v/as developing, it freed him to begin to 

leam how to develop other's competence and confidence in bringing art and literacy 

together. By taking a semiotic perspective they avoid the trap of believing talent is a 

necessary prerequisite for bringing art into instructional experiences. Rather than 
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allowing old ideas of talent to become a barrier, he and his teachers acknowledge and 

report they are competent learners, they don't have to be experts in art or literacy 

because they were developing competence by working at it, by learning new ways to 

think and to practice. Mr. Sheard explains, 

Mr. Sheard: I became so interested in integrating literacy into the arts that I took a 
workshop in discipline-based art instruction. What I was really concerned about 
in first hearing about discipline-based art was I was afi^d of what it would do to 
the studio experience, which I think is real important for kids. It sounded so 
academic. But what I was really after was that there be a better balance with 
studio time and academic time. So we began to write more in art classes and it 
was valued more. I began to develop knowledge about how kids could read and 
write in art and what's appropriate for kids to draw and build in content classes. 
I started my own growth as a principal and as a learner of how art and writing and 
reading processes went together. 

Like the principal, teachers do not allow their semiotic ideas about competence to 

turn into positivist definitions of talent vs. non-talent. Instead they rely on their 

strength as learners who model confidence and collaboration in any attempts to leam. 

Their responses support their belief that everyone is a developing artist/author. The 

power of that belief is evidenced in their statements about competence. 

Ms. Shaw: I think this school provides an opportunity for children and teachers 
both to come to understandings about how art and literacy can be used to grow as 
critical and creative thinkers. It's a perfect blend. You're supported, the 
children are supported. We all take risks and develop competence as learners in 
the arts, in literacy, and in the academic content areas. It's not about being gifted. 
It's about expressing your ideas with different tools. 
Mr. Fancher: I am competent as a learner so I rely on that and show kids that's 
how anyone leams. Fear of incompetence does not slow me down. I don't let 
kids get intimidated either. I make it part of an ongoing process, where we can 
leam anything, and we do. 
Ms. Crook: I'm the kind of teacher who, even if I don't know something, well 
I'm not afiraid to tell the kids I don't know it well but we're going to do it. Let's 
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try it. You might be better than I am with certain tools, so let's give it a go 
together. If I model that, they believe it. 
Ms. Poverman: I don't think I'm really afiraid to learn with them. I like the 
opportunities to try new things. I like the opportunities to discover like they do. I 
show them that discovering is what's interesting about learning. We're not 
pointing out experts, we're valuing thinkers who demonstrate their own ideas in 
words and images. 

They all say they may not be fine artists but that does not prevent them from 

welcoming art into their classrooms and curriculum. Feelings of incompetence are not 

an issue because of their underlying beliefs that literacy and art are tools, not talents, for 

learning and expressing knowledge. In reference to their own feelings about themselves 

as artists, all teachers qualify their answers. They say they are not necessarily 

professional artists but they are creative/artistic within a specific media or activity, a 

notion fundamental to understanding the nature of creativity (Gardner, 1973/1994). 

UB teachers support Gardner's position and report that creativity is not a commodity 

but a characteristic which everyone possesses and uses in specific ways. 

Teacher's general responses support the idea that they are interested in making 

things. Their list varies and represents a wide range of media. They say, yes, I draw, 

paint, do gardening, cartoons, photography, silver work, fibers, weaving, needlework, 

illustration, carving, writing, poetry, and even problem solving. Or they say, I am not 

a visual artist but I am a performance artist. I sing, play piano or guitar, I play 

instruments or I dance. Regardless of the media, eventually everyone admits they are 

creative or artistic in something. 
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Are they exceptional teachers? No, in fact, they characterize themselves as 

average people who believe developing competence in more than one sign system is an 

ongoing process, not a commodity they inherited at birth. The physical science 

teacher, Mr. Kommueller, summaries UB's understanding of competence in art. He is 

not reluctant to bring another sign system into his content area and use it as a tool, just 

like he uses reading and writing. 

Mr. Kommueller: What I'm really doing is modeling a brave average person who 
makes things. I want the kids to feel that it's ok to work at representing 
knowledge in pictures or objects. I'm interested in the content. And I'm also 
interested in them being at least self assured, that they can show what they know 
by drawing, making, or writing or telling. I'm reading the pictures and the 
images for content as another way of demonstrating learning. I believe in the 
concept of multiple intelligence and being able to visualize and draw things is one 
of those intelligences. Why would I deny kids the opportunity to develop a part 
of their intelligence? 

Do students see themselves as developing competence as artists/authors? Yes. 

They support this belief when they describe their own growth as a process, a 

progression from sixth grade through eighth grade. 

Sixth graders report that they are at the beginning of the process of 

learning to be better makers/communicators in writing and in art, and audience/ 

appreciators. 

Gina: Being an artist is like expressing your imagination. I'm getting good at 
writing with my imagination, but I don't have art rotation yet so I'm not so good 
at drawing yet. But I like it that they want me to learn other ways to express 
myself than just writing. 
Alan: We go to the GASP Gallery to look at art. Then we have to write for 
assigrmients. I even just wander in sometimes to just look. My teacher is 
showing us how to talk about what we see. It's cool. I didn't even know I liked 



94 

art until I got here. Now I am learning to show what I think by drawing. It's fun 
because I can do it better than writing. 

The seventh graders recognize they are developing confidence through the 

instruction they receive from teachers on how to develop competence in writing and art 

as tools for thinking. 

Melanie: When I draw it's basically a tool for understanding more like a larger 
picture of the topic. You have to look at the whole idea to be able to see what I 
was thinking about. I never knew how to use drawing to think before I came 
here. Now I use it all the time. 
Veronica: Since 1 have been here I use art to help me write or to figure out what 
I'm thinking or to tell something I can't say in words. When I came here I used 
to think art was just for other people who were really good at it. Now that I am 
older I know I'm an artist when I need to be. 

Eighth graders are confident in their abilities. They understand that using art and 

language together enriches their thinking (Amheim,1989). They talk about how it has 

affected their own growth across three years at UB. Two eighth grade boys, Logan 

and Brandon, see their growth as artists and authors as finding who they are. 

Brandon: I feel like UB caters to me as a real person, what I like and need to 
express myself in writing, music, art. They teach you how to appreciate them 
from the inside out. Because I use both as ways to think and express my 
thinking I have changed. I went from just thinking about art and creative writing 
to doing it. I enjoy looking at visual art and expressing myself in writing. Like 
now I understand that people use pictures to arrive at their own knowledge, just 
like words. 
Logan: When I was in sixth grade we had only art rotation and when I had it I did 
a few things that I liked a lot and so I kind of couldn't wait to be in seventh grade 
so I could take a whole class, and then by eighth grade definitely. I'm more 
focused on the arts. It's more kind of what I do, more like a mainstay of my life 
now that I've been here. It adds a whole piece to my thinking that I never would 
have known about. Especially how to use what I read and write and make in art 
together to express my personal self. I never could have learned that at my old 
school. 
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Becoming an Aesthetic Person by Direct Expressive Work 

Art, like language, is not separate from the context of daily life at UB, but is 

integrated into activities, assignments and the environment which provide the 

framework for an important theme at UB, becoming an aesthetic person. When 

talking about what it means to be literate at UB, Mr. St. Armand first used the phrase, 

becoming an aesthetic person, to describe the connections between art and language that 

lead students to competence in two sign systems. 

Mr. St. Armand: Here at Utterback what kids leam about aesthetics, 
about appreciating and valuing the arts, gives them a larger variety of 
ways to develop. If a kid doesn't develop properly what good is it if he 
knows all kinds of things and can't communicate them or doesn't have 
the confidence in his own expressive abilities. I'm talking about 
becoming an aesthetic person, the things that are not a testable type of 
characteristic in the student. These are the things they leam by reading, 
writing, speaking, performing, making, seeing, appreciating, doing and 
sharing with each other. It's this whole process that they go through 
using language and art that really helps them develop into being able to 
have a sense of themselves as authors and artists and substantiate it. 

At UB, becoming an aesthetic person has two components which Mr. 

Sheard refers to, " ... in our philosophy and mission statement (Appendix G), we have 

the very essence of what we want children to come to school to leam. We want 

academic learning and an appreciation and participation in the arts." 

First, by participation he means initiating students into active use of 

these sign systems by encouraging and requiring direct expressive work in both. 

Second, by appreciation he means helping students develop aesthetic appreciation as an 



informed audience for other's work. These are ideas that support a new paradigm 

view of art education articulated by visual culture advocates like Abbs (1994) and 

Shipps (1996) who believe aesthetic competence is developed by active engagement in 

symbolic systems where students come to meanings themselves rather than learning 

them as givens from books or art experts. At UB, direct expressive work means 

actually making products related to content material facts and concepts. It's a way of 

making meaning visible and communicating it to others using art or literacy as equally 

expressive media. Aesthetic experiences involve responding to the works of others 

produce by viev^dng or reading them and then writing or speaking about them. By 

engaging in the process of actively constructing, communicating, and appreciating 

meaning in both sign systems, UB teachers and administrators support a new paradigm 

theory of aesthetic competence. This will be elaborated on in chapter 5. 

Becoming an Aesthetic Person through Appreciation of Other's Work 

Since administrators and teachers strongly support, appreciate and value the idea 

of art and literacy as necessary tools of expression, they believe it makes them 

competent to act as agents who help students develop aesthetic appreciation. Ms. 

Marlow, an English and PE teacher, characterizes this belief. 

Ms. Marlow: I think people can just simply appreciate the fine arts and the 
performing arts and can also pass that on to children and motivate them in that 
regard. The process of cultivating artistry I think helps kids, but more 
important, at UB we have people who are not necessarily competent fine artists 
but who are greatly appreciative of the arts and have a vnde range of experience 
in that appreciation who can also motivate kids. It's how we educate them at 
UB. 
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This is an ongoing process integrated into daily life at UB. Administrators and 

teachers work to engage students in this second part of literacy by developing aesthetic 

appreciation. They employ several strategies. They display student work, both art 

and literacy projects. They recognize student efforts publicly and privately. They 

teach students how to be an audience, how to respond respectfully to other's efforts, 

whether they are viewing or reading products, such as art in the gallery, class project 

presentations, displays around the school, or participating as an audience for student 

performances. 

The first strategy, displaying art work and literacy projects, helps create an 

atmosphere of appreciation and provides a physical location where messages about 

respecting other's work appear on a daily basis. For Ms. Schiever, the curriculum 

specialist, appreciation starts with respect. 

Ms. Schiever: The kids are so respectful of what is displayed. It's the 
atmosphere that we work real hard at creating here of being an audience that 
understands and knows and appreciates the time and energy that someone has 
spent in creating something. 

Ms. Crook, the math teacher explains, 

Ms. Crook: Our display work is safe. What's really nice about this school is 
when work is put up the kids don't deface it. For example, I put up some 
posters from here for family math night. It had some money pieces on them, 
fake money, plastic. I said that vvill be ripped off in a day. It's still up there. 
These kids respect any work that's put up because they take art. Somewhere 
along the way they had a rotation of art and the teachers put their work up 
outside and they have respect for this. 
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In social studies Ms. Shaw believes displaying work tells students they can be 

proud of their efforts. 

Ms. Shaw: The sixth grade stuff is all over the place. I think displaying 
children's art work is good for pride. I mean if your stuff is on the wall, and my 
kids know that I don't put up anything sloppy, then they gain some pride about it, 
some self esteem. 

In language arts, Ms. Auman agrees and sees displays as sites to explore and 

leam. 

Ms. Auman: I want to display excellent work, not rough drafts. Just because 
it's student work is not enough. It denigrates what appreciation really is. I 
want to represent their very finest work. So others will take the time to read 
their essays and look at the visual representations of those ideas and learn fi:om 
them. 

In art Ms. Galloway sees displays as an avenue to enhance communication of 

ideas, to share individual thinking about the product or object. 

Ms. Galloway: Oh, I always want to have my student work up. It's not just in 
the room but in the hall. I want it out there and that's a whole part of what an 
artist is, what they do. Generally it's a communication, if you're an artist you're 
making meaning and you're communicating through your visual media. I want 
students to see their work out. I want them to hear comments and the responses 
from us as well as others. I'm trying to help kids find an awareness and a 
vocabulary for making aesthetic comments and decisions. If you have a good 
eye, and you enjoy the visual aspects of things, even if you can't draw well, then 
you can still be an aesthetic person and enjoy art. Art is not just drawing, it's 
viewing, talking and writing about it. 

Another key to appreciating comes from being involved in the 

making/performing process themselves. It instills ownership and understanding of the 

effort necessary to produce products. Ms. Schiever believes that appreciation starts 

with having done the work yourself. 
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Ms. Schiever: I've really been learning a lot about appreciating since I've been 
here at Utterback. It's like when you've made something yourself, or when 
you've watched another person work on it for months and months and you see 
another thing that's like it, you know how to look at it because you can appreciate 
it, what went into making it and how difficult it was. 

Ms. Graff agrees thai the act of performing provides a perspective they might not 

otherwise see. 

Ms. Graff: It's because their friends perform or they perform and they learn how 
they want to be treated, and they treat other people in a similar maimer. Most of 
the kids here have been an audience as well as a performer, have been a viewer as 
well as a drawer, so they understand both sides. 

This is supported by students, who readily admit that being an audience teaches 

them how they want to be treated when they have to present a project or discuss a 

painting. 

Alfredo: 1 listen to Mr. Sheard when he tells us how to act and what to do to be 
respecting. You can see that the older kids know what to do. Nowl just watch 
them to know what to do, because next time it will be me up there reading a poem 
or talking about a painting. 

Third, teachers and administrators support and motivate students toward 

appreciation by making direct comments that recognize excellence and effort both 

publicly and privately. For example, the principal related this story. 

Mr. Sheard: Yesterday one of the kids was recognized at the state level for a 
poem. So I went to the classroom where she was. It is math. I wanted the 
class to see me come in deliberately, to have me ask the teacher, may I read this in 
your classroom? And to ask the student" for permission to read her poem to the 
students. They saw that the teacher thought it was important enough to take the 
time to recognize what this kid had written. They saw that I took the time, I 
knew the kid, cared about the kid. I read the poem. The kid was a little 
embarrassed but proudly embarrassed. And the students really liked it and told the 
kid so. Then the teacher came back to me later to say thank you so much for 
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coming to my room and reading poetry, for modeling appreciation and recognition 
of other's efforts in a way that speaks volumes to kids. It was real positive for 
everyone to see and hear, just one of those teachable moments for aesthetics. 

Then a few days later, I (the researcher) overheard a science teacher commenting 

privately to a smdent about his efforts as a docent during a gallery show that had 

occurred the day before. He was standing outside his classroom door as kids passed in 

the hallway between classes and spotted the student. He drew him aside and spoke to 

him quietly. "I saw your presentation as a docent last night at the gallery opening and 

was impressed with your personal response to the artwork. It made me see the work in 

a whole new light. I was so proud you were one of my students. What an excellent 

representation of the painting you made. Thank you." 

The student smiled and said, "Thanks. I think it was because I had written about 

that painting first. I read about the artist and talked to other students about what they 

thought. My ideas were really sort of a combination of all that and me too." They 

both laughed and went on to their classes as the bell rang for the next period. 

Fourth, both teachers and administration are committed to showing students how 

to be a good audience by creating an explicit expectation, a standard of behavior. The 

curriculum specialist, Ms. Schiever, explains, 

Ms. Schiever; Part of our mission statement talks about that students will become 
educated in appreciation of the arts. Every assembly we ever have, the principal 
sets the expectation by telling the kids, oh, you're always so good, you would 
never do anything to embarrass anyone. And he talks about how scary it is for 
students to get out on that stage and perform. And he says you just never hurt 
anybody's feelings. And you clap when it's good. If you don't want to clap, 
you sit on it. They're a good audience. They are well behaved and, whenever 
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the kids go to a larger performance, and there are other schools there, we always 
get rave reviews for the behavior of our kids, because the expectation is there. 
They've been taught how to be an audience and they like it. They like being an 
appreciative audience. It gives them a chance to participate. 

The principal reiterates that these ideas are extremely important in a school that 

asks students to be both makers/performers and audiences/appreciators. 

Mr. Sheard; Every time we have an assembly, the audience here gets to hear me 
say what happens out there is actually more important than what happens here on 
stage. How you behave and how you treat people when you're watching 
performance, when you're looking at art work, or when you are listening to a 
poetry reading, is what is important. It's the process of being able to come into a 
performance space, to either be a performer or one of the audience, and give the 
kids credibility by appreciating their efforts. 

Students report they are awzire of the need to leam how to show their appreciation 

of others who are performing. Teela, a sixth grader, is just learning, while Angela, a 

seventh grader, has developed a sense of what she likes and how to show it. 

Teela: It's fun to go to performances because you can see how people work so 
hard to put it on. I never knew that I could be a good audience until I came here. 
It makes me really proud of my classmates when I see their work. I always clap 
and everything so I really enjoy learning to appreciate other people's work. 
Angela: Mr. Sheard always talks about how they are really good and how not to 
make fun of them if they mess up every time, and most people follow those rules 
unless somebody does something real flmny and everybody laughs, but that isn't 
regular. After being here last year I can tell that I know more about being a good 
audience. Even last year I wasn't sure how to act. But this year I don't even 
think about it. I know what I like and how to show it. 

This tremendous effort is not lost on teachers who are new to the school. Ms. 

Shaw, relates her experience. 

Ms. Shaw: The first time I ever went to an Utterback concert I almost cried. I 
couldn't believe the appreciation of the audience. These kids would get up and 
do solos and no one would do anything that was inappropriate. You know what. 
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it gave me chills. I couldn't believe that there was an environment where middle 
school kids especially would fit in and appreciate each other. 

Appreciation of other's work ultimately leads to appreciating the person behind 

the work, the object, the product. Becoming an aesthetic person means developing 

appreciation for others through their work. Basic respect starts with physical objects 

and displays, and ultimately moves toward respecting other individuals. Learning to 

understand oneself and others through appreciation, asks students to become reflective 

about what they have seen and what others have externalized as a result of that 

experience. They learn that art objects, just like written products, always have 

meaning to the people who make them and that it requires appreciation of the individual 

behind the work to understand their intentions. The idea is to consider who the other 

person is by their product or performance. 

One day when I (the researcher) was sitting in the gallery a bus load of 

students firom another school arrived to view the show. I sat still and listened 

as a small group of boys approached a painting near me. They were obviously 

ridiculing the artwork on the walls and making loud derogatory comments when 

two UB boys, who were docents, joined them quiedy and waited for an 

opportunity to speak. 

Others; This is so smpid, painting over dresses and putting iron bums on 
them is dumb. (They laugh.) 
UB: I used to feel that way too, but I have been learning about this artist 
and found out that her art is about her feelings. When she was little she 
was always discriminated against because she was black. The dresses are 
hers, the iron stains were like the stain society put on her because of her 
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color. So the painting is really about other people being cruel and 
ignorant. But when you know something about art and the artist it isn't 
stupid anymore. 

The boys were absolutely still. They appeared to be startled and visibly 

struggling with the ideas they had just heard. They stood there for a few 

moments and finally one of them managed to say ... 

Other: Wow, that's cool, I never thought of it like that. That's true. People 
really do that. Where did you leam that? 
Other: You do that here? Talk about what art means? 
UB: Yeah and lots more too. Let's look at another painting 
and see what you think about it. 

They all followed the UB boys to the next painting. They were quietly 

listening now. It was apparent that some small lesson of respect had been 

taught and heard. Because the UB boys had looked behind the product to 

understand the artist, they had gained insight into what meaning was being 

expressed. They had developed respect for the person behind the object which 

in turn aided them in showing respect for both the product and the person who 

created it. 

The notion of becoming an appreciative audience implies an 

understanding that a real person has created the product. There is an individual 

behind the physical object. Ms. Shaw, the social studies teacher, knows this is 

unique to UB. "The value of this school for children is that the skills they 

leam using literacy and art together, looking at art, talking and writing about it, 

all of those aesthetic skills, really means we value the individual at Utterback." 
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By providing avenues of expression in both art and literacy, individuals 

become known through their work. Students begin to understand that someone 

created it and they can get to know who that is. The art teacher, Ms. 

Poverman, feels it is important to show both the work and the person behind it 

to help students develop this attribute. "I feel that if you're going to come to 

kids with somebody that does the work, it makes the artwork or the author's 

work more human because ordinarily we tend to look at a piece of work on a 

wall and forget that somebody created it." 

Students report that awareness of self and others comes through the 

process of making, viewing, and communicating because it generates more 

personal meanings and knowledge. 

Veronica: I wouldn't say that we're smarter because of the tools of art but 
I would say that you can know something about other people and they can 
know more about you by looking at your art or your writing and being 
aware of who you are, why you did it and what it means to you. People 
understand you more so that lets you understand them in a new way when 
you look at their essay, their book or their art and think about those things. 

This awareness of the human being behind the product opens the door to 

who that person is and what that person brings from their culture, an idea not 

lost on the social studies teacher, Ms. Shaw, who uses art and architecture to 

teach about the people of ancient cultures. She explains why art is a powerful 

partner in creating and imderstanding in social studies. 

Ms. Shaw: You know, when you see art on the walls and you value the 
person who did it, it helps you recognize the diversity of our culture, and I 
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think one of the things that we learned about by exploring a culture's art is 
that everybody has different values; our values are not necessarily 
somebody else's but we can appreciate them. And if we do appreciate 
the diversity of ethnicity, religion, cultures, art, music, then we're 
becoming a stronger better person, more aware of ourselves and of others. 

There are several lessons students report that they leam about reading and 

writing as forms of expression-by focusing attention on the arts and valuing it as 

a tool of expression. First, some students say they leam that paintings or 

drawings are another form of telling stories, an individual's point of view can be 

seen and read, just like in literature, poems or essays. 

Michael: Because they tell you to find a way to best express yourself 
whether it's in art or dance or in writing. And you have the choices to 
say what you want to say in that expression. You can tell a whole story 
just by pictures just like you can tell it by words when you write. And 
whoever looks at it will see your story. Like, I just saw the art show in 
the gallery where the artist used her own clothes to tell her story about 
prejudice against blacks in her life. 

