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Abstract

This thesis explores some of the many elementsrdilugnces of lived experience that
are present in acts of art-making. Reflective pcadh art-making adds the intentional
and purposive act of reflective learning to theazignce of art-making.

In an academic context the challenge arises fesearcher to adequately
represent the breadth and richness of the livedréxqces of reflective practice in art-
making. This breadth and richness may embrace elsnoé art production and
influences including gender, culture, spiritualityeativity, creative processes, embodied
knowing, the place of conversations and learning eesult of facilitated reflective
practice. Adequate representation is particulaityl because art-makers may
communicate best through non-verbal means, inojudmbodied knowing and their art-
making, rather than through words. Flexibility gipgoach and representation is even
more important when the art-maker participants gaga various art-making areas and
identify themselves as part of indigenous, domimanat/or non-dominant cultures within
Aotearoa New Zealand.

In this thesis, by applying a feminist participgtapproach, informed by
kaupapa Mori, | affirmed that the lived experiences of refige practice in art-making
can be adequately represented in a thesis. Byragahns, | sought to empower the
participants, including myself, by providing a pess through which they might increase
confidence in their own art-making practices anafgssional artistry.

This approach was necessary because no singleormd®uble blending of
worldviews can embrace such a range of variablesudder, an interweaving of feminist
and participatory, informed by indigenous peoplesiidviews, provides the scope for
such a study in terms of fundamental beliefs, wayjaowing, values, issues of power,
methodologies and methods. The ways of knowinguokelcollaborative, constructed,
cultural, embodied, experiential, indigenous, pnéstgonal, propositional, spiritual and
subjective and writing as a way of knowing; sualarge was vital to this thesis. As art-
maker co-participant, | was able to engage in cmateon with the other art-makers as
facilitator of their reflective practice in art-miag and to represent their lived experiences
of reflective practice in art-making through verbhad non-verbal means and art-making,

in ways that were comfortable culturally to all fi@pants.



| represent and discuss my findings through foracaldemic writing, personal
narrative and a DVD. The DVD includes a video mgetand an image narrative that
contribute to the discussion on embodied knowingaftter 7), a video of my own dance
work, which contributes to the discussion on ckégtiand visual images (Chapter 6), and
a copy of a poster referred to at various timehénfindings and discussion chapters.

Finally, | conclude that a feminist participatogypaoach, informed by
indigenous peoples’ worldviews and including faatied reflective practice, may have
application to other fields of research and praciicluding other areas of the arts,

teaching, sport and leisure and in the wider fafldocial sciences.
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Chapter 1 Introductions

Introduction to the thesis

This thesis concerns reflective practice in art-imgkSince the 1980s there has
been extensive research in the areas of learnipgyriential learning and
reflective practice. Out of this research have g@e@models for reflective
practice which promote effective learning and pssfenal development in
teaching (Boud, Keogh & Walker, 1985; Gibbs, 19&&yis, Holford & Griffin,
1998; Kolb, 1984, 1985; Kolb & Smith, 1986; Sch&883, 1987a, 1987b, 1991),
as well as other professional areas such as nuiGaig, 1998/9; Charalambous,
2003) and counseling (Egan, 2001; Germain, 200&eyAelement of reflective
learning is the use of a reflective journal. Ldjtereflective journal writing has
also been viewed as a research method and applted area of dance (Adshead,
1998; Barbour, 2001, 2002, 2004; Barbour & Thorh@®01; Bright, 2005a,
2005b, 2005c; Coe, 1998, 2001, 2003; Groves, 1RB&®er, 1995; Sheets, 1966;
Sheets-Johnstone, 1999). However, although refegtiactice has been
acknowledged as an important means of learnirifg &ttention has been paid to
reflective practicgper seén the context of art-making and to the specifresgths,
needs and understandings of practising art-makers.

In an earlier study (Bright, 2005a, 2005b) usirftertive journal
writing as a method, | brought together the theoofkreflective practice in
learning with the practice of dance-making (Brigt@05a, 2005b). | developed
and applied a model for reflective practice to explmy own dance-making and
established that | could gain important learnirgarding my dance-making and
applications to the field of reflective practicedance-making. In addition, |
developed a new way of representing embodied krgpwirdance-making in the
research context: the image narrative (Bright, 20@907b). However, there
appears to be no evidence that similar studies baga carried out in other areas
of art-making. Further, the exploration of refleetipractice in dance-making of
my earlier study was based on a single cycle ¢éct¥e learning; | recognise the
need to study the usefulness of ongoing refleginaetice in dance-making.

This thesis concerns reflective practice in art-imglamong ten adult
female solo art-makers of various ethnicities amdreaking areas in Aotearoa
New Zealand. My role is as researcher, dance-m@aker of the ten participants)
and facilitator of reflective practice in art-magiof the other nine participants. |

1



employ a feminist participatory approach that alawe to explore important
aspects of the lived experience of these art-madais as gender, culture,
spirituality, creativity and embodied knowing amdnvestigate conversations as
a key element in facilitated reflective practiceairmaking.

A challenge in such a study as a Doctor of Philbgap determining
an appropriate philosophical framework within acaderesearch. Feminism
offers a broad approach to research that can embithof the elements of lived
experience and provide opportunities for the vomfesomen and other
marginalised groups of women and men to be heatfitinesearch context.
However, participatory and indigenous peoples’ dadws offer additional
important perspectives relevant to art-making ameamen of a range of
ethnicities in Aotearoa New Zealand. Thus, the diteand richness of the lived
experience of art-makers, expressed during theepsas of reflective practice in
art-making, can be represented through an intemwganf feminism with
participatory and indigenous peoples’ worldviewsall this a feminist
participatory worldview. Because this feminist papatory approach is informed
by indigenous peoples’ worldviews, the list of clgarticulated ways of knowing
is expanded to include such areas as spirituagendus and cultural as well as
constructed, collaborative, embodied, experienpi@sentational and subjective
ways of knowing and writing as a way of knowing. éxtended epistemology
such as this allows inclusion and acknowledgemetiteowide range of aspects
influencing the lived experience of reflective gree in art-making among female
art-makers (as discussed in Chapter 2).

Key features of feminist participatory inquiry inde the need for
transparency and reflexivity on the part of theeegsher and collaboration with
the participants throughout the research procdssefore, in the following two
sections of this chapter, | introduce myself areldther participants introduce
themselves. In my autobiography, as a feministekgo be transparent
concerning my own history and my roles as researcdamce-maker participant
and facilitator of the reflective practice of thier nine participants. However, by
presenting my own autobiography and inviting tHeeotparticipants to introduce
themselves | demonstrate and metaphorically emboslgims of feminist
participatory inquiry. Further, these particulamide art-makers are willing to

have their identities revealed through use of tkeawn or professional names,



photographs, mihiand autobiographical details; this self-revelatioay be
explained by their roles as known and emergingreakers in the public arena and
by their commitment to this thesis. Their introdaos vary in length and content
since the participants were given only broad ginesl about introducing
themselves.

Following the autobiographies, | present the redequestions and
outline the structure of this thesis and the cantéthe remaining eight chapters.

Introduction of the researcher/ participant/facilit ator

My personal history involves a number of areasvaai¢ to this thesis. Of
relevance is my commitment as a feminist, engagémexdult education,
particularly in the area of reflective practice,npaears experience as a dance-
maker, a lifelong interest in other arts and a tstanding involvement in
languages and cultures other than my own.

Of prime importance is that, as a feminist reseawcl-participant, |
am conscious of how my subjectivity, my personatdry, influences my
research (Barbour, 2002, 2004, 2006a; Janesick, Z9®M0, 2001; Richardson,
2000, 2004; Ryan, 2001; Stanley & Wise, 1990). Antioned above, |
undertake three different roles: researcher/caqgiygaint, dance-maker participant
and facilitator of the reflective learning of thiher participants. To narrate the
history leading to my present role as researchgrécticipant | need to refer to
my dance-making and to my involvement in adult edion which led to
development of skills as a facilitator of refleetigractice. Further, emergence of
these roles is linked to my family, my upbringimgy culture and my interest in
culture both in terms of the creative and perfogrants and of other peoples’
lived experience. The interwoven nature of my ld#ects the interwoven-ness of

the key elements of this thesis and of feministaesh in general.

! A glossary of Mori words and phrases and approximate Englishlatioss is presented in
Appendix 1.



Debbie Bright

Pakeha of Aotearoa New Zealand.
Researcher/co-participant, dance-
maker participant, facilitator of
reflective practice of other

participants

| was born in Havelock North, Hawkes

Bay, Aotearoa New Zealand. | was the
second of four children with an older brother and younger sisters. My family
roots reach back into Celtic, German and Englisfires. Family stories also
hinted that we were related to one of tha&ol families nearby. My paternal
grandparents called England ‘home’, even though Were both born in
Aotearoa New Zealand. My paternal grandfather bbaghrm in Hawkes Bay.
As a young woman, my maternal grandmother had imated to Aotearoa New
Zealand from a small village in Yorkshire, Englaadd married a third
generation New Zealand builder. Some years my gnatiter's senior, this
grandfather died before | was born and my granderatbntinued to work as a
clerk in an office in Hastings. During my childhgddvas immersed in aaReha
New Zealand farming context while being enrichedstoyies of England.
Therefore, from my earliest years, | was awarenof iaterested in a range of
cultures, particularly those from which | was dewtsd (actually and possibly)
and in emulating my maternal grandmother by takimygplace in the work force,
alongside having a family.

For many years, my father was an agricultural @mtdr, until he
assisted with and eventually took over his fathen'sn. However, as a young
man, he had begun a degree in engineering anchoextito be a creative and
practical man who designed and built a variety athines and tools for use in
his work and family life. My mother, in some resfgedid not conform to the
expected female roles of her era because she ooledrtiary study. However,
she gave up both formal education and her professa primary school teacher
once she was married and became pregnant. | gdieaohpression from both
parents that my father believed that he shouldhbesdle bread-winner.
Nevertheless, as children, we were all encourageéach our potential in

education and it was never suggested that wewate simply being groomed for
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marriage. Hence, the examples of my parents andatteudes towards education
for both their sons and daughters encouraged meztmnise my academic ability
and to pursue education accordingly. In additibe,demonstrative love between
my parents and the affection and warmth shown thildren was an attractive
model of heterosexuality, marriage and family.

From a young age, | was passionate about theragesrieral and dance
in particular. My earliest memories include my atf#s at organising my
somewhat reluctant brother and sisters into perdiogas of music, dance, drama
and gymnastics items to be performed for our parant grandparents on
Christmas afternoons. However, although many crea@nd performing arts have
been an important part of my life, | cannot remen@#&me when | did not want
to dance. | began ballet training as a five yedrasl there were ballet classes held
in our local church hall. | completed all the batieade exams, mostly with
honours, and spent several years dancing at whakm@vn as major level—
professional training in ballet, including poihteork. Late in my school years, |
added modern and jazz dance to my ballet skillsvéd@r, my parents were very
clear that their preference for my future lay ie ttademic world, not in the dtts
Therefore, | had to exercise discipline and somangth of will to excel at my
academic work and, at the same time, to convincgangnts that | should keep
up my dance training. Moving away from home tortlearest university, |
continued to fit my dance training around my unsigrstudies.

From a young age | also felt drawn to people of-Baglish-speaking
backgrounds. In my final year of school, | joinbd tMaori Club” (kapa haka
group) and learned waiata, waiata a ringa andl peit warmly welcomed and
accepted in this environment and in the placesev®pned. In addition, | studied
French and German language and literature at gifyéevel. | discovered that by
learning the language of another people, | was tabdgin some insights into how
those people thought and understood the world. Gitwiadened my awareness to
recognise that there were many more ways of sekagorld than the one in
which | had grown up and that ‘my way’ was not afa/éhe best way.

The opportunity to learn to speak te readvl did not arise until | was

married and having a family. My husband Stepheaf Ngati Kahungunu and

2 pointe work refers to the French term “pointe’ female ballet dancer stands on the tips of her
toes in especially constructed shoes.

3 My parents’ financial situation may also haveueficed them in encouraging me towards (at
that time) government-funded options of traditioteatiary education rather than arts training.
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Rongowhakta descent, in addition to various European andsbemgots. We chose
to send our three daughters to kohanga reo, ay @afweposing them to the
richness of a wider cultural upbringing and to thi#ori language and heritage.
Whereas Stephen and | were essentially raisedaguhted in a #&eha context, we
wished for our daughters to grow up and be edudatedch a way that they might
feel comfortable in both Bbri and Bkeha environments; Rebekah, Rachael and
Hannah now express their appreciation for'thi&/hile our daughters attended
kohanga reo and primary school bi-lingual and twtethersion classes, | also began
to learn te reo Nbori.

Stephen and | had married as soon as | completetiindyyear of full-
time study for a Bachelor of Arts degree. Initialg studied and worked in the
same institutions and schools. We had been mdorezkven years before we
began a family and, during our daughters’ growipglwdanced, taught aerobics,
gained a Diploma in Sports Studies and becameoaituAdult Education. |
continued to pursue a career in adult educatiordande because, unlike my father,
my husband did not believe that he must be the eafper. We viewed (and still
view) our relationship as a partnership based ordesire to share intellectually,
spiritually, affectively and professionally, as was in the usual areas of living
together and having a family. In fact, when we Imegahave children, we both
expressed the desire to work part-time in the paick force and spend the rest of
our time with the family. However, the social foscand employment opportunities
of the time did not allow for this kind of flexilty (Ryan, 2001). In the areas of
tertiary teaching in which Stephen excelled theeeamno possibilities of either part-
time work or job-sharing. Therefore, we were far¢e opt for the more traditional
roles of Stephen working full-time while | focused the children. Around our
young children’s needs, | fitted in part-time aacslieaching, dance, directing
small dance-drama productions, study, handcrai#sning to play the piano and to
speak te reo ®bri. Thus, my own history reveals my interest il @aluing of
cultures other than the dominant culture of Aotad¥ew Zealand, my involvement
in the arts and adult education and a feministogbibhy which led me to desire
both family and vocation (a desire echoed by mybhnsd).

Meanwhile, as our involvement in the local@tigroa ham in Titahi

Bay where we lived continued, we both moved omfteaching at Mana

* In keeping with her Judeo-Christian anddvi heritages, each daughter has a Hebrew firsenam
and a Miori second name.



College. Stephen took on a teaching and leaderstgmt Whitireia Community
Polytechnic in Porirua and | undertook relief taaghat Whitireia. When we
moved our family to Hamilton in 1993, we were acgamied by senior staff and
Maori, Samoan and Cook Island elders from Whitireid handed over to the
Tainui people on the marae at The Waikato Polytiechwe stayed overnight on
the Polytechnic marae and | still re-live in my ohithe sense of grief of parting
from old whanau and of being lovingly embraced by newamdu. During the
final gathering, our family stepped across fromrenuhiri, joined the tangata
wheénua and farewelled our friends. | felt enormousifgge and a sense of
belonging from having been honoured in such a Wwegcognised that an event
such as this allowed me to fully experience anadgss leaving and arriving. |
know of nothing in Bkeha culture that can achieve this so well.

Having moved to Hamilton in 1993, | opened classexerobics and
dance for adults. | also developed and delivereelxancise and confidence-
building programme for kohanga reo groups, in teMa&ori, and a similar
programme, in English, for home-schooled childfmese sessions were held at a
kaupapa Mori educational centre in Hamilton. In April 1994egan tutoring in
Adult Education at Waikato Institute of Technolagyd continued in this role
until mid-2006, when | began study for this PhDAlult Education, | taught for
the Certificate in Adult Teaching and specialisedhie areas of learning styles,
reflective practice and Invitational Education. anevhile, | completed a Diploma
in Sports Studies from the University of Otagoeatted contemporary dance
classes run by Unity Dance Collective at the Ursitgrof Waikato, joined a local
ballet school, completed further ballet examinatiand performed in dance and
musical theatre productions. Thus, my life illustsamy continued interest and
involvement in education, dance and the arts, diolyMaori education and arts.

In addition, | had the opportunity to bring togethey dance and my
Christian faith; | undertook extensive teaching aedormance work in churches,
conferences, schools and community events in Aogellew Zealand and abroad.
In 1988, the Christian Dance Fellowship of New Zedl had been formed as an
offshoot of the International Christian Dance Relbip. From 1996-2000, | was
national coordinator of the Christian Dance Fellbipf New Zealand. In this
role, | coordinated and envisioned a national ereand performing arts

conference in Gisborne in January 1999. Tangataudenembers, mainly Ng

® Now Waikato Institute of Technology.



Porou, with an interest in dance and other artgexbto host this event. Our aim
was to engage in art-making withinabti protocol and also within the aims of the
Christian Dance Fellowship. The theme was recatmin and throughout the
week-long conference we endeavoured to maintain Kaiori and Bkeha
identities in all that we did. Our final act of mewiliation was a dawn service on
the beach during which we undertook a re-enactiethie arrival of the first
Pakeha in Gisborne. However, whereas the original encawint the 1800s
involved misunderstandings and tragedy, our re{coatson included invitation
and welcome by the tangata whenua and actionsttitlas of respect and
humility by the ‘newly arrived Europeans’.

As national co-ordinator of the Christian Dancedweship of New
Zealand, | also became a member of the committéeediternational Christian
Dance Fellowship. Thus, once | completed my timeaserdinator in New
Zealand, | continued as an elected member of teenational committee. This
international role led to numerous opportunitietréwel to other countries, living
briefly with local people and teaching and perfarghndance. These countries
included Australia, Singapore, Malaysia, South leoisrael, England, Costa
Rica, Suriname, Western Samoa and the United Siataserica. Although |
generally did not understand the national langudgagjoyed the sharing of
humour, music and dance, together with watchingllamg, touching, tasting and
listening to aspects of local life to which | wasrmitted access. Although | was
always aware of being the outsider who might omybhefly tolerated or ignored,
| developed intense respect for the people withmhaeame in contact. My sense
of wonder has continued to grow concerning thesunes, history, diversity,
colour and creativity through which other peoplewiand experience their lives.
My involvement in Christian-based arts both in Aotea New Zealand and
internationally demonstrate my continuing engagernrethe arts, adult education
and cultures other than my own.

Finally, although dance and the arts surrounding€édave
remained my prime focus, | have had some exposumeany other areas of the
arts. | have already mentioned my involvement ip&khaka, singing and piano-
playing. In addition, | have had varying degreesxjferience in other arts and
hand crafts such as knitting, sewing, pottery, dngwpainting, spinning,
weaving, guitar-playing, song-writing, singing, caband stage musical
performance, poetry and other creative writingpbra design,aniko and



harakeke weaving, carving, design in theatre Iigj)tcostume and sets and
theatre production and direction. | also marrigd & family of which many
members are engaged professionally in arts supbtéery, painting, weaving
and fabric arts, film-making, writing, photograpmusic, film make-up and
creative cooking. Thus, although | have focussedante, | am interested and
have some knowledge in a range of arts areas.

Through the above outline of my own history it denseen that this
thesis arises out of my feminist understandingsrapeéxperiences of family,
dance- and other art-making abtitanga and other cultures, adult education and
reflective practice. This history enables me to exob the multiple roles of this
thesis as researcher/co-participant, dance-makecipant and facilitator of the
reflective practice in art-making of the other papants. | am writing this
autobiography at home surrounded by the soundss,tpsople and pets of my
household. That | am writing at home rather thaa imiversity study room
further illustrates my feminist positioning in ptisal everyday life as |
undertake research and construct meaning out bfédkaarch. Much of my
reflection on my reading, writing, observing, hegrand sensing occurs as | do
household chores or drive the car. | discuss what feading and discovering
with my husband and daughters, clarifying my thdagts | interact. Both
Stephen’s and my parents are now dead and, therefould not be consulted
concerning this autobiography. However, | requethat Stephen and our three
daughters read my writing and assure me that thesg womfortable with what |
had said about them. In all of these ways, | amaged in a feminist approach
to research.

Finally, it is evident in my history that, whilegte are connections
between my current role as researcher/co-partitigrach my academic
education, the role of researcher that | underitakleis thesis cannot be
separated from my training in dance-making andratheative and performing
arts. Similarly, my role as facilitator of reflee#i practice cannot be separated
from my academic background but, in this thesialgb cannot be separated
from my experience in life and as an art-makerddition, my background as a
facilitator in adult education has given me skidfevant to the roles of
researcher/co-participant and facilitator of thigerive practice in art-making
of others. In summary, the interwoven-ness of ifferént areas of my life

mirrors the interwoven nature of a feminist papatory worldview.



Introductions by the participants

In this section the other nine participants briefiyroduce themselves. All

participants have chosen to use personal and/éegwional names and all have
agreed to have photographs and video footage iadludl this thesis. As noted
above, length and detail of autobiography variesragrthese women; | gave only
broad guidelines for these autobiographies, allgvgach woman to decide what

she wanted to reveal of herself in this contextwhdt words she wanted to use.

Vyonna Berryman- Conrad
Tainui

Composer and performer
(commercial musié)

| _.n' y
2

“Kahore he tarainga tahereite | \

ara [ sty \

You will not be able to fashion a bird spear on = {

the road e |
i 47

The bird spear must be made before _':.:fq.‘ff o5 r

leaving home otherwise one will die of | ";-l«‘_'* L

hunger. Tzl Y

This proverb reminds us that preparation ™ |

at any level is vital to success; especially if
you want to be a professional musician.

Tainui te waka
Taupiri te maunga tapu
Waikato te awa roa
Waikato te iwi
Ngati Whawhaakia toku haapu
Te Kauri te marae
Rahui Pokeka au
Kirikiriroa te kainga noho
Vyonna Berryman-Conrad te ingoa.
Like most people, | wear several caps of respalityibMy high priority

responsibilities are: a mother of three, a schemther and a professional
musician. These roles fill my life with colour, l@pess, character, a huge sense
of achievement and the odd grey hair. For the memd this biography I'll
briefly describe my role as a school teacher anfepsional musician.

| began teaching in 1992 at Waikato Technical tatiin the Maori
Performing Arts programme. | taught the music congms which included

music theory, music performance and music businesaidition to the music

% Commercial music refers to popular songs playesldind on radio and sold in shops or on
internet.
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components | also taught audio engineering and @taematre. | understand the
passion/addiction associated with art forms andtar’m aware of the hours and
years spent on refining artistic technique in thes for developing one’s creative
voice. | know the process is different for everypdait there are certainly
commonalities. As a teacher | witnessed the thaifld spills as students
discovered, developed, succeeded and failed indhistic endeavours. As a
teacher | learned that the three most importanbfador being an artist are:

1. to keep going

2. put the hours in (practise)

3. up-skill
I've been performing professionally for 30+yrs agaalist/musician. When |
was 12yrs my uncle gave me a halfpenny to singi®icows while he was
milking. A week or so later, my cousins paid mesamy (twice the value of a
halfpenny) to shut up.