Second, some say they leam how people's feelings are expressed in visual 

representations just like in literature, either their own ideas and feelings or other 

people's feelings and responses. Through images, feelings are made visible so 

everyone can see them. 

Brandon: It's also your own creation when you draw or write poetry, so 
it's a more personal way to show an image of a person's feelings. If 
someone sees that they can explore that and discover that person by seeing 
their feelings expressed right there on the paper in colors or shapes just 
like they would if you were reading their words. 
Gina: We just did a docent tour in the gallery and I did a painting called 
No Thing. It was green and empty with a man reaching out. The whole 
thing was about how it feels to be nothing. Looking at it made you share 
his feelings in a way that writing never could. 
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Third, some say they leam that people's images, like their words, grow 

from each individual's uniqueness and that many different responses are better 

than one. A sixth grader who always thought of himself as a less capable 

reader and writer discovers something about himself as a result of learning about 

art and langxiage as tools of expression. 

Kyle: I used to think I was always wrong because I always got 
something different out of the books we read or the paintings we looked at 
in the gallery. But I learned that everybody gets something different and 
so I'm not dumb anymore. My teacher said I'm unique. Is that the right 
word? 

Finally, some say they leam about themselves but also leam to appreciate 

cultural differences of their friends when they have the opportunity to explore 

other people through their writing and tlieir artwork. A seventh grader 

expresses this idea clearly as learning to appreciate diversity. 

Melanie: At the schools on ray side of town there's like one group of 
people and they all basically think the same. They all like the same music, 
the same clothes, the same books. But over here there are so many 
different ethnic groups and they all bring their artistic impressions with 
them and express them in their writing and their art so you're getting more 
of what they feel. So really you get to see more of who they are, because 
you get closer to who they are by seeing their expression in poetry, 
drawing or dance. Here they teach you to express yourself better and 
appreciate different people, cultures and their expressions. It just seems 
natural. 

The Value of the Relationship Between Art and Literacy 

Throughout this chapter, administrators, teachers and students have stated 

that the value of the relationship between art and literacy is that it invites and 
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of cognitive abilities (Perkins, 1988). However, another aspect of the relationship is 

clearly evident in analyzing the interviews. All three groups report that adding art-

making activities to content instruction increases interest, motivation, attention and 

concentration. For example, after directing students in reading strategies for locating 

important concepts and facts, discussing them, and writing about them, teachers often 

ask students to make a visual representation of the information. They know that 

student's interest and motivation increase dramatically when they add art (another 

tool/sign) to the process. Hence the value of art making is that it stimulates attention, 

concentration and enjoyment in content activities. 

The notion of adding art to content learning has a long history. Historically, art-

making has been recognized as a tool for improved teaching of other school subjects 

since studies in the late 1800's, when art first entered the school curriculum (Brown & 

Korzenik, 1993). Early studies of art (Thompson, 1877) suggested that when adults 

observed children's natural absorption in art activities they realized that art had the 

potential for helping students concentrate and attend to general learning. When 

children were drawang, their attention was focused and thus they would better grasp 

subject content. 

UB teachers from all content areas recognize that art will stimulate these 

attributes in their students. Ms. Dickinson, when teaching language arts says, "Well 

when I see kids' interest perking up on a project that might call for artwork or 

expression in some other way, it's because the artwork is something they love." Mr. 



108 

Dye from history says, "Stimulation. 1 guess that's the basic thing. I use art, I guess 

a lot of it is to motivate." In science, Mr. Kommueller says, "For me it's the variety of 

just keeping students interested." Mr. Riggins, the math teacher says, "Art is exciting. 

It's different from the academics, from the reading and writing. It makes them 

happy . And I think it rubs off in a positive way for learning math concepts." 

This positive effect is explained by Ms. Schiever, who reports the value of integrating 

art with content litemcy is in the quality of experience it provides. 

Ms. Schiever: The arts bring an incredible energy to this school. There is a 
different feel in the classroom when they are doing an art project than there is 
when they're working on isolated academic tasks. It's a more relaxed mellow 
feeling. But there's also a more intense focus. Many times we wish we could 
get that intensity of focus on the academics but it's natural with art. There's 
also that positive feeling that you get when you're engaged in a task that you've 
actually bought into, which makes you more receptive. 

Underlying this ability to access and sustain total involvement is a state of 

focused attention. Studies in the 1970's (Csikszentmihalyi, 1975) interviewed people 

who pursued intrinsically rewarding activities and foimd that they all described a state 

of intense involvement. Csikszentmihalyi and Schiefele (1972) identified this 

enjoyable experimental state as a flow experience. It is initiated by engaging in and 

being carried away by intrinsically rewarding activity. It can lead people to 

experience high levels of control, concentration, and intense involvement. The 

activity itself provides the learner with intrinsic rewards. Flow is perceived as high 

challenge, high skill, as opposed to activities like math and science where students 

frequently experience anxiety and is perceived as high challenge, low skill. 
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Kids at UB report flow as a primary characteristic of the art making experiences 

when using it to leam in content classrooms. When there is a match between 

challenge and skill, flow emerges. Students relate several characteristics of flow 

when using art and literacy together. For example, during flow experiences, Caitlin 

says her attention becomes more focused . "When I am trying to write a story and I 

get lost or fioistrated I can draw and that makes me see more to write about. So it really 

helps me keep working at it. I can finish the story because 1 can pay attention 

longer." Danny reports that distractions are not heard or seen or attended to. "One 

time when we were drawing our names as tangrams in math, some visitor came in and 

I didn't even see or hear them. I just kept on drawing my picture." For Veronica, 

time passes without awareness. "1 kind of like lose myself when I do it. It's like 

you don't know what time it is. Totally sometimes the whole time is gone and I like 

think didn't I just get here? That can happen if I am writing, reading, working on an 

art project or playing basketball." 

Is art making an intrinsically rewarding experience for UB students? When 

asking UB students why they make things to leam they report only intrinsic reasons. 

Kyle: Well art's like my favorite thing to do. I love art. 
Alan: It'sfiin. It makes learning more fim. 
Brandon: It adds some excitement cause if you're just writing and writing all the 
time, you get bored and bored. But if you write and you do this art project with 
the writing, then you go oh I get to draw. I get to enjoy myself. 
Melanie: It's really fun to be able to have so many ways to do assigimients. It 
keeps you interested even when it's hard. 
Michael: I like the choices, whether it's writing or art or both. It lets me enjoy 
my working time. 



110 

Vanessa: If I don't feel like reading or writing, I can always draw and that makes 
me want to do more of the report, it makes it easier. 

Although UB teachers and students value increasing interest and attention by 

adding art to literacy and content activities, they both point out another important 

advantage of using them together. Integrating reading and writing with making 

activities often creates new perspectives on the subject, new ways of understanding the 

facts and concepts. Ms. Dickerson, a sixth grade teacher, relates how drawing after 

reading creates new information that does not show up in their writings. She says, 

Ms. Dickerson: During third period I read aloud each day and ask them to draw 
when I am finished. We put the pictures up like a story board across the weeks. 
By the end of the story we could go back and see all their impressions of each 
chapter. The story was so much richer than the reading of it because you could 
see their feelings by the colors they chose or their emotions represented by the 
symbols they used. The drawings always showed more than about their 
interpretations than their writings did. 

The students support this idea, "Maybe it's easier to express your ideas. You 

think something up in your head and then you can see it and then you can draw it. It 

can express your feelings or emotions, not just facts." 

By integrating art and literacy in content instructional experiences, teachers 

create opportunities for students to translate their understandings from one sign system 

(language) to another sign system (art). This process, transmediation, is valuable to 

them because it creates the possibility of inventing new connections which allows the 

potential for students to see more, leam more and understand more as a result. It is a 

generative process in which new meanings are produced (Siegel, 1984; Suhor, 1984). 
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The cxirriculuni specialist, Ms. Schiever, talks about multiple intelligences to explain 

how translating is generative. 

Ms. Schiever: Any time we use any of the various intelligences, there is the 
possibility of some connection to another intelligence. It is natural for learners 
to go back and forth between language and other intelligences. When we do 
something in literacy and then in the visual arts, we most likely take that very 
information over to another one of our expressive systems to support and 
generate more knowledge. At UB we use both systems together all the time, so 
that means kids are learning in both. 

In representing information in one sign, the student must find a way to interpret 

meaning using elements specific to that sign (Siegel, 1984). For example, to 

represent meaning in linguistic signs they use words. However, to translate that 

meaning to another sign, like art, students have to interpret again using other elements 

which are characteristic of the second sign. In art they use pictoral elements like 

lines, colors and shapes. They must invent a connection between both forms of 

expression, in this case a cormection between linguistic and pictorial signs. This 

creates an anomaly which requires new thinking because these invented links are new, 

not predetermined pre-existing templates. Neither are they simply replicas of 

someone else's thinking, but unique forms not available prior to translating between 

sign systems. The student, who engages in the process of translating, becomes an 

interpreter between signs, someone who actively transforms meaning. 

Although students don't use the specific terms, translation or transmediation, a 

basic understanding of this notion clearly permeates their statements. They are aware 
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that in the process of using both art and literacy, they actually generate more 

understanding. 

Gina: Well I think adding arts to things explains something more than just 
writing it or reading it. When you go back and forth between the two you get 
lots more out of it, like new ways to think about it and express it. 
Veronica: When you draw something you see it in another light, really. You 
see all the little details that you never saw before and so when you draw a picture 
after reading maybe it's more for your benefit. You see it in a different way 
than when you write about it. It sort of opens your head to more impressions. 
Logan: Well I think as you go up in middle school and high school, things that 
you learn about get a little more complex. There is really more to think about, 
more complex ideas. That's why using this other tool, art, can help you think 
things through. It helps you get in touch with how you feel about it and kind of 
be more expressive. By adding art you can say more than just writing. You 
think about it in ways you never would have before. It's two sides of an idea. 
Amanda: The tools are so I can understand things more. If I do both a picture 
and writing. I can understand it more than just having writing. The picture kind 
of makes me see things I never could have. It's more information, but different 
information. I just understand it in a bigger way. 

UB teachers, administrators, and students take a semiotic perspective regarding 

art and literacy. They characterize the relationship between them as tools of expression 

necessary for making and communicating meaning. Further, they agree that each tool 

offers distinctive ways of knowing and expressing ideas, concepts, emotions, and 

understandings. By taking this perspective they are choosing to represent art as an 

equal partner to literacy, as a usefiil tool for expressing knowledge. This choice shapes 

how they think about themselves as competent to design instructional experiences and 

more importantly, how they view students as developing artists and authors. This 

definition allows them access to art making processes without ever asking if they are 

talented or wish to be artists. As a result, all students can be invited to discover the 
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pleasxire and stimulation of art making as a tool for learning. By taking a semiotic 

perspective they avoid the trap of believing talent is a pre-requisite for using a sign 

system other than language. To them competence in art, like literacy, is a process, 

in which all students have the potential to develop competence. 

Teachers and administrators understand that students need the opportunity to 

engage in direct expressive work and to leam how to appreciate the work others 

produce in both sign systems. It is what they call becoming an aesthetic person. 

They accomplish this by asking students to make meaning in both images and words, 

and by displaying student work, recognizing student efforts, and teaching students how 

to be audience appreciators. 

For UB teachers and administrators, there is agreement between their beliefs 

regarding literacy and those regarding art. If all students are developing artists/authors, 

then all students can participate and focus on the process of developing competence in 

both sign systems. Further, they report their own levels of competence as 

appreciators of art are sufficient to encourage student development and to integrate art 

and literacy into content instructional experiences without ever judging their students 

or themselves as talented or not. 

For UB teachers and administrators, bringing art into their content curriculum is 

valuable because it infuses the environment with energy and focuses student's interest, 

attention and motivation on learning content material. Moreover, it offers the 
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opportunity for students to convey content understandings in new ways and generate 

new meanings not available when only one sign system is used. 

Chapter 5 takes a closer look at the ways teachers act on their beliefs to integrate 

art and literacy into instructional experiences in five content areas. 



115 

Chapter 5 

FINDINGS: PRACTICES 

This chapter reveals how UB teachers bring art into their Instructional experiences 

without ever categorizing their students as talented or not. Acting on their belief that 

competence can be developed, they present several ways they integrate art and literacy 

into content instruction while providing the opportunity for students to engage in 

transmediation. Students are regularly asked to use art and literacy together to create 

and communicate meaning in a wide range of content applications, to fulfill assignments 

requiring visual representations of text and to create linguistic representations of 

paintings and sculptures. 

The chapter is divided into two sections that present instructional experiences in 

which transmediation between words and images are available. In the first section 

experiences in social studies, science and math focus on opportunities that offer the 

potential for transmediation at the literal level. Students are required to translate 

concepts and facts they are reading and writing about in their textbooks into visual 

representations extending their understandings of specific content information by 

employing a new media and a new perspective on the topic. The objects and pictures 

they create are required to literally reflect, as closely as possible, print-based 

information or descriptions. 

In the second set of examples, instructional experiences in art and language arts 

focus on opportunities that offer the potential for transmediation at the imaginative 
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level. Students are invited to create expressions that are more interpretive and/or 

evaluative. In these examples students read paintings and sculptures and create 

linguistic representations which demonstrate their grasp of themes or compositional 

elements in the works of art they select to study. 

In either case transmediating between words and images generates new 

connections, meanings and understandings that are not available when only one sign 

system is used to learn content. Talent is not required to engage in these translations. 

Teachers' practices support their belief that direct instruction, the opportimity to 

practice, and time to work like artists and authors are essential for increasing 

competence in both tools of expression. Their efforts dispel the notion that talent is 

needed to integrate art and literacy with content material. 

Literal Transmediation 

Social studies: Egypt. Instructional experiences in Ms. Shaw's sixth grade 

social studies class integrate art, literacy, and content on a regular basis. In this 

example, students combine reading from multiple sources (literature, tradebooks, and 

text books), writing in personal notebooks, and making objects. These activities offer 

students several mediums through which they may develop their understanding of 

ancient cultures. She believes that reading about, writing about and making visual 

representations of artifacts from ancient cultures provides more connections for 

understanding social studies content. 
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Ms. Shaw: I want them to understand how important artwork and visuals are to 
understanding people of the time that came before us whether it's recent history 
or ancient history. It's the art that tells the culture. I want them to look at 
artwork, talk about it, make it, and relate it to the people and their culture. 

This process starts with traditional content literacy strategies for locating and 

reading infonnation in the textbook and taking notes on what they have read to develop 

prior knowledge (Anders & Guzzetti, 1996). Ms. Shaw asks students to read 

paragraphs or sections of their textbooks and then to write what they have found out in 

their personal notebooks using their own words. The notebooks offer each student the 

opportunity to create a personal knowledge structure, to select relevant information, and 

to tentatively organize it for participating in group discussions. She explains that 

because most students have little prior knowledge of Egyptian culture, these are 

important first steps in developing the background knowledge necessary for making 

important facts and concepts more accessible to them. 

Ms. Shaw; Social studies is such a high core-content, so ancient Egypt is 
nothing they have any background knowledge of. You can't draw from their 
previous knowledge because most have never been introduced to it. So they 
need some strategies for starting to read and write about it. I never ask them to 
read the textbook alone, but to read it together with me as a group or with 
anotlier student. Then they write about it in their own words. They make 
notes and outline what they find in. their notebook. That helps them understand 
some of the terminology regardless of the level of the book or the student. As 
a group we always share what we find and then discuss how it could be relevant 
to them. For instance, in Egyptian culture, the teachers could actually beat 
students, so we talk about corporal punishment in schools today. I write their 
individual responses during these discussions on the overhead always using their 
ov/n words. They use their own words to revise their own notebooks and again 
when they write in their journals to think about what they are reading and 
seeing. 
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Students are not merely asked to copy someone else's words from the textbook 

but rather to synthesize what they have read, seen and discussed to construct their own 

understandings and create their own personal text, the notebooks. During group 

discussions, students revise and reorganize their original notes and thinking after 

comparing their ideas to those expressed by others. This series of literacy activities 

(reading, writing, speaking, listening) offers students the opportunity to develop 

strategies for learning from textbooks while providing the background necessary for 

more effective participation. Along with the process of studying textbooks, Ms. Shaw 

incorporates a plethora of tradebooks on Egypt which she keeps in the classroom. She 

uses these during group note taking and discussion times to provide more pictures and 

examples of art. She explains. 

Ms. Shaw: I also have this incredible catalog of books about Egypt that are 
around the room and I'm constantly showing them. They're free to browse 
during their time and they always go to the books. I pull things out when they're 
talking. I show diem visuals of the artwork that was available then. 

The students use these books extensively during textbook study and novel 

reading as alternative sources of information (see Appendix H) to look at and read 

about cultural artifacts. Later when they make visual representations of their 

understandings of Egyptian culture, they refer to the tradebooks frequently for pictorial 

information. 

Next, Ms. Shaw integrates reading novels with their textbook and tradebook 

study. By engaging students in reading literature she hopes to make Egyptian culture 
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even more accessible, a way to make the content, in which they are developing 

background knowledge, more personal. The narrative stories give them a context in 

which to place their newly acquired facts and ideas about Egyptian culture. 

Ms. Shaw: I use literature and tie that into social studies. I want them to 
appreciate literature and not be afraid to take on any book, to take a risk, and 
realize a good reader is someone who loves the process, the language and the 
power of words and stories. The literature is a different kind of reading, but 
they have worked with the ideas and facts so when we get to the novels they 
already have some background. They can identify with the character and the 
time period. We did a book called The Golden God, which is about a kid who 
was in ancient Egypt and what happens when they think he stole this incredible 
artifact out of the Pharaoh's tomb. And the kids connect. They love reading 
the literature because they already know something about Egyptian culture. 
Now they relate to it even more personally. 

After all this literacy activity with various texts, students are invited to apply 

their knowledge and to demonstrate their understanding of Egyptian culture by making 

objects. Ms. Shaw asks that the projects depict some aspect of the culture that 

interests them and be as accurate to text descriptions as possible. She values adding 

art to the process of learning about Egypt because, 

Ms. Shaw: You use art to get another look at things. It just is another tool to 
try and understand. It's another picture and it helps clarify and sometimes it 
helps you make judgments. For us in social studies being able to see tlie 
artwork is a way of looking at and appreciating and using what you see to make 
connections about the way things worked in civilizations, just like they use their 
ovra art work to show how they connected to the cultures we study. 

Ms. Shaw believes that personally connecting to the facts and ideas associated 

with the study of Egyptian culture can be enhanced by engaging students in a high 

interest activity like art. Moreover, she believes integrating art making gives students 



120 

another tool for expressing their understandings of content information in a different 

form, to access knowledge that is not available through v^i^ords and print study alone. 

She reports that ideas and meanings that originate in either print or images can enhance 

thinking about content (Gardner, 1983). By asking students to make accurate 

translations of text-based information, she provides opportunities for transmediation to 

occur at the literal level. 

For example, students make literal translations in many forms. They construct 

a variety of objects like a reed boat, a display of Egyptian costumes, and the burial 

tomb of Tutankhamen (See Appendix HQ, all based on information they read about, 

write about and discuss using textbooks, tradebooks and novels as primary sources of 

information. This instructional activity allows students to move from linguistic 

representations in one media to pictorial and constructive representations in another 

media. Students are given the opportunity to translate the content of what they have 

been reading and writing about to another form of expression. Since each sign offers a 

unique kind of expression, they must find a way to move across the boundaries of 

language to represent their understandings of content in the art objects the construct. 

In the process of crossing over they must invent connections between language and art 

because no predetermined maps or codes exist for telling them how to represent 

language in a different form, art. These inventions produce new connections and 

generate new meanings. Ms. Shaw reports that adding another sign system supports 

literacy in her content area. 
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Ms. Shaw: It's evidence of their learning for me, but for them visual art opens 
up the world, to understanding people of that time. The art brings it to them. 
It clicks in so they can imagine it mentally and then visually. Making the art 
makes it a reality to them. They can own it personally. It supports their 
growing literacy, gives them a channel for understanding much more, at much 
higher levels. 

In the Egypt activity literal transmediation is possible because although 

adherence to text descriptions of boats, costumes and tombs is required, students do not 

merely replicate someone else's text or someone else's interpretation of text. The 

products they construct are not a template match to an image accurately copied but 

rather an invention based on details described in the text (Siegel, 1984). In fact, 

products produced as a result of reading factual texts and novels may be accurate and 

still be varied based on each student's interpretation and the media they selected to 

represent their understanding of content. Each medium is a sign system in which 

meaning can be constructed and communicated (Goodman, 1976). For example, 

while one student chooses to use cut-out styrofoam blocks to build a p5Tamid, Teela's 

pyramid is built using sugar cubes (see Appendix J). 

Teela describes her social studies project as a combination of using reading, 

writing and making in which her choice of media leads to many other realizations. 

Teela; I was learning how pyramids are. It was fun because you read about it 
and then you wrote about it and then you could make it, then you understand it. 
But if you didn't read it, you couldn't make the things. We decided we could 
build a pyramid out of sugar cubes. But the cubes cost a lot and we were going 
to make a big one but they were so expensive so we made a little one. And 
besides those big cubes were really heavy, even the little ones were heavy 
enough, so we kept on looking at the pictures and reading and trying new ways to 



122 

build until we could figure out how it was supposed to stand. It took so long to 
build it with each cube, one at a time, it took forever. 

What is important is that Teela's choice of media, the sugar cubes, forced her to 

consider other aspects of construction, cost, weight and size. Her solutions regarding 

cost dramatically reduced the size of her original design. Her decision regarding the 

size of the sugar cube, whether to use small ones or large ones, was determined only 

after she was in the process of constructing the object. It forced her to look at the 

pyramid in a new way and revise her thinking based on her own experience. She 

began to wonder about the cost of building real pyramids. As she explored other 

options to complete her construction, she was not discouraged by the problems but was 

motivated to learn more. The experience of making sent her back to text for better 

details, motivated her to solve the construction problems, and finally generated new 

questions about another aspect of Egyptian culture, slavery, that she had not considered 

before. Because building the pyramid was expensive and took such a long time, 

reflective thinking became part of her process. She remarked, 

Teela: It made me think about the real pyramids when they built them. 
They're so big, they are probably really expensive. So I read more and found 
out that they weren't expensive because slaves did the work. The table next to 
us was drawing slaves. I can ask them or read their display. And then there is 
this great book on slaves. I need to read it to find out if slaves were ever made 
into mummies. 