Currently, I'm in a duo and we have been playingrgweekend for
the past 3yrs, i.e. Friday and Saturdays sometBoeslays. We play extensively
throughout the Waikato, Auckland, Bay of Plenty &g Country. | love it
because it keeps me in form, keeps me currentwanulay the music we love.
Furthermore, the money is great and meeting pasaieesome. Over the years |
have worked in many bands, this is my first timaiduo and | love it. However, |
miss the live band sound, | miss the 3 and 4 gattharmonies but working a duo
is so much easier than a 5piece band. The mainnddsve being a performing
artist is because of the “rush” you get when thdience loves your work. There
isn’t enough room to discuss or explain the “rushthis biography but it is
exhilarating, inspiring, encouraging and mind blogvi

| couldn’t end without acknowledging the many pe&owho have
inspired me. My mother’s family filled our home alnges with beautiful music
and singing. My nana played a mean piano and pléyettie Copper Trail dances
in the Wairarapa. My aunty Bessie Couch was thst fiaori female jazz pianist.
On my fathers side Te Puea Herangi is attributeéd having started the first
successful Mori Show Band TPM at a time when there wasn’t @gaecsed NZ
Music Industry. My cousin Michael McGifford sangerp in New York, my
nephew Leon travels the world singing. Myamhu love to sing and they love
music. Clearly, my talent didn’t just fall out dfd sky and hit me on the head.

The setting has always been right for me to devalapically. My mother had a
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favourite saying, “Just because your father waseatd_eague player doesn’t
mean you will be.” That was a reminder that | hadévelop my own abilities. It
has taken a long time to get my musical abiliteethis level and the up-skill is
ongoing. I'm grateful for the setting my family mided, I'm grateful for the

music we had in our home, | have been truly ble&sed

Wailin Elliott

New Zealander of Chinese
descent

Painter, potter, sculptor, printer,
publisher, sericulturalist’

[PREE——-
B

“l was born and brought up in the |

borough of Newmarket in
Auckland. My schooling at Epsom
Girls’ Grammar played an
important role in my life, teaching
me about literature, art and music!
It was here that my interest in pottery was faxieand where the art teacher,
May Smith, helped and encouraged me to attend angurschool held annually
by the University of Auckland Adult Education. Thiss where | met and
became friends with Helen Mason, Barry Brickell &eth Castle; they helped and
encouraged me to carry on potting.

| became a fulltime potter and started selling rags@t Browns Mill,
the first craft co-operative in New Zealand. Toyened in 1968 and the
artists/craftspeople sold their wares when it ogam® days a week on Fridays
and Saturdays. This was a wonderful thing for Aacét as nothing opened over
the weekend and Browns Mill became the place wpeople gathered. It was
extremely busy and lively. Buskers would perfornd ahows and fashion parades
of clothing made by the stallholders were populapent 11 years making and
selling my pots there, before moving on with mylfarsd Tom, a woodcarver, to
open another craft co-operative in an old sawmilibany over the weekends.

By this time we had moved from Titirangi to Coramdal to live where | had a

" A sericulturalist raises silkworms and proceskessilk.
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studio at the Driving Creek Railway and Potterfswell as travelling to
Auckland, Tom and | opened a showroom of our watesir home.

The New Zealand craft scene was very active upedime of
"Rogernomics" when the Labour government removsttiotions on overseas
pottery and this caused an influx of cheap impiods Asian countries resulting
in a slump for New Zealand pottery sales and iabee difficult to make a
fulltime living from craft work.

Having been a spinner and weaver as well as a m@fisgdkworms, |
have put aside my spinning and weaving for the nrartieugh | still raise
silkworms. Nowadays | still pot — though not fiie — and paint, as well as
keeping up my interest in handpress printing ankingabooks. | am still at
Driving Creek Potteries, although today | help ngethe Railway. | am also a
trustee of the Driving Creek Wildlife Sanctuary $tu

Though my interest is in the arts and conservattas,my strong faith

that gives me inspiration and the desire to caatynay art.”

Hinerehua
Ngatokimatawhaorua /
Mataatua ki te Raki, Tainui,
Te Arawa

Musician, composer, poet

mped across her untidy desk and
=y -

. She clicked her pen aggressively
rote just one word: hunger!
“For this photograph, | s
deliberately chose to stand in
front of the poster, a symbol of
one who values words and

their place in manifold languages.

Na wai toku reo waiata,aku reo tuhituhi? [ ratou katoa i poipoia te kupu i roto i
ahau; he reo tuakiri, he reaireikura. Ahakoa i tipu ake au i te riu 0 Waikato, i
noho tonu ahau i waenganui iagiita o oku waka. Blreira, rongo ake ki aku
tupuna odna waka o &na waka — pra ki ‘hakarongo’ o te Raka, ki, ‘tétehi,
teneki’ o Tainui me Te Arawa.

Although | grew up in Waikato, | was surroundedthy dialects of

my inheritance — ko Raki, ko Tainui, ko Te ArawBhis often comes out in my
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singing and continues to influence the way thatitev This inherent way of
being, doing and knowing cannot be separated fuim | am. It is the language
of me, it is the language afareikura, or female personification of being.

I am an Academic Learning Advisor and Learning @itasit, which
is a profession that is often left-brain systentitowever, | am able to incorporate
into my teaching practice intentional ways of leagrthrough my art forms. For
example, at the beginning and end of courses that We will include waiata
(singing) and karakia (prayer); we provide oppaittas to sharectehi ki &tehi
(one to another) through formal/ informal speechbyprb, etc in English and
Maori languages. We also use a lot of hands-onileguas opposed to lecture-
style transfer of knowledge, and | am attemptingumate the content in a way
that engages the student through their own preféesrning mediums (tactile,
visual, aural, reading).

My artforms (singing, writing) balance my life angys of being.
Although | have a strong propensity towards renmgnn left-brain paradigms
when working, | find that | gravitate toward righbtainers who keep me
connected.

My family are a mix of left and right-brainers whigives us room to
create, discuss and debate in all forums of oudinam life. For myself and my
artform, | see myself as being more the slow-bym®mber that is constant in its
warmth, neither overpowering or under tempered,etones gathering heat,

sometimes needing to be fueled.”

Rowena Monk
New Zealand European
Creative craftswoman

“I was born and raised in Hamilton New

Zealand, where | now live with my husbangis
and three teenage children. ‘

For this project | completed a
very simple quilt which seemed to be Iinkel \ 8
with my childhood memories of my B
grandmother. My Nana was a talented

craftswoman, who was able to turn her ha
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to many things. She would create items of clotldangof anything available,
including re-inventing new garments using fabramfrunpicked used clothing.
Everything had more than one purpose and nothirgdisearded.

| enjoy collecting things from past times - old @iery, vintage
furniture, old chiming clocks and vintage clothingor me, these items have so
much more personality than new things. | enjoy §earrounded by items with
character or quirkiness, and like to display thermy home, along with some of
my own artworks on walls, beds and chairs. Howelvgive most of my craft
work away to others — the pleasure is in the maki@thers are just bought out
at times, to be ‘stroked’, ‘admired’ and appreditealso have an extensive
collection of fabrics, beads, trims and other bigalutems, some of which may

be used in future craft projects.”

Ruth Port
Te Rarawa, Te Aupouri, Fkeha
Weaver (raranga)

T T

“Ko Orowhana, ko Whangatauatia oku .i
maunga il
Ko Rangiheke toku awa

Ko Karirikura toku moana

Ko Te-One-Roa-a-Tohe toku tai

Ko Mamari, ko Ngatokimatawhaorua
oku waka

Ko Te Aupouri, ko Te Rarawa oku iwi
Ko Ruth Port taku ingoa

Nga mihi aroha ki a koutou katoa.”

| have been weaving for 9 years. Nga
mihi nui ki oku kaiako Rangi Brodie, Te

Kaahurangi Maioha and Heeni Kerekere for all yauidgnce, support and great
teaching over the past 9 years. You have all giftedh to me.

Weaving has taken me to many places throughoutahoteas well as
the the UK running weavingamanga. | am and have been the kairaranga at The
Old School Arts Centre in Whaingaroa/Raglan sir@@62 Nga Hua o te Rito is
our local weaving roopu and | have been on the citteenfor several years
running hui here in Whaingaroa/Raglan and our anmuieat Kawhia which

recently celebrated its f0Anniversary. I sit on the Raglan Community Arts
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Council so that weaving can have a voice in ourroomity. | have held this
position since 2007 and it is important to me tabri weaving receives the
recognition and exposure that the art deserves.

| have demonstrated over many years my passiahdoart of weaving.
This is both as an individual on a personal jourokegxploration within a time
honoured art and as a skilful and successful iogpiring and inviting others to
become part of a beautiful whariki. This whariksh#o limits and allows each
weaver's unique essence to be expressed and \adwedintegral part of the whole.
Raranga for me is a way of life- In fact- IT IS MYFE!

| have been fortunate to have been an Artist indeese at Te Mata
Primary School for 10 weeks and the Inaugural AnifResidence at Hamilton
Girls’ High School for 10 weeks. Recently | haveshenvited to visit the British
Museum to run workshops and do demonstration wegadirkete as part of their

July 2010 programme.”

Hana Hanatare Tahana
Tainui, Taranaki
Weaver (raranga)

“My passion for weaving grew
from several desires, one of
which was to engage in weaving
as a platform to celebrate and
advance indigenous knowledge.
Watching my grandmother
weave was the impetus of my
interest in weaving as a young
girl. However the fruition of this interest was lisad over the past 4 years
through Te Viilnanga o Aotearoaranga/weaving programmes and community
baseddranga /weaving @nanga. | am inspired by the intricacy and quaéy by
our tupuna; and the exploration of weaving as afoam while still maintaining

the integrity of traditional resources, processes\wseaving techniques.”
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Cheri Waititi

Ngati Porou

Artist (painting, drawing,
photography, sculpture, poetry, etc)

“Ko Tuwhakairiora te whare tipuna
Ko Hinemaureate marag

Ko Te Aotakite tangata

E noho ana au iraro i te maru o
Patangatate maunga

Ka rere te awa &harekahika

Ko Ngati Porou te iwi,

Ko Te Whinau-a-Tuwhakairiorate
hapi,

Ko Horouta te waka

Ko Wharekahikate papakainga
Te taha o toku papa ko Ndati Porou, Nga Puhi me Koterani (tona koka), ko
Tenemaka (tona matua) — ko teamhu Jensen

Te taha o toku kokako Ngati Porou — ko te wimau Pokiha (Fox)

Te taha o oku tipunako Ngati Porou (te wAnau Tipene no Wharekahika me te
whanau Pokiha no Te Araroa), ko Buhi (te wianau Tipene me Haare no
Motukaraka me Mangamuka), Koterani (teawhu Harris), Tenemaka (te @iau
Jensen no Thise - Jutland - Denmark)atNgahungunu (te winau Potatau no
Heretaunga), me Ngai Tuhoe (teamhu Haare no Maunga Pohatu me
Waikaremoana)

Te taha o toku matua whangako Ngati Porou me Te Winau-a-Apanui (te
whanau Waititi (tona papa) no Raukokore me Waihau BayWhangaparaoa), ko
Ngai Te Rangi (te winau Hiamoe (tona koka) no Waikari — Matapihi -
Tauranga).

| am a lecturer in Arts Education and the VisuatisAn the Arts and Language
Education Dept of the School of Education at thevehsity of Waikato. | take
every opportunity to contribute my 30 plus yeargadication of teaching
experience in primary, intermediate, secondarythadgast 13 years of tertiary
teaching. | am responsible for pre-service prinatyeducation papers as well as
visual arts optional papers covering undergradaategraduate papers. | teach
online in visual arts as part of the School of Eatian Mixed Media Programme
of online teacher training. My personal art woplaiss painting, photography,
print and sculptural responses to historical anderoporary cultural and artistic
issues | face as aadri woman and artist. Research interests in they8\éd
Knowing" and the "Potential in Knowing" especialiythin the concept of "TE
KORE" - the "Space of Potential in the Unknown" r@uat interest into the "Way
of Knowing" the knowledge and basis behind captugrphotographic image and
creating another image from it then, originally tteipd through black and white

photography. | share my cultural and leadershiftsskinderstanding, talent and
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knowledge in foundation building, development araintenance within my own
institution, community, educational, artistic andtaral institutions locally,

regionally, and nationally.”

Andrea Wilkinson

New Zealand resident

Graphic and digital designer

“My name is Andrea Wilkinson. | grew up in the
American midwest and now live in Hamilton, New

Zealand, after several years spent in Antwerp, iBelg

Creative practice has always been a part of my life
from drawing during sermons on Sunday morningshimrch through to art
classes from kindergarten on through to high scHdwd never seen Art as a
viable means to make a living, but while at uniitgrd found out about design
and ended up double-majoring in Art and EnglisheA§everal years of working
in industry, | went to graduate school in Belgiunddhree years later | moved to
Hamilton to teach at tertiary level where | notyotdach in design, but also teach
across disciplines and in areas of new media. fafitane lecturer and researcher,
the practice of ‘making things’ is less what | ddl-time; this allows me, in down
time, the chance to explore various media in acammercial function. | live

with my partner Eva and our cat, Edward.”

stefanie yound

New Zealand European
Artist (photography, drawing, painting,
etc)

“I was born in Auckland, New Zealand and

am from a family of six. Learning and being
extended in knowledge and participation ha
always been really important to me

From school to university, | got immersed in

almost everything | could from music to

8 stefanie young uses lower case initial lettershéar professional name. Therefore, this will be the
convention used in this thesis.
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sports, science, acting...anything that was intexgggind challenged me to explore
a little. Sciences were my initial degree at AuokldJniversity, then sport led me
to London at 19. | competed in squash at a ndtlemal and coached in London
and Germany in my early 20’s until | returned to téZdo something more
productive with my life’.l trained and worked as a journalist upon my refuom
the UK. Through journalism | became interestedhntpgraphy and, as a result,
changed direction completely in my late twentied andertook study in fine arts.
I enjoy working in a range of art-making areastipatarly drawing and painting
and, of course, photography and | am interestéddrconceptual — the ideas,
context and ‘manual’ aspects of art-making. Accept¢o Pratt Institute in New
York, | studied for my Masters of Fine Art, it algave me opportunities to gain
scholarships to study and work in Italy which Iéov The experience of post-
graduate work in such a vibrant city gave new biteém my ideas and practice as
an artist — much learning is certainly obtainedsimé of the classroom! | have
representation of my photographic works in a Cleetgglery in New York; the
above photograph was taken to accompany the fest Work exhibition. |
continue to write, teach, make art and exhibit lotthome-ground and
international galleries. Although | now live andtigre in Media Arts at Waikato
Institute of Technology, it is important for medontinue exhibiting and
connection with international-based venues as agethke opportunity to be an

active artistic member of my regional community.”

Summary

In this chapter, a feminist participatory worldvigwovides the framework for
research with women, all prepared to be identibgdhame and photograph and
all willing to submit their own autobiography fdri$ thesis. In addition, all of the
women are solo art-makers from a wide range ofraiting areas and live in the
Greater Waikato Region of Aoteroa New Zealand. Wttiey have been aware of
the presence of the others during the study anpapaéion of the thesis, few of
them have met; | am the point of contact for eaoman in her reflective practice
in art-making. Finally, the women represent vasi@thnicities including [&bri
and Rkeha/Europeans born in Aotearoa New Zealand, a New afelgr of
Chinese descent and a New Zealand resident borthenUnited States of

America.
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Reflective practice in art-making

The key question of this thesis is:

How is reflective practice useful in art-making?

In order to address this key question, | pose fiogis questions which become
central to the findings and discussion chaptersap@hrs 5 to 8. The focus
guestions are:

1. How do art-makers communicate aspects of a) praztuelements and b)
wider lived experience during the processes okcotiffe practice in art-
making?

2. How does reflective practice increase understandihgreativity and
creative processes in art-making?

3. How does use of images assist creativity in ongogilgctive practice in
dance-making?

4. How is embodied knowing, a strategy of reflectiveaqpice,
communicated by art-makers?

5. How do conversations assist reflective practicartrmaking and ongoing

reflective practice in dance-making?

However, in order to address the key and focustmunssof this thesis, | lay the
philosophical, literary and methodological basesessary for such a task in
Chapters 2 to 4.

In Chapter 2, | introduce a feminist participatomorldview, the
philosophical framework for the study of reflectipeactice in art-making. The
feminist participatory worldview employed in thikesis is an interweaving of
feminist and participatory understandings, informieg indigenous peoples’
worldviews. | highlight Miori worldviews and approaches to research because
this thesis is situated in Aotearoa New Zealand, tbme of indigenous abri
peoples. Having introduced the particular blendihgvorldviews of this thesis, |
then introduce the fundamental beliefs, ways ofwkng, values and issues of
power pertaining to each worldview. The diversitynays of knowing are of vital
importance to this thesis since it concerns raflegbractice in art-making among
female art-makers.

| present a review of literature, in Chapter 3,ibeing with reflective
practice, adult learning, creativity, spiritualignd embodied knowing. Next, |

introduce the broad field of art-making while fosimg specifically on the two
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areas of contemporary dance analoM weaving (raranga) as examples of western
and indigenous creative and performing arts. Faligwhis, | discuss art-making
and creativity, spirituality and embodied knowigiving examples drawn from a
number of the areas of art-making engaged in byp#récipants. Finally | draw
together the threads of reflective practice anaraking.

In Chapter 4, | present the methodology and methé@sninist
participatory inquiry is an interweaving of feminpigarticipatory and kaupapa
Maori methodologies. Therefore | discuss each metlogital approach
separately and then describe the blended methodoB®gond, | describe ethical
considerations including recruiting participant$taning informed consent,
confidentiality, participants’ right to decline participate and/or to withdraw and
potential harm to participants. Third, | outlinetkey research question and focus
questions. Fourth, | discuss the specific methadpleyed in this thesis: art-
making, writing, facilitated conversations, videndaphotographic images and
sound recording and embodied knowing. For each odethprovide a general
description and then how this method was usedigparticular study. Finally, |
outline analysis and presentation of findings utedem in this thesis.

Chapters 5 to 8 comprise the findings and discassi@apters.

In Chapter 5, | address focus question 1 througisenmtations of findings in the
areas of how art-makers communicate a) productiements and b) aspects of
their wider lived experience which inform their-arbking, during the processes
of reflective practice in art-making. | discussaag b) separately and in b) | focus
on gender, culture and spirituality as key areasvider lived experience of the
participants.

| address creativity and focus questions 2 and Sparate sections in
Chapter 6. First, | propose a new approach to iweegirocess based on the
experiences of the ten participants (question BgnT | discuss my use of visual
images and what these images reveal of creatititgugh ongoing reflective
practice in dance-making (question 3). A video of dancelf God, then...is
included in the DVD as an illustration of some lod ppoints discussed in this latter
section.

Chapter 7 is entitled Embodied Knowing and addie$seus question
4. | articulate findings and discussion as far assjble through writing but
emphasise the nature of embodied knowing whichuded the non-verbal and
non-verbalisable (such as visual, auditory, tastech and kinaesthetic). While |
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note that embodied knowing can be most fully comicatad through face-to-
face encounters, | provide examples of represemntaif embodied knowing on
the DVD: a video montage and an image narrative.

In Chapter 8, | address focus question 5, which ceors
conversations. | explore conversations as integgraleflective practice in art-
making and ongoing reflective practice in danceimgki include various aspects
of face-to-face facilitated conversations, virtuabnversations, conversations
between art-makers and respected and knowledgekliges or trusted peers and
conversations with viewers/witnesses/audience mesnbln this chapter, |
metaphorically embody the concept of conversatlmngresenting the chapter as
a series of reflective journal entries.

Finally, in Chapter 9, | present my conclusionkighlight the areas of
new knowledge revealed through this thesis, outlreestrengths and limitations
of my work and offer suggestions for further resbar

This is a multi-media thesis. Therefore, as indidaabove, a DVD is
included. This DVD contains video montage, imaggatave, video recording of
my dancelf God, then...and a copy of my poster (Bright, 2008), referrecht
various times in the findings and discussion chaptéiowever, the thesis

chapters also include photographs, drawings anthypoe

Chapter 1 has been one of introductions. | havedunced the topic of the thesis
and myself and the other participants have intredutemselves. Finally, | have
outlined the structure of the remainder of the ithascluding the DVD. In
Chapter 2, | present a feminist participatory weaiddv, the philosophical
framework for the study of reflective practice mr-eaking.
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Chapter 2 A feminist participatory worldview

Introduction

In Chapter 1, | outlined the topic and structuréhid thesis and introduced
myself, as researcher/co-participant, dance-maketicgpant and facilitator of
reflective practice. The other nine participantsaduced themselves. In this
chapter, | describe key elements of a feministigipettory worldview and discuss
the interweaving of feminist and participatory vasiews, informed by
indigenous peoples’ worldviews. As a feminist gap@atory researcher living in
Aotearoa New Zealand, | believe that this is arreypate interweaving for a
study on reflective practice in art-making amongaelult female solo art-makers
from a range of ethnicities and art-making are&élieve that a feminist
participatory worldview which embraces feministytgapatory and indigenous
peoples’ perspectives more adequately representyréadth and richness of the
lived experiences of these ten art-makers, tharildvsingle or even double
blending of worldviews. Since | am of almost solElyropean ethnicity and can,
therefore, be identified as belonging to the caimg, Rkeha, culture of Aotearoa
New Zealand | make no claims to being able to undertake gniity from within
the worldviews of indigenous peoples of AotearoavNealand. However, for
this study, my roles have been as researchercipantit and facilitator of the
reflective practice of a group of women of indigaapnon-indigenous, colonial
and immigrant cultures in Aotearoa New Zealandndeg this thesis is informed
by and includes key principles of indigenous pespleorldviews, particularly
those relevant to the five art-maker participant® wlentify themselves asadri.
Thus, these worldviews inform and add shape, texdad contrast to a study that
might otherwise potentially remain embedded inpprtng and perpetuating a
dominant cultural worldview (Kincheloe & Steinbe&f)08; Pyrch & Castillo,
2001).

Thus, in this chapter, | emphasise the intersestén divergences
between feminist, participatory and indigenous pefepworldviews. This
discussion is organised under the headings: A fistrparticipatory worldview:
An interweaving of feministparticipatory worldviews, informed by indigenous

peoples’ worldviews; Three worldviews/paradigmsh&amental

° | base my definition of colonised/coloniser, ineligus and non-indigenous on the United
Nations Permanent Forum on Indigenous Issues.
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beliefs/ontology, Ways of knowing/epistemology, ¥ad/axiology and Issues of

power.

Interweaving worldviews (paradigms)

Interweaving of worldviews is not a new practicendoln and Guba (2000) refer
to an interbreeding of paradigms which resultsacheparadigm informing
another. Denzin and Lincoln (2008) maintain thdigenous inquiry “must resist
efforts to confine inquiry to a single paradigmiterpretive strategy” (p. 10).
Numerous writers have linked the threads of femingad participatory inquiry
and argue for the congruence of the two, partiulartheir association with
critical theory and political action (Lykes & Codjan, 2007; Maguire,
2001/2008°% Reid & Frisby, 2008). Similarly, writers in theea of indigenous
peoples’ inquiry have indicated the importance paaicipatory approach, since
this is more congruent with the cultures of mardigenous peoples and provides
a means of developing a strong platform for pdit&ction (e.g., Denzin &
Lincoln, 2008; Fine, Tuck & Zeller-Berkman, 2008hés, 2008; Jones &
Jenkins, 2008; Stonebanks, 2008). Studies basedigenous peoples’ inquiry
have also embraced the principles of feminism (8grland, 2007; Cannella &
Manuelito, 2008; Dillard, 2008; Parameswaran, 2088)ally, feminist writers
have emphasised the importance of indigenous pgqmeadigms in the pursuit
of justice and de-marginalisation in terms of edioca knowledge, power and
distribution of resources (e.g., Belenky, 1996;B&Reid, 1996; Goldberger,
1996; Harding, 1996, 2007; hooks, 1989, 2004; Hiatd996; Kim, 2007,
Schweikart, 1996).