For Teela the process of translating meaning firom print to sugar cubes generated 

a realization that pyramids took a very long time to build and must have been very 

expensive, something she had not learned initially by reading. It was only after 



translating from a Unguistic to a constructive sign system that she discovered the need 

for more information, which ultimately lead her back to linguistic media with a new 

purpose, based on new background information, to select relevant information 

pertaining to her new question. The process of transmediating at the literal level 

allowed her to synthesize background knowledge with new information and to construct 

knowledge based on her own questions. The activity provides added evidence that art 

and literacy are empowering tools which work together to create new perspectives, 

meanings, and connections for understanding content material (Siegel, 1984). She 

truly meant it when she said, "I'm always learning when I use reading, writing and art 

together." 

Science and drawing 

In the next example, two life sciences teachers, acting on their belief that all 

students are developing artists, recognize the need to provide them 'vvith direct 

instruction in drawing. As a basic tool of expression in science, drawing, like reading 

and writing, is seen as necessary for learning life sciences material. 

Mr. Barber: At this level in the middle school every teacher is a reading teacher, 
a writing teacher, a math teacher and an art teacher. I tell them this at the 
beginning of the year. We are going to use all these tools to think about 
science. 

Like many teachers at UB, Mr. Barber and Mr. Rhodes provide instruction in 

traditional content literacy strategies for reading textbooks and taking notes. 

Mr. Barber: We take the time to show them how to use skimming, scanning, 
careful reading, finding the main idea, how to use a reading guide, how to use 
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the textbook to answer questions and then to apply what they've read to our 
experiments. 

The application phase of the process is most often reading experiments. 

Content literacy in the life sciences embraces both a traditional definition, where 

students receive instruction in strategies for reading text and taking notes, and a 

semiotic definition, where the concept of text is expanded to include reading directly 

sensed information (organisms) or their experiments. 

Mr. Rhodes: In my life sciences, a lot of the reading we do is reading our 
experiment, knowing exactly what it has to say and then recording that 
information in our notes accurately. We usually start with the textbook for 
terms, facts and concepts, and "how to" information. Then we apply what we 
have read about to reading our experiment to reinforce the concepts. 

Reading experiments means that students take notes in both words and images. 

They write and draw to represent what they have observed. It might be a grasshopper or 

something under the microscope. What they observe becomes the text to be read. 

The experiment, the insect or the microbe all become text to be read, interpreted and 

recorded in their notes. Consequently, it becomes important to teach them how to 

draw, to improve their skills of observing and recording factual information in two 

different sign systems (linguistic and pictorial), both necessar}'- for constructing 

understandings in the life sciences. Accurate representations are highly valued, 

whether they are in words or pictures, and therefore, constitute literal transmediation. 

Each teacher approaches direct instruction in drawing in different ways. In Mr. 

Barber's classes, he and the art teacher, Mr. Taylor, employ a formal technique called 
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graphic illustration. The curriculum specialist, Ms. Schiever talks about how the 

process started. 

Ms. Schiever; The science teacher got kind of fiiistrated because he felt like the 
kid's drawings of things, particularly insects, were not anywhere what they 
could be. And so one of the art teachers went into the science class and 
showed the kids how to do scientific illustration. 

The art teacher, Mr. Taylor, demonstrates the technique and stays with the class while 

they leam. Then he provides a tool, a worksheet with the grid to guide their future 

attempts. 

Mr. Taylor: It's a real cool technique. They asked me to help. So I went 
down there and I did. This is a graphic illustration. It's just a drawing 
technique that you can use to draw something perfectiy with a top, front and side 
view, so basically it teaches you how to measure it so that you can recreate it. 
And we created this worksheet for it so that students could look at that even 
after I was gone. 

Mr. Barber explains that the technique is one that he learned at the same time and is 

now able to pass on to his students every semester. 

Mr. Barber: Once I knew how to do it, then I could teach them. So I give 
them a paper with a grid on it. The grid acts as a measuring device, so the 
insect can be viewed in relation to the grid. They take the measurements of the 
head and project it onto the grid lines so that it comes off the right size. Then 
they do the same with the thorax so they can locate it next to the head and so on. 

By offering students direct instruction in drawing, Mr. Barber provides them with 

the time and opportunity to leam how to use a tool of expression necessary for 

extending their understanding of content. Moreover, recognizing the need for 

instruction ahead of their realized accomplishments (Vygotsky, 1978) in drawing, he 
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provides the opportunity to increase their competence as developing artists. 

According to Ms. Schiever, "As a result the drawings of the grasshoppers suddenly 

became of higher quality. They were incredible. It was a reminder that when middle 

school kids have excellent instruction they can do almost anything" (see Appendix K). 

The second approach to direct instruction in drawing as an observation tool is 

more informal. Mr. Rhodes relies on his own prior experiences as a science student in 

college. Even though he doesn't classify himself as a professional artist, he believes 

drawing is something everyone can learn to use as a tool for reading and recording 

directly sensed objects and organisms, for communicating what is understood in a 

pictorial sign system. In Mr. Rhodes' life sciences class accurate drawing is essential 

for representing what is seen in the microscope and is used to reinforce comprehension 

of what they have read about in their textbook or watched on films. He uses an 

informal method of instruction based on his own experiences and knowledge of how a 

scientist thinks and makes meaning. 

Mr. Rhodes: When I was in college, the main thing that we would do is spend an 
hour listening to the teacher talk and show slides and then we'd spend three 
hours ui the lab looking at things under the microscope and drawing them. We 
made notebooks and then our grade was mostly on how we were able to show 
what we found, and that was through the drawings. 

Having learned the value of describing what is seen in the microscope by 

employing detailed drawings, he knows much of science is tied to art. 

Mr. Rhodes: They've done a lot of drawing in here and the purpose of all that 
drawing is to show their comprehension or to show their understanding of the 
concepts. Visual learning is part of everything we do in this classroom. We 
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use visualization as a way to solve problems, to think through, to observe and 
create their own understandings. Here much of what we're learning is tied to 
an image; probably every chapter that we study, every topic we have the 
drawings. I don't know how to instruct them formally on how to use a pencil 
but I tell them to draw what it looks like. I say look in the microscope, and 
then make your drawing, then compare the two. If you see a difference, erase 
it and change it until there isn't a difference any more. Just keep comparing an 
image to an image. Compare what you're seeing to what is there. 

Drawing is the student's opportunity to look, to notice, to ask questions and 

record what they observe with both pictures and words. In the process of making 

drawings verbal collaboration occurs naturally as students resort to talking when they 

encoimter visual problems (Vygotsky, 1962). As students are confronted by confusion 

or inaccuracy, Mr. Rhodes asks questions like, "Are you showing the actual size, the 

actual shape?" Students often engage in conversations among themselves to solve 

dilemmas verbally before returning to their drawing. They exchange technique 

information like, "I measured the distance between the two edges first, then I just made 

the rest fit in between." Mr. Rhodes and his students use language as an essential part 

of artistic knowing. They use language to solve their visual dilemmas (Fielding, 1994), 

and recognize the need for collaborative talk where ideas can be discussed, challenged, 

and compared. 

Direct instruction in learning to acquire a more accurate eye and a more practiced 

hand is provided in a social environment where he talks with them, questions them 

individually, and engages them in collaborative discussions to clarify their thinking and 
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aid their observation. Further, he understands that as developing artists they need 

sufficient time to practice manipulating the media, using the sign system. 

Mr. Rhodes: Some kids say I'm not a good drawer. I think the best answer to 
that is to say well drawing doesn't come naturally for anybody, including me, but 
if I'm given enough time, actually like a whole period to do each drawing, then I 
can do it. So if you invest that kind of time it gives them time to think and work 
like a scientist works. And usually I go around the class and try to ask them 
for more. If they've made like a circle with a dot in the middle of it, I say well 
look at it again. And then I prompt them a little bit and if they're given enough 
time and help with it, most students can draw. 
I think it's also important because you let them know you value it highly. 
Some other teachers were saying well, I asked them to draw this and they 
didn't draw very well. I asked how long did you give them, and they said well 
I gave them a period. But that was one period to make two or four drawings. 
And you know, they probably did it as well as they could in the time. I could 
draw four of these in a period because I've been practicing for 20 years but for 
somebody doing it for the first time, it's not going to happen that way. So I 
guess that given the time most of us can do a good job with the visual stuff and 
can make the pencil do more or less what we want it to do. 

This activity clearly supports the belief teachers voiced in the first question of 

the study, that knowledge mediated by different tools/signs must be intentionally passed 

on by teachers committed to learning in more than one sign system. Their potential 

for becoming competent in drawing can only be realized with the help of a teacher. 

They need instruction, they need time to experiment and practice to become more 

proficient v^th the tools (Vygotsky, 1978). 

Mr. Rhodes: You know, most of them turn out really good. I can see amazing 
detail. Surprisingly a lot of students who said they couldn't draw, eventually, 
when you keep saying no that's not good enough, you want to show more detail, 
they actually begin to show the subtleties. 
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In both Mr. Barber's and Mr. Rhodes' scientific drawing activities, the potential 

for transmediation from linguistic signs to pictorial signs is evident. The translations 

are literal in these two activities because accuracy to text, whether it is print or the real 

object, is essential. In both activities drawing, like language, serves to mediate 

thought and information. When students draw they are required to make an 

abstraction, not a replica, of the directly sensed information, visually comparing the real 

object to their drawing of it. The abstraction becomes a visual representation of the 

idea they have read about and directly sensed. They are given the opportunity to move 

from reading textbooks, to reading their experiment, to making a drawing that 

represents as closely as possible the specific information they are now seeing in their 

grasshopper or microscope observation. The process of rereading both the text and the 

experiment to accurately depict that information in a drawing constitutes a literal 

translation of content information. 

Math: Tanagrams 

Mr. Riggins, the pre-algebra teacher, knows words and pictures are powerful 

tools for teaching math concepts. Since he believes that words and images are seldom 

separate in learning math, he begins most lessons with traditional content literacy 

strategies designed to teach math vocabulary. He explains how vocabulary is tied to 

concepts. 

Mr. Riggins: Well reading skills are vital in looking at mathematics because 
research has also shown that new vocabulary, introduced to students, is greater in 
mathematics. So therefore when we are reading and when we are introducing 
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vocabulary, it's vital that we emphasize and reemphasize and model this new 
vocabulary in about seven different examples before students can get it. We 
also want to look at vocabulary and the concepts and how they're connected. 
We use the textbook as a source, learning how to read for understanding, looking 
at basic key words. 

To reemphasize vocabulary and concept connections, Mr. Riggins uses a variety 

of writing strategies to help students tliink about and write about their own 

understandings. 

Mr. Riggins: And then writing is used for metacognition to occur, you've got to 
think about what you're thinking, you've got to write about that thinking. For 
example, I give them an assignment to write a newsletter to your parent or 
guardian telling them a key concept you've learned the first quarter, give 
examples and explain things in your terms, in your words. So writing in a math 
class is really important because students have to think about their thought 
process. They have to think about the connections they made when they were 
manipulating an object, whether they were drawing a model, whether they were 
thinking abstractly, from a visual model to an abstraction. We're going back 
and forth from reading the textbook to get important vocabulary and concepts, 
writing about our thinking and connections we make, and making models of 
these concepts. We're jumping back and forth with it, until obviously when we 
get back into a higher level of mathematics, it's a lot of an abstraction, based on 
earlier reading, writing and making the concepts visible in models or drawings. 
They really need all these tools. 

The whole idea that both literacy and art are tools for expression is emphasized in 

his discussion of a powerful strategy that asks students to use both during learning 

activities. He talks about making a model or an object to give students practice in using 

more than one sign system to construct meaning and to give them a physical site to 

explore the concepts. 

Mr. Riggins; I hope they realize that it's another tool. I like to think that visual 
models or using a visual model or picture is a component to every type of 
thinking that we do. On any given day you'll see a great deal of visual 
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examples. They use them to analyze their data to figure out the answer. That 
is how visuals are connected to an introduction, an explanation, a re-explanation 
of a concept, or an actual evaluation or assessment tool. For example, when we 
build models they're moving from concrete to abstract. If you don't have a 
visual model, there's no movement. They're going directly to abstract thinking. 
What we need is a place, an intermediary place to build that concept. So when 
we are reading about and talking about area and perimeter I think it's easier when 
you can actually look at tiles and make a model. And so we try to do that 
hands-on with everything we are reading about. It focuses their attention on the 
important concepts. 

Students agree that pictures, models, and manipulatives make concepts easier to 

understand and operations more efficient. 

Gina: Having all these tools really helps me with math. Having a model or a 
picture really helps me see it, the picture of it in my head. It helped me when I 
was little and I still do it because it works. The picture is a faster way to 
remember. 
Teela: Well we use art in math because we need to use different tools to think 
about it and art helps. Like, the teacher asked us to make a littie tangram thing 
with all the letters in your name. Yeah, they're made out of triangles, right 
angles, squares, rectangles. It's sort of hard if you have a long name but it's 
worth, it because you understand so much more by the time you made it. 

Because he values visual tools and wants his students to do the same, Mr. 

Riggins starts his school year off by asking students to engage in a making activity to set 

the stage for future learning in his class. He explains, 

Mr. Riggins: The tangrams is the perfect example. The first day of school we're 
making tangram sets. So actually I start them off visually. It's basically to get 
kids familiar with the ancient Chinese puzzle, the tangram, that can teach them to 
represent key concepts for middle school math. You can deal with geometry, 
area, perimeter, fractions, fractional numbers. You actually can introduce, 
reintroduce, or terminate or end the strands with the tangrams. So I wanted 
them to have their own tangram piece so they have their own tangrams set in 
their file. So for ftin we actually created with all the pieces of the tangram 
puzzle every letter in our name. They're able to see also that with a tangram 
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you have all the geometric figures, squares, right triangles, rectangles, equilateral 
triangles, parallelogram, the perfect square (see Appendix L). 

Tanagrams are an example of an activity that encourages literal translations. 

For example, in making his own name, Brandon is translating a written representation of 

the letter B to a representation made up of all the pieces of the Chinese puzzle (a B made 

up of triangles, squares, circles). Finding a solution using conventional geometric 

shapes challenges him to create a new type of B, one not composed of lines but of 

geometric two-dimensional shapes. Granted, the solutions are limited to strict 

descriptive parameters because literal accuracy is valued (a triangle has three sides), but 

the letter B made up of these shapes is not one immediately called up as a typical 

linguistic or pictorial visual image. It requires a translation from one media to another 

and some level of personal invention. The B is not a replication of another's text. 

The B is not expected to be a template match of a single predetermined solution. In 

fact, the researcher investigated a tangram resource text to determine if Brandon's 

solution was merely a copy. It wasn't. Although several B's were found in these 

reference sources, none were identical to Brandon's invented solution (See Appendix 

M). 

By engaging in the activity he found a way to represent his own understanding ia 

another sign. Since signs don't convey meaning but constitute a medium through 

which meanings are constructed (Peirce, 1966), the task asks Brandon to use a medium 

of drawn geometric shapes (pictorial) to construct written letters (linguistic). This 
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demonstrates translation from one expression plane, writing the letter B, to another, 

drawing triangles, squares and parallelograms to represent the letter B. Since the point 

of the activity is to make a tangram puzzle, the translation is Literal as the puzzle itself is 

re-represented in every letter of his name. Moreover, his futrure use of his personal 

tangram name set will serve to help him investigate many more mathematical concepts 

and is therefore a highly generative activity. 

Mr. Riggins: From time to time we pick them up and we'll reinforce the concept 
that we're talking about at that time, whether it is a fractional number, a decimal, 
what decimal is the small triangle out of the entire piece for example. You have 
three different types of pieces, perfect square, small right triangles, medium right 
triangle, large right triangle, and parallelogram. You can deal with perimeter, 
area, proportion, fractions, percents, ratio, all the strands of middle school math. 
It is a nice thing that we can go back to and make connections visually in 
mathematics using the tangrams, so it's a home base. We bring them out of our 
folders all the time. 

Mr. Riggins uses model making, constructive signs, as a regular tool for 

exploring mathematical concepts that are originally introduced through reading their 

textbooks, discussing the vocabulary, then writing about them in their notebooks. These 

are all linguistic sign systems. The transmediation from linguistic to constructive signs 

constitutes a literal transmediation. The tangram puzzle remains a permanent tool, an 

alternative text, the student will refer to throughout the year in class. 

Science: Vehicles 

In the last example of literal transmediation, the seventh grade science teacher, 

Mr. Kommueller, asks students to construct vehicles in order to apply print-based 

concepts of physical science like motion, resistance and inertia. He believes that making 
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objects is another way of learning science material, another way of working with the ideas 

they are reading about. He explains that asking students to translate from textbooks to 

constructions is useful because it involves them in actively constructing knowledge in a 

distinctively different form of expression which increases their interest and motivation to 

learn. 

Mr. Kommueller: Well, I think the objects I have them making, mousetrap 
vehicles, musical instruments, the rockets, work like sculpting. Even though we 
read and write about science, adding making really involves them. Now, there's 
a funny balance with science where I want them doing hands-on work and 
reading and writing. I've come up with a way to work on their literacy and their 
constructing ability at the same time. I ask them to do explorations in science, 
to make things that build their own knowledge, so they continue to gather the 
information that they need to solve the problems. To do that they need to go 
back and forth between the textbook and making something real, not just sitting 
in the classroom and reading about discoveries. 

In this activity students are directed to read selected portions of their science 

textbook that are relevant to the principles involved in making a vehicle. The 

information then is discussed as a group, often to clarify facts and insure that all 

important concepts are explained verbally while they take notes that will help them 

during die construction phase. Mr. Kommueller uses textbook reading and note taking 

to provide students with background knowledge of vocabulary and concepts necessary for 

building the vehicles. Then students are asked to extend their thinking beyond text-

based facts and concepts and to reorganize what they have learned by building a vehicle 

that will demonstrate their understandings of the principles involved in making a vehicle 

travel a pre-determined distance. This is a slightly new twist on a traditional content 
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literacy strategy to apply what they have learned after reading, writing and discussing text 

based facts and concepts. In this case the vehical construction is used to provide a basis 

for stimulating verbal collaboration among the students and with the teacher. 

The next step is to gather parts and to begin construction. This process requires 

students to synthesize text information and to apply it to the task of building a vehicle. 

At this stage they interpret information from their previous reading and writing activities 

and select appropriate materials. This translation from linguistic signs to constructive 

signs provides the opportunity to create an alternative text, the vehicle. Mr. 

Kommueller helps them translate from one media to another by questioning their media 

choices, offering suggestions to reread or rethink specific principles and reminding them 

of the assignment requirements. 

Mr. Kommueller: The kids are allowed to build them with whatever parts they 
can come up with. In order to be fair about evaluating them I'd have to give 
them all the same parts. If I give them parts then they don't get to explore and 
discover for themselves. That's the whole point. I want to see what they can 
find. For example, when they go to find the main body, do they come up with a 
lightweight but solid piece of material or do they bring a huge block of wood that 
they can barely even lift much less suspend on wheels? So I'm being critical 
about what's an acceptable part and what is unacceptable. And all that time, 
they're learning about collecting the materials, they're learning to apply the 
principles they read about in a new media. They're learning how these material 
will come to meet the assignment successfiilly by actually making the vehicles. 

In this process of making the vehicle, students are constantly moving back and 

forth between verbal collaboration and the structural characteristics of the media they 

have selected. All these activities require them to reflect on and examine their 

decisions and revise their designs as they work to make the vehicle more efficient. 
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Mr. Kommueller: They talk to each other about these designs and especially pay 
attention to solutions that appear to work best. For example, by investigating 
hov^ to assemble the wheels to the body of the vehicle, they realize that four-
wheeled ones are more stable than three wheeled tricycles because they try it and 
also watch others try various designs. They learn that as they're trying to 
manipulate the vehicle itself. When someone makes a design breakthrough, 
everyone wants to know why, which forces a natural discussion to take place. 
Suddenly everyone is questioning each others decisions, re-explaining how they 
made it work, and constructing explanations which help them make design 
changes. 

Even though students are making literal translations, the objects produced are not 

exact replicas of each other's designs because each interpreter creates his own 

representation. There is room for personal creative energy and personal invention. 

The students report this. 

Melanie: Even though we read the same information, they still are all 
constructed of different materials and are different sizes, weights, shapes and 
colors. They all work differently because of those characteristics. So each 
person can be personally creative and still have a vehicle that works well. 
There are lots of ways to solve the problem. 

Although the actual vehicles may differ visually, they must represent the 

principles accurately by functioning efficiently. Mr. Kommueller makes this 

distinction. "One of the points of making the vehicle is that they don't all have to look 

the same to work well and meet the pre-determined assignment criteria." Being true to a 

literal translation, the vehicles must travel a certain distance to be considered successful 

and are graded accordingly. 

In the final phase of the project, students present their vehicles in a public forum 

to share with classmates, verbally, why the vehicle works well or what inhibits its 
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performance efficiency. Again they must translate meaning they have constructed in a 

physical object to a linguistic representation, a speech, reinforcing their learning and 

discovering new meaning. The vehicle itself becomes evidence of their thinking. Thus 

they are able to demonstrate their understandings in both linguistic and constructive 

signs. 

Mr. Kommueller recognizes that language and art making are tied together. 

Talking about their constructions is a social activity that invites further collaboration 

among students. He explains. 

Mr. Kommueller; They have to present their findings verbally. It offers them 
the chance to explain their thinking and also for other students to comment, offer 
criticisms or advice, and to question their thinking and why they used certain 
parts in their vehicles. The kids sometimes leam the most at this point. 

Even in this final phase, students are still reflecting on and examining both their 

constructive and linguistic processes. But moreover, he is able to view the way 

knowledge is constructed and communicated and to evaluate his student's learning in 

more than just words. Finally, the vehicles are retired and hung on the wall for future 

builders to consult as resources (see Appendix N). 

In this section on literal transmediation, teachers present several ways they 

integrate art making with more traditional content literacy strategies. They provide 

instruction in art techniques like drawing and building. Some invite another teacher 

into their classroom to demonstrate a technique. Some rely on their own prior 

experience with drawing, while others simply rely on their own willingness to engage in 
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constructing and experimenting along with students. Regardless of the method, they do 

not resist integrating art and literacy. They accept the concept that learning is enhanced 

when they combine print and visual material (Amheim, 1939). 

Their practices demonstrate when students are provided with direct instruction and 

the time to practice using both content literacy strategies and art techniques they show 

improvement in drawing/constructing, as well as, in their level of understanding content 

material. By giving students the time to manipulate the media, to work like an 

artist/author they support the notion that learning to use tools of expression improves 

with practice (Eisner, 1983; Vygotsky, 1978). 

Imaginative Transmediation 

In this next section, rather than seeking accurate depictions of facts and concepts 

from text, some instructional experiences ask students to push their understandings to 

more complex interpretive levels of meaning, to translate meanings and understandings at 

the imaginative level. They are characterized by representations that are more 

interpretive, more evaluative of concepts or compositional elements than those at the 

literal level. The examples in this section focus on using the GASP Gallery to 

encourage imaginative translations from pictorial media (drawings, paintings) to 

linguistic media (writing, speaking). Here, Ms. Poverman, the gallery teacher, brings 

language arts and visual arts together in two ways. In the GASP Gallery Class, she 

incorporates art viewing and literacy activities while teaching students how to run a 

gallery. In the second activity, the GASP Language Arts Project, she invites a sixth 



139 

grade teacher, Ms. Potts, to use the gallery and its paintings and sculptures as a focus for 

language arts activities. 

Familiar to several language arts teachers at UB are instructional activities that 

offer students the opportunity to translate from linguistic to pictorial signs. After 

reading, students are invited to think about connections and images brought forth by the 

text and to visually represent what the story means to them. But, the GASP projects ask 

students to start with pictorial or constructive representations and then translate what they 

see to words, written and spoken. Students engage in translations at the imaginative 

level in that they are asked to invent linguistic interpretations from non-print stimulus for 

which there is no pre-determined answers. 

In these projects students read, write, listen, speak, draw and paint to understand 

art, artists, and their expressions through pictorial images. 

Both the class and the projects are initiated by Ms. Poverman, one of the art teachers, 

whose primary assignment is to create a gallery space and use it for instructional 

purposes. She explains her intentions for the gallery. 

Mrs. Poverman: I made a proposal that said I would like to bring language and 
visual arts together somehow in an art class and to work with language arts 
teachers to use the Gallery. I don't know if any other middle school does that 
and has that kind of an arrangement that we have here. It's a professional 
space. We have professional shows and we also have student work and student 
shows. 

From this initial proposal two types of instructional experiences are operating at 

UB, the GASP Gallery class and the GASP Language Arts Project. 
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GASP Gallery Class 

The name GASP means great art by students and professionals. Students in the 

class are eighth graders and a few seventh graders, who are selected by interviewing with 

Ms. Poverman and presenting a portfolio for review. Once in the class, they learn 

about the many aspects involved in operating a gallery through practical experiences 

which include viewing art work, writing about their interpretations, using that 

information to advertise the shows in the school newspaper and various flyers around 

campus, and finally acting as docents during gallery openings where they talk to others 

about the art. Ms. Poverman starts the process by sending students to the gallery to 

view the artwork prior to an opening. 

Ms. Poverman: When we go into the gallery, I say find a piece that has some 
interest to you. There are 70 or so pieces in here, so that will give you some 
opportunity to choose. I provide a worksheet with some questions that they 
have to answer. Then they make some statements. There's some cooperative 
work. They meet as a group in the studio, and to give them a little idea of what 
they're going to do, depending on the show. I make a worksheet for each show 
so that it's show specific. The questions are specifically geared toward what 
they're looking at whether it's a drawing or a painting or a sculptxire. 

The particular worksheet is for a photography show (see Appendix O). It asks 

students to transform their ideas by inventing connections between one sign (the picture) 

and another (the written response). Rather than rushing them to complete the 

worksheet Ms. Poverman suggests they simply walk around and view the show until 

they find a photo of personal interest. 
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At this point the photos become the text of the assignment. Like content reading 

strategies used to locate and organize text-based information, viewing and writing work 

to focus student's attention on important elements of the photos (the text) and to record 

that information in a kind of notebook, the worksheet, which represents a personal 

knowledge structure from which they may synthesize and integrate visual and verbal 

information. Even the qmckly sketch acts as a note taking device. Ms. Poverman 

explains how the drawing provides another way to make meaning that generates more 

complex understandings about the piece. 

Ms. Poverman: We use the gallery space as a way to go in and form a language 
initially with ten-minute drawings, which require that the students look more at 
the work. This is where we get the chance to see past what we've seen before. 
For example, for me there was a piece in this last show. A student was doing a 
ten-minute drawing and I walked up and I never realized that there were figures 
inside of the figure she was drawing. So seeing more is usually the result of 
taking the time to draw. 

Students agree that the quick sketch actually helps them notice more. By taking 

another perspective, using another sign system, they are translating what they see through 

a new media and consequently they see more. By using different knowledge systems 

they generate new perspectives on the same topic. This is exactly what Caitlin reports 

after making a quick sketch. 

Caitlin: Well sometimes like when you draw a picture, especially when we did 
our little quick sketch in the gallery, you notice things that you didn't notice 
before if you just looked at it, because now you're actually drawing. When I 
did my Osprey Canyon, I didn't notice the canyon until I drew it because I was 
drawing an outline of it. And then I looked at it and I saw it was there. But I 
didn't think that it was such a big deal because I thought everybody else would 
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notice it, and then when I was doing my docent tour I mentioned it and they were 
like oh wow I didn't see that. That's cool. 

After drawing they begin to answer the questions on the worksheet which 

requires them to translate from pictorial media to linguistic media. A student talked 

about the experience during a focus group discussion. Amanda, an eighth grader in the 

GASP class, offered a description of her process as she viewed a new show by Judith 

Stafford called "Slavery, My Dress is on Backv/ard" (see Appendix P). She reported, 

Amanda: Well in GASP Gallery, we have students do work and we have people 
from out of town come and bring art, so we see other perspectives of people and 
what they think is art. And one time we had clothing in there and I was oh wow 
cause they had like iron stains on the clothes and words printed on it and I'd 
never seen anything like that. So when my class went to the gallery to see the 
show we used this worksheet paper and you have to write about what you see in 
the picture and then have to draw what you see on the back. You go to a specific 
picture that you like or something that interests you and you stare at it for a while 
and then you think a while. Well this one really interested me and I thought 
about why the artist used iron stains. Maybe they were like being marked as a 
slave or maybe she felt bumed by the way people hated slaves. Because you 
have to be descriptive, you have to put down what you see. I saw the bums and 
the words and started to think about what it could mean about prejudice and not 
having any freedom. The worksheet has other questions on it like what does 
this make you feel, when you see it what mood are you in, and there's one that 
has questions about color, what are the colors in there, do any of them stand out 
more than the others. I was really surprised that this picture could make me feel 
so much and start me really thinking about how the artist used dresses and iron 
bums to talk about prejudice. It took me days to try to understand it, even after 
talking to others in the class and getting their ideas. 

As they write responses to the descriptive and interpretive sections of the 

worksheet they are translating visual/pictorial subject matter into words as a linguistic 

representation of their interpretation of what is seen. This process is supported by 
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engaging in collaborative meaning-making talks with other students, which for Amanda 

resulted in reflective thinking. 

This format, although structured, still allows for varied responses as they address artistic 

composition, various themes and the use of the media itself. Since they are working 

together in the gallery they naturally engage in discussions with their peers regarding 

their impressions and responses. During these informal talks diey explore and 

negotiate their own personal constructions of meaning, often creating more complex 

meanings in the process. Dimitri, a seventh grader says, "Sometimes I stop and ask my 

friends what they are thinking about the picture. They tell me and I think about what 

made them see that. It changes the way I see it and then I can write about it 

differently." By using language to think about what they are directly experiencing while 

viewing the art, they have an opportunity to reflect on their understandings and revise 

their thinking. 

Ultimately they are asked to represent their understandings from this experience in a 

public forum, the docent tours, where their interpretations will be compared critically 

with other's impressions of the art work. Here again, social interaction is recognized as 

an important component to learning about artistic expression because it helps students 

manipulate abstract concepts in a linguistic media. It is a way to connect and integrate 

what they know to what they are learning as a result of imaginative transmediation. 
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Students recognize the value of the gallery experience. One of the GASP class 

students, Logan, explains how practicing the skills of translating from pictures to words 

has had an impact on his ability to read pictures. 

Logan: I'm in the gallery class, so sometimes when we get a new show we get 
these worksheets and we look at art and write about how we interpret them. I'm 
also a docent for it so sometimes I give tours to people. Since I have to talk 
about them, I've thought about them a lot. I know what I'm going to say. I 
think it's because of the GASP class. Like I used to go into the gallery and look 
at things and kind of know what they were about but not really be able to put 
them into words, and now I can put at least two or three sentences together about 
an image or some feeling that I'm having as a result of that image. I like to look 
at the picture and respond to it. When you go to the gallery, you're not just 
standing there going, duh, this stuff is boring. You actually know something 
about it and you know what you might say because you've had practice reading 
images and pictures and you've had practice talking and writing about them. 

Ms. Poverman agrees that the GASP class develops many aspects of their grov/th 

as aesthetic persons, the most valuable of which is being able to write and talk about art. 

Ms. Poverman; So the neat thing about the gallery is that there are many 
positive results. The space itself is run by the gallery class so they can leam 
how a gallery is run, how to do publicity, how to get people to come in and see 
the work, how to have an opening. We generate press releases and invitations 
and train student docents. Docents are students who have looked at the work 
and have studied it in some extent and now will tell others about what they have 
seen and why it's important to them. 

The press releases are basically informational statements. For example, in the 

article. The New Exhibit by Andrew Michaels, he provides the facts but still manages to 

insert a personal interpretation regarding his own view of the show. To make the pieces 

personally meaningful, he asserts an invented explanation, these are dresses worn by 

slaves, even though the artist's statement only refers to feelings and emotions. 
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The second article by Sara and Erin is basically factual but again a few 

interpretive words, colorful and graphic, are included. The article ends with an 

invitation to the readers to reflect on the show and send their comments to the editor. 

The invitation offers yet another public forum in which to express personal meanings 

generated by viewing a pictorial media and translating ideas and interpretations into a 

linguistic media. The process generates further reflection and discussion among 

students (see Appendix Q). 

GASP Gallery Language Arts Project 

In the second GASP activity, Ms. Poverman shares the worksheet format with 

teachers who are interested in integrating art viewing with language arts instructional 

activities. One sixth grade teacher, Ms. Potts, was initially skeptical of using a worksheet 

because, at first glance, it appeared to be a fill-in-the-blanks exercise. She explains, 

"Usually I shy away from a sheet like this. 1 looked at the first one and I thought oh 

gosh, do I really want them to fill in the blanks, but it was a diverse enough to show that 

you could use those ideas toward a writing project that could be interpretive rather than 

literal." She explains, 

Ms. Potts: Well first of all my belief is that visual art is a literacy, is another 
kind of knowledge. Just like literacy, the structure of a work of art tells some 
form of a story. Thinking about art in that way lets me use art and relate it 
directiy to the kind of stories the kids read and write every day. It allows us to 
look at art more critically, more imaginatively than if we just say, oh that's a nice 
picture. 
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In the process of viewing the gallery show, Ms. Potts and her students discover 

they can extend this initial worksheet into a series of experiences that promote 

opportunities to transmediate from pictorial media to linguistic media and back again. 

These opportunities evolve from reading the artwork as text. Students engage in 

drawing sketches, writing interpretations from the worksheet prompts, painting a 

representation of the work they selected, talking collaboratively about their own work 

with classmates, and concluding by writing a letter to the artist of their selection. Ms. 

Potts describes how the process starts by using the first half of the worksheet. 

Ms. Potts: We went down to the gallery and viewed the entire show. I asked 
them to select a piece based on their own interest. They have to draw the piece 
they choose and write about it. If they choose a piece that's real abstract it 
makes it more difficult to answer the questions about interpretation but easy to 
draw. Next time maybe they'll adjust and pick something that's harder to draw 
but easier to talk about. So the kids discover that aspect. They're not just a 
passive receptor of something as they walk by. They draw a quickly sketch and 
also fill out the information on the worksheet. They have to read the 
information in the gallery next to each piece, write five sentences about what 
they see in the work. For example, they may write about the colors that they see 
in the work or talk about why one color stands out. So after viewing, writing and 
drawing, we stopped there and came back to the room to think and talk about 
what we were seeing (see Appendix R). 

Back at the room, students talk about their impressions and it becomes apparent 

that they want to get involved on an artistic level. Ms. Potts explains, "When we came 

back to the room, the kids kept saying it makes sense that we should be able to paint 

them now. So they did. We set to work painting from our sketches which actually 

wasn't on the worksheet, but they were dying to paint." 
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It appears they are naturally driven to translate theu* visual and verbal experience into a 

pictorial representation, to create their own text and thereby make the experience their 

own. They use this alternative text as a framework for stretching their understanding in 

both media. 

Students find that making (drawing and painting) adds interest and motivation to the 

project. They recognize that making gives them an opportunity to talk with other 

makers about their work. It is this social process that engages them in discussions 

about their aesthetic decisions, their understandings of the work, the artist, and their own 

processes of observation and production. Caitlin, a sixth grader who is working on a 

painting of desert vegetation, remarks during a focus group discussion on the value of 

being able to talk with others while they were painting. 

Caitlin: But it's fim when the other people were doing their paintings too and so 
maybe they'd come up to you and they'd say, oh what's yours, and like who's the 
artist, and what do you know about him and stuff. It's more fim and also I 
guess I like to get to know something about how the people felt, what it felt like 
to paint it. You get to know how it felt to paint the picture. You coxild say you 
were stuck on a part and they could tell you an idea on how to paint it, or talk to 
you about what they saw in your painting, like the colors and why you used them. 

The students find that language is needed to complement their artistic learning 

and development. Sharing their own work (text) focuses on the social nature of making 

comparisons v^th other's texts. It allows them to negotiate and explore meaning, 

combining what they construct with what others are making. These discussions help 

students process their images and react to other's comments. As Caitlin's talk with 

other students illustrates, their oral responses tend to be evaluative and interpretive 
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rather than literal. Recognizing the vital role played by social interaction, these talks 

make it possible for students to think about artistic expression, as Caitlin suggests when 

others question her about why she uses certain colors. When students talk about 

problems they encoimter during visual representation efforts, they engage in 

collaborative thinking with others. When Caitlin is stuck, she asks another student for 

advice, and using language to think about her art they solve her visual problem. This 

supports the idea that language is an essential part of artistic knowing, a way to solve 

visual dilemmas, work out technique decisions, and enhance understandings about using 

the media (Fielding, 1994; Goodman, 1967; Vygotsky, 1962). 

Another important aspect of the activity is the time given to students to do their 

paintings. Like the science drawing project, time to work is recognized as essential to 

the process. Rather than rushing students to her next planned activity, Ms. Potts listens 

to their desire to take the time to make another linguistic to pictorial translation. More 

importantly, she allows time to work and think. When they ask to paint, they are given 

as much time as they need to do so. This demonstrates to students that she values their 

efforts, and students appreciate the time they are given to create their paintings. Two 

sixth grade boys, discussing the GASP project, mention this during a focus group talk. 

Alan said, "I liked it that you got to sketch it on a bigger piece of paper and paint it and 

we got a half a day to do it, painting it. You had time to think." Kyle agreed, "You got 

to draw it again and then paint it so it was pretty cool to take your time just like an artist 

would. That's why they all turned out so good" (see Appendix S). 
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In this project the goal of reproducing a painting is not to replicate it accurately. 

In fact, students create their paintings from the drawings and the written information 

they record on their initial visit to the gallery. When they create their paintings they 

rely on their worksheets and their collaborative discussions with one another to make 

compositional decisions. The paintings represent an abstraction of directly sensed 

information that is translated to linguistic information then translated again to a visual 

representation. The paintings do not serve as a template to be reproduced but rather as a 

potential students actualize during the act of painting. Students make many personal, 

arbitrary decisions about size, content, color, technique and composition that vary 

greatly from the originals. The original painting acts as an open text that allows them to 

create various interpretations, to create something new. 

For example, using a painting by Karen Wallace called Desert Gems, one 

student. Star, changes many aspects of the painting to suit her individual interpretation 

and aesthetic choices (see Appendix T). She prefers lighter colors than the original and 

uses a technique of adding white to lighten all the colors in the composition. She also 

changes the background, which was a collage in the original and instead uses a brush 

technique of patting down the colors to blend them into circles of color rather than using 

vertical rush strokes. These are examples of imaginative transmediation, not literal 

depictions. To her the creation of meaning from this text, the original painting is open 

to negotiation. Subsequently, in her letter to the artist, she refers to all these changes 

as, my background, and ray cactus, when she describes her own painting. Her work is 
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created out of the transaction between what is viewed and what she interprets through 

the pictorial medium. She mediates her own thoughts with another sign system to 

create something unique. She explores one media by using another. 

Once the paintings are close to completion, the class returns to the gallery to finish 

the second half of the worksheet (see Appendix R). The remaining questions focus on 

personal interpretations (linguistic) generated by viewing the paintings which would 

prove useful in writing a letter to the artist, along with their personal experience of 

creating a painting on their own. 

Ms. Potts: And then we came back to the gallery to do the interpretation. I'm 
glad we did it after they had painted because it gave them a chance to have some 
feeling about what they were doing. Some of them needed to go back to the show 
and look at the work again. As a result, we got a nice piece of writing that used 
some vocabulary, specific art terms. They're important because we use this 
very vocabulary to go back and talk about the paintings together before we move 
to the letter writing. 

What is powerfiil about this process is that each pictorial translation is followed 

by a linguistic translation and again by a pictorial translation. This movement firom one 

media to another sets up a cycle of transmediation, of meaning making in one expression 

plane to another in a series of six media changes (viewing, writing, drawing, talking, 

painting and writing). 

In the final stage students use their viewing experiences to write a letter to the 

artist of the painting they select. 

Ms. Potts: Because it's sixth grade, this fit with the goal of being able to at 
least bring an authentic setting into the classroom and authentic in the sense that 
they had looked at the work and had some sort of response to it and now they 
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were learning how to write this genre letter, where to put the date, where to put 
the dear, salutation, that kind of thing. I asked them to go ahead and use the 
worksheet they'd used in the gallery as guided writing and make sure they talk 
about what they want to, and then we expanded interpretation a bit and we also 
worked on expanding their own personal connection. They brought their letter 
into real-life communication with the artist and sent it. 

For example. Star's letter (see Appendix U), describes the experience she has 

had. First, she describes how she responds to the original work; the pretty big flowers 

caught her eye and she likes the background. She discusses aesthetic decisions she 

makes regarding colors and techniques to create her own painting. She makes the 

colors lighter by adding white and uses a brush technique to make the background look 

splotchy instead of stroking it vertically and horizontally. She even incorporates a new 

vocabulary word, composition that she learned tlirough oral discussions with her 

classmates. The letter, a new text, a new genre, a new media, represents how she 

perceives and organizes her recent meaning-making experiences with pictorial and 

linguistic sign systems. She refers to her efforts as my cactus, my background, and my 

painting. She says, I made mine different because she believes she has created her own 

expression, her ovm experience, using her own imagination to translate pictorial images 

(the original painting) to linguistic media (the worksheet) to pictorial media (her 

painting) and to linguistic media (the letter). Her efforts represent transmediation at the 

imaginative level. 
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All these activities and efforts do not go unnoticed by the administration. For 

example Ms. Schiever, the curriculum specialist, explains that Ms. Poverman's original 

plan has become integrated into the literacy curriculum at UB. She explains. 

Ms. Schiever: Every time a new show goes up, she gives each language arts 
teacher a developed lesson plan so that they can use the gallery, and this whole 
connection keeps happening. They get to read about it, talk about it, draw it and 
write about it. And what's happened, because those teachers are familiar with it 
now, even if the lessons stop coming to them, at least some of those teachers 
would continue to use the gallery shows as part of their literacy curriculum. 

After Ms. Potts' class completes their letters, they are enthusiastic about going to 

the gallery again. Ms. Potts is convinced of the value of using the gallery to support 

literacy development. Their first experience translating images to written words 

provides the background necessary for a second experience. This time they will view 

the artwork to create an oral presentation of their interpretations, a docent tour of the new 

gallery show and present it to an audience of students from another school. 

The docent tour 

^^Hien a new show arrives Ms. Potts' class goes to the gallery to read the paintings 

and carvings as a text they will use to stimulate ideas for their oral presentations. Once 

they experience the artworks pictorially and linguistically the sixth graders will 

communicate their interpretations to others who are interacting with the visual text for the 

first time. Although their talks contain some literal information, the essence of their 

presentations signify transmediation at the imaginative level. 
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Following a sequence similar to their first experience by viewing, sketching and 

writing, this time they use the worksheet information to develop the content of their oral 

talks. The worksheets help them articulate meaning regarding what they see, what they 

think it means, what feelings the artwork conveys, how various elements like color, shape 

and line can be interpreted, and what they believe the artist's purpose might be. After 

viewing and writing they reorganize their ideas into an oral presentation, rehearse it and 

then present their understandings to their reading buddies. The reading buddies are 

second and third graders from another school who are partnered with Ms. Potts' sixth 

graders throughout the year. On a regular basis they read children's literature together as 

a way of improving everyone's literacy. Since Ms. Potts' class has already established a 

relationship with them, the reading buddies are a natural audience. 

On the day of the docent tours everyone meets at the gallery and finds their 

buddy. They form groups so that the younger students and the docents will see and hear 

many presentations as the groups rotate through the show. Ms. Poverman, the art 

teacher, has arranged to videotape the presentations and Ms. Potts is busy organizing the 

groups. The docent tours begin simultaneously with many presentations happening at 

once, just like a regular gallery show. 

The docent tours offer the opportunity for students to engage in imaginative 

transmediation. In the first example, the docent engages the group in a discussion where 

several students exchange ideas about their individual interpretations of a piece of art. 
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In the second example, the docent provides the audience with a presentation of his own 

interpretations using a story format. 