In existing research there is evidence of the mgetnd intermingling
of fundamental beliefs (ontology), ways of knowigpistemology), methodology
and methods in feminist, participatory and/or iraigus peoples’ worldviews.
However, there does not appear to be any writinghvimterweaves the three
worldviews of feminism/s, participatory and indigeis peoples in the way
demonstrated in this thesis. Moreover, there appedne limited writing
concerning art-makers and particularly reflectivagice in art-making in any

academic context. Kincheloe and Steinberg (2008htaia that it is important to

19 Maguire’s (2001) chapter is repeated in ReasonBradbury (2006). All reference dates given
as 2001/2006 in this thesis indicate replicationboth Reason and Bradbury 2001 and 2006
publications. When page numbers are given, thécpiat year is indicated.
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recognise that there are multiple perspectivesiynaaea of research, including
art-making: “Just as a complex and critical pedggagserts that there is no
single, privileged way to see the world, theredasone way of representing the
world artistically...” (p. 139). Indeed, accordingKincheloe and Steinberg
(2008), it is possible that the domain of art aasthetics can provide a useful
example of the need to maintain multiple perspestias this domain “exposes
new dimensions of meaning, new forms of logic” wagnised in the dominance
of logic in western research approaches (p. 120yough the example of art and
aesthetics, a researcher can “come to realizeathand other aesthetic
productions provide an alternative epistemologwast of knowing that moves
beyond declarative forms of knowledge” (Kinchelo&&inberg, 2008, p. 140).

Therefore, in the following sections | outline tfismdamental beliefs,
ways of knowing, values and issues of power, asasehighlighting similarities
and differences between the three worldviews ofrieam/s, participatory and
indigenous peoples. Key elements of these worldviawe summarised in visual
form in terms of their respective fundamental beligvays of knowing, values
and issues of power [Appendix 2, Table 1]. Itiglent from this table that there
are numerous parallels and similarities interwothrgnugh feminist, participatory
and indigenous peoples’ worldviews and that thegeadso unique individual foci
in fundamental beliefs, ways of knowing, values @sdies of power. In the
following sections, the key elements of each waddvare outlined individually
and the parallels and similarities and the unidaments of each of the areas are
highlighted.

Fundamental beliefs (ontology)

Feminism/s

Feminism arose out of the perception that non-fehimorldviews have reflected
a social order in which the standpoint of white epglass heterosexual males has
dominated the discourses of society (Butler, 18ffague & Zimmerman, 2004).
Not only have upper class white males dominatedigally, socially,

economically and in research, but there has be@xpactation of heterosexuality
(Butler, 1990). Anyone not fitting this ‘norm’ opper class, white heterosexual
male has been seen as “other” and deficient @edenky, Clinchy, Goldberger

& Tarule, 1986; Butler, 1990; Goldberger, Taruléin€hy & Belenky, 1996;
Hesse-Biber, 2007; hooks, 1989, 2004; Te Awekotdkgd,1) . In addition, such
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dualities as male/female, intellectual/physicdiorzal/intuitive,
individual/relational, spiritual/ physical have Ipegedopted, with the former of
these concepts seen as superior and dominantBarpour, 2002, 2004; Belenky
et al., 1986; Butler, 1990; Denzin, Lincoln & Smi008; Fischer, 1988;
Goldberger et al., 1996; Hesse-Biber, 2007; hob889, 2004; Kyung, 1990;
Moltman-Wendel, 1994; Reinharz, 1992). Such vieasgelresulted in the
disadvantaging of white women, non-white women iauaah, indigenous women
and men, women and men of non-dominant culturegrsocio-economic
groups, non-western nationalities and women and ohédiverse sexualities
Feminists have challenged this worldview by empiagithe centrality of gender
in a reality which values “inclusion rather tharckssion, connectedness rather
than separateness, and mutuality in relationslaigher than dominance and
submission” (Fischer, 1988, p. 2). In addition, fieism has contributed insights
into interpreting subject and object in social sceresearch through “an
insistence on awareness that the objects of oearels are themselves subjects”
(Sprague & Zimmerman, 2004, p. 50) and that theaneher is also a participant
(Janesick, 2000). Such perspectives have led tdetelopment of many
feminisms in academic, political and social cordeatl of which reflect the
values of justice and change and which focus @ange of issues affecting
women and/or gender. These issues may be expatidiféerently by different
geographical, socio-economic and/or racial/ethndzigings (Bryson, 1999;
Hesse-Biber, 2007; hooks, 1989; Reinharz, 1992{I{§mh999; and numerous
others). Within such a range of beliefs, liberagrist, radical, lesbian and black
feminism have emerged (Whelehan, 1995) and femiesgtarchers have linked
feminism with other worldviews such as phenomenygl@galeigh, 1999; Sheets,
1966; Sheets-Johnson, 1999), constructivism (HB#se- & Piatelli, 20073,
2007b; Maddison, 2007; Stewart & Cole, 2007), intetivism (Hesse-Biber &
Piatelli, 2007b; Stewart & Cole, 2007) and parttgry inquiry/action research
(Lykes & Coquillon, 2007; Maguire, 2001; Reid & $ty, 2008; Reinharz, 1992;
Tarule, 1996). Nevertheless, while linking feminigrnth any other
worldview/paradigm or fundamental beliefs, femigiatways foreground gender.
In addition, according to Reinharz (1992), ceraimciples define a research
approach as feminist. These principles includeofisemultiplicity of research
methods and openness to trans-disciplinary reseancbngoing criticism of non-

feminist scholarship, awareness of feminist theorg efforts to create social
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change, recognition of diversity, involvement adearcher and participants both
in the research process and as identifiable vaicessearch outputs and attempts
to engage and involve the reader of research (Beinth992). While these
principles may be seen most clearly in the methtaglohnd methods of research,
they are principles that are consistent with amskasut of a feminist worldview.
Thus, because of my commitment to feminism, | regwelied the principles of
recognising diversity, involving participants intbdhe research process and as
identifiable voices in research output and engagimdjinvolving the reader of
this research. In Chapter 1 of this thesis, | hdamonstrated this by outlining my
life history, highlighting my roles as both parfiant and researcher in the study
underlying this thesis. In addition, at my requ#, participants have introduced
themselves. These introductions highlight our diitgiin terms of ethnicity,
personal history and art-making area. While theothictions are specific means
of engaging and involving the reader, | seek simglagagement and involvement
throughout the thesis by means of my choices itimystyle, including excerpts
of my own journal entries (Richardson, 2000/20@0 7, 2007H).

Furthermore, | demonstrate my commitment to feminigy basing this research

solely among female art-makers and highlightingdgen

Participatory

The defining characteristic of participatory fundartal beliefs is that the world

of humans consists of relationships between pespdebetween people and the
wider cosmos, “the living creative cosmos we cobitigHeron & Reason, 1997,
paragraph 56; Heron & Reason, 1999; Reason & BrrggdB2001/2006, 2008a).
This worldview is in contrast to the western philpiical view of individualism,
separation of knowledge and being and the viewhhatans can function
independently of each other and the cosmos. Thareich evidence that
participatory approaches to research have beerrtakda in non-western cultures
for many centuries (Fals Borda, 2001/2006) ancetieealso evidence of feminists
employing a participatory approach to researclaabdck as 1909 (Reinharz,
1992). However, western participatory writers gatigrtrace the history of a

participatory approach, as practiced in the fidldaion research, from the 1960s

1 Richardson (2000) is published in Denzin & Linc¢®®00) and repeated in Hesse-Biber &
Leavy (2004).
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and 1970¥. In keeping with the concept of relationships artigipation with
each other and with the cosmos, holders of a jjaatizry worldview maintain a
fundamental belief in the importance of both sutdyecand objective realities
(Heron & Reason, 1997; Reason & Bradbury, 2008dhile a person is viewed
as “an embodied experiencing subject among othgests” (Heron & Reason,
1997, paragraph 56), a participatory worldview smlan understanding of both
the subjective and objective in the context ofdtbemos. Heron and Reason
(2008) explain this understanding of the subjecdind objective within cosmos
by the illustration of one person shaking hand& aitother. In this situation, each
person is aware of subjective self and objectihegtwhile maintaining
awareness of the wider world and cosmos around.them

Fundamental beliefs concerning the relationshipzbeh humans and
the cosmos and a subjective-objective reality itadoly lead to beliefs concerning
research. A participatory worldview maintains tleed for research to benefit
both the individual in her/his everyday life bus@khe wider society. Thus,
participatory inquiry has a broad purpose of ctwiting to practical knowledge
and through this to “the increased well-being -nexnic, political, psychological,
spiritual — of human persons, communities, andrwee equitable and
sustainable relationship with the wider ecologyhaf planet of which we are an
intrinsic part” (Reason & Bradbury, 2001, p. 2)cBwontributions, achieved
through the processes of reflection and actiofrnafd belief in realisation of
emancipation, human flourishing, spiritual well+gi different ways of being
together as humans and guidance and inspiratioprémtice (Reason &
Bradbury, 2001). It is evident that a participatagridview acknowledges the
spiritual as an important element of human flourigt. Human communities are
seen as part of their world — both human and misae-human — “embodied in
their world, co-creating their world” (Reason & Biaury, 2001, p. 7). As with
feminism/s, a participatory worldview maintainsumdlamental belief that being
embodied in the world means that knowledge andgoeamnot be separated,;

participatory writers refer to this non-separats‘bodymind** (Reason &

12 Some writers maintain that action research dit#s the work of Kurt Lewin in the 1940s
(Reason & Bradbury, 2001/2006).

13 Spiritual well-being can be included in such & disfundamental beliefs because a participatory
worldview acknowledges both the seen and unseke,Htiman and more-than-human” (Reason &
Bradbury, 2001, p. 7).

14 Bodymind refers to the inseparability of mind andtter and challenges the Cartesian dualism
of mind and body. In their understanding of theyadd-world connection, participatory theorists
refer to the work of phenomenologist Merleau-Pig862).
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Bradbury, 2001, p. 8; also Goldberger, 1996; P20k,1/2006). This bodymind
understanding means that the experiential andipshetre also fundamental
beliefs intrinsically connected with the worldview.

In summary, the fundamental beliefs of a parti@patvorldview are
that there is a participative subjective-objectieality which is co-created and
situated in the cosmos. This reality is relatioeablogical and practical in terms
of being and acting and, therefore, the human raimdibody are seen as an

inseparable bodymind.

Indigenous peoples
While there are differing views on who are indigesgeoples, a United Nations
(2006) factsheet describes indigenous peoplesramoaly understood to be
“those who inhabited a country or a geographicaegit the time when people
from different cultures or ethnic origins arriv@the new arrivals later became
dominant through conquest, occupation, settlemeath®r means” (paragraph 1).
Indigenous peoples are described as peoples whbggrainique traditions and
“retain social, cultural, economic and politicabchcteristics that are distinct from
those of dominant societies in which they live’rgmgraphl). According to the
United Nations factsheet, an official definitioninéligenous peoples has not been
adopted internationally since identifying or seléntifying have been deemed
more appropriate. However, a modern understandib@sed on the following:
= Self-identification as indigenous peoples at thaividlual level and
accepted by the community as their member
= Historical continuity with pre-colonial and/or psettler societies
= Strong link to territories and surrounding natuesources
= Distinct social, economic or political systems
= Distinct language, culture and beliefs
= Form non-dominant groups in society
= Resolve to maintain and reproduce their ancestratf@nments and
systems as distinctive peoples and communitiest¢diNations, 2006,
paragraph 3§
Concerning the culture and knowledge of indigermesples, the United Nations
(2006) factsheet states:

15 While lacking the detailed descriptions of whoigehous peoples are, The World Council of
Indigenous Peoples Declaration of Principles (13®Hoes similar fundamental beliefs.
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Indigenous peoples are the holders of unique lagegjknowledge
systems and beliefs and possess invaluable knoe/ledgractices for
the sustainable management of natural resourcey. fidve a special

relation to and use of their traditional land. Tteicestral land has a

fundamental importance to their collective physemadl cultural

survival as peoples. Indigenous peoples hold thiearse concepts of
development, based on their traditional valuesong needs and

priorities. (paragraph 4)

Politically, indigenous peoples have much in commath other marginalised
groups in terms of poverty, discrimination, lackagtess to resources and lack of
political representation and participation. Howewedigenous peoples share
common problems related to the protection of thights: they strive for
recognition of their identities, ways of life arfeetr right to traditional lands,
territories and natural resources (United Nati@®96; World Council of
Indigenous Peoples, 1984).

Researchers writing from a perspective of indigsnueoples’
worldviews have acknowledged that both the femimistement and
participatory inquiry in the form of action reseaftave provided links for the
articulation of indigenous peoples’ fundamentaldds| in a research context
(Denzin et al., 2008; Hesse-Biber, 2007; Pyrch &tilla, 2001; Reason &
Bradbury, 2001/2006, 2008). Feminism — particuldirym feminists of colour
— has been a very strong voice in challenging thtus quo of political, social,
business and academic fields, especially with tegamdigenous and other
colonised peoples (Belenky et al., 1986; Cannella&uelito, 2008; Dillard,
2008; Goldberger et al., 1996; Hesse-Biber, 2008kh, 1989, 2004; Reid &
Frisby, 2008; Smith, 1999; Te Awekotuku, 1991).i¢shous peoples’
approaches to research seek to empower indigemaysgs, “to decolonize
Western methodologies, to criticize and demystify ways in which Western
science and the modern academy have been pag obltbnial apparatus”
(Denzin & Lincoln, 2008, p. 2; also Kincheloe & Biieerg, 2008; Smith, 1999).
Indigenous peoples have been marginalised in soltimal, geopolitical and
academic arenas and many writers maintain thag tisean urgent and vital need
to re-establish the right to exist and be self4aeteing as culturally distinctive
peoples, to make their own decisions for theirdigad to have a voice in any

political decisions affecting them (Denzin et &mith, 2008; Kincheloe &

3C



Steinberg, 2008; Kyung, 1990; Smith, 1999; Unitetidhs, 2006; World
Council of Indigenous Peoples, 1984). Indigenouwspjes’ worldviews are many;
worldviews may vary from one indigenous group totaer and within one
indigenous group. Thus, these views include a rafigedigenous community-
and culturally-based views which often embracerietatedness with nature in
the seen and unseen world and wider cosmos (Bi&@88&,; Dillard, 2008;
Drummond & Va'ai-Wells, 2004; Kana & Tamatea, 200&yer, 2008; Pyrch &
Castillo, 2001; Smith, 1999; Yates-Smith, 1998)lsaollectively-based
understandings mean that individual subjectiveitser often superceded by a
collective and cosmic reality. Because of the ingzving of seen and unseen
worlds, ecological issues cannot be separated &myrother form of human well-

being.

Maori
As indigenous peoples, adri share similarities of worldview and accomparyin
fundamental beliefs with other indigenous peoptasyever, like other
indigenous peoples, #ri also maintain unique cultural understandings an
practices (tikanga ®bri). Shared understandings relevant taokll research, as
articulated by Mori writers such as Bishop (2005, 2008), Kana aachdtea
(2006) and Smith (1999) include mana whenua, whaapwvianaungatanga, ahi
ka, kanohi ki te kanohi, kanohi kitea and rangatimgta

Mana whenua(having power associated with possession of aratest
lands) includes the idea of belonging to an ardaraf and frequently returning to
this land and the community. There are importastneints of nature, as
experienced in this land. For example, the windlz&aa metaphor representing
the stories told and retold by people gatheredthage The wind can also be a
metaphor for the “spiritual dimension of being clsed, re-energised and
reconnecting with the hauikga (home area)” (Kana & Tamatea, 2006, p. 12).

Whakapapa (genealogical ties) allow individuals to expressit
identity through their familial connections withhetrs and thus, their \whau
(relations by blood or common cause). Whakapapé#ibotes to a sense of
belonging to people and particular areas of lamaisT an individual is able to
“identify with the land, spiritually, culturally ahphysically: spiritually by

knowing wtanau who are buried in the region; culturally by ingvbeen involved
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in hui (meetings) in the past; physically by spegdime in the area” (Kana &
Tamatea, p. 13).

Whanaungatangais an understanding gained through individuals
returning to their communities, studying there,riv@athe stories told, being
involved in decision-making and sharing “the valoésust, loyalty, dedication,
commitment and aroha (respect)”, as part civeln (Kana & Tamatea, 2006, p.
13).

Ahi ka is understood as “the lighting of fires and thegemce of
people at home” (Kana & Tamatea, 2006, p. 18). ilcitph this understanding is
“the concept of representing the stories of thedjaas of the home fires, the
respective winau”; there are certain people who have “the rigtiell the stories
and share the knowledge of that particular are@h@& Tamatea, 2006, p. 14).

Kanohi ki te kanohi (face-to-face contact) concerns understanding of
the importance of being physically present with anether and hearing the
stories. According to Kana and Tamatea (2006jdiMhave a saying, ‘He
kitenga kanohi, he hokinga whakaaro’: When a facgeen after a period of
absence, memories associated with that face rétgmnl5). This concept is also
discussed by Smith (1999) and referred to as kakitda (the seen face). Smith
(1999) identifies attending important cultural etgeas a vital way to cement
membership within a community and develop and raantredibility.

Kanohi kitea (the seen face) is related to kanohi ki te kanibhi.
kanohi ki te kanohi has taken place, then futungsial contact is enriched by
previous time spent together. This is particulariportant in research, since face-
to-face contact before, during and after reseaptiolds “Maori research concepts
of accountability and representation” by ensurimaf the participants retain a
sense of comfort and safety with the research@f@a & Tamatea, 2006, p. 16).

Rangatiratanga (relative autonomy and self-determination) can be
described as “the right to determine one’s ownidgsto define what that destiny
will be, and to define and pursue a means of atigitihat destiny imelation to
others (Bishop, 2008, p. 441, italics in original). Thucording to Bishop
(2008), Maori understanding of self-determination “includesdominating
relations of interdependence” (p. 441, that islf“determining individuals cannot
ignore their interdependence with others and thiend that others may have to
their own self-determination” (pp. 440-441). Thisderstanding is different from

the dominant discourses of Aotearoa New Zealandesilominant discourses
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understand self-determination as seeking indepé¢steereignty. Because of
such differences in understandings and becausaafial history, Miori research
includes awareness and implementation of decolmpisiethodologies (Smith,
1999) as a means of attaining rangatiratanga aitihhésation of a Mori
worldview.

Maori fundamental beliefs are important in the cohte#xhis thesis
concerning reflective practice in art-making amawglt female art-makers of
various ethnicities (including Bbri), age groups and art-making areas in

Aotearoa New Zealand.

Interweaving of fundamental beliefs

In practical terms, feminist, participatory andigehous peoples’ research all aim
for reflection and action which lead to the redlma of emancipation, human
flourishing, spiritual well-being, different way$ being together as humans, and
guidance and inspiration for practice (Reason &Bray, 2001). In addition,
feminist, participatory and indigenous peoplesendithat knowledge and being
cannot be separated and, therefore, that humarmsrdredied, or bodymind,
beings rather than beings whose minds can be seddram their bodies.

Finally, all three believe in the connectednesksuwhan beings in community with
each other. Hence, feminist, participatory andgadous worldviews maintain
fundamental beliefs that may form a “co-creativaa# (Reason & Bradbury,
2001, p. 8) which is a “dance of relating” (ParRD2, p. 85).

Ways of knowing (epistemology)

In this section, | introduce a comprehensive lfsvays of knowing associated
with feminist, participatory and indigenous peoplesrldviews as an
epistemological basis for a feminist participatapproach to research. The study
on which this thesis is based concerns reflectraetice in art-making and since
reflective practice in art-making could potentiadijnbrace multiple ways of
knowing and doing, then it is important to be awafreuch an extensive range.
Therefore, | present ways of knowing as they asewdised in feminist,
participatory and indigenous peoples’ literaturd #ren indicate the ways of
knowing that are likely to be of most relevancehis particular study. My
experience in reflective practice in dance-makiBigght, 2005a, 2005b, 2007,

2008) and in Adult Education, specialising in thedd of reflective practice,
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means that | am able to embrace the range of pesgdys of knowing, while
anticipating those most likely to be relevant &ty of reflective practice in art-
making. While some of the ways of knowing can kealated in clear and
definite terms, others are less easy to describause of their complexity. This
complexity arises out of there being a number fiédknt aspects or
understandings of a single way of knowing or beedhbsre is an interweaving
with other ways of knowing in the same and otherldwews. Therefore, it is not
possible or appropriate to define every way of kimgvas if it were separate and
distinct. Rather, the ways of knowing become lil@/en threads within a piece of
cloth and, therefore, cannot be seen as indepeonfleath other.

The ways of knowing introduced in this chapter@nesented in
Appendix 2, Table 2, together with the parallelsa@en worldviews and any
alternative names, indication of the worldviewsvinich meanings are most
clearly articulated and worldviews in which a pautar way of knowing appears
to be unique. In the following sections, | brieflgscribe each way of knowing
(listed in Appendix 2, Table 2) and mention patalknd alternative names in
different worldviews. Ways of knowing that appeabe unique to one particular
worldview are also highlighted. Following this deat| present the ways of
knowing that are likely to be most relevant to thésticular thesis concerning

reflective practice in art-making among ten fenatemakers.

Ways of knowing in feminist worldviews

Feminism concerns women who have been margindiiseause of gender,
culture and/or socioeconomic positioning. By placgender as central to issues
of justice, feminist writers have challenged suahlms as male/female and
heterosexual/lhomosexual, since the first of eathede dualisms has been
considered ‘normal’ and the second, ‘other’. Simiylamarginalisation as
experienced by both women and men has been chatlenguch dualisms as
dominant/non-dominant, European/non-European, wiatewhite and
western/eastern cultures (Barbour, 2002, 2004;rBglet al., 1986; Butler, 1990;
Denzin et al., 2008; Fischer, 1988; Goldbergeit.efl896; Hesse-Biber, 2007;
hooks, 1989, 2004; Kyung, 1990; Moltman-Wendel,4,%einharz, 1992).
Feminists claim that the dominance of rationalgobye, ‘male’ ways of knowing
has impaired women intellectually (Belenky et 4886), psychologically
(Belenky et al., 1986; Estés, 1992; Fischer, 1288 spiritually (Estés, 1992;
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Fischer, 1988; Pierce & Groothuis, 2005). While fewinists would deny the
importance of the cognitive or rational — knowrpaspositional knowing — many
have sought to redress previous imbalances by pigalternative valid ways of
knowing. Thus, a number of ways of knowing havenbéentified as being
strongly associated with ways in which women kn&arpour, 2002, 2004,
Belenky et al., 1986; Goldberger et al., 1996;R901); these ways of
knowing are referred to as women'’s, feminist ordggad ways of knowing.
Feminist Nancy Goldberger (1996) maintains thagrese of knowing comes out
of interrelatedness of self and others (both huarahnon-human), valuing
dreams, intuitions and respect for others whileexatuding logic and analysis
(Barbour, 2001, 2004, 2005; Belenky et al., 1986ldBerger et al., 1996; Ryan,
2001; Sheets-Johnstone, 1999; Stinson, 1995). Téxserience, along with
intuition and subjective understanding” are consgdeuseful, reliable and valid
ways of knowing (Barbour, 2002, p. 19).