In the first example, a group of four students are gathered around a wood carving 

called Osprey Canyon. As the docent begins her talk, the others move closer to listen. 

In the discussion the docent is identified by the term docent and other students who ask 

questions and offer insights are called students 1, 2, 3, and 4. 

Docent: This is Osprey Canyon by Rob Wright. It's on butternut, which is a 
pretty hard wood. I think it would be really hard to carve because it's hard to 
chip. You need a special sculpture tool. 
Student 1: Is the title the canyon name or is it the bird? 
Docent: Osprey's the bird. It's a raptor. I think the title is about the bird. It 
looks like it's diving for something, maybe hunting. And to me it kind of 
symbolizes life because the bird fills the sky almost as high as the sun. I like 
how the lines of the carving sort of go out. It looks like it's just gracefiilly 
going down to strike something with all the lines following. Do you see 
something different? 
Student 2: They're kind of the shape of the feathers too, the way it flows like 
feathers faU. 
Student 3: To me the chips all around the bird are the sun rays because of the 
warm color. 
Docent: They look like the muscles to me, of the bird in the air. I see a lot of 
movement from them. The wings flapping. All the lines make it look like it's 
moving. 
Student 3: Everybody thinks that the title is about the bird because it is in the 
center. To me it looks like the canyon, the outlining edges are like the frame for 
the svm as it just is rising, the rays going up and the bird starts up toward the sim. 
The two sides are like the sides of the canyon. Like two mountains touching 
down there. Can you see the canyon walls? 
Student 1: I saw the canyon because of the coloring of the sides. 
Student 4: I didn't see that until you said it. Wow, that is cool. 

In this short discussion the power of bringing interpretations and constructed 

understandings to an open discussion focuses on the social nature of comparing personal 
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texts with other's texts. It offers a forum in which meanings are explored and 

negotiated, a combining of personal meanings with the constructions of others. This 

social interaction is made possible by using semiotic devices, visual symbols and 

langxxage. Language helps the participants to mentally manipulate the abstract concepts 

of the artist's expression. It complements learning from a visual representation of ideas 

by using language to think about art. Students generate new ideas, new connections and 

understandings not available prior to their social collaboration. As the docent talks, the 

audience listens and views the object. They compare what they are seeing, the artwork 

itself (pictorial) and what they are hearing, the oral presentation (linguistic) to their own 

interpretations. They compare their own experiential images and understandings to 

others in the group. They are transmediating on the spot, constructing a personal 

meaningful interpretation based on pictorial and linguistic stimulus and communicating it 

to the group. 

They are generating ideas that manifest as explorations of what the carved lines 

represent, what the bird is doing, why the painting is named as it is, what the colors make 

them feel and believe. All these constructions are inventions of their imagination in 

response to the pictorial and linguistic media. The presentation leads the group to a 

more sophisticated use of language and creates a discussion on a higher cognitive level. 

They use language to represent what they believe about the image and in so doing 

transmediate from pictorial meanings to linguistic meanings. The presentation is the key 
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source of information which initiates and sustains the student's focus and interest on the 

sculpture (See Appendix V). 

In another presentation the docent, Manny, uses a different style of representing 

what he sees. He invents a story to explain his interpretation. He says. 

This is a sculpture by Rob Wright and the title is Racing the Moon. It's a 
mahogany and poplar sculpture. I feel that his subjects are very wdldlife, you 
know, kind of about the food chain. Right here the moon is shining on the 
caribou. The caribou has had one of those bad nights and the wolf has had a 
great night. I takes place in the wild, maybe a forest or somewhere with high 
trees. I can tell that Rob Wright put a lot of inspiration into his work because it 
looks very positivistic. I noticed that he likes to do animals being natural, you 
see animals fighting. It could be something he saw or thought about to carve. 
This might be a dead caribou. Often what happens is one might get a broken 
leg and gets abandoned. There is no herd around it and usually there would be a 
lot more. If they were grazing and drinking at the stream then it probably was 
abandoned when the herd left. Then the wolf could kill it because it couldn't 
run away. It's just part of the food chain. I guess the wolf won the race. 

Manny's story about what is happening in the wood carving provides a way to 

connect visual pictorial images to linguistic media. He translates the content of the 

carving to another sign system, a story. He integrates what he knows about stories to 

what he is learning about images. He uses the story to bind a set of experiences 

together and commtinicate them socially. He invents a way to explore his response to 

the pictorial image by using a narrative device, the theme. He believes the piece 

represents a story of how the food chain works. The death of the caribou is a natural 

consequence of this theme. He sees the wolf eating the caribou and he invents details 

as to why the caribou was caught by the wolf, it has a broken leg. Each detail of his 

story is based on the specific images and compositional elements he is selecting. 
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processing and comparing to what he knows about wildlife. Because he no longer sees 

the herd he invents an explanation. The herd was grazing and drinking at the stream 

when they abandoned the caribou. He sees the body of the caribou in the foregroimd 

and decided it could not run away from the wolf and dies. He provides the audience 

with lingtiistic information about his imaginative experience to make it meaningful to 

them. He completes his story by explaining the title. Racing the Moon, as a metaphor 

for a life and death struggle that happens one night. He concludes that the wolf won 

the race. It's a good ending to the story. It represents a strong sense of narrative built 

on an imaginative translation. In finding a way to cross between art images and 

language to represent his understanding of the art work, Manny clearly generates new 

meanings and connections. There is no template for him to follow but rather he creates 

his own text and makes the experience his own. He is not replicating or matching a 

pre-existing, most probable interpretation of the artist's fixed message, but creating 

something unique. He treats the text, the carving, as a potential and brings his own 

meaning to it. Manny makes a story suggestive of an image, a picture using language 

interpretively and imaginatively, clearly an example of transmediation at the 

imaginative level (see Appendix W). 

Reflection ioumals 

After their oral presentation, Ms. Potts closes the activity by asking her sixth 

graders to reflect on the experience by writing in their journals (see Appendix X). 

What is interesting about their journal entries is that they are reflective of a broad 
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experience. They echo a larger theme that permeates UB culture, the theme of 

becoming an aesthetic person from Chapter 4. Their journals demonstrate their 

understanding of how it feels to be a performer and what it means to act as a good 

audience. They reflect on their own growth in learning to translate pictorial images to 

linguistic meaning. Some students even draw pictures to represent their docenting 

experience within the journal entry. And finally, they suggest their desire to docent 

again when another show arrives at the gallery. 

In reflecting on their own performances as docents, students all enjoyed the 

opportunity to present their ideas in a public forum. Manny felt responsible for 

explaining his idea clearly. "When I was docenting in the GASP Gallery I felt older 

and more responsible. I felt like an adult explaining to a child, even though they are 

only a few years younger than 1 am." Andrew S. and Andrew M. both felt ownership is 

a result of engaging in personal translations of the artwork. They refer to the artwork 

they spoke about as my art piece or our art pieces. Andrew S. says, "I felt good when I 

saw the kids paying attention to me when I was talking about my piece." Ajidrew M. 

suggests that the project created a sense of community among the docents when he says, 

"I think it was fim with the kids from Van Buskirk. 1 found it pretty cool talking to 

them about our art pieces." It isn't just an individual accomplishment but a group 

process that he feels is successful, as suggested by his use of the word our, in referring to 

the gallery show. Having constructed their own texts, they own the experience. 
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Drawing on their own knowledge and experience about being an audience, their 

comments also reflect on the appropriate behaviors demonstrated by the second and third 

graders. Manny says, "Even when I messed up in front of the kids I still knew that they 

wouldn't laugh at me. I felt that they were a much better audience than the sixth 

graders. If I was ever in a play or something, I would choose the second and third 

graders anytime." Alan is surprised that they liked his talk. He says, "I love when my 

partner didn't talk at me and how he paid attention to me and the others in the group. 

They like the artwork." Andrew S. is surprised that even second graders are interested in 

art. He says, "I felt good when a couple of kids came up to me and asked me some 

questions about my piece. Even though they were very young they asked very good 

questions." 

Several students remarked on the tour being a learning experience for the 

audience and themselves as docents. Blake says, "I felt good knowing that third 

graders had their favorites. My partner came up to me and said, come here and see. I 

think he really liked it. It made me feel good knowing that they learned from us. 

They were talking about them like we were." Michelle's experience is one which her 

group collaborates to build new understandings from one another. She says, "I 

experienced and learned well. My group's art was very interesting. They had different 

ideas about their art pieces compared to mine. We shared most of our ideas and asked 

questions. I learned that a diptych means two art pieces in a different frame." 
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Finally, the student's journals show evidence of the generative nature of an 

experience that requires imaginative transmediation. Manny says, "I felt like every 

time I talked about the sculpture I chose, I felt that I had more to talk about." Gina had 

fiin exploring the show with her buddy. She says, "After Adriana and I were audiences to 

other people, we looked around on our own. 1 talked to her about what I saw and vise 

versa. I asked her what art pieces she liked the most and she said she liked the spirit 

sticks. We looked at all the detail in the work. I had lots of fiin." Once they had 

completed their tours they began to generate ideas for future activities. Thoroughly 

delighted with the experience of integrating language arts, reading buddies, and the 

GASP Gallery, Andrew M. generates a way to engage in another experience. Referring 

to the Van Buskirk kids, he remarks, "I thought they were very interested in it and I 

would love to do it again when the new pieces come in by Judith Stafford. They might 

enjoy her art too, because her art I think stands out. And it could teach them about 

what they did and wore in the time of slavery." 

As a result of the GASP projects, administrators see a dramatic change in the 

verbal and artistic literacy of their students. They are proud of their fluency in talking 

and thinking about art as a content area. They recognize that imaginative thinking is 

generating higher levels of cognition. 

Mr. Sheard: Because we were now bringing in professional work and mixing it 
with student work, kids really became readers and speakers of art. Our GASP 
Gallery does just that. Now I find when I go into that GASP Gallery, whether 
it's during class or during an opening, there's a kid who can tell you who the 
artist was, a little about what the artist was trying to say, their own reaction and 
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response to the painting, why they like it. They can discuss principles and 
elements of art in regard to that particular piece of work that they're looking at. 

The assistant principal sees the same as evidence that they are becoming aesthetic 

people. 

Mr. St. Armand: When the kids go into the GASP Gallery, they look at the 
artist's work, they write about what they see and there's no predetermined fixed 
right or wrong to it, it's very creative. It allows them to take on ownership of 
their own thinking. They're actually looking at a piece of work and reflect back 
to others what it means to them. By doing that it gives us more ideas about 
what the art is and can mean. This is higher level thinking. It's developing 
creative thinking as well. 

In this chapter teachers demonstrate that the beliefs they describe in Chapter 4 

influence the instructional practices they employ in their content classrooms. This 

supports the notion that there is a strong relationship between beliefs and practices and 

that teacher's beliefs are powerful in influencing their practices (Richardson, Anders, 

Tidwell, & Lloyd, 1991). 

UB teachers recognize they are not professional artists, but they do not believe they need 

to be experts to engage students in making and communicating meaning in art and 

literacy. They look to their own resources as willing, committed individuals and to other 

teachers with higher levels of competence in particular strategies or techniques to support 

their efforts. Believing competence is a process, teachers act on their belief that 

students need instruction (Vygotsky, 1978), opportunity to practice with media 

(Goodman, 1976), and time to explore meaning making in both sign systems to improve 
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competence (Eisner, 1994). Their efforts dispel the notion that art belongs exclusively 

to others who are talented. 

They integrate art and literacy into content instructional experiences in ways that 

encourage competence in both without ever focusing on talent. Students are asked to 

use both to create and communicate meaning in a wide range of content applications to 

understand more, to fulfill assignments requiring visual representations, to clarify 

concepts from textbooks and notes, to enrich writing, thinking, and speaking about 

artwork, to express emotion, to present projects and reports, and to increase interest and 

involvement in content learning. The choices teachers make in integrating art and 

literacy are important because they have a lasting effect on how students perceive 

themselves as artists and authors. School art traditionally has been only a fragment of 

what art making and art viewing is. However, the art making and viewing students 

experience at UB influence their perceptions of what art is and how they connect to it. 

The choices teachers make are important because the way they represent art in their 

curriculum shapes how students conceptualize and value it and it's relationship to literacy 

and learning. At UB they do not trivialize it. They treat art and literacy as if they belong 

to students, not some other group, who are perceived to be the talented elite. At UB 

teachers choose to present art as an equal partner to literacy, as a valuable tool of 

expression, and just like literacy, necessary for expressing their understandings of content 

facts and concepts. 
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Their beliefs about text are also evident in their practices and are an excellent 

example of how teachers conceptualize the relationship between art and literacy. They use 

both traditional and semiotic definitions of text ui designing instructional experiences that 

combine art and literacy. Traditional definitions of text are based on print, a linguistic 

sign system. Using this definition UB teachers provide direct instruction in content 

literacy strategies to help students locate relevant text-based information, read it, write 

about it in notes, review it and apply it to demonstrate comprehension, usually in written 

or oral presentations (Anders & Guzzetti, 1996). However, teachers also use expanded 

definitions of text to include more than print. They encourage students to read directly 

sensed information like paintings, sculptures, drawings, organisms, experiments, and 

models. They encourage students to organize and communicate their understandings in 

more than linguistic sign systems. They ask them to construct objects, models, puzzles, 

drawings, paintings and sculptures which accompany their oral presentations. At UB 

text and text-based information takes on a semiotic definition. Text is considered the 

content and the medium through which it is displayed (Siegel, 1984), whether it is 

represented in linguistic media (reading, writing, speaking or listening), pictorial media 

(drawing, painting, photography), constructive media (sculpture, architecture) or any 

other sign system (Suhor, 1984). To become an aesthetic person UB teachers and 

administrators believe students must engage in direct expressive work, to think in terms 

of each medium. Each medium is a symbol system in which meaning can be constructed 

and communicated. As students leam to view and manipulate the elements of each 
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media and the variations they make possible, they are learning to read the medium 

(Goodman, 1976). The ideas and meanings that originate in the media affect thinking 

about the content material under study (Gardner, 1983). 

In providing instructional experiences for students to develop competence in using 

the tools necessary for making and communicating meaning in both signs, UB teachers 

integrate content literacy strategies (linguistic signs) with making visual representations 

(pictorial or constructive signs) in ways that foster transmediation, at literal and 

imaginative levels. In this sense, both art and literacy are used in the service of content. 

Although, instruction may focus on specific art techniques and/or content literacy 

strategies, the purpose is always to further understanding of content whether in words 

(language) or images (art). This approach supports the notion that learning done by 

making things and viewing art is not separate from learning acquired by reading and 

writing. Further, teachers do not judge the products students produce on the basis of 

talent but rather on the basis of how they meet the assignment parameters and represent 

understandings about the material under study. Their efforts are less about the products 

of these events and more about the process of using print and images to think critically 

and creatively to represent their understanding of content material. 

Finally, they believe that language is an essential part of artistic/aesthetic knowing 

because they see and encourage students use of language in both components of 

becoming an aesthetic person. When students are making visual representations they use 

language to solve visual dilemmas (Fielding, 1994) and resort to language when visual 
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problems arise (Vygotsky, 1962). When they are thinking about or viewing paintings 

and sculptures, language becomes an essential part of cognition, a medium for 

interpretation, as objects and language acquire meanings and connections from each other 

to represent knowledge. 

In turning to the final question of the study. Chapter 6 looks at the how teachers 

and administrators create an envirorunent which supports literacy in two sign systems by 

exhibiting student's work, creating classrooms managed by risk taking and exploration, 

and making available all media and materials necessary for expressing themselves in both 

art and literacy. 
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Chapter 6 

FINDINGS: THE ENVIRONMENT 

This chapter reveals how administrators and teachers create an environment that 

supports their commitment to literacy in two sign systems. They create a visual 

environment that displays the direct expressive work of students. Students see an 

environment filled with linguistic and pictorial representations of their efforts on the 

walls and halls of their school. Teachers create classroom environments which encourage 

risk taking and exploration where students can develop competence in creating their own 

personal translations in both sign systems without being judged as talented or not. 

Teachers and administrators create support for this instructional environment by having 

available the media and materials necessary for inventing meaning in linguistic and 

pictorial representations. Finally, students work in an environment that values giving 

them access to and opportunity for presenting and sharing their understandings with 

others in their community in the classroom, the gallery, the hallways, and concert hall. 

The initial purpose of the environment question was to uncover some special 

aspects of their clean, bright, spacious building not apparent to the casual observer. 

However, it quickly became evident that teachers and administrators believed their 

physical environment was rather generic as buildings go. Certainly it was beautiful, but 

as Ms. Amnan, the eighth grade language arts teacher says, "A building is just a building, 

but our environment, the one in which students live and leam everyday, is constituted by 

our beliefs, actions, and commitments." 



167 

Visually Stimulating Environment 

When entering the central lobby of UB one is struck by the quantity of visual 

images in the environment. The lobby is clear, bright, and illuminated by windows 

surrounding a central garden. In every direction the walls and halls teem with images. 

These images, pictorial and linguistic, are meaningful not only in relation to their specific 

content, but they also acquire meaning in relation to where they are exhibited. 

Visual and verbal messages are located throughout the school, which leads the 

viewer to recognize that UB is a community of artists and authors committed to education 

in more than one sign system. This impression is substantiated by the contents of 

hundreds of photographs taken by students early in the study. To include a perspective of 

what messages they see in their environment, they were supplied with cameras and 

instructed to take photos of art and literacy as it appears in daily school life. A sixth 

grader retumed from taking photos. 

Gina: When you first gave us this project to go around £ind take pictures of 
literacy and art, I noticed that literacy and art are like everywhere, in ahnost every 
class. The literacy and art we make is in the school somewhere. The halls and 
classrooms are fiill of both of them. I noticed that everywhere you look you see 
student work and professional art. 

Students at UB perceive that they are surrounded by art and literacy. Being 

surrounded literally means the walls, halls, classrooms, cafeteria, offices, the gallery and 

the curriculum in which they work. Wlien analyzed by content, all these visual products 

reveal a commitment to engage students in direct expressive works that demonstrate 

meaning-making practices in math, science, social studies, language arts and the arts. 
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We have seen in Chapter 4 and Chapter 5 that, indeed, teachers and administrators are 

committed to engaging students in making and communicating meanings in both art and 

literacy as ways to enhance content learning. When analyzed by their location, the 

images reveal a commitment to display those efforts in locations throughout the school. 

As we saw in Chapter 4, teachers and administrators display student work as a strategy 

for developing aesthetic appreciation of other's work to encourage respect and pride for 

other's efforts, as an avenue to enhance the communication and exchange of ideas, and as 

sites to explore and learn about other's interpretations and expressions. 

Even a small sample of student photos (see Appendix Y) evidences art work and 

literacy products being exhibited throughout the entire school. They consist of 

professional artworks, student projects, and books (published or student made). A short 

tour of the school reveals a wide variety of examples. A framed poster in the reception 

area that says. The Arts, Heart of Education, integrates images and words to define the 

school's mission. Stepping into the cafeteria, large letters spell out another message. It 

says. Community of Positive Learners, in which each letter is a collage of designs, 

shapes, and colors. Amanda, the photographer reports, "I took this picture because it's 

a huge message of words made up of little pictures inside each letter. Every time I see it 

or read it I think of how pictures and language are really connected." Looking toward the 

interior garden, it is surrounded by student sculptures. Each sculpture is accompanied 

by a short descriptive paragraph explaining the artist's purpose and the media used. As 

Alan, the photographer says, "Reading these really helps you imderstand more about the 



169 

art you are looking at." Across from the garden is a large display case flill of books, 

written by sixth graders and illustrated with personal photographs. Next to the case 

there is an art display explaining the elements of art which combines specific art terms 

with visual examples of each element. Approaching the GASP Gallery, student and 

professional art work is exhibited together, every piece is accompanied by the artist's 

statement which explains their intent and the meaning of their work. Even the nurse's 

office displays a beautiful poster, reminding students that concealing a disease will not 

cure it. The photographer, Vanessa, reports that, "It's the picture that makes you read 

the words and think about your own health." Turning down the sixth grade hall one sees 

combinations of images and words on bulletin boards outside every classroom: a social 

studies mural on ancient China representing historical events, drawings of various 

backpacks and duffel bags and their contents, a pictorial and linguistic representation of 

items to be packed for a long voyage, a science project on electricity and battery powered 

energy products combining drawings and written explanations of their uses, and chalk 

drawings and written text explaining Newton's three laws of motion outside a sixth grade 

classroom. Michael took these photos because, "The sixth grade hall is fiill of examples 

of how kids use art and literacy together all the time." 

Many students' photos are of books they use daily to leam, as well as large 

collections of books they see exhibited in classrooms. Brandon, an eighth grader, 

summarizes the types of books he encounters regularly in his school day and why they 

represent art and literacy together. He explains. 
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Brandon: My third photo is of the inside pages of comics. I figured you can't 
have a comic without art and without a story line. So you have to write and 
draw to have a comic that's art and literacy together. When I read them I am 
reading the pictures and the story. The next photo is of pop-up books. And I 
figured since you read it that's literacy, and it's art definitely because you look at 
the pictures that pop up to get more from the reading. We use them and the 
children's books when we read to the Pace kids. They're four years old and we 
help them leam to read. The pictures always are a good way to get them to 
understand more of the story. So we read the pictures too. My last one is of the 
covers of regular children's books. Basically I like it in the same way. It has a 
story and beautiful pictures that are drawings or paintings, and they show more of 
what the author is trying to express. They add to the writing in a different way 
so the kids can understand more about the story through using the pictures to get 
more out of the words. You know, reading the pictures. 

Among these linguistic and pictorial representations of ongoing assignments and 

projects, there are also works by students which are permanently fixed on the walls. In a 

central passageway outside the library a student math project on tessellations has been 

enlarged into a mural (see Appendix Z). It is an example of many permanent displays of 

student work which sends a message to viewers that UB is a school where students' use 

of art as a sign system is valued in all content areas. Ms. Schiever explains how it came 

to be located there. 

Ms. Schiever: The beautiful tessellation mural came about because one of our 
math teachers got so excited about this tessellation that a student had created 
because it was so complex. It was shown to one of our art teachers who also 
thought it was incredible. And the art teacher said let's make it into a mural. 
And so it happened. The administration supported the idea. In fact, the 
principal, Mr. Sheard, put it up over one weekend after the kids painted it. 

All these examples represent messages to students which sign the belief that art 

and literacy are tools for making and communicating meaning at UB. Everywhere they 

look, they see evidence of expressive work in both sign systems. During focus group 
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discussions, students talk about their photographs, focusing on what messages they think 

the environment is giving them. For example, sixth graders say they notice the emphasis 

on art from what they see and what they hear; it tells them what is important at UB. 

Caitiin: You know I went to a magnet arts school in elementary and we had arts 
and we had like whole hallways of art and everything but we didn't make a big 
deal of it. So we didn't notice it much. But here a lot of people say, oh don't 
forget to notice the GASP Gallery when you walk by. So you know it's 
important because people seem to look at it more and they notice it more and we 
sure use it more in all our classes. 
Alfredo: You can't help noticing what they think is important to everybody. 
Just look at it. You can see it everywhere so you know it has a lot to do with 
learning. 
Angela: You can stand in the gallery and hear what people think about. And 
you can stand in the hall and listen to people talking about something on the wall 
that they like or they made for a class. All you have to do is look around. If I 
wasn't at this school I couldn't learn that. 

Seventh graders say the exhibits are sending the message that art is as important 

as literacy to the teachers and the students. 

Melanie: While you see reading and writing everywhere, also you get to see art 
in its fiiilest because you know so many people are interested in the arts and so 
they come to this school. Both seem to be equal. 
Michael: It's all around the school, everywhere you go you read people's essays 
or poetry and you look at their images. It tells me they are both valuable and 
important for learning here at school. 
Veronica: Here they don't just put up some projects on one bulletin board, you 
get to read them and talk with other people about them because everyone is 
interested in what you think and there are so many places to see what other kids 
are doing in both ways of expressing. They really emphasize it so it makes you 
want to be part of it. 
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For the eighth graders, the exhibits are evidence of each teacher's commitment to 

them as individuals, as developing artists and authors. Amanda, Vanessa and Logan 

explain. 

Amanda: I guess art and literacy are here for you to have both sides of thinking. 
Some schools just do writing and reading. They don't really care about learning 
to think in art or dance or music. But this school is really based on that. The 
other schools maybe they put a little bit in the classroom but here they're really 
proud of art. They spread it all over the school, teach you how to read it, talk 
about it, use it to think about writing and science and social studies. I think I'm 
more of an artist now because the teachers here mostly help you express yourself 
in with art and writing all those subjects. They help you find out who you can 
be. 
Vanessa: Like the sixth grade hall, it is always fiill of books the kids write and 
their drawing projects. You see how the teachers are showing them how to 
leam, how they are using their imagination to think about history or science. 
They have a very good influence. So ia this environment the teachers are the 
ones who influence what you're doing and how well you're doing it. 
Logan: In a lot of schools you might feel like you're just kind of marching down 
the halls and seeing everything the same every day. But here you see individual 
expression. Here you write, draw, play music and you know the teachers really 
value it. It's like the environment they make shows us who we are. You aren't 
just a narrow person. You are an author and an artist, a musician, an athlete. 
Once you come here, you spend more time with all those choices. The teachers 
make that possible. 

Risk Taking 

Although what is visually apparent in the physical environment is powerfizi in 

transmitting messages to students, what they experience in classrooms has the potential 

to inhibit or enhance their willingness to engage in becoming an aesthetic person through 

direct expressive work. They must feel safe and supported in their efforts. 

Administrators recognize their teachers as powerful agents in this process and they 
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report it is essential to support teacher's efforts to innovate and to take risks with their 

curriculum. 

Mr. Sheard: Now I feel like we're really moving along that kind of continuum, 
to take arts into the language arts classes, to bring language arts into the arts 
classes, and to bring art into the academic content areas, There are many teachers 
thinking hard and working hard at it. The thing I'm really excited about is that 
teachers were offered it, they shared it. It's the teachers who are committed to 
creating a classroom environment that invites the kids to risk and explore through 
lots of different kinds of experiences and media. It's classrooms where kids are 
given time and encouragement to take risks. 

Asking teachers to invent curriculum that integrates art and literacy throughout 

the content areas is a risky undertaking. However, teachers report that administrative 

support makes change and experimentation in classroom practices more likely because it 

provides latitude for them to innovate. Ms. Auman summarizes what many teachers say 

about support from the principal. 

Ms. Auman: He is remarkable. He doesn't just talk the walk, he actually walks 
it. He's a wonderful mentor. I don't think there's anj^thing I've tried to bring 
into this room that he has ever said no to. There is always an atmosphere that 
whatever you need to do to grow as an educator, he wants to support it. 

The support from administration grows into support among colleagues. 

Teachers like Ms. Shaw believe that as a result of encouragement from the administration 

they begin to work together to generate ideas for practices that enhance students' potential 

for making and communicating meaning in linguistic and pictorial signs. 

Ms. Shaw: If he sees something really neat, he'll ask us to share it at faculty 
meeting. We give inservices, go to inservices. If you are doing something 
incredible, they ask you to show other people how to do it. We're constantly 
learning from our peers. It's always open to add more ways to think about art 
and literacy together. 
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To Ms. Schiever, the curriculum specialist, the importance of creating an 

environment that supports risk taking among the faculty will ultimately impact the 

students as well. 

Ms. Schiever: If you accept the definition of curriculum, that it is every planned 
experience a child has in school, then you can see a broader perspective. And in 
implementing that curriculum, I know that I'm very supportive of teachers. 
Their knowledge of that allows and encourages them to take a risk and to try 
something and I think they pass that on to their students. 

And that is exactly what happens. Teachers recognize that students act very 

differently in classrooms managed by risk and exploration than they do in those managed 

by obedience (McCaslin & Good, 1992). UB teachers report they encourage students to 

take risks and relate to one another in non-competitive ways. This allows them to rely on 

their confidence as learners who can contribute, without belittling their efforts or judging 

their products by elitist standards. 

Ms. Petty, a math teacher, points out that cooperation and collaboration develop 

when students feel free to take risks. "They begin to trust each other so they can rely on 

each other to leam." Ms. Shaw, a new teacher in social studies, is overcoming her own 

insecurity about adding art to her curriculum. "I'm constantly talking to them about 

risks, taking risks, not settling for something they've always known. It's a risk for me to 

teach this way. So I invite them to take it with me. We work together and support 

each other. Then the risk is reduced." Ms. Crook firom math explains that risk taking is 

not a win-lose dichotomy. She says, "It's not a competition in here. It's about trying 

something new and not being afraid to take risks, go ahead, it's how we leam. What's 
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the worst that could happen to you if you get it wrong the first few times? You'll leam 

something." 

Vanessa, a seventh grader, says that made a difference in her performance. 

"The teachers influenced me. They said things like, don't be afraid to make a mistake 

next time, you will leam from it. I used to think making a mistake was a waste. But I 

learned that isn't tme. Mistakes are useful stuff. If you listen to the teachers clearly, 

they're telling you stuff that you can use." Ms. Graff models the same approach when she 

tells her students, "Ask questions or make mistakes, it's the way we leam. You are not 

wrong. You are only coming to understand by not knowing, now. Relax, be creative." 

A sixth grade teacher, Ms. Bemard, works to create a safe environment for 

exploring their interests. She doesn't present grandiose expectations for performance 

but tries to take the pressure off so students will feel safe. She says that comes from 

tapping into their interests. " I don't want them intimidated in any way before they show a 

real interest. If they feel that I'm acknowledging their interests, efforts, and background, 

then they leam willingly." 

A sixth grader likes the teachers because they respect her own interests. 

Gina: I like the teachers. The teachers are incredibly cool. They're so nice 
and fair. They treat you like people instead of like a little kindergartner that 
doesn't know how to do anj^ing, instead of like little kids that are incredibly 
helpless. They listen to what you are interested in instead of telling you what to 
read, what to think, what to draw or what to choose. 

Mr. Dye, a social studies teacher, believes that risk taking is enhanced when 

children see that he is willing to take risks and be more creative as a teacher. By being 
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a more creative role model he is developing a richer curriculum and an environment for 

students to grow as creative individuals too. 

Mr. Dye: Maybe by being a model of that. And what I mean by that is when I 
was in junior high my social studies teacher had us read the chapter and answer 
the questions and go on to the next chapter. There was no risk or creativity in 
that. So my personal philosophy as a social studies teacher is to be creative and 
do as many different kinds of things as possible while respecting kids and 
making it safe to risk. 

Students recognize and respond to an environment where teachers model 

multiple ways of knowing without having to be experts. As Michael, a seventh grader 

says, 

Michael: I think it's much more fiin here. I enjoy it more rather than just 
normal boring school. Like most of the teachers here, they don't just work out 
of a book and just copy the page off for you. They actually explain things to 
you rather than just telling you what to do. They give you a chance to explore it 
and ask questions about it so 1 can express myself without feeling like I'm 
supposed to be a brilliant artist or author. Mr. Kommueller always says you 
don't have to be Michelangelo to use drawing and building to leam about 
science. I'm just a seventh grader who is learning to be expressive. You can 
draw it and look at it and talk about it. It's just better. I feel like I'm cared 
about here. 

As we saw in Chapter 5, Mr. Rhodes, the eighth grade science teacher, who uses 

drawing insects to teach students about observation in the life sciences, knows that 

asking students to draw is not easy, it's a risk. He creates an environment where 

students are free to risk engaging in the process of learning to draw. He resists judging 

their work until they have had time to practice and develop some skill. Then he 

encourages them not by evaluating their efforts against others but by helping them to feel 

comfortable with the tools and the process. He says. 
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Mr. Rhodes: It's important for kids to feel comfortable and have time to work on 
things. It's not always easy to do but we strive to think about drawing as 
learning to observe and record. So it isn't about being an artist, it's about looking 
carefully. This is important because these tools are the ones they will use to 
think about science every day. 

Understanding that open ended time is essential to explore and savor their 

drawing experiences creates a sense that risks are an essential part of learning at UB. 

Amanda says she noticed a change in her willingness to try. 

Amanda: Last year one of my teachers would like always encourage us to just try 
all the writing assignments even if you think it's hard or you're not liking it. 
That's how I've come to think now. I'll try because you just need time to 
practice and that way it gets easier. Now I like to write what I see or draw what I 
feel and it feels good to be able to draw right along with writing to show what 
you know. 

Media and Materials 

Teachers support literacy in two sign systems by exhibiting work in both 

literacies throughout the school environment. They manage their classrooms in ways 

that encourage risk and exploration while providing time and practice for students to 

work like artists and authors - to experience translating from one sign system to another. 

Essential to the process is the availability of media and materials necessary for students 

to use as expressive forms. As Mr. Sheard remarked, "If you want kids to be authors 

and artists then you have to give them the tools and materials they need to develop those 

processes." Students need access to the physical tools and media in which their 

understandings can be constructed and they need access to a public forum in which their 

creations can be presented and shared. 
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UB teachers and administrators acknowledge two components to the process of 

expression, creating meaning in a variety of media and presenting that meaning in a 

public forum, hnplicit in the idea of the expressive process is the notion that one first 

invents a representation - a personal expression of his understanding in a media of 

choice. Then one extends his understanding further by expressing it in a public forum. 

For example, if a student draws a picture to represent meaning he has interpreted ftom a 

story, he has expressed his personal understanding by transmediating from one sign 

system (linguistic) to another (pictoral). He has given new form to his expression by 

using the materials of paper and pencils. This however, is only part of the process. The 

next part is to communicate his understanding, to share it with otliers, and perhaps 

verbally explaining his compositional decisions. By presenting his expression he 

brings together what he has come to understand about the process and transforms it 

again. The presentation requires another transmediation from the pictoral to the 

linguistic media but in a linguistic form other than the original story. Since he 

wouldn't simply reread the story as an explanation, he must reconstruct in language why 

he chose to draw, why he chose the media of paper and pencil, and what aspects of the 

story he chose to represent in various lines or shapes in the drawing. Presentation 

generates further thinking, comparing and reflecting that might not have been available 

if the project stopped with his own drawing. Learning is a social process that occurs 

continually when we share or collaborate with others (Vygotsky, 1962). 
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Throughout the previous chapters we have seen examples of how teachers use the 

notion of presenting thinking in a public forum. For example, in Chapter 4, the section 

on becoming an aesthetic person illustrates that when students are initiated into active 

use of expressive tools they come to appreciate and respect the displays and exhibits of 

other's works by talking with them and exploring each other's meanings. In Chapter 5, 

content area instructional activities include aspects of personal creation and public 

sharing. For example, the assignment on constructing vehicles, requires students to 

invent a construction and then to defend it verbally, describing specific construction 

principles and qualities that enhance or inhibit its success or failure in traveling the 

required distance. In the projects that teach scientific drawing, student's progress is 

dependent on verbally collaborating with the teacher and with each other as they learn to 

observe and record accurate visual information. In the GASP Gallery activity, students 

actually bring their personal interpretations to a public forum when they act as docents in 

the gallery. In this chapter on the environment, the expectation is that by displaying 

student work it will be noticed, read, and talked about at the many sites created 

throughout the school. UB offers students both the opportunity to create meaning and 

to communicate it in a public forum, whether in the classroom, the gallery or in the 

auditorium. 

Returning to the first part of the question, what media and materials are available 

for students to use to art and literacy expressive forms, the simple answer is that UB 

makes available all media for inventing and constructing meaning in both sign systems. 
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This requires resources. Administrators and teachers report that their school has the 

resources for whatever they need, ask for, order or" request. 

Ms. Schiever: We're very fortunate in that we have money coming to us from 
court-ordered desegregation. So we have a lot of money that non-desegregation 
schools don't have. We're able to finance some classes that are very expensive, 
for example photography and set design, the stagecraft classes and simply 
keeping up our auditorium to maintain levels that are appropriate. But also that 
falls over right into the classroom where you notice teachers have just about any 
material that they want. Kids make anything that they want. There is so much 
material available. Teachers make use of all these resources every day. 

Teachers agree. Ms. Blake from humanities describes the availability of 

materials as unlimited. "Whatever you need is here. It may sound kind of silly but no 

one complains that there is a lack of resources, funds or anything." A sixth grade teacher, 

Ms. Dickerson, agrees that it is just a matter of ordering what you want, "We just need to 

order it you know, and make sure it doesn't run out." 

It is important to understand that even though this study focuses on art and 

literacy, some teachers at UB do not limit expression to just these two sign systems. They 

continually offer opportunities and encourage students to explore and translate their 

imderstanding in every sign system, making all media and materials necessary for their 

expressions. 

One such activity is Ms. Auman's Holocaust project where students translate 

meanings from literature and poetry, linguistic representations, to painting and drawing 

(pictoral), sculpture and paper making (constructive), song writing (musical), and dancing 

(gestural). Ms. Auman asks her students to represent their understandings and 
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knowledge based on readings about the Holocaust in a media of their choice. "To say this 

is what I learned, this is what is significant for me, this is what I will not forget." 

Knowing that every knowledge system offers alternative perspectives on the same 

topic, she invites students to use diverse tools in every form for expressing their own 

understandings. She offers an envirormient where students are invited to shift 

perspectives on a topic. Moreover, what is important about this example is that given the 

invitation, students freely choose to translate their understandings from one media to 

another, to represent their ideas in many other forms/ sign systems. 

One student produces an impressionistic oil painting, another makes a diorama of 

the burning of the Berlin libraries in 1933. Using the descriptions and details from the 

novel, the Secret Aimex, a student makes an accurate drawing of the house and attic in 

which Anne Frank hid during the war. Still another student writes a song, a lament, and 

performs it on the bagpipes. Another combines paper making and poetry writing to 

construct a handmade book. Finally, several students choose to present their 

understandings of the Holocaust experience, based on readings of poetry created by 

children who were imprisoned in death camps, by creating a modem dance interpretation 

to be performed in a general assembly. 

This last solution to the Holocaust project demonstrates how the environment 

teachers and administrators support their commitment to literacy in multiple sign systems. 

Students' expressive work, generated in classrooms that encourage risk and exploration. 
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using all available media and materials, is brought into a public forum and exhibited for 

the entire school to view and participate as audience/appreciators. 

The physical environment at UB contains visual and verbal messages which tell 

students literacy and art are valued tools for all learners and competence is an on-going 

process in which everyone engages as developing authors and artists. As Brandon says, 

"Just look around, our environment tells who we are and what we do at UB." 

This chapter reveals how administrators and teachers create an environment that 

supports their commitment to literacy in more than one sign system. First, they create a 

visual environment, littered with pictorial and linguistic literacies, which displays and 

exhibits the direct expressive work of students in both images and words. They place 

examples throughout the physical environment of the school, in classrooms, hallways, 

offices, entry ways, and the gallery as both temporary and permanent models of how 

students make content material meaningful. These displays act as messages to students 

regarding the value and usefulness of learning to express themselves in both sign systems 

while providing a public forum for sharing interpretations and reactions. The visual 

displays clearly sign the school's expectations that all students at UB are authors and 

artists. 

Second, as described in chapter 5, teachers design instructionai experiences which 

ask students to explore and experiment with ways to represent their understandings in 

more than just words. This can only happen in an environment where taking chances is 

valued, trying out new means of expression is welcomed, and time to practice developing 
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competence in a variety of media is available. Overall, environmental conditions have 

much to do with the management style of the teacher. Students act very differently in 

classrooms managed by risk and exploration than they do in those managed by obedience 

(McCaslin & Good, 1992). Traditionally, school environments are institutional 

arrangements with agendas often opposed to the work habits of artists and authors 

(Brown & Korzenik, 1993). This is not the case at UB. Teachers create classroom 

environments managed by risk and exploration rather than by obedience (McCaslin & 

Good, 1992) where time to work like artists/authors is given. This acts as a message to 

students that developing competence in art and literacy is a process of exploration and 

practice, not only a genetic pre-disposition to the talented. 

This chapter also provides information on how administrative practices serve to 

encourage and support those who are bringing another sign system, art, into content 

literacy instruction. Administrators at UB clearly respect their teachers as competent 

individuals who are eminently capable of devising ways to integrate both sign systems 

into content instructional experiences. Administrative support is high and recognized by 

teachers as essential for supporting their desire and confidence to experiment with 

integrating art and literacy. Administrative support is appreciated by teachers, who state 

it is influential in promoting willingness to risk, to explore possibilities and practices, to 

invent ways to bring art into a partnership with content literacy instruction. Teachers are 

not isolated in their classrooms struggling against non-supportive administrators. The 
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environmental conditions at UB support their growth and is continually reshaping them 

toward a semiotic perspective. 

Third, they create an environment where a wide range of media and materials are 

made available for all students to experiment with as they seek to express their 

understandings of content concepts and facts. This acts as a message that learning to 

make and commimicate meaning in a variety of media is valued, supported and available 

to all students at UB. Without the necessary resources, their efforts would be greatly 

diminished. These efforts support the theory that the environment is a catalyst for 

cognitive and aesthetic development (Vygotsky, 1978). 

Next, Chapter 7 reflects on the implications of these findings for UB, content area 

teachers in general, teacher educators, and researchers. 
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Chapter 7 

IMPLICATIONS 

How can teachers change to meet the need of bringing other sign systems into 

their literacy and content instructional experiences? This type of study can be usefiil in 

moving beyond what should be taught to providing examples of how ordinary content 

teachers integrate art and literacy into content instructional experiences. Several 

findings in this study help us to think about an answer to this question. Teacher's 

motivation and commitment to a sign system perspective is strong, their assessment of 

their own competence is used to move forward, not to inhibit their progress in 

accomplishing the task. They look to themselves and to resources within their school for 

solutions. They share ideas among themselves as faculty. They are supported by their 

administration and maintain a willingness to experiment with curriculum and invent 

activities as a result of this support. They attend outside workshops and professional 

development courses, moving along a continuum toward understanding how they might 

integrate art and literacy. These ideas show us that teachers are powerful agents who 

decide what activities students will engage in and why they are important. Traditionally, 

school art has been only a fragment of what art making and art viewing is. However, the 

art making and viewing students experience in school influences their perceptions of what 

art is and how they can connect to it. Therefore the choices teachers make are important 

because the ways they represent art in their curriculum will shape how students 

conceptualize and value it and its relationship to literacy and learning. 
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Although teachers and administrators in this study did not demonstrate a conflict 

between their semiotic beliefs regarding literacy and art, and their subsequent practices, 

the literature indicates such a conflict exists. In addition, we know from prior studies 

done on teacher's beliefs, when there is a stated difference between beliefs and practices a 

stronger imexpressed belief generally overrides and influences practices (Nespor, 1987). 

Since this is the case for some literacy educators it would appear to be helpful for them to 

examine their own belief structures. Their lack of confidence may signal a deeper belief 

in talent as a dichotomous commodity that inhibits them from making any significant 

change in their practices. Moreover, they must reflect on and investigate past 

experiences which screen their current beliefs. This could be accomplished in several 

ways. Those who are reluctant should attend to the advice and example of others who 

are also novices but are finding ways to integrate art and literacy, talk with colleagues 

who are braving the change themselves, and attend in-service and professional 

development opportunities once they recognize contradictions exist within their beliefs. 

Dealing with contradictions between beliefs and practices is an ongoing process 

for teachers in the field and certainly, staff development is a way to reach them. As a 

teacher educator, I am ultimately interested in impacting teachers beliefs about 

themselves as competent to integrate art and literacy in their classrooms and content 

curricular activities. The teacher change literature provides a framework for designing 

effective staff development programs. The literature suggests that individuals, who are 

interested in teaching, have formed their beliefs about teaching prior to entering post-
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secondary course work (Buchman & Schwille, 1983; Lortie, 1975). The accumulation of 

beliefs through personal experiences over time becomes incorporated into the teachers 

personal history. This process of incorporation, integration, editing, and systems of the 

experiences makes beliefs a powerful base in teacher's thinking about teaching (Connelly 

&Clandinan, 1986). 

Yet, there is no substantiation that teacher's beliefs and histories are unchanging. 

In this study we saw teachers were susceptible to envirormiental conditions which have 

shaped them and are continually reshaping their beliefs and practices. 