In the feminist participatory study of this thesismerous ways of
knowing associated with feminism are relevant. WLhtie links between adult
education and Belenky et al. (1986), Goldberged.€t1996) and Barbour (2002)
will be discussed in Chapter 3, their particulgpraaches to feminism and
women’s ways of knowing are important in the cohteha feminist participatory
worldview. Belenky et al. (1986) present five categs of knowing: silence,
received knowledge, subjective knowledge, procddumawledge and
constructed knowledge. In Goldberger et al., (1986ntributors expand the
discussion on women’s ways of knowing in termstbg“nature of the individual,
institutional, and cultural differences in knowiagd learning” (pp. 2-3); in so
doing, they add collaborative, embodied, spirituad cultural ways of knowing
to Belenky et al.’s (1986) earlier work. In additjaGoldberger et al. (1996)
propose that the original five ways of knowing k®s distinct and applicable to
individual women than has been interpreted by naaitigs. Indeed, according to
Goldberger (1996), one woman may use a number yé wad move between the
different ways of knowing, “depending on socialifiog, cultural practice,
situation, political objective, personal (even umatious) motives” (p. 362). This
matter of choice is important in women’s ways obwmng (Barbour, 2002, 2004,
2006; Belenkey at al., 1986; Goldberger et al.,6)2hd the theme of choice

reoccurs in the discussions.
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Therefore, in the following paragraphs, while | clédse Belenky et
al.’s (1986) five ways of knowing first, | interweathe discussions of the
contributors to Goldberger et al. (1996) and exaspif individual choice
regarding appropriate ways of knowing in givendaitons. In addition, | discuss
collaborative (Tarule, 1996), embodied (Barbou2®004, 2006; Bright, 2005,
2006, 2007hb, 2008; Debold, Tolman & Brown, 1996{dberger, 1996b) cultural
(Goldberger, 1996; Hurtado, 1996; Schweickart, 129t spiritual (Goldberger,
1996) ways of knowing. However, collaborative knogvivill be explored again
under different names in the section on particigateays of knowing, and
embodied, spiritual and cultural will be revisitedhe section on indigenous
peoples’ ways of knowing. Finally, | outline wrigras a way of knowing
(Richardson, 2000/2004, 2006, 2007a, 2007b; alschéd, 2008; Richardson &
St. Pierre, 2005).

Silenceas a woman’s way of knowing can be viewed diffdyeint
different cultures and contexts. As defined by Bkjeet al. (1986), the category
of silence generally arises out of oppression ascbdnection. This kind of
silence implies passivity and a static self withbe@zoming and no “protesting
inner voice and infallible gut” (Belenky et al.,8® p. 54); thus, the woman
“feels voiceless, powerless, and mindless” (Goldber1996a, p. 4). However, in
some cultures and situations, silence is equatddwisdom and respect for the
speakers, rather than oppression and disconng@ialdberger, 1996b,
Schweickart, 1996). In such instances, individilahse during a conversation is
not an indication of passivity but of “the mostense intellectual engagement”
(Schweickart, 1996, p. 307) during which thougtmd giews are developed. As
mentioned above, in choosing to listen, the knaway also choose to be silent
out of respect, shyness, lack of knowledge in tiea &eing discussed, customary
cultural practice or because the receiver choose®rgive a personal opinion
(Goldberger, 1996b; Schweikart, 1996). In this selconderstanding, silence is
linked with received, connected and cultural walykmowing (Schweickart,
1996), described below.

The second way of knowinggceived knowledgeis based on
knowledge gained by listening to the voices of i{8elenky et al., 1986).
Knowledge and authority are “construed as outdidestlf and invested in
powerful and knowing others from whom one is expddb learn” (Goldberger,
19964, p. 4). Words are central to this way of kimpwBelenky et al. (1986)
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suggest that, while reading can be a source of lauge for received knowers,
the spoken word of friends and of those considassduthorities is the most
likely source. Received knowers can view knowledg& dualistic right/wrong.
However, according to Goldberger (1996b), recekmalvledge is not automatic
and unreflective in terms of its orientation towsedithority, status and power,
since a knower can also “choose to listen and vede@iowledge from others” (p.
347). Such forms of receiving indicate intelle¢teragagement, rather than
passivity or complete dependence on external ssufcknowledge.

The third way of knowingsubjective knowledgecan be experienced
as knowing through an inner voice and indicategjtiest for a sense of self
(Belenky et al., 1986). For a subjective knowerehe no dualistic sense of right
and wrong in solutions to problems (Belenky etE#86). This way of knowing is
based on the “personal, private, and subjectivetin or intuited”, hence the
term subjective knowing (Belenky et al., 1986, $). A woman engaged in
subjective knowing may choose to receive knowlddge experts as long as this
knowledge is compatible with her own knowledge. §,lshe may hold on to her
sense of knowing in the face of strong externasyasion and external evidence
may be discounted if it does not line up with harjective sense (Goldberger et
al., 1996).

Procedural knowing involves “acquiring and applying procedures for
obtaining and communicating knowledge” (Belenkgplet1986, p. 95). The focus
of procedural knowers is on procedures, skills @etiniques with knowledge
being gained from the outer rather than inner woRdocedural knowledge
includes the voice of reason and also a senseavfikig in which the knower can
view herself as separate from or connected witergbeople and their knowing
— separate or connected knowing (Belenky et aB619Clinchy (1996) expands
on the detail and importance of these two appraath&nowing but focuses
particularly on connected knowing. $eparate knowing the knower may
guestion or debate the knowledge of another pgiSinchy, 1996). However, in
connected knowing the knower seeks to embrace new ideas by troirsge
things from another’s perspective. According tan€Cliy (1996), the term
connected knowing implies that there is a relatiqmbetween knowers and also a
relationship between the knower and what is knoative listening® is one

means by which connected knowing can be developidanother knower. In

16 Active listening is discussed further in Chapt@end 4.
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active listening, the knower believes in the oth@oint of view in order to
understand it; this form of connected knowing reegiieffort (Clinchy, 1996).

The relationship between the knower and what isskncan be seen both in terms
of the knower relating to outside knowledge and asherself’. An effective
means of developing connected knowing with onasetirough reflective journal
writing (Clinchy, 1996). By turning “I' into ‘it"”, the knower is able to objectify
her subjectivity and, during the process of re-ie@the journal, learn more of
herself, “in effect practicing connected knowingiwierself’ (Clinchy, 1996, p.
230)18 19,

Constructed knowledgerequires an integrating of all the ‘voices’ of
the other ways of knowing, as outlined above (Blejest al., 1986). Thus, a
constructed knower is able to draw from outsides®aiand from her own
subjective sense of knowing. She can also draveosived knowing and separate
and connected elements of procedural knowing. Hewddelenky et al.’s (1986)
initial descriptions of women’s ways of knowing leaveen re-visited and the
boundaries softened and blurred (Goldberger e1996). Therefore, the ways of
knowing that the constructed knower can employss broader than the initial
description. If constructed knowledge implies ailigtto draw on any other
ways of knowing in order for a knower to constrantunderstanding that makes
the most sense to her, then she could potentiakenuse of any of the ways of
knowing outlined in this chapter.

Constructed knowledge, as described by Belenki, €1386), can be
viewed in terms of individual intellectual consttion. However, constructed
knowledge can also be understood as arising cat@él contexts, identified by
Tarule (1996) asollaborative knowing. The term collaborative knowing
emphasises the importance of conversation anddtwglie as a means of making
knowledge (Tarule, 1996). However, Tarule (199@)ntains that, while
collaborative knowing might be most congruent waitinnected procedural
knowing, conversations performed a vital role irfigk categories of women’s
ways of knowing in the original research of Belemtyal. (1986). Tarule (1996)

notes that conversation, that is, collaborativevking, was often important for the

17 A connectedness between knower and knowledge landatween knower and another knower
is identified as relational knowing in the contestta participatory worldview (Park, 2001), as
discussed below.

18 Reflective journal writing is discussed furtherGhapters 3 and 4.

19 Connected knowing with self is linked to refleetiknowing (Park, 2001), discussed below, and
reflexivity, discussed in Chapter 4.
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initial participants in both the experience of kiedge-making and in the
communication of their way of knowing with the rasehers. For example, Tarule
(1996) notes that, even in the area of silenceung mother learned the needs of
her baby from the way in which the baby communiddkeough various forms of
crying. Tarule (1996) maintains that, for womemumecting with others is vital
and takes place through relationships in whichngjwoice, listening and talking
take place. Such relationships aid developmenhofwedge for individuals by
providing a site in which feelings can be expredbeough language, thinking
expanded and self-confidence built. However, retethips also provide an
environment in which new socially constructed knedge is achieved through
dialogue; this view is linked with the ideas of dBpmental psychologists Jean
Piaget (1896-1980), Lev Vygotsky (1896-1934) andoational theorist Paulo
Freire (1921-1997) (Belenky et al., 1968; Goldbergeal., 1996). Similarly, a
subjective knower may choose to receive knowledge experts as long as this
knowledge is compatible with her own knowledge wlalconstructive knower
may “seek out, open up to, and enjoy ‘expert’ kremige without fear that (her)
own perspectives are being compromised” (Goldbedf#96b, p. 347).
Next,embodied knowing(Barbour, 2002, 2004, 2006a; Bright, 2005,
2006, 2007b, 2008; Debold, Tolman & Brown, 1996{dberger, 1996b) has also
been identified with the emergence of women’s wafylsnowing and has been
identified as a way of knowing additional to Belgrét al.’s (1986) original five
women’s ways of knowing (Barbour, 2002; Goldberd®96b). Embodied
knowing is “a kind of knowledge that is groundedwdily cues and experiences”
(Goldberger, 1996b, p. 352). Embodied knowing idaratood by some
researchers as being contrary to propositional kmpwhat is, non-cognitive,
non-rational and/or non-logical. However, otheeashers argue that “all human
knowledge and language are embodied, that istdiéddily orientations,
experiences, and interactions in and with our emwvirent” (Goldberger, 1996b, p.
353). Barbour (2002) describes embodied knowintsiasultaneously and
holistically cultural, biological, spiritual, artis, intellectual and emotional, with
recognition of difference in terms of race, gendexuality, ability, history,
experience and environment” (p. 30, footnote). Adaw to this description,
embodied knowing includes all that is implied bg term intellectual and also
areas such as the psychological, intuitive andtsplrthat would not have been

considered valid knowledge in traditional ‘objeetivmale’ ways of knowing. In
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effect, embodied knowing embraces all of a woméarssory and life
remembered, experienced and expressed within aodgih her body. History and
life experiences, in the form of embodied knowimmgJude issues of female
oppression and the social construction of gendesr@arbour, 2002); this
implies that, although embodied ways of knowingehbeen explored in feminist
literature, embodied knowing is also experiencednieyf®. Further, while
outlined here in the context of women'’s ways ofwimg, embodied knowing is
also important in indigenous peoples’ worldviews aimplicit in a participatory
worldview, in terms of mindbody, and experientiatigpractical ways of
knowing, outlined in the next sectfdnEmbodied knowing is one of the ways of
knowing that interweaves through the three worldrgi@inderpinning this
feminist participatory research.

Another set of ways of knowing that also interwesatreough the
three worldviews contributing to this thesigidtural ways of knowing. Culture
can be described as a “shared conceptual struttairencompasses beliefs,
desires, and commitments” (Goldberger, 1996b, g).3dultural ways of
knowing arise out of the shared beliefs, desirescammitments of a group of
people. The term culture can refer to many diffeegras such as ethnicity
(Denzin et al., 2008; Smith, 1999; Sully, 2007 )milwant and non-dominant
cultures within a society, expressed as “culturdarhination” (hooks, 2004, p.
151) or such diverse social groupings as particadaupations, workplaces,
recreational activities or the creative and periograrts (Allbright, 1997; Hall,
1996; Hayes, 1993; Goldberger et al., 1996; HeskerB2007; Hesse-Biber &
Leavy, 2004; Reason & Bradbury, 2001, 2008; Yow@f)5). Cultural ways of
knowing have been explored in feminist writing astf feminism’s
commitment to diversity in ways of knowiffyBecause of the breadth of ways in
which culture can be identified, it is not possitdearticulate a definition of
cultural ways of knowing as clearly as was possitite the women’s ways of
knowing outlined above. However, while an extendgrploration of the term
culture is beyond the scope of this thesis, an tataleding of cultural ways of
knowing is important. The key areas of culturehiis thesis are those relating to

ethnicity, dominance/non-dominance and art-makifpile peoples of dominant

20 Men’s experience of embodied knowing appeard¢mbave been researched to date.
21 Embodiment and embodied ways of knowing is disedissrther in Chapter 3.

22 Gendered ways of knowing are identified as “cualliyrdistinctive ways of knowing” (Harding,
1996, p. 434).
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ethnic cultures can be relatively unaware of tohalture, cultural ways of
knowing are often clearly recognised and exprebgdatiose of non-dominant
cultures and are likely to include understandinfgsriginal homeland,
displacement, dominance/non-dominance, colonisaiwhdecolonisation
(Dillard, 2008; hooks, 1989, 2004; Hurtado, 1996)dkeloe & Steinberg, 2008;
Pyrch & Castillo, 2001; Stonebanks, 2008) Thus)ewtultural ways of knowing
are part of any ethnic culture, for non-dominaritures, they can relate to a
distant homeland as well as to current geopolisdaktions. With regard to
ethnicity and dominant/non-dominant cultures, derteoad areas of knowing
emerge out of cultural beliefs, desires and comeniist “Different cultures
know different things about nature and social retet, and they have different
theories of what constitutes knowledge and howetattj (Harding, 1996, p. 432).
Diverse understandings of nature, social relataanwhat constitutes knowledge
are important to this thesis on reflective practicart-making among ten female
art-makers. All the participants in this study hawtural ways of knowing but
only those who identify themselves agdvi can claim to have indigenous ways
of knowing in Aotearoa New Zealand. Indigenous wafyknowing are outlined
below and have an important role in informing teminist participatory
worldview of this thesis, particularly in the aradsmbodied, cultural and
spiritual ways of knowing. However, since the pap@ants are from a range of
cultures living within Aotearoa New Zealand, theidtural ways of knowing may
be revealed through their ethnicity and/or theatist as members of indigenous,
non-dominant, immigrant or dominant people groupd tarough their art-
making.

As in the area of cultural ways of knowing, somaif@sts have
acknowledged spirituality as among the diverseaiid ways of knowing.
Spiritual ways of knowing are presented by feminists, particularly thoseseho
focus is spirituality or religion. Spiritual way$ knowing cannot be defined
clearly in cognitive terms since they deal with timseen but knowable world
(Goldberger, 1996). Spirituality is an element wit®died knowing (Barbour,
2002, 2006a) but those who view the spiritual aal@ way of knowing
generally see the spiritual as present within tigkvidual body and in the cosmos
(Bright, 2008; Estés, 1992; Goldberger, 1996; Meg2608). Although some
feminists see spirituality as a part of lived exgece, they may not discuss
spirituality in terms of a way of knowing (Althatreid, 2004; Chittister, 1998;
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Kyung, 1990; Reilly, 1995; Estés, 1992; FischeB&83Graham, 1996; King,
1989; Moltman-Wendel, 1994; Pierce & Groothuis, 208lee, 2004). Thus,
feminists vary on how they refer to spiritualitydewhether or not they view
spirituality as a way of knowing. Like cultural wagf knowing, spiritual ways of
knowing are not recognised in traditional westerac@mic writing®. However,
spiritual ways of knowing appear to be intrinsigatiterwoven in the lives of
many peoples of various cultures, but particularlyong non-dominant and
indigenous peoples’ groups (Denzin & Lincoln, 20D4dlard, 2008; Goldberger,
1996; Hurtado, 1996; Meyer, 2008; Smith, 1999; Teekotuku, 1991; Yates-
Smith, 1998). Thus, spiritual and cultural waykobwing are often interwoven.
In an academic study that includes spiritualitghallenge lies in how to represent
spiritual knowing since it is essentially non-vdrfinis challenge extends to
embodied (Bright, 2002a, 2002b, 2007) and cultwaafs of knowing. As a
feminist who is an art-maker and a Christian, | ichemtify my own embodied,
cultural and spiritual ways of knowing but | findeiasier to express them in
dance, rather than in words.

Finally, writing as a way of knowingis explored by feminist
sociologist Laurel Richardson (2000/2004, 2006,720@007b; also Marshall,
2008; Richardson & St. Pierre, 2005). Richards@®42 describes writing as a
particular “method of discovery and analysis” ahattthrough the processes of
writing in different ways, the writer discovers nespects of her topic and her
relationship to it (p. 473). Richardson maintaimstithe form and content of
writing are inseparable and that the writer, thenefchooses the form which best
communicates her content and writes, reviews, &lprsd re-writes; as she does
this, the writing becomes “a dynamic, creative ps®¢ and, in reality, a way of
knowing (2004, p. 474). Understandings of writirsgeaway of knowing have
emerged from discussions concerning the role of¢kearcher as research
instrument in qualitative research (Janesick, 2B6hardson & St. Pierre, 2005).
If the researcher is also the research instruntleen, reflective writing becomes
an important means of knowing the self and theesilgf research and of

untangling some of the intertwining of partial,tbigcal local knowledges

2 Although spirituality is included in a participayoworldview, it appears not to have been
recognised as a way of knowing in western-baseticjatory research. Similarly, although seen
as a non-conformist in terms of traditional acadewews, Gardner (2004) only goes as far as
saying that spiritual intelligence, which he naregistential intelligence, may exist and may come
to be regarded as the ninth in his list of inteltiges.
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inherent in qualitative research (Richardson &trre, 2005). Thus, writing is a

way of knowing in which numerous different areakibéwledge can be explored.

Ways of knowing in a participatory worldview

In a similar manner to feminists, participatorydhists have affirmed that there
are diverse ways of knowing. To date, seven waysoiving have been
identified: experiential (Heron & Reason, 1997, 22006, 2008), presentational
(Heron & Reason, 1997, 2001, 2008; Kowalski, Yatk3elinek, 2008; Mullett,
2008; Park, 2001/2006), propositional (Heron & Read 997, 2001/2006, 2008),
practicai24 (Heron & Reason, 1997, 2001/2006, 2008), reprasental (Park,
2001/2006), relational (Park, 2001/2006) and réflecknowing (Park,
2001/2006). Key writers in this area maintain tag@articipatory worldview
foregrounds the importance of the subjectivity @inenunity ties and critical
awareness as key elements of epistemology. HemiRaason (1997, 2001/2006,
2008) call this epistemological approach critiagbjectivity.

Firstly, Heron and Reason (2008) descelperiential knowing as a
way of knowing which comes from “being present whily direct face-to-face
encounter with, person, place or thing” (p. 36 jug, the knower comes to know
through the “immediacy of perceiving, through enmyadnd resonance” (Heron &
Reason, 2008, p. 367). The quality of relationstiih another will determine the
knowing gained in such face-to-face encounterserdfore, according to Heron
and Reason (2008), quality in experiential knows1gooted in the openness
through which we encounter the presence of thedt@pl. 378) in the form of
relationships with others and with the universe.

Secondly, Heron and Reason (2008) desgriiesentational knowing
as emerging from “the encounters of experientiavking by intuiting significant
form and process in that which is met” (p. 367)u3hexperiential knowing may
be communicated through the expressive imageryai art-making areas as
movement, dance, sound, poetry, story-telling, daant, photography, video,
theatre, oral history and music (Heron & Reasof82@ark, 2001/2006).
However, through engaging in such expressive imadearning occurs for the
art-maker both through the processing requireddate and through the act of

presentatiorof the art form; this is presentational knowing.nde, Heron and

24| incoln and Guba (2000), when referring to Herad &eason (1997), list only experiential,
propositional and practical knowing as ways of kitanin a participatory paradigm.

43



Reason (2008) maintain that quality in presentafiGnowing “arises through
intuitive playfulness so that expressive formscaitite experiential knowing in
creative ways, opening inquiry both back towardpgeexperience and forward
to new ideas and theories” (p. 378). Thereforepaking can be a way of
knowing. Presentational knowing can also be a Waglemtifying issues to be
researched, since “more submerged and difficulirtwulate aspects” mighe
expressed in this way (Park, 2001, p. 81). Inithésance, a researcher witnesses
the art-making and, in dialogue with the artiseng insights and identifies issues
to be researched; in this manner, the creativebademe a research method. In
addition, findings can be presented through thewahien presentational means are
deemed more appropriate and effective than théemriord (Guhathakurta,
2008; Heron & Reason, 2008; Lykes, 2001/2006; Madi2008; Mullett, 2008;
Park, 2001/2006 and others). Thus, it is possh#Aedreas of embodied, cultural
and spiritual ways of knowing may be representetiénform of participatory
presentational knowing, that is, in the form ofradking.

Thirdly, propositional knowing is described by Heron and Reason
(2008) as “knowing ‘about’ something” which is “@lectual knowing of ideas
and theories” (p. 367). These ideas and theoreefahe form of spoken or
written statements. According to Heron and Rea26008), propositional
knowing is the most common form of knowing in westacademia. However,
propositional knowing in participatory inquiry che expressed in statements and
theories that can be verbalised, in the presen@tiorms of expressive arts, as
outlined above, or seen or heard through presentdtforms in “the sounds or
visual shapes of the spoken or written word” (He$oReason, 1997, paragraph
26). Thus, propositional knowing is connected vpitbsentational knowing and
both are grounded in experiential knowing (HeroR&ason, 1997). The quality
of propositional knowing “depends on clarity ofrtking and critical sense-
making (Heron & Reason, 2008, p. 378). However,r@ag a traditional western
academic concept of propositional knowing is seegdly as an individual
pursuit, a participatory worldview maintains thegues of power and knowledge
are most clearly articulated through propositidaedwing, in a collective context;
power and knowledge will be discussed further enghction on issues of power.

The fourth way of knowingpractical knowing, is associated with
“knowing how to do something” (Heron & Reason, 2008367) and can relate to

a wide range of practical skills. Heron and Reg20®8) maintain that the results
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of practical knowing are “skill, knack or competene- interpersonal, manual,
political, technical, transpersonal, and more sujgoloby a community of
practice” (p. 367, referring to Heron, 1981, 199296). While practical knowing
can be experienced in individual skills, a parétgry worldview maintains that
practical knowing can also be expressed collegtif@i the greater good. Thus,
quality in practical knowing is “expressed in th®ligy of individuals,
organizations and communities to accomplish woriteykesirable individual,
social and ecological ends” (Heron & Reason, 2@08,78).