Teachers beliefs not only affect how they process and interpret new information 

about teaching but also affect their behavior (Eisenhart, Cuthbart, Shrum, & Harding, 

1988; Goodman, 1988). Current research indicates that teachers seem to adopt new 

practices when there is a match between their beliefs and their practices (Goodman, 

1988). It also suggests that when there is a difference between stated beliefs and 

observed practices, it could be an indication of a stronger, unexpressed belief (Munby, 

1982), or the difference may indicate that the teacher is going through a change 

(Richardson, Anders, Tidwell, & Lloyd, 1991). I believe this is true at UB. The 

teachers and administrators in this study appear to be on a continuum of growth and 

change. For example, regardless of their developing semiotic perspective, they continue 

to use old and perhaps questionable teaching techniques that are less compatible with 

their new approaches to integrating art and literacy. Ms. Potts remarked she did not like 

the worksheet developed for a GASP gallery lesson because it was, "too formal, a fill-in-
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blanks format, that really didn't fit the assignment." She recognized that the old style 

worksheet might inhibit interpretation, but chose to incorporate it into a sequence of 

activities reducing its importance. Instead of being the focus of the lesson, she directed 

students to use it in combination with drawing, painting, group discussion, and ultimately 

oral docent tours. Having recognized the limited nature of an old teaching tool, she 

found a way to incorporate it into her changing beliefs and practices, a voluntary act of 

modifying her practices based on a stronger underljdng belief. This type of study is a 

useful tool because it uncovers essential information on beliefs and practices that could 

be used to design a comprehensive staff development program after the study is 

completed. As a result of doing this qualitative study and introducing reflection into 

this setting, the participants were affected in several ways. For example, my presence as 

a researcher stimulated talk, produced reflective responses, and generated plans for their 

future. "I could add a studio component to my social studies class." I am learning more 

about aesthetics everyday since we talked." "I never thought I was doing art and literacy 

before but after we talked 1 realize I am doing it all the time in class." It started them 

thinking about their own beliefs and practices and opened them to the possibility of 

making changes. The reflective nature of this type of research propelled thinking and 

discussion among the participants. Moreover, it appears to be a natural step to bring the 

findings and theu: implications back to benefit those who contributed so much of their 

time and ideas. By creating a staff development process that followed this type of study, it 

would encourage participants to continue thinking and growing. The principal, who 
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initially supported the research as a way to keep teachers thinking about art and literacy 

connections, introduced the idea of using the study to continue his school's growth 

toward a semiotic perspective. There are a number of ways to proceed based on the data. 

For example, although UB participants did not actually name concepts, like semiotics or 

transmediation, they practice them and engage students in using multiple sign systems. 

A staff development series that addresses these considerations and weaves together 

knowledge and beliefs could provide a clearer understanding and direction for their 

remarkable efforts. 

Seeing teachers as change agents reinforces the idea that beliefs are living 

documents open to reconstruction. The good news is that teacher's beliefs can be 

constructed or reshaped through teacher education programs too. Teacher education 

programs training literacy educators in a semiotic perspective need to recognize and 

address this potential conflict between beliefs and practices within degree programs for 

pre-service teachers. 

Teacher educators can provide avenues for student teachers to understand the 

beliefs they bring to pre-service education by examining them and monitoring them. 

Fox (1993) suggests we need to directly address, examine, reflect on beliefs as a change 

strategy with pre-service teachers. She reminds us to devise ways to listen to beginning 

teachers' views and offers several strategies from the literature for helping pre-service 

teachers examine their beliefs. These experiences provide consistent opportunities to 

articulate and develop their conceptions of teaching learning, and for example, asking pre 
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service students to write an individual history or a personal biography aids in examining 

beliefs (Knowles & Holt-Reynolds, 1991). A second strategy found effective by Carter 

(1992) is to engage students through reading and discussing case studies of other 

beginning teachers. This acts as a stimulus for exposing and reconceptuali2dng the 

images they bring with them. By conducting classroom ethnographies and action 

research projects teacher's personally situated theories can be evidenced. Kutz and 

Roskelly (1991) believe in order for them to develop their own theories of learning and 

teaching, they need to conduct classroom ethnographies and action research projects. 

These situated contexts help them develop situated theories, the beginning of practical 

personal knowledge. And finally, cohort groups provide the opportunity for the social 

construction of knowledge in teaching (Grossman, 1992). Pre-service teachers need time 

to work through their thinking with others. If we believe in socially constructed 

realities, then we must provide pre-service teachers with a model of how teachers talk and 

think together. Cohort groups provide the opportunity to model collaborative efforts to 

impact teacher beliefs and practices. Finally, further research with those who express 

this conflict would be useful in articulating how such contradictions arise and how 

literacy educators might come to understandings about integrating beliefs about art and 

literacy. 

This study concentrates on general observations of teachers' and students' 

current beliefs and practices in using art and literacy as tools of expression but does not 

address questions about how their past experiences in art and literacy may be related to 
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their current attitudes, beliefs, practices or competence levels. Additional studies in this 

area would contribute to a better understanding of the dynamics involved in the 

relationships between art and literacy. Just as looking back could provide a clearer 

picture, so would looking forward provide a picture of the on-going process in which 

students and teachers engage to use both these sign systems as tools for making and 

communicating meaning. Hence, more longitudinal studies are needed to describe this 

process. 

Literacy educators should look to what the field has learned fi-om its past 

experience regarding reading in the content areas and use it as a model of how they might 

bring other sign systems into literacy instruction. Reading in the content areas began as 

a campaign by reading educators to convince content area teachers that they were reading 

and writing teachers, too. Over the past several decades, content area teachers have 

come to accept the idea and use both regularly to assist students in learning content. Just 

as they encouraged content teachers to continue reading and writing instruction beyond 

elementary levels so should they encourage them to integrate art with literacy instruction 

in middle and high school classrooms. The notion that art, or any other sign system, is 

something only art teachers are exclusively trained in and responsible for parallels earlier 

beliefs that reading and writing are the exclusive province of English teachers and reading 

specialists. From a sign system perspective this is not true. They are essential processes 

necessary for the enhancement and development of content learning. Hopefully, more 

literacy and content teachers will see themselves as "sign system" teachers too. In 



addition, continued publications in professional journals and more research to address 

these questions will raise awareness. The more teachers read about ideas, stories, 

examples the more they will come to understand that they are capable of integrating art 

and literacy, too. 

There is no attempt to catagorize students on the basis of academic achievement 

or other factors relevant to specific student characteristics in this study. One potential 

area for research is how low achieving or at risk students would benefit to sign system 

instructional experiences. Further, practitioners would benefit from more research on 

how students who differ in gender, social class, ethnicity respond to approaches that 

integrate art and literacy to facilitate content leaming. 

In this study, examples of instructional experiences promoting transmediation 

tend to divide on the basis of content area. Social studies, science, and math teachers tend 

to design experiences that provided opportunities for transmediation at the literal level 

while language arts and arts activities tend to design activities that support transmediation 

at the imaginative level. Although this appears to be connected to the type of response 

required, it also seems to be influenced by text-centered (pre-determined responses) or 

reader-centered (variety of responses) instructional approaches. Further research could 

clarify the role of response as it relates to transmediation at literal and imaginative levels. 

This study indicates that working in a visually stimulating environment where 

teachers see abundant examples of products generated in multiple sign systems and are 

surrounded by colleagues who continually present alternative methods for expressing 
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meaning to their students, influences their beliefs and practices, dispels their reluctance to 

integrate art and literacy, and helps them become more appreciative of the cormections 

between art and literacy. Certainly, more research could illuminate the relationships 

between the environment, beliefs, practices, and teachers change. 

This research opens up spaces for students to articulate their own views and 

reflect on their own understandings of the usefulness, value of learning through two sign 

systems. Although this study indicates using art in literacy and content instruction is 

motivating and intrinsically rewarding for students, further investigation of the 

relationships between motivation and sign system instruction could reveal interesting 

cormections not currently explained. 

This study also suggests, for teachers who bring another sign system into their 

classrooms, that a supportive environment is essential. Principals should take note of 

the importance of their role in enhancing or inhibiting teacher's efforts in bringing other 

sign systems into their classrooms and practices. This study focuses on general 

characteristics of how three administrators support and enhance teachers willingness to 

change instructional practices for integrating art and literacy. Educators should keep in 

mind, however, it is difficult for teachers to use semiotic approaches if administrators 

support conflicting practices like dividing students on the basis of talent, encouraging 

competitive classroom environments, and insisting on instruction based on transmission 

approaches. 
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A methodological question raised by the study is the usefulness of the camera 

and photographs as data sources. In this study photos are used as supportive data for 

interviews vsdth teachers, administrators and discussion groups with students. Cameras 

are used as research tools for students to express thinking and understandings of how art 

and literacy are integrated into their content classrooms which directly supports data from 

other sources in the study. Photos were used in conjunction wdth other data sources to 

provide a clearer picture of the topic under study (Bogdan, 1988), and the camera is given 

to students to provide data about the environment itself (Bogdan & Biklen, 1992). Most 

prior research uses cameras and photos only as tools to help students leam or to motivate 

them (Stratton & Grindler, 1991); to provide personal relevance to the content of their 

own lives, to help them communicate personal feelings in improving general literacy, to 

accompany writing projects by students (Sinatra, 1986); or to aid writing improvement 

(Bertelsen, 1996). This study contributes to the literature on cameras and photos as 

research tools for participants and as data sources in their own right. However, additional 

research is needed to substantiate the usefulness and validity of these two tools. 

Finally^ this research caused me to think deeply of those early days spent reading 

and drawing v^ath my grandfather. The memories are permeated with his passion for 

words and images, for his commitment to a world composed of print and pictures. What 

I see most clearly are my visits to his library. They were always in the afternoon, when 

my great aunts grew sleepy after limch and ceased to track my every movement. I would 
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slip away, push my little body against the large oak door until it opened just enough for 

me to pass through. 

He was always seated in his green leather "thinking chair," several books open in 

his lap, cigar smoke hovering above his head. I could see no walls in this library, only 

sixteen massive oak bookcases with leaded glass doors. From my place on the Persian 

rug at this feet, I watched his hands trace along the leather covers as he selected an 

afternoon's pleasure from one of the shelves. I noticed that he always chose two types 

of books, some v/ith just words and some with just pictures and always seemed to read 

them together. I listened quietly as he turned the pages and occasionally smiled or 

chuckled or said, "Aha". At the time I did not know what the words were in those 

lovely volumes or why the pictures were part of his reading, but it did not matter. What 

mattered to me was his pleasure, his consistency, the regularity with which he consumed 

the pages, one after another, word after word, picture after picture, book after book, 

usually reading several volumes at once. 

In those early days I leamed to read this contentment, his willingness to be 

engaged in those lovely objects. I was convinced that if, I, too turned the pages, read 

the words and pictures, and sometimes smiled or chuckled that I would find this same 

pleasure and satisfaction. And I did, sitting there on those comfortable afternoons, 

observing with my pencils, writing, drawing, and reading. I leamed that words and 

pictures were valuable friends, intriguing messages, tellers of great stories, and teachers 

of endless ideas. 
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Late in the day, when the clock chimed five times, he would set his books aside, 

rearrange himself in his big green chair and ask me to show him what I had observed that 

afternoon. I would show him my drawings and explain the world I had represented on 

each page. He would slowly and carefully discover the shapes and colors of my 

explanations and question me about my inquiries, insights, reflections, opinions, and 

impressions of the books I had read and the drawings I had produced. He would listen 

to my answers and respond when I questioned him. Through these vast conversations I 

learned that print and images were people's lives, places I had never seen, questions 

waiting to be answered, and speculations with no answers. I learned to read the 

meanings of the words, the messages within pictures, and the underlying feelings stirred 

by them both. I learned how I could use words and images to make meaning and 

conmiunicate it to anyone who would listen. 

Now, these many years later, at the end of this research, when I recall those days, 

I am reminded of a teacher who found tremendous value in my efforts to make meaning 

in words and pictures, of a time when I could draw and read and write without being 

judged as talented or not, of a place where I was safe to risk everything to express what I 

understood, and of a person who considered me a developing artist and author. I want 

students to have access to all those opportunities, to feel what I felt in my grandfather's 

library and what I suspect many students feel at Utterback everyday. In my mind he is 

still sitting in his chair, still absorbed in my inventions, still saying, "Show me what you 

have constructed with your words and pictures." 
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APPENDIX A 

INTERVIEW QUESTIONS FOR ADMINISTRATORS AND TEACHERS 



Interview for Teachers and Administrators 198 

Background 

0.1 Tell me about your background and education. 

0.2 What brought you to UB? 

0.3 Do you consider yourself an artist? 

0.4 Tell me how you know It and how art is a part of your life. 

0.5 How does your own competence in visual art influence 

what you contribute/offer students? 

General conceptions of literacy and art 

1.1 Describe your sense of content literacy in your subject area. 

1.2 What do you want kids to know about or learn about 

reading in content area? 

1.3 What purposes for reading and writing do you emphasize 

with students? 

1A What role does visual art play in your content area? 

What role does literacy play in visual art? 

1.5 What is the value or purpose of art in relation to reading and 

writing literacy in your content area? 

1.6 What do you hope students will iearn or krKDw about the use 

of visual art when they're thinking in your content area? 

1.7 How does visual art support or not literacy in your content 

area? 



Practices 

2.1 Describe how you use art in your classroom instruction. 

Is it integrated or isolated? 

2.2 What opportunities do you create for art to t)e used as an 

expressive form? What opportunities do you create for 

literacy to t>e used as an expressive form? Is art used in its 

own right or in the service of ottier content? 

2.3 Give me an example of what kids can make in your 

classroom. 

2.4 What opportunities exist for kids to experiment with media 

In art and literacy? 

Environment 

3.1 What role does art play in the classroom environment? 

In the schoolwide environment? 

3.2 How are your personal beliefs and aesthetic values 

expressed in the classroom or the school environment? 

3.3 What materials and media are available for students to 

use as an expressive form? 



APPENDIX B 

FOCUS GROUP QUESTIONS FOR STUDENTS 



Focus Group Questions for Students 

Beliefs 

1.1 Discuss/share your perception of yourself as a reader and a 

writer. In what ways has that changed since coming to UB? 

1.2 Discuss/share your perception of yourself as an artist. Why 

do you use artMsuals? In what ways has that changed 

since coming to UB? 

Uses 

2.1 Think about your regular days in school and imagine an 

activity or assignment where/when you used both language 

(reading/writing) and visual representations (pictures) 

together and teli me about it and 

2.2 Why do you think they want you to experience both at UB? 

How does using both support your learning? 

Environment 

3.1 What do you like about the environment at UB? 

3.2 Here at UB the faculty and administration wants you to learn 

about appreciating the arts; what have you leamed? 

3.3 In what ways/how has UB influenced the person you are 

today? In what ways? 

Cameras and Photography 

4.1 Share an example of how taking pictures and using the 

camerawas a good/jpoor way to express yourself and your 

ideas for this project. 



APPENDIX C 

CODING CATEGORIES 



Appendix C: Coding Categories 

Primary Subcategories Refined Themes 

Beliefs - Literacy - Relationships - Becoming an 

-Art between art aesthetic person 

- Purposes and literacy - Tools of 

- Value of both together -"Value expression/ 

- Self as artist/ appreciation 

aesthetic person - Developing 

artist/author 

- Competence 

vs. talent 

Practices - Examples of use of - Examples in - Integrated 

literacy content curriculum 

- Examples of art -Math - Transmediating 

- Examples of both - Science - Uteral 

together - Language arts - Imaginative 

- GASP (art) 

- Social studies 



Environments - What is displayed 

- Walls and halls 

- Classrooms 

-Media available 

- Environment is 

physical and 

has quanties 

- An environment 

ttiat supports 

fiteracyintwo 

sign systems 

-Exhibits 

-Risk taking 

- Media and 

fnatenals 
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APPENDIX D 

SELECTION MATRIX FOR FACULTY AND ADMINISTRATORS 



Selection Matrix lor 

Faculty and Administrators 

Faculty 

from... 

Sixth Seventh Eighth 

grade grade grade Alternatives 

Language Arts Potls Marlow Auman ^)ecial ed LA 

Resille 

Science Dickason Kornmueller Barter sdence asst. 

Rhodes special ed 

Fisher 

Math Bernard Riggins 

Sanderson 

Pet  ̂ transitional 7/8 

Crook 

Social studies Shaw Dye Fancier humanities 

Blake 

Visual arts Galloway Poverman Taylor computer 

enimation 

Gabriel 

Academic support Hanula Hippie Woodling Gra^f 



Administrators St. Armand Schiever Sheard 
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APPENDIX E 

SELECTION MATRIX FOR STUDENTS 



Selection Matrix for Students 

.209 

Students Male Female Total Race 

W C A 6 

Grade 6 3 3 6 2 3 - 1 

7 3 2 5 3 2 - -

8 2 3 5 2 2 1 -

Totals 8 8 16 7 7 1 1 

Student Names 

Grade 6 7 6 

Teela Michael Brandon 

Alan Melanie Looan 

Alfredo Dimitri Amanda 

Gina Veronica Vanessa 

Caitlin Danny Bob 



others Kyle Angela 

who are Andrew S. 

quoted Andrew M. 

Blake 

Michelle 
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APPENDIX F 

PERMISSION FORMS FOR STUDENTS 

ENGLISH 

SPANISH 



PARENT PERMISSION FORM * 

Dear Parent/Guardian, 
212 

Your child has been invited to participate in a study that will help to describe students' 

understanding of visual art and its relation to content literacy (reading^writing in the content areas). 

The study will be conducted by a doctoral candidate at the University of Arizona who is a certified 

Reading Specialist (K-12) and an artist, under the direction of professors in the Departments of 

Language. Reading and Culture and Teacher Education. Your child wiU participate in a 60 minute 

focus group discussion. Your child's participation in this study wiU enable us to provide a valuable 

perspective concerning his/her beliefs and practices in art and content literacy. 

Except for this purpose, reports of the study will not include the names of any children. 

The project has been tentatively approved by the Tucson Unified School DistricL If you are 

willing to have your child participate in this study, please sign on the line below and return this form 

to your child's teacher. Thank you for your attention and cooperation in (his unique project. 

Sincerely, 

L. Lee Haugen, M.Ed. 
Doctoral Candidate 

If you have any questions about this project, please call me at 742-8604 (home number). 

* Form is available in both English and Spanish. 

I give my consent for my child to participate in a one-hour focus group discussion with other students 
and the project director-

Signed 

Child's Name Date_ 



Forma De Premiso* 

Estimado Padre/Guardian 

Su hijo/a ha sido invitado en participar en un estudio que va ayudar en describir el 
reconocimeinto del arte visiml y su relacion con el contenido literario (leer/escribir en las 
areas contenidas). 

El estudio sera conducido por un estudiante doctoral de la Universidad de Arizona que 
esta certificada en lectura (K-12) y una artista ,bajo de la direccion de los profesores de 
los departamentos Lenguaje, Lectura y Cultura y Educacion Maestria. Su hijo/a va 
participar en una discusion con un grupo de estudiantes por 60 minutos. La participacion 
de su hijo/a en este estudio da una perspectiva en la creencia de el /ella y practicas en el 
arte y en el contenido literario. 

Este proposito de el estudio no va incluir los nombres de los ninos. Este proyecto ha sido 
aprobado por el Distrito Escolar de Tucson. Si usted quiere que su hijo/a participe en este 
estudio, per favor de firmar en la linea de abajo y regresar esta forma con la maestra de 
su nino/a. Gracias por su atencion y coperacion en este proyecto. 

Sinceramente, 

L. Lee Haugen, M.Ed. 
Candidata Doctoral 

Si tiene preguntas sobre este proyecto por favor de llamarme al 742-8604 (numero de 
casa). 

*Fornia esta disponible en ingles y espsinol 

Yo doy permiso que mi hijo/a participe en una hora de discusion con otros estudiantes y 
la directoni del proyecto. 

Firma 

Nombre de el nino/a Jecha 
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APPENDIX G 

PHILOSOPHY AND MISSION STATEMENTS 
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UTTERBACK MIDDLE SCHOOL 
A COMMUNITY OF LEARNERS 

PHILOSOPHY STATEMENT 

Utterback Middle School, a community of learners, is committed to providing a learning 
environment that is brain compatible, incorporates the Multiple Intelligences, Lifelong 
Guidelines and Lifeskills, and is built on relationships. 

The goal of Utterback Middle School is academic and artistic excellence. The underlying 
philosophy that supports and provides a structure for educational experiences includes 
acknowledgment of the imiqueness of the middle school child, the strength of 
interdisciplinary curriculum and instruction, and the importance of personal development. 

The expectation is that students will become appreciative of and/or able in the arts, 
academically competent, and lifelong learners. 

UTTERBACK MIDDLE SCHOOL 

MISSION STATEMENT 

The mission of Utterback Middle School is to build a community of learners who practice 
the Life Skills and follow the Lifelong Guidelines. Students and staff are empowered 
through being recognized as learners who support and assist each other in their quest for 
knowledge and excellence. We aim to facilitate the development of productive citizens 
who are educated academically and as participants, audiences, consumers, and patrons of 
the arts. 
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APPENDIX H 

STUDENT READING TRADE BOOKS FOR SOCIAL STUDIES 

PROJECT ON EGYPT 
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APPENDIX I 

THE EGYPT SOCIAL STUDIES PROJECT; A REED BOAT, TWO 

DISPLAYS OF EGYPTIAN COSTUMES, AND THE BURIAL TOMB OF 

TUTANKHAMEN 
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APPENDIX J 

A STYROFOAM PYRAMID AND TEELA'S PYRAMID 
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APPENDIX K 

INSECT DRAWINGS AFTER INSTRUCTION 
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O b 1 



APPENDIX L 

TRADITIONAL CHINESE TANGRAM PUZZLE 
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APPENDIX M 

BRANDON'S TANGRAM PUZZLE 
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APPENDIX N 

VEHICLES FROM PHYSICAL SCIENCES PROJECT 
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APPENDIX O 

WORKSHEET FOR GASP GALLERY PHOTOGRAPHY SHOW 
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Take ten minutes to VIEW ttre exhibit Be prepared to select a photograph that has 
some special interest to you. 

Do a quick sketch of the photograph that you chose. (3-4 minutes) 

Write five complete sentences describing what you SEE in your photograph. 

1 .  

2. 

3 . 

4 . 