Fifthly, representational knowingcan be associated with how
findings are represented by a researcher who aaitaider to the community
being researched; this most often refers to theotisnguage as a means of
representing the experience of others (Park, 2008%. Park (2001/2006)
identifies two strands of representational knowasgunctional subtype and
interpretive subtype. In hisinctional subtype, Park gives the example of
powerlessness as a function of poverty. Park mamtaat the strength of
functional representational knowing is in the kndweability to predict probable
consequences of contributing factors. This ardanofving is relevant to such
areas as food needs and crop production. Howeéhaxe aire traps in
representational knowing since, if the researchsrgersonal involvement in the
consequences, the published results may be skewduefresearcher’s gain. On
the other hand, if the researcher lacks relatignalith the people who can
provide the information, these people may be rahicto reveal their true position
and, therefore, fail to gain the assistance theylnm theinterpretive subtype of
representational knowing, there is no assumptianttie researcher will be a
detached observer. Rather, “the knower inevitabiyes to the task as a whole,
living person with a past and a future, persorkadiand dislikes, and enters into
the phenomenon to know it on its own terms” (Pa@Q1, p. 83). Because of the
interaction, there is space for change for bottktimver and the known. Park
(2001/2006) notes that the known may be humantlagae may be text, since any
text is the product of a previous understandinggrpretations can alter the
original meaning of a text and add to later intetations. Biblical hermeneutics

and “legal interpretation of written laws and legetcedents” are examples of

% Recognition of issues of power involved in whosenets research findings, how they are
presented and who has access to them has led toconcern about representation in research
findings (DeVault & Gross, 2007; Harding, 1996; 8mil999; Fine, Weis, Wessen & Wong,
2000). The area of representation does not appdwve been associated with representational
knowing as discussed by Park (2001/2006).
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interpretive representational knowing (Park, 240183). In the context of a
participatory worldview, the visual and performiags are viewed as
presentational ways of knowing. However, visual padforming arts could also
arguably be seen as a form of interpretive reptatienal knowing. This link is
particularly relevant to this thesis, given that thsual and performing arts can be
a way of representing embodied knowing (Barbouf22@004, 2006a; Bright,
2005a, 2005b, 2007, 2008).

Sixthly, relational knowing refers to a way of knowing which
emphasises links between cognitive knowing andgiaiognitive and affective
ways of knowing and also knowledge that is consédithrough people relating
to each other (Park, 2001/2006). Park (2001) maisthat relational knowledge
is reciprocal since it comes “not only in that gaeties involved know each other”
(p. 86) but also that relational knowledge growsaidtthe interaction between
people. Park describes meeting and greeting betpe@ple as initiating a “dance
of relating” which embodies interpersonal connewiand of coming to “know in
a relational way” (2001, p. 85). This view of rédaial knowing is not dissimilar
to the feminist procedural (connected) and collabee ways of knowing. In
addition to the concept of the relationship betweeople, Park (2001/2006)
includes the strong internal links of mindbodyhe form of cognitive knowing
and doing. According to Park (2001/2006), the Cégnanguage provides
particularly clear examples of the relationshipaA@sn cognitive knowing,
affective knowing and doing. Expressed in a sii@jinese character, the knower
knows with her mind, emotions and body (Park, 220a6Y°. Feminist Nancy
Goldberger (1996) also cites the example of a Geirdaracter referring to heart
and mind. Thus, the concept of relational knowasdiscussed by Park
(2001/2006), is interwoven with embodied knowindgeminism in which
cognitive knowing, affective knowing and doing amseparably experienced
within the body.

Finally, Park (2001/2006) identifigeflective knowing as knowing
that is reflected in action; this action result®éw knowledge and awareness
which, in turn, lead to further action. Reflectikmowing is related to critical
theory since the knower seeks “not merely to undedsthe world but also to

change it” (Park, 2001, pp. 86). Similarly, refigetknowing is a form of

28| inks between feminist and participatory worldvieare further strengthened through this male
participatory researcher’s (Park, 2001/2006) ackadgement of the influence of feminism.
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experiential learning with its focus on a thinkidging-thinking-doing cycle;
experiential learning will be discussed furtheCimapter 3. According to Park
(2001/2006), reflective knowing is also demonsttatea feminist approach to
research, analysis and action through which chaingesareness and social,

cultural and legal structures have resulted.

Ways of knowing in indigenous peoples’ worldviews

There is a “holism of indigenous ways of understagidhe world” (Kincheloe &
Steinberg, 2008, p. 142, referring to Hess, 19®@)se indigenous ways of
understanding the world are dynamic, shifting, didapand constantly
negotiating intersections involving status, religioace, class and gender in the
world (Kincheloe & Steinberg, 2008). Therefordsinot possible or appropriate
to separate out individual ways of knowing, ashie &bove sections; instead, |
present indigenous ways of knowing in a similar nearto an interwoven and
dynamic dance. Indigenous ways of knowing, aséhm tsuggests, relate to the
ways in which indigenous peoples know. Researdhave identified that
indigenous peoples know in ways that are diffefearh non-indigenous peoples
(Bishop, 2008; Dillard, 2008; Harding, 1996; JoBedenkins, 2008; Kincheloe &
Steinberg, 2008; Krog, Mpolweni-Zantsi & RatelepP80Pyrch & Castillo, 2001;
Stonebanks, 2008). Indigenous peoples are thosénawm historically inhabited a
particular area of land but, in most cases, haea lowerrun by a colonising
culture and forcibly removed from part or all oéihtraditional ancestral lands
(United Nations, 2006; World Council of Indigendeesoples, 1984). Indigenous
peoples’ ways of knowing embrace ancestral humarsairitual roots; a
profound interrelatedness with each other and ar#ation; beliefs about life,
birth and death in relation to the land and sksemase of connectedness with
historical ancestral lands and with their geograpaiyna and flora as well as
issues of colonisation and decolonisation (Bistaf®8; Dillard, 2008;
Drummond & Va’ai-Wells, 2004; Kincheloe & Steinbe@p08; Meyer, 2008;
Patterson, 1992; Pyrch & Castillo, 2001; Smith,498e Awekotuku, 1991;
Yates-Smith, 1998). For indigenous peoples, knowisg includes awareness
that each indigenous community is unique, sincé éas a different history and
culture. However, there are certain areas in comamoong indigenous peoples
(United Nations, 2006; World Council of Indigend@soples, 1984). These

common areas generally involve resistance to csilogicultures and a struggle
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for self-determination, empowerment, healing, la@nmunity solidarity and
respect for the Earth and for elders (Denzin & bing 2008; Kincheloe &
Steinberg, 2008; Pyrch & Castillo, 2001).

Many indigenous peoples experience knowing asioeialt (Bishop,
2008; Kana & Tamatea, 2006; Kincheloe & Steinb@@f)8; Pyrch & Castillo,
2001; Smith, 1999; Te Awekotuku, 1991). This relaél knowing can occur
between humans and between humans and animals\€iete and creations of
nature, and deities of their ‘place™ (KincheloeS&einberg, 2008, p. 151 referring
to peoples of the Andes). These relationships has@ritual dimension. Thus,
spiritual ways of knowing are often also interwoweith indigenous ways of
knowing. This association of cultural and spiritualys of knowing is not unlike
that experienced by many non-indigenous culturesgixthat, for indigenous
peoples, their cultural and spiritual ways of knoegvare also linked to a history of
living in their land and, almost universally, beidigplaced by colonisers
(Kincheloe & Steinberg, 2008). In addition, indigeis knowing can be
experienced as embodied knowing. For example,rfandigenous woman of
Hawali’i, knowing is experienced in the body of adividual (Meyer, 2008). For
Hawaiians, the mind cannot be separated from tdg bod intelligence and
knowledge are embedded at the core of the body;dteof the body is seen as
the stomach ona-au(Meyer, 2008). This understanding of the
interconnectedness of mind and body, head and, lzggotars similar to that of
Chinese peoples, as discussed above in the cowofeiminist and participatory
ways of knowing. In addition, according to Meye®(8), wisdom —na’auao —
“translates as heart, emotion, and intelligencegybt, 2008, p. 223). However,
na’auaois also “a cosmic center point. It has to do wiblur ancestors coming
together with you. It has to do with your spiritie&ling coming together. It has to
do with our physical being” (Meyer, 2008, p. 228pting Pua Kanahele, Kumu
Hula/Educator). Thus, for Hawaiians, embodimentudes the heart, emotions,
intelligence, connection with ancestors and thetspi and all are interwoven in
indigenous ways of knowing. Although not expresseslich explicit terms, this
understanding of the embodiment of knowledge isrofinplied in the writings of
other indigenous researchers (Denzin et al., 2RA8a & Tamatea, 2006; Pyrch
& Castillo, 2001; Smith, 1999; Yates-Smith, 1998ke other indigenous
peoples, many lbri people of Aotearoa New Zealand see their comeaeess to

all of creation — human and non-human, seen andaims- in inseparable
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spiritual-cultural-embodied terms (Bishop, 2008u®mond & Va’ai, 2004;
Kana & Tamatea, 2006; Patterson, 1992; Smith, 198%Awekotuku, 1991,
Yates-Smith, 1998).

An appreciation of indigenous ways of knowing igortant in this
thesis because this appreciation informs my ingtgtions of the knowing of
those participants who identify themselves @& The interweaving of the
cultural, embodied and spiritual in indigenous wal&nowing strengthens and
broadens understanding of these ways of knowimyesented by feminist
writers. Thus, an indigenous understanding of enmbedt is broader than
individual embodied knowing and could be viewediasilar to embodied
knowing as experienced by some art-makers (Bri2fi@3); similarly, an
interweaving of cultural, spiritual and embodiedyg@af knowing is likely to be
experienced by art-makers as they pursue refleptiaetice in art-making.
Finally, it may not be possible to articulate véigpall that is experienced by an
art-maker in terms of cultural, spiritual and emieddvays of knowing; in this

case, forms of presentational knowing may be mppeapriate.

Summary

In the above paragraphs | have described a widgerahdifferent ways of
knowing while highlighting any similarities and k& between feminist,
participatory and indigenous people’s world vie®ach diverse ways of knowing
are relevant to a study of reflective practicertanaaking in Aotearoa New
Zealand, based on a feminist participatory worlavi8ince reflective practice in
art-making concerns reflecting in a number of défe ways in order to learn
from what we do (Bright, 2005a, 2005b), any oradithese ways of knowing
could potentially be relevant to a study of refieetpractice in art-making.
However, in this thesis, | focus particularly constructed embodied
presentational spiritual andcultural, interwoven withindigenous experiential
andcollaborative ways of knowing. Indigenous ways of knowing aréiraes
communicated by those participants who view theweseas Mori, that is,
indigenous to Aotearoa New Zealand. However, sindgenous knowing is
interwoven with cultural and spiritual ways of kniog, it is not always possible
or appropriate to delineate between indigenousu@lland spiritual in the
context of this thesis. Propositional knowing, rptetive representational

knowing and writing as a way of knowing are evidenty arguments, the ways
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in which | represent the words and views of theip@ants, use of photography
and video and other creative arts and frequenasnah of reflective journal
excerpts. Experiential knowing is intrinsic toleetive practice and is, therefore,
often present in both my representation of contensaand my reflections on my
roles as researcher, dance-maker and facilitattireofeflective practice of the
other participants. Separate procedural knowiradsie more evident in my
reflections as a researcher and dance-maker. ©addie knowing is evident
sometimes in the conversations between individagigpants and me.
Connected procedural knowing is more evident appears in the form of
collaborative knowing. Finally, silence, subjectiveceived, relational and
reflective knowing receive scant attention sinasthways of knowing are least

evident in the study on which this thesis is based.

Values (axiology’)

Articulation of values is important to this thesiace these values underpin the
feminist participatory approach to reflective preetin art-making; such values
are likely to be referred to, overtly or by assuimmtby the participants. In
Lincoln and Guba’s (2000) tables of paradigm posgion selected issues, the
values of a participatory worldview are identifiasl included and formative. No
other detail is given regarding these values aiittierefeminist nor indigenous
peoples’ worldviews are included in the tables. idear, Heron and Reason
(1997) discuss in detail the values — axiology —a @farticipatory worldview.
Therefore, using Heron and Reason’s (1997) dissaosssummarise the values
of a participatory worldview. Although valugsr seare not often highlighted in
feminist and indigenous people’s writings, it ispible to extrapolate values
underpinning these worldviews, based on the maddeoon and Reason (1997).
Summaries of the values of the three worldviewdaued in Appendix 2, Table
1.

Feministsvalue justice and change that addresses injustiogs
marginalisation of individuals or groups becausthefr gender or sexuality
(Barbour, 2002, 2004; Belenky et al., 1986; Butl&90; Denzin et al., 2008;
Fischer, 1988; Goldberger et al., 1996; Hesse-BR@D7; hooks, 1989, 2004;
Kyung, 1990; Moltman-Wendel, 1994; Reinharz, 1992)xontrast to such

27 Axiology is a term used in some academic writiHgion & Reason, 1997) to denote values.
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injustices and marginalisation, feminists seelegpect and value people for who
they are and who they may become (Allbright, 131enky et al., 1986; Hall,
1996; Hayes, 1993; Goldberger et al., 1996; HeskerB2007; Paget, 1983;
Young, 2005). Feminists value personal, collecéimd/or political action (Butler,
1990; Cannella & Manuelito, 2008; Fine, Tuck & 2&siBerkman, 2008; Dillard,
2008; hooks, 1989, 2004; Kyung, 1990; Reinharz0i®®nith, 1999). Feminist
commitment to justice and the addressing of infestiand marginalisation is
demonstrated in research through critical femimisthodologies. These
methodologies include a multiplicity of researchtioels and openness to trans-
disciplinary research, an ongoing criticism of feminist scholarship, awareness
of feminist theory and efforts to create socialraie recognition of diversity,
involvement of researcher and participants bothénresearch process and as
identifiable voices in the research outputs anehats to engage and involve the
reader of the research (Barbour, 2002, 2004, 2@élanky et al., 1986;
Goldberger et al., 1996; Janesick, 1994, 2000, 2Badet, 1983; Reid & Frishy,
2008; Reinharz, 1992). In addition, feminists reskeand promote alternative
ways of knowing (Barbour, 2002, 2004, 2006a; Beyesikal., 1986; Bright,
2005a, 2005b, 2007b, 2008; Goldberger et al., 1888)alternative ways of
representing findings (Barbour, 2002, 2004, 200&bBur, & Thorburn, 2001;
Barbour, Ratana, Waititi & Walker, 2007; Bright,(8&, 2005b, 2007b; Bruce,
2003; Markula, 2003; Markula & Denison, 2000, 20Baget, 1983; Richardson,
2000, 2004, 2007a, 2007b).

Researchers applyingparticipatory worldview value what is, in
their view, intrinsically worthwhile in the humawmrdition, as an end in itself
(Heron & Reason, 1997, 2001, 2008a; Reason & Bnydi2001/2006, 2001a,
2001b, 2008). Like feminists, participatory resears value critical theory which
promotes action, including political action, in erdo support the intrinsically
worthwhile. Finally, like feminists also, a parpiatory worldview highlights
respect for and valuing of people and their humatetial (Heron & Reason,
1997, 2001/2006, 2008a; Reason & Bradbury, 20062P001a, 2001b, 2008).
In a research context, a participatory worldview@ked out by addressing the
researcher/researched duality through a methodatogiich all areas pertaining
to research questions, methodology, methods, tfeof data and presentation
of findings are agreed on in a collaboration okegsher and participants (Heron
& Reason, 1997, 2001/2006, 2008a; Lincoln & Gulid®.
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Indigenous people’s worldviewsralue the intrinsic worth of
indigenous peoples. In so doing value is placeplistice, fair treatment and fair
distribution of resources for indigenous peoplesr(@n et al., 2008; Smith,
1999). In order to achieve fair treatment and di@tribution of resources, self-
determination, which includes decolonisation, isgdd. Thus, indigenous peoples
seek self-respect and the respect of colonisingi@sd in order that indigenous
peoples might be valued for their ways of being b@doming (Denzin et al.,
2008; Smith, 1999). In the research context, intiges peoples value a critical
collaborative methodology which leads to persoo@lective and political
change (Denzin et al., 2008; Smith, 1999). Bothifiégshand participatory
approaches are valued by indigenous people’s @searfor their work in
addressing western male-dominated research whhdwnegative effects
politically, socially and economically for indigem® peoples (Cannella &
Manuelito, 2008; Dillard, 2008; Fine, Tuck & ZeHBerkman, 2008; Jones &
Jenkins, 2008; Parameswaran, 2008; Saavedra & Ny @@08).

The nature of power

A key assumption of this thesis is the notion pr@wer imbalances exist. The
nature of power is of prime importance to feminggtticipatory and indigenous
people’s worldviews. Each of these worldviews dffalternative ways of re-
thinking existing power relations by emphasising tieed for voices to be heard
which have largely been ignored, marginalisediviaiised in previous research
(e.g., Belenky et al., 1986; Butler, 1999; Gavett@ornwall, 2008; Goldberger
et al., 1996; Harding, 1996; Hesse-Biber, 2007k P2001/2006; Smith, 1999;
Yates-Smith, 1998). In each of the worldviews, ipatar expressions of power
are focused on and addressed; yet the three wewdunave much in common. In
this section, | draw from all of the above discaasiand briefly outline the key
areas of power addressed within each worldviewngatimilarities and links
between the three worldviews. A summary of the atdgpower addressed is
presented in Appendix 2, Table 1.

As mentioned in the above sectiofesninists emphasise the centrality
of gender. The key area of power addressed by fetsiis the dominance of
western, wealthy, white heterosexual males inigalitlegal, social, economic
and academic fields. This dominance has resultedhirginalisation of white

women, non-white women and men, women and menmfiominant cultures,
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lower socio-economic groups, non-western natiaealind varying sexualities
(Barbour, 2002, 2004, 2006a; Belenky et al., 1#86ler, 1990; Cannella &
Manuelito, 2008; Dillard, 2008; Fine, Tuck & ZeHBerkman, 2008; Fischer,
1988; Goldberger et al., 1996; Hesse-Biber, 2006kh, 1989, 2004; Kyung,
1990; Moltman-Wendel, 1994; Reinharz, 1992; Snii#i99; Te Awekotuku,
1991, Yates-Smith, 1998). Commenting on the ditexsi challenges addressed
by feminism, feminist philosopher Sandra Hardin@9@) identifies three key
themes as emerging during the final two decadéseofwentieth century relevant
to issues of power: 1) it is vital to recognisdeatiénces as well as commonalities
among women; 2) cultural differences create batbueces and limitations; 3)
power/knowledge analyses need to be centred itiridisze feminist standpoint
epistemologies” which provide answers to questsueh as who creates
knowledge, where is that knowledge lodged and wehidtused for (Harding,
1996, p. 434). Thus, feminists critically reseaadly matter concerning people
who are marginalised, seeking political and sodi@nge on individual and
collective bases, and, in the process, seek tdwwehnistorical western ways of
undertaking and applying research.

Adherents to garticipatory worldview understand reality as co-
created and situated through participatory meadssanated in the cosmos, as
discussed above. Participatory researchers are twdrto what is intrinsically
valuable in human life, determined collaborativielyelationship with their
participants. Therefore, the areas of power addcease the traditional western
dominant/non-dominant dualisms of researcher/ppaid, mind/body,
physical/spiritual, acting/being and economic/egalal. Although propositional
knowing is acknowledged as a valid way of knowipayticipatory researchers are
adamant that propositional knowing needs to incliadetrong awareness of the
links between propositional knowledge and sociavgrd (Heron & Reason,
2008, p. 378). This is because abuses can andalw, depending on how
propositional knowledge is communicated, who hagssto it and how it is
used. Such abuses can occur when the knowledgénischand maintained
through research in academic, small community-bgsewlps, corporate,
government or global contexts (Gaventa & Cornwa0)1/2006). In such
instances, knowledge can be used to maintain thvepof the powerful and
reinforce their ability to include or exclude lgzswerful people and their
knowledge (Gaventa & Cornwall, 2001/2006). Therefarccess to knowledge
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and participation in knowledge production, use disdemination need to be
addressed as part of the research process (Ga&&danwall, 2001/2006); one
response to this issue promoted by participat@garchers is the concept of
researching ‘with’ rather than researching ‘on’ plea(Heron & Reason,
2001/2006). Thus, participatory research can limbvidledge, awareness and
action to bring about change for marginalised peppGaventa & Cornwall,
2001/2006). Hence, like feminists, participatorgearchers are committed to
challenging any sphere of dominance leading to maligation and injustice, in
any social context (Heron & Reason, 1997, 2001/2Q068a, 2008b; Reason &
Bradbury, 2001b, 2008). Since indigenous peoplégeva collective rather than
individual approach to knowledge and because tlsgyseek to redress injustices
and marginalisation, indigenous peoples generajiypese a participatory
approach to research (Denzin et al., 2008; Pyr&@e&tillo, 2001).

As indicated abovendigenous peoplesre concerned about
redressing the imbalances of dominant, powerfuglilig, colonising cultures.
Examples of power exerted by a colonising cultadude the dispensing of
available resources and particular foci in educatich reinforce dominant
ideologies and often enforce the loss of indigedanguages and cultures. Such
expressions of power inevitably privilege thosepeavho conform to the
dominant culture in terms of appearance and bebawiod marginalise those who
do not or are unable to conform (Bishop, 2008; Kaloe & Steinberg, 2008;
Pyrch & Castillo, 2001; Smith, 1999). Thus, throulgh power of colonisation
politically, legally, socially, economically and iand occupation, indigenous
peoples have been marginalised. Indigenous pespleggle for self-
determination as they seek to address issues afisation and decolonisation
and redress of injustices. These injustices inchdfainistration, interpretation
and application of research (Denzin et al., 2008¢Keloe & Steinberg, 2008;
Pyrch & Castillo, 2001; Smith, 1999). Howeveryétent years, indigenous
scholars have become more overt in their assettatrpower lies with
indigenous peoples because of their ability tolehgke the discourses of
dominant colonising cultures (Denzin et al., 20@gch & Castillo, 2001; Smith,
1999). As Kincheloe and Steinberg (2008) statedijanous knowledge provides
a provocative vantage point from which to view Eoatric discourses, a starting
place for a new conversation about the world anddrnbeings’ role in it” (p.

152). Such conversations involve recognition by-imatigenous researchers of
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the damage caused to indigenous peoples by thesitigyoof non-indigenous
cultural orientations and values as perpetuatenligir fundamental beliefs
(ontologies), ways of knowing (epistemologies), amgsearch methods (Kincheloe
& Steinberg, 2008; Smith, 1999). However, in thegasss of challenging
dominant discourses, indigenous peoples may als&kéaid in their “struggle

for justice and self-determination” (Kincheloe &8tberg, 2008, p. 152).

Conclusions

In this chapter, | have presented a case for anfistrparticipatory worldview
which weaves together feminist and participatony srinformed by indigenous
peoples’ worldviews. Such an interweaving of woikdvs is vital to a study on
reflective practice in art-making among ten fenatemakers in Aotearoa New
Zealand. This breadth of worldviews is necessapahse the female art-makers
in the study identify themselves as belonging thganous, dominant, non-
dominant and immigrant people groups within Aoteakew Zealand. The
breadth and variety in fundamental beliefs, wayknaiwing, values and issues of
power represented in a feminist participatory wadd/ such as this are more
likely to highlight the multiplicity of elements ithe lived experiences of
reflective practice in art-making of such a divegseup of women and to

adequately represent those lived experiences.

In Chapter 3, | present a literature review whiotludes key concepts of
reflective practice, adult education, creativityirguality, embodied knowing,
art-making as a general field and as it relatasdativity, spirituality and
embodied knowing, and the area of reflective pcadin art-making. Reflective
practice in art-making, as applied in this theisisludes development of an
approach to reflective practice in art-making whiglised as a guiding structure

in the methodology of the study.
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Chapter 3 Literature review

In Chapter 2, | presented a feminist participatwoyldview as the framework
for this thesis. In doing so, | discussed the imgaving of feminist,
participatory and indigenous worldviews with comsation of fundamental
beliefs, ways of knowing, values and issues of pagsociated with each of
these worldviews. Together, these worldviews emigkake importance of
gender and diversity in terms of culture and waysnowing. | concluded that
this particular interweaving of worldviews potetifizencompasses the richness
and breadth of the lived experience of reflectixecpice in art-making for ten
adult female solo art-makers from a range of ethegand areas of art-making,
situated in Aotearoa New Zealand. In doing smplied that certain
assumptions underpin this thesis. The first assiam| that individuals’ views
and experiences are influenced by their sociatualland historical positioning
and, particularly, by their gender. The secondmagsion is that it is important
to respect individual views and experiences insaaech context. These
assumptions are highlighted in this thesis becauseen’s voices and
experiences have traditionally been neglectediqudattly those of women from
non-dominant cultures. In addition, adult femaleraakers’ experiences of
learning have also been neglected.

The key question of this thesis is ‘how is refleetpractice useful in
art-making among art-makers of various ethniciied art-making areas?’
Therefore, in this chapter, | discuss availabkrditure from which a study of
reflective practice in adult women’s art-making gaoceed. First, | discuss
reflective practice for adult learners by focusargthe literature of reflective
practice, adult learning and adults as reflectiraetitioners. | then discuss
creativity as an area of particular interest innagtking, and spirituality and
embodied knowing which are important to a femipistticipatory worldview.
Next, | present an overview of art-making focusiagticularly on the areas of
art-making included in this thesis and on creatj\spirituality, embodied
knowing in relation to art-making. Finally, | dises reflective practice in art-
making by bringing together the elements of reflecpractice, adult learning,
adults as reflective practitioners, creativity,régpality, embodied knowing and

art-making. In this final discussion | also reviaw approach to reflective
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practice in dance-making that provides the framé&vior a study of reflective

practice in art-making.

Reflective practice

Reflective practice is based on the concept ohiegr Much has been written,
from diverse approaches, concerning learning. Hewete key concept
common to most approaches is that the term leaimpges that change has
occurred in an individual learner (Knowles, 19903/@r in a group of learners
(Bishop, 2008; Dillard, 2008; Jones & Jenkins, 2dKidcheloe & Steinberg,
2008; Krog, Mpolweni-Zantsi & Ratele, 2008; ParkR02/2006; Pyrch &
Castillo, 2001; Stonebanks, 2008; Tarule, 199&ichhange may be
cognitive, affective, behavioural, psychologicglirgual and/or in practical
skills (Belenky et al., 1986; Estés, 1992; Fisch688; Goldberger et al., 1996;
Knowles, 1990; Ryan, 2001; Schon, 1991). Howeves,important to note that
where there is no change as a result of learnitigtaes, critical or reflective
skills may not have been applied and current kndgdeand practice may
simply be confirmed. Such non-learning can be &seailt of cultural domination
of education or prior assumptions on the part efl#farner (Jarvis, Holford &
Griffin, 1998).

Reflective practice is considered by some theottstse a means of
encouraging the changes required for learningke pdace. The concept of
reflective practice in learning was developed byi@dKeogh and Walker
(1985), Gibbs (1988), Honey and Mumford (1986),K(1984, 1985), Kolb
and Smith (1986) and Schon (1983, 1987a, 1987H,)198th further
developments by theorists such as Jarvis, HolfoddGriffin (1998) and Zepke
(2003). There appears to be general agreement dimoature of reflection in
learning. Reflection is defined as a “process wingkenowledge is created
through the transformation of experience” (Kolb849p. 38), “turning
experience into learning” (Boud et al., 1985, poi7jmaking sense of
experience we have had" (Schoén, 1987b, p. 8). ditiad, Honey and Mumford
(1986) include such terms as observing, thinkingieeacting, reviewing and
“chewing over” in their description of reflectivedrning (p.12). Viewing
knowledge from the perspective of the needs ofrapidly changing society,
Jarvis et al. (1998) maintain that learning is aragler remembering ‘facts’ and

‘knowledge’, but "seeking to understand and beaoaiity aware of the things to
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be studied” (p. 9). In this case, the understandimdjthe critically aware
components indicate the application of reflectigimally, Zepke (2003)
includes the influence of others as well as indigid-eflective learning,
describing reflection as “a process to help usiléam our own and others’
experiences and to turn that learning into acti@n”17). However, there are
some differences in the way each theorist desctfieprocess of reflectiéh
Some writers give detail to the wider complexitiéseflective learning (e.g.,
Jarvis et al., 1998), whereas Schon (1983, 1984, 1991) focuses on the
occurrence of reflection during as well as afteeaperience (reflection-in-
action and reflection-on-reflection-in-action resipeely). In addition, while
some writers propose a three-phase cycle of refeet#arning (e.g., Boud et al.,
1985; Zepke, 2003), the most common approach appede a four-phase
cycle such as that presented by Kolb (1984) anid duiby Gibbs (1988).
Theorists have established that models or cleafiyneld approaches can be
means by which learning can be enhanced througtptsive and intentional”
reflection (Boud et al., 1985, p. 14). Key areathefdetail of such models or
approaches, as presented by the above theoristbecsummarised
diagrammatically in a four-step model (Figure IhisTmodel includes various
aspects of reflection including the verbal, nonbagrspiritual, rational and
intuitive as well as key areas of experiencindergion which includes analysis
and judgement, re-evaluation and conclusions wimak enhance the learner’s
experience and/or lead to changes in future action.

Reflective practice is derived from repeated appions of a
reflective learning cycle. Reflective practice een as important in teaching and
learning for children and adolescents; for examphe,The Arts in the New
Zealand Curriculum(Ministry of Education, 2000). However, adult edtion and
the development of professional practice are thggodar areas of focus of most
of the education theorists mentioned above andtef Writers discussing teacher
education and development (e.g., Gibbs, 2007; Nantkwy, 2008). In addition,

specific models and approaches have proved usefuthier areas of professional

28 It must be noted that all of the theorists disedss this section focus on a western concept of
individual learning; therefore, | refer to ‘the ftear’ in the discussion. While focusing on the
individual learner, Boud et al., (1985) include ffessibility of a learner talking with another as a
means of reflection. In the study on which thissikés based, reflective learning is undertaken by
solo art-makers both individually and in convemsativith a facilitator. Thus, in this thesis,
reflective practice through individual and/or coltaative, relational and/or indigenous ways of
knowing (see Chapter 2) is informed by the workhef theorists discussed here.
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Conclusions, outcomes,
future action
(Active Experimentation)
=  General, specific
conclusions
= Learner changed or
more experienced

Reflection-in-action
(Concrete Experience)

Verbal
observation and
reflection
Non-verbal:
intuitive, feelings,
spiritual

Flexible
timeframe

Reflection-on-reflection-in-
action
(Reflective Observation)
= Return to experience
= Description,
judgement, analysis
= Attend to feelings,

spiritual and social
context

Reflecting on reflection-on-
reflection-in-action
(Abstract Conceptualisation)
= Re-evaluate the
experience: association,
integration, validation and
appropriation
= Making sense of the
experience
=  Attend to feelings, spiritual

Figure 1. A four-phase approach to reflective practice inzigd

descriptions of each phase

Note.Based on the work of Kolb (1984), Kolb and SmitBg&), Schén (1987, 1987b,
1991), Gibbs (1988), Boud et al. (1985), Jarviale€1998), and Zepke (2003). Schén’s
terminology, as suggested in Figure 2, has beeh taseame the first three phases, while
Gibbs’ (1988), Boud et al.’s (1985) and Schon’sga9) terminology have all been used
in the fourth phase. Kolb’s original terms are give parentheses.

practice such as nursing (Cain, 1998/9; Chalami2@3) and counselling
(Egan, c2002; Germain, 2003). Finally, reflecteaeymeans of learning and
development is seen as an important element ahaking in areas such as
dance, painting, design, music, quilt-making aniéaborative artistic practice
(eg., Barbour, Ratana, Waititi & Walker, 2007; Brig2005a, 2005b, 2007,
Graham & Stalker, 2007% There is a growing body of literature concerning

reflective practice in various areas of art-makipasticularly in art education

% The area of reflective practice in art-makingiscdssed later in this chapter.
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(eg., Burnard & Hennesey, 2006; Doloughan, 2002is6ka, 2005; Sansom,
2005; Sullivan, 1993; Walker, 2004). However, thappears to be little
literature focusing specifically on reflective ptiae per se Furthermore, the
models and approaches of earlier theorists havergiynot been tailored to
the specific needs and lived experience of art-msakkeor example, as
mentioned above, these earlier models include gerahsources and ways of
reflecting but they do not specifically include tldl range of sensory input —
visual, auditory, smell, taste, touch, kinaestheti@any or all of which may be
vital to the work of an art-maker. Embodied knowis@lso not evident in these
models. In an earlier study, | developed a modetdtiective practice in dance-
making which included embodied knowing and exterttiedsources of sensory
input (Bright, 2005a, 2005b). However, this studysvibased only on a single
reflective cycle of my own dance-making and did focus on ongoing
reflective practice or any other areas of art-mgkirhere is a clear need for
further study of ongoing reflective practice in darmaking and also reflective
practice among art-makers of various ethnicitie$ ather art-making areas,
allowing for investigation of the full range of goas of sensory input in the
reflective process. Finally, according to the teratfeminist research, there is a
lack of research among women in general and amemglé art-makers in
particular; hence, the specific focus of this teesiowever, in order to proceed
with such a study, it is important to identify kelyaracteristics of adult learners

and to ascertain their relevance to this thesis.

Adult Learning

| established in Chapter 2 that an interweavinfgofinist, participatory and
indigenous peoples’ worldviews acknowledges thaditeand variety existing
among people and the connectedness between humttseaworld around
them. Accordingly, the principles of diversity acohnectedness are also
important in my approach to adult education. Matthe literature concerning
adult education has come out of Europe and Nortlerioa and generally
reflects dominant western cultural perspectivesvéicer, feminist writers and
writers of non-western, non-white and non-domir@uitures have contributed a
wider view. As a result, internationally and iruotries such as Aotearoa New
Zealand, there is a growing body of literature thighlights social and cultural

rather than simply individual reasons for engagmgdult education.
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While adulthood can be described as a social agetgin (Pogson &
Tennant, 1995), there are important differenceséen children’s and adults’
educational aims and environments. Differencee dreause, whereas
education for children is compulsory in many coigstrincluding Aotearoa
New Zealand, adult education is generally seeroamtary (Foley, 1995;
Knowles, 1990; Rogers, 1989; Ryan, 2001). Compulsducation for children
is usually subject-centred (Knowles, 1990; Roge®89). While adults may
also seek subject-centred education for the pugpoisgaining qualifications
(Knowles, 1990; Rogers, 1983), these qualificaticens be for individual and/or
socio-cultural reasons in terms of employment aodnption (Knowles, 1990;
Rogers, 1983) or directly linked with a learnerstaral or social grouping and
aimed at political and social action and/or enriehtrof that cultural or social
grouping (Belenky, 1996; Freire, 1976; Kinchelo&&inberg, 2008; Zeichner,
2001). Whatever their reasons, adults are likelshtmose areas of study that are
life-centred — relevant to their own lives — ratliean subject-centred learning
(Knowles, 1990) and that focus on practical skitsl participation with others
(Ryan, 2001).

As well as engaging in education for various reasadults also
bring particular personal attributes to their léagrof which the adult educator
needs to be aware. One key personal attributdfis@acept or self-esteem.
Most adults have a self-concept of being respoaddal their own decisions;
they, therefore, need to be treated by their teatfaeilitators as being capable
of self-direction and self-agency and may resemesist educational leadership
that does not treat them as adults (Knowles, 1B9@n, 2001). Adults with
positive self-esteem and positive memories of pdatation are generally
willing to engage in self-directed study, abledke initiative in their learning
and share experiences and resources with otheas(R901). While adults may
be independent and self-directed in their leariiiirgpwles, 1990; Rogers,
1989), they also magreferto learn in groups or communities of learners wher
their learning may take place in conversation witiers (Belenky, 1996;
Leach, 2003; Leach & Knight, 2003; Tarule, 199@&)isTlatter preference is
highlighted further in the writings of adult eduoest drawing on feminist
perspectives and indigenous, non-western, non-\alnidenon-dominant cultures
(Belenky, 1996; Harding, 1996, 2007; Goldbergef6t9ordon, 2001; hooks,
1989, 2004; Hurtado, 1996; Kincheloe & Steinbef)& Pyrch & Castillo,
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2001; Schweikart, 1996; Smith, 1999; Te Awekotuk®91). According to such
writers, women, indigenous peoples and people®ofwestern, non-white and
non-dominant cultures are often more concerned thigir community
connections and responsibilities than with indidbdadvancement in
employment and/or socio-economic standing. Suclkeexms are influenced by
values, attitudes and experiences arising out@bseconomic status, culture
and gender of individual adult learners (Brosnaie®res & Slade, 1995;
Knights, 1995; McDaniel & Flowers, 1995; Newman9%9Rogers, 1989).
Thus, the concerns of adult learners may inclusigeis such as personal
empowermerit, injustice, marginalisation, colonisation and denisation
(Belenky, 1996; Goldberger, 1996; Gordon, 2001;diwy, 1996, 2007; hooks,
1989, 2004; Hurtado, 1996; Kincheloe & Steinbe@)& Pyrch & Castillo,
2001; Schweikart, 1996; Smith, 1999; Te Awekotuk®91). However, these
issues are often interwoven with other physicatjapcultural, political,
spiritual, ecological and geographical issues anlbeen expressed in
research in terms of feminist, participatory andiioiigenous peoples’
worldviews.

Suffice it to say, from the above detail concerraalglt learning, it
can be surmised that an effective facilitator dfexive practice among adults
must respect their individuality, self-agency andmectedness with others
(Leach, 2003; Leach & Knight, 2003; Stanton, 19B&ylor et al., 2000). In
addition, the adult educator needs to approacholbeof facilitator of reflective
practice in a way that encourages personal emposrerand enrichment for the
learners (Borland, 2007; Brosnan et al., 1995; [@sdts et al., 1992; Irwin,
1992; Irwin & Ramsden, 1995; Knights, 1995; McDaid-lowers, 1995;
Newman, 1995; Te Awekotuku, 1991; Yates-Smith, J99he facilitator may
demonstrate such respect through attitudes of @ssriowards the preferences
of the adult learner but also through being infadraed overt about the focus of
the study (Leach, 2003; Leach & Knight, 2003; Reg&®89; Stanton, 1996;
Taylor, Marienau & Fiddler, 2000; Wicks, 1996).

Rather than being issues for discussion and cetithe above
principles are congruent with a feminist particgrgtapproach to research and

with my own convictions and experience concernaglitation of adult

30 Myth, metaphor, story and symbol may also haveraortant role in personal empowerment in
adult education in general and in art-making irtipalkar (Taylor et al., 2000; Yates-Smith, 1998).
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education in general and adult reflective praaticgarticular. In my experience
as an adult educator, | have met hundreds of &shutbers and identified a range
of reasons why these learners attended adult ednaaiurses; reasons include
being required by employers, seeking a changerekecanto teaching,

exploring teaching as a potential career chang@gan first step into education
since distant and very negative school experieacéaking a first step into

adult education and the paid work force after ngigamilies and being care-
givers for aging parents. Similarly, the particifgam the study on which this
thesis is based brought a range of past experi@mzksurrent areas of paid and
unpaid work; however, all were voluntary learnard avilling to undertake
reflective practice in art-making. In addition, s@nthey were solo art-makers, |
could assume that they were self-motivated, adteuhnd independent,
expressing, in various ways, awareness of theisteom connectedness to others
and with the environmettt Finally, facilitated reflective practice, artietéd
through collaborative knowirfgby means of one-to-one conversations, could
potentially enhance learning. Thus, a study fdcéve practice in art-making
among adult female art-makers of various ethnitied art-making areas is

informed by the literature of reflective practiaedaadult learning.

The key areas of this thesis are reflective pradied art-making. However,
reflective practice is the wider area and adultcation a specific subset of
reflective practice; therefore, | introduced refiee practice first in the above
sections. Similarly, creativity, spirituality andheodied knowing are relevant to
more than art-making. Thus, in the following seasiol outline these three
wider areas before discussing art-making. Theningantroduced art-making

in general, | discuss art-making in relation toathety, spirituality and
embodied knowing. Finally, | bring together the tiey areas: reflective

practice and art-making.

Creativity

In general, western researchers emphasise ratiogaltive, product-based and
problem-solving approaches to creativity (Boder@6Isikszentmihalyi, 1996;
Gardner, 1993, 2004, 2006; Kaufman & Baer, 2008&rrtherg, 1999). While

31 specific characteristics of the participants wai#l discussed further in Chapter 4 and findings
chapters 5-8.
32 Collaborative knowing was discussed in Chapter 2.
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elements of the non-rational are evident in westetting, particularly in the
creative and performing arts (Kaufman & Baer, 208t&inberg, 1999), in non-
western cultures, creativipyer seappears to be predominantly related to non-
rational elements including spirituality, intuiti@md a state of personal
fulfillment (Lubart, 1999; Morris, 2005; Zimmerma2005). In addition, western
concepts of creativity have most often focusednaiividual creativity, whereas in
many non-western cultures, identification with affirmation of the culture are
generally more prevalent. Therefore, in this segtimutline key elements of
creativity as presented by western researcherfuatapose these with views
from a variety of non-western cultures. Becaustheftopic of this thesis, |
restrict the following discussion to creativity @iscussed by western educators
and psychologists, giving examples from the creadind performing arts but not
from other fields such as business, teaching, seiegngineering, computer
science or the clinical practice of psychology.aHi | briefly introduce the
concept of flow, an important element for creape®ple but particularly for art-
makers.

| begin the discussion on creativity by presentiiggvs of
indigenous and non-western writers and refer bat¢hkdse perceptions during
my discussion on western understandings of créatividigenous and non-
western understandings provide affirmation or antegpoint to the discussion
on western research. Since the area of creatiagybleen researched
predominantly as a cognitive skill by means of coga research methods in
western educational contexts, the understandingglajenous and non-western
writers enlighten, inform and bring a wider perspec

Maori academic Linda Tuhiwai Smith (1999) addreskesquestion
of creating and creativity from an indigenous pecije:

...creating is about transcending the basic survivadle through

using a resource or capability which every indigencommunity

has retained throughout colonization — the abititgreate and be

creative. ...creating is not just about the artistideavours of

individuals but about the spirit of creating whiakigenous

communities have exercised over thousands of ybaagjination

enables people to rise above their own circumstrioadream new

visions and to hold onto old ones. It fosters irii@rs and

discoveries, facilitates simple improvements topte's lives and
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uplifts our spirits. Creating is not the exclusd@main of the rich
nor of the technologically superior, but of the gimative. Creating
is about channeling collective creativity in ordemproduce solutions
to indigenous problems. Every indigenous commulmity
considered and come up with various innovativetsmis to
problems. That was before colonialism. Throughbatgeriod of
colonization indigenous peoples survived becausbeif
imaginative spirit, their ability to adapt and tkiaround a problem.
(p. 158)
Smith’s description of creativity embraces sevasgects important to
indigenous, non-western and marginalised peoplésiara number of ways,
contradicts the ideas of dominant western undedgiga. Western theorists
such as Boden (1996), Csikszentmihalyi (1996), Gard1993, 2004, 2006),
Kaufman and Baer (2005) and Sternberg (1999) foausdividuality,
identification of a small number of people viewedcaeative, institutional
training, innovation and rationality. However, adigenous approach focusses
on access which has traditionally been availabtbout western-style
institutional training, affirmation of existing aridture cultural vision and
identity, the importance of others within the conmity/culture, community
problem-solving and collective expressions of avigit(Puketapu-Hetet, 1989;
Smith, 1999). While an indigenous understandingreétivity often emphasises
replication and affirmation of existing art formsdadesigns, individual
innovation is also encouraged (Lubart, 1999; Pyketdetet, 1989). However,
rather than the individual rationality of a westapproach, indigenous and non-
western writers emphasise the psychic and spiréndlthe need to transcend
basic human survival by lifting the spirits of ot (Lubart, 1999; Puketapu-
Hetet, 1989; Smith, 1999). Finally, while meditatend/or ritual are seldom
mentioned in western writing on creativity, it istad that these spiritual
activities often precede and/or accompany creatitities in indigenous and
non-western cultures (Lubart, 1999; Morris, 200&ndergrast, 1987, 1997,
Pere, 1982; Puketapu-Hetet, 1999; Te Kanawa, IB@2aselli, Dyll &
Francis; 2008; Zimmerman, 2005). Because indigeanodsnon-western views

of creativity have centred on the non-rational gpiditual, cognitive questions

33 Lifting the spirits implies that a sense of pasiti is encouraged spiritually, emotionally,
psychologically, in the perception of belongingnasd other areas.
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of western researdhdo not appear to have been considered relevaikitBa
1990; Csikszentmihalyi, 1996; Gardner, 1993, 2Q@D06; Janesick, 2001;
2004; Kaufman & Baer, 2005). However, legitimatespions have been asked
concerning cultural domination by writers from ambehalf of indigenous and
non-western cultures (Lubart, 1999; Smith, 1999naeelli, Dyll & Francis,
2008).

Nevertheless, in more recent western writing, eatnderstandings
of creativity have been challenged. For examplegiphasising that all people
have some ability to be creative and that the tyuaficreativity will differ from
person to person and culture to culture, Enid Zimma (2005) challenges
Csikszentmihalyi's (1996) view that only the snralimber of people who make
significant changes to their culture can be considiereativé® *°. Similarly,
western educator Howard Gardner (2006) challertgee$ocus on individuality,
emphasising the importance and relevance of smdllaxge group creativity;
Gardner gives examples from science, computingoaisthess innovation.
However, Gardner, like numerous other western vgjitemphasises the need
for an end product as measurable evidence of eitya(ie.g., Csikszentmihalyi,
1996; Sternberg & Lubart, 1999; Zimmermann, 2003&nce, in western
understandings, creativity is often seen as taagibterms of products —
whether the product is a physical item, a solutea problem or the personality
of the creator (Balkin, 1990). While the needdarreative product may be
guestioned, western society often only recognisdsr@wards tangible products
(Balkin, 199037. However, theatre educator R. Keith Sawyer (2@0&Yyides an
example of creativity that is not solely dependant product: “In product
creativity, the creative process ends when theigeeproduct is complete and
fixed, whereas in acting, the creative processicoaes through performance

and constitutes the creative product—it has naexce apart from the creative

34 Questions addressed by western writers include istweativity, how is the term creativity
understood, where is creativity, who can be deeasecteative and how is creativity learned and
expressed?