5 . 
POINT OF VIEW - Where was the photographer standing when he took this picture? 

FRAMING - What is the frame or border including or cutting off? 

INTERPRETATION - What do you think is happening in the photograph? 

Does the photograph have a mood or a meaning? 

PERSONAL - How do you feel about what you see in the image? 

If you were to tell a friend one thing that you learned from this show, what would it be? 



APPENDIX P 

MY DRESS IS ON BACKWARDS 
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APPENDIX Q 

PRESS RELEASES FOR GASP GALLERY 
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Cxpres^s  ̂
February. 1997 Written and Published tqr tae Utterback Sbah Grade Aces VOL 2 No. t 

The New E^jdaibit at the 
GASP Opens 
Lf AmimwMiriaJl 

The new cxljlblt at the UMS GASP GsiUeiy 
ofiBclzUIy opened Wednesday, February 18. It Is 
called "Slavery. My dress Is on Backward". The 
art is done by Judith Stafibrd. I have 
previously seen one of her pieces from a 
photograph. In view. It is a picture of a 
dress that would be worn tqr a women In 
slavery, however the artlsfs statement about 
this work talks about how the 'attachments 
of the dress relate to one's body, feelings and 
emotions". It Is an Interesting exhibit. I hope 
that you can see it soon. 

Art Exhibition 
New Opening in the GASP 

tif- Sana- MffkUhuti Si &Um. ZttaM^alui 

David Diaz 

David Diaz, a Yimous Illustrator, will soon 
be coming to Tucson and maybe to Utterback. 
David's work Is realistic yet somewhat 
abstract. He makes his art very stylized. You'll 
find some of his best work In children's books 
like "Wllma Unlimited". "Going Home", and 
"Smoky Night". His artwork is somewhat like 
another famous artist named Ferdinand Lcger. 

I reaDy hope that Mr. Diaz can visit our 
school and tell us what he most enjoys about 
being an artist. That would be very valuable 
since Utterback is a One arts middle school. 
If Mr. Diaz comes I will enjoy his visit. 

David niaz will be visiting Tucson this week 
2ind Is scheduled to speak at the Conference 
on Uteratiure and Literacy for Children and 
Adolescents at the (U of A). 

The work of talented artists Veronica Escudero and Linda Sheeuer Whiting from 
Glendale and Tempc, wUl officially arrlyc at our GASP Gallery soon on March 11, and stay 
until April 11. 1997. The opening reception wlH be held between 6 stnd 7 pm on Tuesday. 
March 20th. 

Veronica does very colorful and graphic art^work. Linda draws objects of everyday 
things eiround her. This Is our Qfth opening this year at GASP Gallery. How did you like 
"Slavery. My Dress is on Backward"? -
Letters to the Eklltor about these pieces win be graciously recleved and possibly published 
In our upcoming edition of the Aces Express. 
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APPENDIX R 

WORKSHEET FOR PAINTING IN GASP GALLERY 



240 

Take ten minutes to VIEW the exhibit Be prepared to select an artwork that has some 
special interest to you. 

Do a quick sketch of the artwork that you chose. (3-4 minutes) 

Artist: 

Title; 

Medium: 

Write five complete sentences describing what you SEE in your artwork. These 
descriptions should Include objects and/or scenery. Color descriptions will come later. 

1. 

2. 

3 . 

4 . 

5. 

COLOR - What colors do you see In this artwork? Does one color stand out more? 

IMTFRPRETATION - What do you think is happening in the artwork? 

Does the TITLE help you took at the artwork in a particular way? How? 

PFRSONAL - How do you feel about what you see in the image? 

If you were to tell a friend one thing that you teamed from this show, what wouW it be? 



APPENDIX S 

REPRODUCTIONS OF PAINTINGS FROM THE GASP GALLERY 

BY MS. POTTS' SIXTH GRADE CLASS 
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APPENDIX T 

STAR'S PAINTING OF DESERT GEMS 
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APPENDIX U 

STAR'S LETTER TO THE ARTIST 
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OSPREY CANYON 
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APPENDIX W 

RACING THE MOON 
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d \̂aî  yjata 

vjcsvaW cA^cose. hV\(i. 

coc)e'^ avNSj V.He, 



259 

( _-

- ~~. h \ \ . \ -f': '_ll ~. \ j_ __ \ f\\j __ +Y\_a,_'1 .. \ ___ -"""'-"~'). _. \11\f'\ _ '-Y \T~ ~ :'"lnJlc;. _ 

Vc:M"\ __ _O,~~r-L I -C.,.o~~--R~\\y---c~-
-----+-----=-~~~~-lH~.ti~_;~~0-~----0-~---~..t"±-. _ ___ _ 

-----t-. \~6_I -\-~\--~ ~~ . Jli! .. Yy .. ___ _ ____ _ 

----t_._..-~--'li;;~ -~w~¥\~-~-l~-~.J.o~~--- ----
±? __ _c\ __ o_ __ _J~ --~ G• ~d,~~~~~----------
fl~~~~ . C-Dt"l- - ~C- --~1"'\. __ \r:..y :::> ~\~ ~~ . 

r ---------
~-

! 

s+-~~rc.\. Tk-y --VV\~~\n~- e.-¥'\..) o'Y 
\~ ~ ~, ~ecCA.. ~""'~ ~~ c...'-\'~ 

I -+ ~-~ ~ ~ >~ c-... J. <; '-'> tAT-. 
~cl r+ c_o--...~ --+ -~-~ --t ~\W...(V} 
<:A.\c C,S} '-" ~· ~.;..,) h. (A_+ t· \- -~ '-/ at\_ .J d 
C'-'<'-~ '--.) ~ -t""c_ \' 'f\ '\-~UL. + ~--~~ 
c+ s.\ o.v~ty• 

- ( 



260 

(_ 

( 

I -------



261 

APPENDIX Y 

STUDENT PHOTOGRAPHS OF THE ENVIRONMENT 



262 



263 



264 



265 



266 



267 



268 



269 



270 



271 



272 



273 



274 



275 



276 

APPENDIX Z 

TESSELATION MURAL 



277 



278 

REFERENCES 

Abbs, P. (1996). The new paradigm in British Arts Education. Journal of 
Aesthetic Education. 30 (1), 63-72. 

Albers, P. (1997). Art as literacy. Language Arts. 74 (5), 338-350. 

Anders, P. & Guzzetti, B. (1996). Literacy instruction in the content areas. 
Dallas, TX: Harcourt Brace & Company. 

Amheim, R. (1969). Visual thinking. Berkeley: University of California 
Press. 

Barkan, M. (1962). Transition in art education: Changing conceptions of 
curriculum content and teaching. Art Education. 15 (7), 12-16. 

Berger, J. (1972). Wavs of seeing. London: British Broadcasting Corporation. 

Bertelsen, D. (1996). Analyzing media: Communication technologies as 
symbolic and cognitive systems. New York: Guilford Press. 

Blumer, H. (1969). Symbolic interactionism: Perspectives and method. 
Englewood Cliffs, NJ: Prentice-Hall. 

Boodan, R.C. & Bidden, S.K. (1992). Qualitative research for education. 
Boston: Allyn and Bacon. 

Broudy, H. S. (1977). How basic is aesthetic education? Or is it the fourth R? 
Language Arts. 54. (6) 631-637. 

Brown, M. & Korzenik, D. (1993). Art making and education disciplines in art 
education: Contexts of imderstanding. Chicago: University of Illinois Press. 

Bruner, J. S. (1960). The process of education. Cambridge, MA: Harvard 
University Press. 

Bryson, N., Holly, M. A., & Moxey, K. (1994). Images visual and culture 
interpretations. Hanover, NH: Wesleyan University Press, University Press of New 
England. 



279 

Bryson, N. (1996). Looking at the overlooked: Four essays on still-life 
painting. Cambridge: Harvard University Press, 1990, 10. 

Buchman, M., & Schwille, J. (1983). Education: The overcoming of 
experience. American Journal of Education. 92. 30-51. 

Camboume, B. (1988). The whole storv: Natural learning and the acquisition of 
literacy in the classroom. New York: Aston-Scholastic. 

Cameron, J. R. and Plattor, E. E. (1973). A photographic approach to poetry. 
English Journal. 62. 60-63. 

Carter, K. (1992). Creating cases for the development of teacher knowledge. 
In T. Russell & H. Munby (Eds). Teachers and teaching: From classroom to reflection 
(109-121). London: Falmer Press. 

Cassier, E. (1994). An essav on man. New Haven: Yale University Press. 

Clark, G., Day, M., & Greer, W. (1987). Disciplined-based art education: 
Becoming students of art. Journal of Aesthetic Education. 21. (2), 129-193. 

Clay, M. (1967). The reading behavior of five year old children: A research 
report. New Zealand Joumal of Educational Studies. 2. 11-31. 

Collins, A., Brown, J. S., & Larkin, K. M. (1980). Inference in text 
understanding. In R. SpLro, B. Bruce, & F. W. Brewer (Eds), Theoretical issues in 
reading comprehension (pp. 385-407). Hillsdale, NJ: Lawrence Eribaum. 

Cormelly, F. M., & Clandinin, J. (1986). On narrative methods, personal 
philosophy, and narrative unities in the study of teaching. Joumal of Research in 
Science Teaching. 23. 293-310. 

Cook-Gumprez, J. (1986). The social construction of literacv. Cambridge: 
Cambridge University Press. 

Culler, J. (1978). Smcturalist poetics. Ithaca, NY: Cornell University Press. 

Csikszentmihalyi, M. & Schiefele, M. (1992). Arts education, human 
development, and the quality of experience. In G. Roemer & R. A. Smith, Arts and 

education, (pp. 169-91), The ninety-first yearbook of the Society for the Study of 
Education. Chicago: University of Chicago Press, 169-91. 



280 

Csikszentmihalyi, M. (1975). Beyond boredom and anxiety. San Francisco: 
Josey-Bass. 

Dautermann, P. & Stahl, R. S. (1971). Film stimuli: An approach to creative 
writing. English Journal. 60. 1120-1122. 

Day, M. (1984). Art history, art criticism, and art production: An examination 
of art education in selected school districts. Case Studies of Seyen Selected Sites. 2. 
Santa Monica: Rand Corporation. 

Dewey, J. (1938). Art as experience. New York: Capricorn. 

Dewey, J. (1938). Experience and education. New York: CoUier Books. 

Dobbs, S. M. (1974). Research and reason. Recent literature and ideas in 
American art education. Curriculum Theory Network. 4 (2-3), 169-191. 

Dunahoo, D. (1993). Rethinking creativity: A disciplined based perspective. 
Art Education. 46. (4), 53-60. 

Dyson, A. (1986). Transitions and tensions: Interrelationships between 
drawing, talking and dictating of young children. Research in the Teaching of 
English. 20. 379-409. 

Eco, U. (1976). A theory of semiotics. Bloomington, IN: Indiana University 
Press. 

Eco, U. (1979). The role of the reader. Bloomington, EN: Indiana University 
Press. 

Eisenhart, M. A., Shrum, J. L., Harding, J. R., & Cuthbert, A. M. (1988). 
Teacher beliefs: Definitions, findings, and directions. Educational Policy. 2.rn. 51-70. 

Eisner, E. (1972). Educating artistic vision. New York: MacMillan. 

Eisner, E. (1982). Cognition and curriculum. New York: Longman. 

Eisner, E. (1994). Cognition and curriculum revisited. New York: Teachers 
College Press. 



281 

Erickson, F. (1973). What makes school ethnography "ethnography?" 
Anthropology and Education Quarterly. 4 r2\ 10-19. 

Erickson, F. (1986). Qualitative method in research on teaching. In M. C. 
Wittrock (Ed.) Handbook of research on teaching (3rd ed.). New York: MacmiUan. 

Fielding, R. (1 996). A justification for subjectivity in art education research. 
Journal of the Australian Institute of Art Education. 19. (2), p. 11-16. 

Fielding, R. M. (1994). Human language and drawdng development: Their 
productive interactions. Journal of Art and Design in Education. 27. 45-53. 

Fox, D. L. (1993). Constructing a personal theory of teaching, learning, and 
assessment: Lessons from one preservice teacher's portfolio. Paper presented at the 
Qualitative Research in Education Conference, University of Georgia, Athens. 

Fueyo, J. (1992). Reading literate sensibilities: Resisting a verbocentric 
classroom. Language Arts. 68. 137-144. 

Gardner, H. (1988). Creativity: An interdisciplinary perspective. Creativity 
Research Journal. 1 , 8-26. 

Gardner, H. (1983). Frames of mind. New York: Basic Books. 

Gentry, J. R. (1987). Spel.. .  is a four letter word. Portsmouth, NH: 
Heinemaim. 

Glasser, B. & Strauss, A. (1967). The discovery of grounded theorv: Strategies 
for qualitative research. Chicago, IL: Aldine Publishing Company. 

Goetz, J. P. & LeCompte, M. D. (1984). Ethnography and qualitative design in 
educational research. New York: Academic Press. 

Goodlad, J. (1984). A place called school. New York: McGraw Hill. 

Goodman, J. (1988). Constructing a practical philosophy of teaching: A study 
of preservice teachers' professional perspectives. Teaching & Teacher Education. 4. 
121-137. 



282 

Goodman, K. S. (1967). Reading: A psycholinguistic guessing game, Joumal 
of the Reading Specialist. 4. Tl'). 126-135. 

Goodman, N. (1968). Languages of art. Indianapolis: Bobbs-Merrill. 

Goodman, Y. (1986). Children coming to know literacy. In M. H. Teal & E. 
Sulzby (Eds.), Emergent literacy: Reading and writing (1 -4). Norwood, NJ: Ablex. 

Goodman, Y. (1978). Kidwatching: An alternative to testing. Joumal of Art 
Education . 25 (4), 212-219. 

Graves, D. (1983). Writing: Teachers and children at work. Portsmouth, NH: 
Heinemarm. 

Greene, M. (1978). Landscapes of learning. New York: Teachers College 
Press. 

Greer, D. W. (1984). A disciplined-based view of art education. Studies in 
Art Education. 25 KV 212-218. 

Grossman, P. L. (1992). Why models matter: An alternate view on professional 
growth in teaching. Review of Educational Research. 62. 171 -179. 

Halliday, M. (175). T.earning how to mean: Explanations in the development 
of language. London: Edward Arnold. 

Harste, J., Woodward V., & Burke, C. (1984). Language stories and literacy 
lessons. Portsmouth, NH: Heinemarm. 

Heath, S. (1983). Wavs with words: Language, life and work in communities 
and classrooms. Cambridge, MA: Cambridge University Press. 

Homstein, S. (1994). Toward a new paradigm for math instruction 
(unpublished). St. Cloud State University. 

Hubbard R. (1989). Authors of pictures, draughtsmen of words. Portsmouth, 
MH. Heinemarm. 

Huck, C. (1989). No wider than the heart is wide. In J. Hickman & B. E. 
Millinan (Eds.), Children's literature in the classroom, weaving Charlotte's web (252-

262). Needham Heights, MA: Christopher Gordon. 



283 

Hynds, S. & Rubin, D. (Eds) (1990). Perspective on talk and learning. 
Urbana, ELrNational Council of Teachers of Enghsh. 

Iser, W. (1974). The implied reader. Baltimore; Johns Hopkins Press. 

Iser, W. (1978). The act of reading. Baltimore, MD: Johns Hopkins 
University Press. 

Katz, J. J. & Fodor, J. (1963). The structure of a semiotic theory. Language. 
39. 

Kellogg, R. (1969). Analvzing children's art. Palo Alto, CA: Mayfield 
Publishing. 

BCnowles, J. G., & Holt-Reynolds, D. (1991). Shaping pedagogies through 
personal histories in preservice teacher education. Teacher's College Record. 93. 87-
113. 

Kuhn, T. S. (1996). The structure of scientific revolution (3rd ed.). University 
of Chicago Press. 

Kutz, E., & Roskelly, H. (1991). An unquiet pedagogv: Transforming practice 
in the English classroom. Portsmouth, NH: Boynton/Cook. 

Langer, S. (1942). Philosophy in a new kev. Cambridge, MA: Harvard 
University Press. 

Leepert, R. (1996). Art and the committed eve: The cultural functions of 
imagerv. Boulder, CO: Westview^ Press. 

Leland, C. & Harste, J. (1994) Multiple ways of knowing: Curriculum in a new 
key. Language Arts. 715: 337-45. 

Leonhard, C. (1990). The status of art education in American public schools. 
Urbana: University of Illinois, National Arts Education Research Center. 

Logan, F. M. (1975). Update 75. Growth in American art education. Studies 
in Art Education. 17. (1), 7-16. 

Lortie, D. C. (1975). Schoolteacher: A sociological studv. Chicago: University 
of Chicago Press. 



284 

Lowenfeld, V. & Brittian, W. (1977). Creative and mental growth. New 
York: MacMillan. 

McCaslin, M. & Good, T. (1992). Compliant cognition: The misalliance of 
management and instructional goals in current school reform. Educational Researcher. 
1L(2),4-17. 

Mattil, E. (1966). A seminar in art education for researchers and curriculum 
development. University Park, PA: The Perm State University. 

McLaughlin, M. W., & Thomas M. A. (1984). Art historv. art criticism, and art 
production. An explanation of art education in selected school districts. Comparing the 
process of change across districts. 1. Santa Monica: Rand Corporation. 

Munby, H. (1987). Metaphor and teachers' knowledge. Research in the 
Teaching of English. 21. 377-385. 

National Council of Teachers of English & International Reading Association 
(1996). Standards for the English language arts. Urbana, IL: NCTE and Newark, DE: 
IRA. 

NCTE Elementary Section Steering Committee (1996). Exploring language 
arts standards within a cycle of learning. Laiiguage Arts. 73. (1), 10-13. 

Nespor, J. (1987). The role of beliefs in the practice of teaching. Journal of 
Curriculum Studies. 19. 317-328. 

Oslo, D. R. (Ed.) (1974). Media and symbols: The forms of expression, 
communication and education. 73 rd Yearbook of the National Society of the Study of 
Education, Part 1 Chicago: University of Chicago Press. 

Pappas, C. & Brown, E. (1987). Learning how to read by reading. Learning 
how to extend the fianctional potential of language. Research in the Teaching of 

English. 21. 160-164. 

Piaget, J. (1969). The psvchologv of the child. NY: Basic Books. 

Pierce, M. (1966). Collected papers. 1931-1958. Cambridge: Harvard 
University Press. 

Popper, K. (1959). The logic of scientific discoverv. London. Hutchinson. 



285 

Richardson, V. (1989). School children at-risk. New York: Falmer Press. 

Richardson, V. (1990). Significant and worthwhile change in teaching practice. 
Journal of Research and Sciences. 19. d'). 10-18. 

Richardson, V., Anders, P., Tidwell, D., & Lloyd, C. (1991). The relationship 
between teacher's beliefs and practices in reading comprehension. American 

Educational Research Journal. 28. (3), 559-586. 

Richardson, V. (1994). The consideration of teachers' beliefs. In Teacher 
change and the staff development process: A case in reading instruction, p. 90-108. 

Richardson, V. (1994). Teacher change and the staff development process: A 
case in reading instruction. New York; Teachers College Press, Teachers College, 
Columbia University. 

Rosenblatt, L. (1978). The reader, the text, and the poem. Carbondale: 
Southern Illinois University Press. 

Schuman, D. (1982). Policv analysis, education, and evervdav life. 
Lexington, MA: Heath. 

Shipps, S. W. (1996). About thinking, about art. Journal of Aesthetic 
Education. 30. (1) 73-83. 

Short, K. G., Harste, J. C. & Burke, C. (1996). Creating classrooms for authors 
and inquiries. Portsmouth, NH: Heinemann. 

Siegel, M. (1984). Reading as syndication. (Doctoral Dissertation, Indiana 
University, 1984). Dissertation Abstracts International. 45. 28241. 

Siegel, M. (1995). More than words: The generative power of transmediation 
for learning. Canadian Journal of Education (in press). 

Sinatra, R. (1986). Visual literacv connections to thinking, reading, and writing. 
Springfield, IL: C.C. Thomas. 

Smith, F. (1990). To think. New York: Teachers College Press. 

Smith, R. (1989). The changing image of art education: Theoretical antecedents 
of disciplined-based art education. Chicago, IL: University of Illinois Press. 



286 

Spradley, J. P. (1980). Participant observation. New York: Holt, Rinehart & 
Winston. 

Suhor, C. (1981). A study of media in relation to English. Unpublished 
dissertation. Florida State University, FL. 

Suhor, C. (1984). Towards a semiotics-based curriculum. Journal of 
Curriculum Studies. 16. 57-69. 

Szekely, G. (1991). From plav to art. Portsmouth, NH: Heinemann. 

Taylor, D. & Strickland D. (1986). Family storybook reading. Portsmouth, 
NH: Heinemann. 

Teale, W. & Suzlby, E. (1986). Emergent literacy. Norwood, NJ: Ablex. 

Thompson, C. & Bales, S. (1991). Michael doesn't like my dinosaurs. 
Conversations in a preschool art class. Studies in art education: A journal of issues and 
research. 33. (1), 43-55. 

Thompson, L.S. (1877) Some reasons why drawing should be taught in our 
common schools [Lecture]. Louisville. National Education Association. 13. 

Torrance, E. (1965). Creative behavior in classroom creativity. Englewood 
Cliffs, NJ: Prentice Hall. 

Vygotsky, L. S. (1962). Thought and language. Cambridge, MA: MIT Press. 

Well, G. (1990). Creating the conditions to encourage literate thinking. 
Educational Leadership. 47. Cff). 13-17. 

Wertsch, J. (1991). Voices of the mind: A sociocultural approach to mediated 
action. Cambridge: Harvard University Press. 

Zutel, J. (1978). Some psycho linguistic perspectives on children's spelling. 
Language Arts. 55. 844-850. 



IMAGE EVALUATION 
TEST TARGET (QA-3) 

1.0 

LI 

1.25 

!f 1^ 

1.4 

m 
12.2 

2.0 

1.8 

1.6 

150mm 

^IPPLIED A ItVMGE . inc 
.ass 1653 East Main Street 

Rochester, NY 14609 USA 
Phone: 716/482-0300 

•=••= Fax: 715/288-5989 

01993, Applied Image, Inc.. All Rights Reserved 