% It must also be noted that Csikszentmihaly's (399&mples of creative individuals are almost
solely drawn from western culture. Such an appraadicates that colonisation, oppression and
marginalisation are at work in this context. Garth€1993) inclusion of Gandhi as culture-
changing individual stands out as one of the fem-western individuals mentioned in such a
context. However, it must be noted that Gardne&r@8) work concerns his (at that time) seven
intelligences rather than creativipgr se.

36 A similar understanding of inclusivity can be folin dance where perception of creativity in
dance can vary across cultures and social coraextshere may be both similarities and
differences from one culture to another (MorrisD20

37 The role of society in deciding what is creatieelld be compared with Csikszentmihalyi's
(1996) approaches to domain and field but thisigpbd the scope of this thesis.
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process of performance” (p. 47). Thus, there agaraents relating to the
centrality of a creative product as evidence ohtivity in western research. In
contrast to western views, in indigenous and nosteva cultures, creativity is
often associated with psychic and spiritual readimd with personal fulfillment,
rather than with specific products (Lubart, 1999).

In western writing, there is much discussion atibatnature of
creativity and its products. Among some theorigtsre is debate concerning the
key elements of creativity; for example, domaig|diand individual person
(Csikszentmihalyi, 1966) or person, process anduyrb(Balkin, 1990).
However, others maintain that creativity involvesoanplexity of interactive
relationships between people, process, productsaridl and cultural contexts,
including a community of experts who judge the eatt a creative product
(Feldman, 1999; Gruber, 1989; Sternberg, 1999; Zmmann, 2005). On the
other hand, feminist qualitative research writedt dance educator Valerie
Janesick (2001) believes that creativity is ingffecwithout the use of
intuition, since “intuition is the seed...of the ctiga act” (p. 539). Indigenous
and non-western writers may agree that creatiaiplves complexity of
interactive relationships and the presence ofrihétive while placing less
emphasis on the final product and its value.

Although western-based discussion concerning aigatias
embraced both the nature of creativity and chariatites of creative people,
current researchers often view the more importabate as relating to
generalised versus domain creativity (Kaufman &rB2605). This debate
concerns whether creativity is domain-specific amen “microdomain-
specific” or whether there are generalisable chartics of creativity
(Kaufman & Baer, 2005b, p. 326; also Baer & Kaufi2005; Plucker, 2005;
Sternberg, 2005). This debate has resulted inyashenrt set of skills and traits
that can be viewed abstractly as generalised kadrghble only as they are
evident within specific domains; this is termed‘averlapping skills model”
(Baer & Kaufman, 2005). In the overlapping skillsael, Baer and Kaufman
(2005) maintain that “(s)ome skills or traits mayimportant in many
domains”, “(o)ther skills or traits are shared byn@ted set of domains” and
“some personality attributes and skills are quaendin specific” (p. 314). In
summarising the generalisable skills and traitsséhwriters propose an

Amusement Park Theory of Creativity in which thentoon skills and traits are
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identified. Firstly, creative people require a lbdsvel of intelligence, both
intellectual and emotional (often measured throwmgtious intelligence testy,
although high levels of either area of intelligedicenot guarantee or equate
with creativity (Averill, 2005; Baer & Kaufman, 260Balkin, 1990;
Csikszentmihalyi, 1996; Gardner, 2005; Zimmerm&@93). Secondly, creative
people need motivation or desire to dorhehing” which may then be
transferred into motivation to do a specific thifiigs also necessary that what
they are motivated to do is possible or permissibthin the environment
and/or culture in which they live (Baer & Kaufm&g05, p. 323; italics in
original). Thirdly, knowledge of a specific domasmneeded, that is, the skills
required to create within that domain. Fourthlyt@@ personality traits may be
useful for particular domains; for example, “opessto experience” is
“essentiafor artists” (Kaufman & Baer, 2005b, p. 325, italin original).
Finally, while Csikszentmihalyi (1996) sees cregfias being inseparable from
the domain in which it is required, he and Balkifg0) have, nevertheless,
identified a number of characteristics seen in vayylegrees but viewed as
common to all creative people. Csikszentmihaly'896) set of skills is
summarised by Zimmerman (2005):
Traits that Csikszentmihalyi and his colleaguesitbassociated
with creativity were often dichotomous and incluagsblaying a
great amount of physical energy and a need fort ¢juies, being
wise and childish, being playful and disciplineding imagination
rooted in reality, being extroverted and introvdrteeing humble
and proud, displaying a tendency towards androgynioeing
traditional and rebellious, being passionate ygtalve about work,
and displaying the ability to suffer and enjoy ti@afor its own
sake. (p. 68)
It is possible that this area of debate in wesbarsed research has also been
discussed in non-western and/or indigenous liteeatout access to English

translations of such work is limited.

38 While it may be true that a general level of iligeince is needed for creativity to flourish, the
term intelligence and its measures are somewhatgratic. Numerous writers suggest the use of
IQ tests and emotional intelligence tests as wayseasuring intelligence; however, many have
questioned such tests. As a feminist participatesgarcher, | similarly question, since these tests
were developed by western, generally male, resess@nd, as a result, disadvantage all those
who are not western men and, primarily, those wifioselanguage and culture are not the same as
the languages and cultural settings of the tests.
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Next, numerous researchers in western educatios inaluded
“problem finding, problem solving, divergent ancheergent thinking, self-
expression, and adaptability to new situationsi@isg commonly associated
with creativity (Zimmerman, 2005, p. 71). While ttedatedness of problem-
solving to creativity is debated among westernaageers, indigenous writers
such as Smith (1999) view creative problem-sohdsgital to the survival and
future flourishing of colonised peoples, as seethéquotation early in this
section. According to Smith (1999), creative prafisolving is viewed as
relevant in realms such as the physical, psychoctdgemotional and spiritual.

Finally, the area of flow in creativity appeardi® articulated most
clearly in western writing. Flow, which includesdaalso supercedes the
rational, is relevant to art-making and, thereftoehis thesis. In general, flow
refers to the convergence of a number of factoes acertain period of time
during which the creative person experiences aesehenjoyment and
discovery. These factors include a sense of knowimgt needs to be done,
immediate feedback on whether an action is usefthi task, a balance
between challenges and skills and a merging obaethd awareness in intense
concentration such that the creative person loaek bf time and her/his
surroundings (Csikszentmihalyi, 1996). Howevemritimaking, while most of
the above is relevant, the sense of what needs dmie may not be evident. In
this case, the art-maker relies on an “unconsaie@ishanism” or what art-
makers sometimes refer to as a “voice” or Muse Wwhlicects them
(Csikszentmihalyi, 1996, p. 114; also Pirrto, 20@%person who experiences
flow in her/his creating may not need to receivedfeack from others; she/he
may simply “know” that what she/he is doing “workdt must be noted that
Csikszentmihalyi (1996) refers to flow in the cotitef western-based male,
individualised and product-orientated creativityisipossible that flow has also
been discussed in non-western and/or indigenaralitre, but access to
English translations of such work is limited. Neahetess, it is likely that
creative people, particularly art-makers who ane-western and/or female,
experience flow in a similar way. Furthermore, aitgh western writing
concentrates on flow and the individual art-makesikszentmihalyi, 1996;
Perry, 2005), flow can also be experienced by gsansuch areas as dance,
acting and music (Leman, 2005; Morris, 2005; Pe2605); group experiences

of flow may also be relevant to indigenous and nastern peoples.
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In summary, an extensive list can be made of daetsamnis and
functions of creativity within indigenous and nomstern cultures. These
functions and descriptions focus around commuretydiit, including the
celebration of life implied when creativity lifteé spirits of the participating
people. While a number of definitions and desavipdi of creativity and
characteristics of creative people have been ddlzai®ng western researchers,
these debates may or may not be relevant to indigeand non-western
peoples. The western focus on the rational is Imatexl by indigenous and non-
western writers; rather, non-rational areas suatoasmunity relationships,
spirituality, intuition, meditation and ritual aeenphasised. Such values have
also been emphasised by some western writerscylarly in the creative and
performing arts; this element is developed latehis chapter in the section
entitledArt-making.

In terms of this thesis, it needs to be understbhatiwestern
approaches to creativity would have been expli@tlymplicitly included in the
western-style education (both arts- and non-arsethaundertaken by three of
the participants. Understandings of creativity #nabrace an individual,
innovative, product-based approach are likely teehafluenced how these
particular women approach their art-making. In &ddj all of the participants
undertook their initial education in western-basekools — such experiences
will also have affected how they understand crégtitHowever, most of the
participants have not undergone art training interesbased institutions. The
two weavers have trained in an indigenous tergaironment while the others
have learned their art-making in informal smallgyenvironments. As a
dance-maker participant, my understanding of criathas been markedly
influenced by my training in western styles of dasach as ballet, jazz and
contemporary dance in private dance schools ananomnty-based workshops;
like most of the other participants, | have notengdne formal dance training
in a tertiary environment. So, like most of theeastparticipants, my thinking
has been influenced by feminist and/or indigenoews which emphasise
relationships and interaction and which value fjtcepetition, lived experience
and the non-rational and embodied elements ofigrigatHowever, | also
acknowledge the place of individuality, innovatieneative products and the

rational in creative processes.
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Descriptions of creativity such as those of Smli®90) and Lubart
(1999) reflect indigenous peoples’ worldviews, silscich areas as community,
spirituality, culture and the land are interwovarhe arena of creativity, as in
every other area of life. These worldviews are alswoed in descriptions of
creative processeds indigenous and non-western art-making. Creative
processes in indigenous art-making will be discdisater in this chapter in the
context of Miori weaving in the section entitlggtt-making.

Creative process

In the context of this thesis, creative procespecifically related to art-making
and is discussed later in this chapter in the se@ntitledArt-making.Creative
processes in Bbri weaving are also discussed in the secdidamaking,since

this area of art-making is most relevant to thesth. While seen as important in
such areas as western psychology and educatisryntlear, from available
English translations, whether generalised ratigradised creative processes are
viewed as relevant to any indigenous or non-wegieoples. However, in the
context of this discussion on general creativityriéfly outline generalised
creative processes.

Composer and arts educator Balkin (1990) descelmsnmonly
accepted four-phase creative prodesmeparation, incubation, illumination
andverificationwhich is understood to concern development ofeziip
creative product. Duringreparation the creative person obtains information
and resources for the creative task ah&amlibationrefers to a period of
reflection in which the individual allows the copte and creative ideas to
develop within both the conscious and the uncomscioind.llluminationis the
“eureka or ‘aha’ moment” of the process during vialhécnew creative idea or
solution presents itself (Balkin, 1990, p. %¥8Yerificationis the phase during
which the creative individual tests the ideas toidie whether or not they will
work and then begins again if the ideas do not widdwing identified a four-
phase process, Balkin (1990) adds a fifth phasewné identifies as the phase
of the re’ factor, since it is during this phase that the createspn must re-

think, reconsider, replace, refine, redo, reaffiraprocess, rewrite, and re-

%9 This four-phase process is often referred to bgaechers in various fields as Wallas’ creative
process (originally comprised of five phases), siités drawn from Wallas’ (1926rt of
Thought.Great Britain: Bulter and Tanner.

40 Csikszentmihalyi (1996) also refers to the ‘aha’enreka’ moment.
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conceptualise. While the creative individual magide that an idea is not
workable, Balkin (1990) maintains that it is imgort to view all work as
positive, rather than seeing experimental respoaseght or wrong — as
mistakes. ‘Mistakes’ can lead to discoveries (Balki990). Balkin’s (1990)
creative process has been linked to various appesan choreographic process
in dance-making and also to the processes of adgadesearch (Barbour,
2006a; Janesick, 2000, 2004). However, like Batkprocess, choreography
and academic research are focused on developmanterid product. Balkin
(1990) allows that this product could be a complgtece of work but it could
also be the personality itself or the solution fmablem.

Four-phase creative processes like Balkin's (192 been used
successfully in a range of teaching and learningrenments such as dance
(Barbour, 2006a; Janesick, 2000, 2004) and fictwoiting (Perry, 2005).
However, some writers have identified variationthwm specific art-making
areas while others have placed emphasis on thegses of creativity without
the necessity for an end product (Barbour et 8D72Leman, 2005; Morris,
2005; Piirto, 2005; Sawyer, 2005). Neverthelekbpagh many creative artists
have confirmed that their processes are simil&ai&in’s (1990) phases, the
complex nature of creativity has increasingly bemzognised by researchers
and, as a result, more fluid approaches to creativeess are often taken
(Barbour et al., 2007; Morris, 2005; Plucker, 208&wyer, 2005). One example
of a more fluid approach is that of collaborativestic practice in which
practitioners of similar and/or different art-madgiareas collaborate for specific
art-making projects (Barbour et al., 2007).

While it is beyond the scope of this thesis to tdgrall creative
processes in all art-making areas, those areasrgléo this thesis are discussed
in the later section entitle@rt-making.As mentioned above, some of the
participants in this thesis have undergone arisitigin western-style
institutional contexts while all have experiencedestern-style general
education. Therefore, given their backgrounds istemm-dominated education,
it is likely that aspects of Balkin’s (1990) appcbamay be echoed by the
participants in this thesis as they discuss theimaking. However, feminist,
participatory, indigenous and non-western undedsteys together with a fluid
approach to reflective practice in art-making amadglt learners allow for a

broader understanding of creativity and creatiaeess to emerge in this thesis.
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Spirituality

The literature of spirituality is very extensivetbanside and outside of
established religions and it is beyond the scogtisfthesis to discuss the field
of spirituality broadly. In the study on which thfgesis is based, five of the ten
participants identify themselves asiddfi, almost all identify spirituality as part
of their experience in life and art-making and anber identify themselves as
adherents of specific religions, particularly Chasity. Therefore, | discuss
feminist spirituality, since | bring a feminist paipatory worldview to this
thesis and since all participants are women. | discuss Mori spirituality,
since half of the participants identify themselassViori and Maori spirituality
is one example of spirituality within an indigenomsrldview. Spirituality as it
relates to art-making is discussed more fully latehis chapter, in the section
entitledArt-making By outlining a breadth of understanding of spailtty in
terms of feminism and a #ri worldview, | seek to enlarge the framework for
discussion on ways in which female art-makers iteAma New Zealand make
sense of their experience in life and art-making.

Because spirituality belongs largely to the nameral, it is
challenging to describe in words. Verbalised imagfeshat spirituality is and is
not are one means of representation. Hence, aogptaiDillard (2005),
spirituality is “not a rationalistic concept thatrcbe measured, explained, or
reduced into neat conceptual categories” (p. 2@rning to Richards, 1980).
On the other hand, spirituality is “the truth ofewve are at the core of our
being...the consciously active means by which wereaagnize, activate, and
live the impartial, nonjudgmental, consistent traflwho we are” (Vanzant,
1996, p. xxiii). Thus, spirituality cannot be ratalised, yet can be viewed as
central to who we are and what we do. One persfeoti spirituality
encourages withdrawal from everyday life. Howe@rittester (1998)
maintains that spirituality is demonstrated mo&tatively through how we act
in everyday life:

Deserting the human struggle in the name of theétsai life belies

the real nature of spirituality. The truly spirityserson faces every
difficult question, every troublesome issue, euanyesolved
challenge squarely. Spirituality is not about spasiconsolations
gained at expense of full participation in the hamece. It is about

developing the courage, the determination, to cdroomiselves to
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living all the dimensions of life with awarenesslatrength, with

depth and quality. (p. 2)
Spirituality concerns values such as respect fliu® ancestral roots, family
and homelands and participating in sacred rituals. (Althaus-Reid, 2004;
Batten, 2005; Chittister, 1998; Estés, 1992; Fisch@88; Graham, 1996; King,
1989; Kyung, 1990; Moltman-Wendel, 1994; Newell9Z9Patterson, 1992;
Reilly, 1995; Roth, 1997; Slee, 2004). Accordingntomerous writers,
spirituality and culture are inseparable; spiriityal experienced in and through
culture and culture is experienced by most pedplegiritual terms (e.g.,
Chittister, 1998; Estés, 1992; Pere, 1982; SmBB91 Te Awekotuku, 1991).
Thus, while spirituality cannot be identified withe five senses in the same
way as the material world, the spiritual is sensgdhany people, regardless of
their cultures and religious beliefs.

Thus, the key concepts of spirituality relevanthis thesis are that
spirituality is largely non-rational but centralwto we are. Further, spirituality
is experienced in a life that is fully engagedweryday life and cannot be

separated from culture.

Feminist spirituality and Christianity

Like that of spirituality in general, the literaguof feminist spirituality is also
very extensive. Therefore, in this section, | giveroad outline of feminist
spirituality. However, | focus mainly on Christianend the Judeo-Christian
roots that have influenced much of current westeitture and religion. The
reason for this focus is that Christianity is thignary religion of the west and
is, therefore, the religion identified with coloh@lture. Since Aotearoa New
Zealand is a western colonial culture, Christiahi@g more impact on the
history, government and cultures of this countgntlany other religion (Smith,
1999). In addition, since this thesis concerns afidzbknowing in reflective
practice in art-making, | discuss Christianity dhe body because, as in
western philosophy and culture, Christianity hasrbene of the religions in
which the human body has been marginalised.

As outlined in the above section, many feminiss® alee spirituality
as a part of lived experience (e.g., Althaus-R20)4; Chittister, 1998; Estés,
1992; Fischer, 1988; Graham, 1996; King, 1989; Kyur990; Moltman-
Wendel, 1994; Pierce & Groothuis, 2005; Reilly, 49Roth, 1997; Slee, 2004).
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Because spirituality in western society has beamséveral centuries,
dominated by patriarchal expressions of Christyaaitd Judaism, “(s)ome
feminisms have found it necessary to leave behemdsh and Christian
traditions, finding the sexism of these religionggrvasive as to be
irredeemable” (Fischer, 1988, p. 2). This sexismamifest through the
perception that God is male—identified as He or Hiimis perception of God
as male is replicated in most translations of theeBand in traditional — and
many current — liturgies and theologies of the &tan church. The perception
arising from such a view is that men, not womea,raade in the image of God.
Therefore, everything pertaining to women is seeoy@nd men are perceived
as holding legitimate power in religion, governméeagal, community and
family settings (Althuis-Reid, 2004; Fischer, 19&3aham, 1996; King, 1989;
Moltman-Wendel, 1994; Reilly, 1995). Thus, Judaemd Christianity have
been seen as underpinning the philosophies anctsteuof society as well as
the church. A generous view of this patriarchy hri€tianity states: “feminine
symbolism for the Divine has not been absent bu¢ imaages have dominated”
(King, 1989, p. 78; also Pierce & Grothuis, 200%)wever, some Christian
feminists emphasise the damage done to women bifuaecthat prefers men
and worships a male God (Reilly, 1995). Reilly (3Pfaintains that young
girls have a natural sense of spirituality and pee God as within their bodies,
in other people such as their grandmothers antl iheanatural world of rocks,
trees, stars and other elements. This view is airtol that of many indigenous
peoples, examples of which aradfi spirituality (as discussed below) and
Celtic spirituality, which can be expressed thro@jtristianity (Newell, 1997).
Reilly (1995) claims that a wider understandingpifituality and of the
feminine in the spiritual pre-dated the Scriptuvédudaism and Christianity
and that earlier understandings were supercededngle focus in early
biblical myths and stories. In addition, the edlyurch reflected Jesus’
acceptance of women as equal to men but the chevehted to the male-
dominated cultures in which it was situated (Fis®88; Reilly, 1995). This
resulted in the re-marginalisation of women andsiiiead into much of the rest
of the world of a western male-dominated religibattexpressed and served the
colonial aims of western powers (Smith, 1999).

Women who have seen the sexism of Christianityradeemable

have exercised their spirituality through othetenfolder, religions and
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understandings of spirituality and focused on aifiéme God, referred to by
such names as the Mother of All Living, Mother Bafreat Mother, Mother
God, Shekhinah, Sophia, Queen of Heaven or the &sddEstés, 1992; Reilly,
1995). Alternatively, some women have embracedrdthrms of spirituality
such as feminist witchcraft, New Age spiritualiteasd various eastern religions
and forms of meditation and mysticism, such as Bisid, Hinduism and yoga
(Campling, 1989; Batten, 2005; Estés, 1992; Kirigat Reilly, 1995; Roth,
1997). However, some researchers claim that ib$siple to be both feminist
and Christian (e.g., Althuis-Reid, 2004; Chittiste998; Fischer, 1988; Graham,
1996; Kyung, 1990; Pierce & Grothuis, 2005; Reill$95). In being both
feminist and Christian, some women have blendetetés of western
Christianity and eastern mysticism (Batten, 2008¢Eg, 1992; Roth, 1997,
Vanzant, 1996, 1998). On the other hand, in sonmewestern cultures,
feminists have worked for the re-establishment wéditional cultural valuing
of women in the context of a de-westernised Clamstihurch (Kyung, 1990).
Many Christian feminists — both western and nonteres— have been drawn to
feminist expressions of Christianity such as Festihiberation Theology
which is focused on fighting injustice and coloisal (Althuis-Reid, 2004;
Graham, 1996; Reilly, 1995). Other feminists hauenid ways to be Christian
and to concurrently maintain their traditional laage and elements of their
cultural spirituality” (e.g., Kyung, 1990). Finally, although the predoating
structures and theology of the Christian Churchséifemale-dominated, many
women have been able to be both feminist and Gmisty embracing such
approaches as Celtic spirituality or by focusingGwd as female or on the
female characteristics of God. Other feminist Glars have chosen to maintain
their commitment to a particular Christian commuitiy emphasising points of
agreement and tolerating differences in theologgrging God and gender
(Althuis-Reid, 2004; Chittister, 1998; Fischer, 89&yung, 1990; Pierce &
Groothuis, 2005; Reilly, 1995).

In summary, a feminist view of spirituality suppmothe concept of
spirituality being intrinsic to life. Feminists dlenge entrenched views of God
as being male which have underpinned Judaism andti@hity; such views

have reinforced western philosophies and led toidation by men in church

1 One example of the expression of Christian worahie reo Mori is found inA New Zealand
Prayer Book/He Karakia Mihinare o Aoteardhge prayer book of the Anglican Church of
Aotearoa New Zealand.
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and society and the marginalisation of women arglgeof non-western
cultures. Thus, Christianity is often viewed byigehous peoples as a tool of
colonialism. Feminists’ responses to male-domin#tedlogies have been
varied. Some feminists have embraced other splifit@etices, some have
found ways to express Christianity within their oeuitures, some have focused
on God as female and others have chosen to reniiim whe established
Christian community while maintaining their own @nstandings of God as

non-gendered — embracing and affirming both feraalé male.

Feminist Christianity and the body

As discussed in Chapter 2, feminists have frequdatdused on the female body
as a site of oppression. Feminists have viewethdlly as a “source of great pride
and strength” since being a woman is “deeply grednd woman’s bodily
existence” (King, 1989, p. 73; also Barbour, 20034, 2006a, 2006b; Belenky
et al., 1986; Butler, 1990; Estés, 1992; Fisch@88] Goldberger et al., 1996;
Hesse-Biber, 2007; Hooks, 1989, 2004; Kyung, 19868iiman-Wendel, 1994;
Reinharz, 1992; Vanzant, 1998; Young, 2005 andrsih8imilarly, in feminist
spirituality, the human body in general and thedknbody in particular have
been discussed as sites of oppression and chailetige context of religion
(King, 1989; also Kyung, 1990; Fischer, 1988; Grah2996; Moltman-Wendel,
1994; Reilly, 1995; Roth, 1997). Indeed, “(R)eligiand sexuality have always
been closely interlinked” and the female body, ipalarly in relation to
menstruation and childbirth, has been a focusdioo, ritual, suspicion,
marginalization and even magic (King, 1989, p. T®)ja similar manner to other
areas of feminism, feminist writers have challengedges of a male god as the
expression of patriarchal cultures of Judaism, SEiamity and other religions and
the negation, marginalisation and denigration ofnea and their bodies.
Understandings that women’s bodies are good awdnadsle in the image of God
have been affirmed through psychotherapy, heaitogls and female-focused
spiritual teaching (Estés, 1992; Fischer, 1988lIRdi995; Vanzant, 1998). Thus,
feminists have found ways to express their spilitiuan terms of the basic
goodness of their own bodies within or outsideunfalsm and Christianity. In
some cultures or sub-cultures, women have redisedv@ore egalitarian
understandings of their bodies in traditional aatspiritualities; in other

cultures, elements of traditional spirituality winimarginalised women and their

78



bodies have been rejected by feminists (Estés,; T82Awekotuku, 1991;
Vanzant, 1998; Yates-Smith, 1998). On the othedhahile women’s
spirituality and bodily existence inform each othée spiritual is also perceived
as larger than and transcending individual emboeiestence:
Women'’s experience in all its rich, joyous and fidiaspects cannot
be exclusively governed by the biological. Femaldily existence is a
primary source of women'’s self-image and identityt not an
exclusive one...whilst human experience is groundezhd bound by
the conditions of physical existence women'’s expee, like all
human experience, must ultimately be body-transeeincther than
exclusively body-dependent. This is not a facild &aise universalism
in order to evade the real difficulties of fematellly existence, but it
points to a central concern of the feminist quesiman’s search for
her true self and for authentic existence whichliesgautonomy,
freedom and transcendence.” (King, 1989, pp. 80-81)
Thus, while the body has been re-established bist@i feminists as central to
spirituality, the spiritual is, nevertheless, sasrarger than an individual
woman'’s body. It is this wider sense of spirituatibigether with the spiritual and
other elements of embodied knowing that are impbitathis thesis concerning
reflective practice in art-making among femaleragkers in Aotearoa New

Zealand.

Maori spirituality

Although spirituality may or may not feature in wars thought, it is strongly
recognised among many non-western and indigenaydgseas central to life. In
a similar way to other indigenous peoples, spilityi#és central to life among
Maori people: “Taha Wairua, the way of the spiriniatters Mori, permeates our
world so profoundly that to isolate and analyzes a&lmost like threatening the
very fabric itself” (Te Awekotuku, 1991, p. 135)owever, | predicate the
following written outline of some aspects ofidi spirituality with Puketapu-
Hetet's (1989) caution regarding her presentatiomeaving: “To write about
everything would be demeaning to the knowledgeithptotected” (p. vi); since
Maori is an oral culture, the implication is that ypckrtain knowledge will be

available in written form (also Pewhairange, 19%%d others). Nevertheless,
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educator Rangimarie Rose Pere (1982) presentsswiitie detail, a picture of
traditional Miori spirituality, te wairu&:

Literally translated, ‘wairua’ denotes wai (watata (two), a word

that can depict spirituality. The Maori saw the gibgl realm as being

immersed and integrated with the spiritual realverfg act, natural
phenomena, and other influences were considereavi® both
physical and spiritual implications. A powerful telin supernatural
forces governed and influenced the way one intedagith other

people and related to the environment. Spiritualis seen as a

dimension internalized within a person from conmapt- the seed of

human life emanated from lo, the supreme superalanftuence. (p.

12)

Although emanating from a central spiritual presemspirituality in
Maoritanga embraces many concepts; these concepisénwairua, mana, tapu
and mauri. Spiritual elements permeate all otheasof life including tino
rangatiratanga (self-determination) and the righidlong to particular iwi (&bri
people, tribal group/s, whenua (land of ancestosdtearoa New Zealand),
tupuna or tipuna (ancestors), ritual, marae (mggdlace/s), reo (the dri
language) and vamau (extended family) (Bishop, 2008; Drummond & &a’
Wells, 2004; Durie, 1996; Kana & Tamatea, 2006;Kih975; Patterson, 1992;
Pere, 1982; Puketapu-Hetet, 1989; Smith, 1999; Wek&tuku, 1991; and
others). In the physical world, this understandihgpirituality means that
wairua relates to humans, animals and birds, plantsraed,tand any elements of
the land such as rivers, lakes, sea, rocks, maméaid the land itself, since the
spiritual flows through all of nature. The importanof wairua is emphasised in
the denoting of personal names and gender to satcinah elements (Pere, 1982).
Mana is also spiritual and complex and includes “psgahfluence, control,
prestige, power, vested and acquired authorityigfheence, being influential or
binding over others, and that quality of the perd@at others know he or she is”
(Pere, 1982, p. 32J.apu can include “spiritual restriction, ceremonialtregion,
putting something beyond one’s power, placing dityuar condition on a person

or on an object or place”; whatever the contextutastablishes social control and

“2 As with translation of any language, there areeusigindings and nuances imdvi words that
cannot be translated by a single English worddiiteon, a western understanding of spirituality
may not embrace a &dri understanding of wairua and associated areti®uti assistance of
several English concepts. However, a Celtic undadihg of spirituality, as mentioned above,
may be closer to a #bri understanding.
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discipline and acts as protection for people amg@rty (Pere, 1982, p. 36).
Values associated with tapu concern sacrednessinnbbman and non-human
realms. The tapu nature of human beings is refteparticularly in the four
corners model, described below (Drummond & Va'aild/€004). Tapu needs to
be maintained in the way a woman or man treat®hbis body and those of
others. Works of art are also viewed as tapu;dtes will be discussed later in the
context of art-making and spiritualitilauri can “pertain to life principle and the
ethos of animate and inanimate things”, includimg talisman, “the physical
symbol of the hidden principle that protects vitaliruitfulness, the psyche
etcetera of people, lands, forests, buildings @noin$ (Pere, 1982, p. 28). In
addition to their metaphysical understandings, waimana, tapu and mauri are
also embodied in values such as respect for thealavorld and the land, the
importance of following ancestors, ritual, the tagature of the human body,
whanaungatanga (family connectedness with presenpasidgenerations) and
language. The intrinsic interwovenness of wairuidn il other areas of bbri life
has wide implicatiorf§. As seen in Mori models concerning human development
and health, Nori people, along with many other indigenous pespl&ew
spirituality as expressed not only through belogdmfamily and community and
the natural world but also to a particular aretantl. Even if their traditional land
has been reduced by colonisation, the land isp&iiteived as part of identity:
“Indigenous communities have made even their nsmsaied and marginal spaces
a home place imbued with spiritual significance ardigenous identity” (Smith,
1999, p. 126). Smith (1999) includes the North Aicger Navaho Nation,
Australian Aborigine and lbri as examples of peoples who have found ways to
maintain this sense of spiritual significance iitespf loss of traditional lands.
Further, some indigenous peoples view themselvesicular people among
them as guardians of the land; others, includingyrMaori peoples, maintain

that the guardians of the land are spiritual be{Bjshop, 2008; Dillard, 2008;
Kana & Tamatea, 2006; Kincheloe & Steinberg, 20818ijth, 1999). Whatever
understanding is held, the land is respected asdand integral to a life of well-
being. Nextfollowing the ancestors(tipuna or tupuna) is viewed as very
important. The ancestral line is recited in whakep@enealogy); it gives a

physical base in ethnic identity and also a smtiand emotional base derived

*3 Interwovenness of the spiritual with all otheram®f life can also be vital to other indigenous
peoples.
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from the ancestral culture ofadri (King, 1975). Thus, Moritanga concerns
acknowledging and being proud of the ancestratdmgeiof individuals, winau,
hap (sub-tribe/s) and iwi because these ancestorsd¢@mvwebuted values and
customs of tribal culture and etiquette, all of gthare interwoven with the
spirituaf®. Part of the spiritual bequest of ancestors isttrey are identified with
the land and the environment and are often seprogecting both the land and
the people. Te Tiriti 0 Waitangi (The Treaty of \téaigi)* is also seen as site of
valuing ancestors in Bbritanga. Whereas western peoples may not see
themselves as obligated to the intentions of thietestors in Te Tiriti, &bri see
such obligations as normal and of spiritual siguaifice. This difference has been a
major source of conflict in Aotearoa New Zealandeirms of government
responsibility to honour the Treaty. Nesitual is important in Moritanga in
almost every area of daily life and brings togetherphysical, psychic and
spiritual: “...there are three orders of realitthe physical or natural, the psychic
and the spiritual. Whilst the natural realm is nalignsubject to physical laws,
these can be effected, modified and even changédebgpplication of the higher
laws of the psychic and spiritual” (Marsden, 197.71465°. In Maoritanga, there
are karakia and rituals associated with many aspdataily life. Pere (1982)
notes: “Some tribute was always given to the sugiaral attribute or attributes
believed to be the most influential over any taskmdertaking. Whether a tribute
was made in a physical or spiritual form the cdrfeamat and procedure was of
utmost importance” (p. 15). Nexthanaungatangais related to ancestors and
genealogy and to the living and includes the sgitiaspects of life.
Whanaungatanga can be expressed in kanohi ki te kanwbbire people meet and
are seen to be associated with particular iwi esjeghese aspects were described
in Chapter 2.

A Maori understanding of wairua is interwoven with tomcepts of

human health and wellbeing as they relate to tivariaAotearoa New Zealand:

44 Customarily ancestors are named at marae gatisergigforcing the valuing and
connectedness.

“5 It is beyond the scope of this thesis to discassds of the Treaty of Waitangi, the founding
document of colonial Aotearoa New Zealand. The fire&Waitangi (Te Tiriti o0 Waitangi) was
signed in 1840 by representatives of the Britiskeseign and most Bbri tribal chiefs. This

Treaty has been the focus ofibti demands for justice and self-determination emath debate

has centred on the fact that the original Englisth llaori language versions differed signficantly.
“6 Both feminist and Mori writers have identified ritual as a way of aokrledging the divine as
important in its own right and as part of everytitgy(e.g., Estés, 1992; Fischer, 1988; Patterson,
1992; Roth, 1997; Pere, 1982; Te Awekotuku, 19%te¥-Smith, 1998).
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“the Maori view... holds that all parts of a being and allises of an
action are interrelated — the body, mind and sbal merson are shaped
by and react with many overlapping pressures. aybkealth is tied
to one’s emotional contentment; mental or psychobddnealth is
interlinked with both physical and spiritual wekibg; personal
attitudes and behaviour flow from them both. Ak aelated to a
person’s place in his culture, in the land from ebhihe culture
springs, and in society which imposes upon thateel (Jackson,
1988, p. 58)
Views concerning spirituality and wellbeing, suchtlaat described by Jackson
(1988), are echoed inadri models for health and well-being. Exampleswafts
models include Te Wheke adri Model of Human Development (Pere, 1988,
1994), Four Cornerstones ofabti Health (Drummond, 2004) and Te Whare
Tapa Wh model for hauora, or well-being (Durie, 1994).Wéeke Miori Model
of Human Development is a model of an octopus (teke) which has a head,
eyes and eight tentacles. The head representartiily funit and the eyes, waiora,
or total well-beingd’. The eight tentacles represent the dimensionsagiratanga
(spirituality), manake (uniqueness), mauri (life principle), ha a ka@a kui na
(forebears’ breath of life), taha tinana (physkidke), whinaungatanga (extended
family, social interaction), whatumanawa (emotioaspect) and hinengaro
(mind). The tentacles are overlapping and intertgirthis overlapping and
intertwining “represents a merging of each dimems{®ere, 1988, p. 15). Each
tentacle has numerous suckers which “represemhémg facets that exist within
each dimension” (Pere, 1988, p. ‘f5Ye Whare Tapa Wihand Four
Cornerstones of ®bri Health have identical elements. The Four Catomes
has four elements surrounding a central circle fnond, 2004). Te Whare Tapa
Wha is constructed as a whare, or house, with foulswBlurie, 1994). The four
cornerstones and the four walls are named te tahaa (literally, the physical
side; physical well-being), te taha hinengaro I@itly, the mental or emotional
side; mental and emotional well-being), te tahamnau (literally, the social side;

social well-being, extended family and social supp@rummond, 2004) and te

" Drummond (2004) presents Te Wheke as an octogesyibdel with nine tentacles: the head
represents the family unit and the ninth tentagpesents waiora.
“8 Love (2004) proposes numerous facets of eachdentapresented by the suckers.
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taha wairua (literally, the spiritual side; spistuvell-beingf®. These models
demonstrate that, in order for a person to be Ingadpirituality cannot be isolated
from everyday life and everyday life cannot be sefeal from spirituality. In a
similar way to feminist spirituality, spirit, bodyind and collectivity are viewed
as equally vital to a life of well-being. In additi, the importance of undivided
body, mind and spirit extends to approaches tcareke

Finally, spirituality is viewed in light of colonadion, as are all other

aspects of indigenous life. Spirituality is seemasrea of strength for
colonised peoples but also a site of colonisatsmmentioned above. Smith
(1999): “The values, attitudes, concepts and laggwanbedded in beliefs about
spirituality represent, in many cases, the clearestrast and mark of difference
between indigenous peoples and the West” (p. #)s Tspirituality is seen as a
site of struggle against oppression and may beredéden political action.

In summary, Mori and many other indigenous peoples view
spirituality as central to individual and colledilife, connected with nature and
the land and as demonstrated through action. Tinéugpas integral to an
indigenous peoples’ worldview is echoed in indigenavays of knowing and
methodologie¥. In light of such a worldview, reclamation of iggnous forms of
art-making and establishment of indigenous peomesi styles and approaches
to art-making are viewed as spiritual undertakitgnce, indigenous spirituality

will be discussed further in the context of art-mgkater in this chapter.

I include the area of spirituality because it is/itél importance to this thesis.
Spirituality is a key element in the lives of maeyninists and many art-makers,
myself included. The breadth of understanding aitsplity evident particularly

in feminist and indigenous writings emphasisesrirnsic, all-encompassing,
yet individualised nature of spirituality in theezyday lived experience of many
people. Since all ten participants are women abuarethnicities and beliefs and
five identify themselves as adri, | consider that the knowledge to be gainednfro
a study of reflective practice in art-making woblkl curtailed and inadequate

without consideration of spirituality.

9 While these models all originated in the areaedflth in Aotearoa New Zealand, | have seen Te
Whare Tapa Whused extensively and meaningfully in the areasaofy childhood and adult
education during my years as an adult educator.

%% Indigenous ways of knowing were discussed in Céaht

®! Indigenous methodologies are discussed furth@hiapter 4.
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Embodied knowing

Embodied knowing was described in Chapter 2, ircth@ext of feminist
approaches to knowing. However, given the natutlisfthesis, it is also
important to discuss existing literature concerrengbodied knowing. As in the
above two sections, | introduce embodied knowing ag&y of knowing that is
experienced in everyday life and is not only relateart-making; embodied
knowing as specifically experienced in art-makisgliscussed in the following
sectionArt-making.

Embodied knowing is a challenging area to iderdifig verbalise in
an academic context since it often appears to benflict with the western
philosophies of knowledge which promote mind-bodglésm and the cognitive
as theonly means of knowing (Albright, 1997; Barbour, 200202020064a;
Daly, 1993; Dempster, 1993; Desmond, 1993; Fensha88; Foster, 1996;
Kyung, 1990; Young, 200%3 Embodied knowing, therefore, has been
traditionally marginalised and often ignored in vees academic literature. The
concept of embodied knowing arises from an undedstg of embodiment.
Embodiment can be described as simultaneously almtibally embracing
elements of the cultural, biological, spiritualiistic, intellectual, psychological
and emotional characteristics of a person and dmeturecognition of
differences in race, gender, sexuality, abilitgttiy, experience and
environment (Barbour, 2002, 2004, 2006a; Bright52)@®005b). Development
of the concept of embodied knowing has arisen batioh an understanding of
embodiment and also the search for definitionsnoiwing that are broader than
the cognitive approach previously accepted in wasiteademic arenas;
feminists Belenky et al. (1986) and Goldberged ef1®96) have had a key role
in this development, described as women’s wayshofding (see Chapter 2).
Current understandings of embodied ways of knowignge been based on the
work of such theorists as Merleau-Ponty (1962, 19d# proposes that
knowing the world is grounded in bodily experienget just in the mind
(Barbour, 2002, 2004, 2006a; Grosz, 1994; Shedtssione, 1999; Young,
1980). More recent developments of this area haea Iproposed by feminist
writers such as Sheets-Johnstone (1999; also $i€é6), Grosz (1994) and
Young (1980). Sheets-Johnstone (1999) statesftbat,our earliest

%2 As discussed in Chapter 2, feminist writers havadlenged numerous areas of dualism
including the mind-body.
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experiences of life, knowing or sense-making emeasga result of our
movement. Grosz (1994) focuses on the lived botherahan the “corpses” of
earlier cognitive approaches to knowledge. Grogaes that exclusive focus by
western theorists on the mind and the rational $tem fear of the body as a
site for knowledge; Grosz named this fear “somantyid’ (p. 57°. Young

(1980) highlights the tendency of western womevwiéav themselves
simultaneously as objects and subjects; that ékisg to view themselves as
others see them and, at the same time, experira@etion of their own bodies.
Finally, feminists such as Barbour (2002, 2004,620@2006b), Belenky et al.
(1986), Goldberger et al. (1996), Grosz (1994) e8frdohnstone (1999) and
Young (1980) highlight the importance of individuliiference and recognition
of the female body; theorists such as Merleau-P@fig2, 1964) focus on the
male as a generalised body.

Placing particular emphasis on embodied knowing @alid
epistemological strategy in research, particulartg research, Barbour (2006a)
states that embodied knowledge is arrived at tHr@urginterweaving of
embodiment, the context of an individual’s livegpberience and constructed
knowledge as defined by Belenky et al. (1986). Barl{2006a) maintains
embodied knowledge is “constructed or created rdttan existing as
independent truths ‘out there in the world™ (p@-88). In addition, embodied
knowledge can arise “in the lived experience of bonmg different ideas in
experimentation” (Barbour, 2006a, p. 88); thistiertemphasises the fluid
nature of the ongoing processes of embodimenttardsfore, of embodied
ways of knowing (Grosz, 1994). Thus, because engabkinowing is
contextual, constructed and embodied, new knowledgebe arrived at and
accepted or rejected on the basis of relevandgesability as the individual
attempts to live out different experimental podgibs (Barbour, 2006a).

From the above discussion, it can be surmisecethaibdied
knowing implies that we can know by means of outhbd his can indicate
knowing how to do something such as using a compdtiing a car or

playing a musical instrument or a sport. Aspectthe$e skills may be

53| refer here only to theorists such as Barboub22@004, 2006a) who have focused specifically
on embodied knowing as an epistemological stratdgynerous other writers have discussed
embodimenper se For example, feminist Moltman-Wendel (1994) iradés her views beginning
with the title of her book am my bodySimilarly, though not claiming a feminist stancehis

writing concerning marginalisation of disabled pegfiReynolds (2008) uses the phrase “we are
our bodies” (p. 181).
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verbalised but much is communicated and understmudlly, kinaesthetically
or in other non-verbal ways (Gardner, 1983; Scli®83). However, embodied
knowing can also mean sensing through our bodyshihat can be very
difficult to put into words; for example, engagimgcreative and performing
arts (Bright, 2005a, 2005b). While there is inchegditerature concerning
embodied knowing, the literature that exists hasgrily been in the area of
dance; dance-making is a lived experience andefiver, an embodied way of
knowing (Barbour, 2002, 2004, 2006a, 2006b; Fo4@96; Hanstein, 1999a,
1999b; Janesick, 1994, 2000, 2004; Sheets-Johnsit®A8; Stinson, 1995). In
dance-making, embodied knowing includes physicabt@nal, intuitive,
psychological and spiritual aspects of the indiaiddance-maker together with
all of the other aspects of embodiment listed al{@abour, 2004, 20064a;
Bright, 2005a, 2005b). In the field of arts resbarcdance-making, embodied
knowing can be viewed as of central importancesiation to choreographic,
creative and research processes and women’s w&yowing (Barbour,
2006a).

However, while dance research is only one aredyd@ar(2006a)
describes certain guidelines for the researcherwibbes to undertake
embodied engagement in any arts research. Barb@@d06a) guidelines are:

Acknowledge that everything is possible and patéintielevant,

including movement, intuition and lived experience.

Engage in relevant literature and art-specific leang, practice and

collaboration.

Play through actively experimenting and improvismith new

guestions and challenges.

Learn from life, as understandings and resolutioresy emerge

through everyday life as well as in arts practiceléor research.

Look again, explore through trial and error, anccognise,

rehearse, redefine, recreate and reflect on thepatiterns,

combinations and relationships.

Be flexible and allow many methods or means ofasgmting

yourself as researcher and artist.

Proceed with courage, passion, commitment and wtibgnntent to

explore tensions, paradoxes, anxieties, conflatsyiguities and

resistance to new knowledgég. 89, italics in original)
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While Barbour acknowledges that the value and icapions of the above
guidelines will likely vary from one researcheratioother, they are,
nevertheless, useful and relevant to this thessidted, my roles in this thesis
are as researcher, dance-maker and facilitatothefs reflective practice in
art-making. Barbour’s (2006a) seven guidelinescargruent with the feminist
participatory worldview of this thesis and strongiynforce potential variety
and challenges that may arise in my approach obdied engagement in the
research of this thesis and its outcomes (partigulaose outcomes that pertain
to embodied knowing). By engaging in relevantttare and art-specific
learning, experimenting, reflecting and relatinghe other participants and
their lived experience of art-making, | am assuted new areas of learning
will emerge.

In summary, while embodied knowing is of vital in@mce in lived
experience and many areas of practice, this wapofving may or may not be
able to be verbalised; because of this challengepdied knowing is an under-
represented form of knowledge (Barbour, 2002, 2Q086a, 2006b; Bright,
2005a, 2005b). In the context of this thesis, | camfirm that embodied
knowing is of key importance in reflective practioedance-making (Bright,
2005a, 2005b). However, it is likely that embodkedwing is also important in
ongoing reflective practice in dance-making andtimer areas of art-making
such as musical composition and/or performancealiarts such as painting,
sculpture, photography and graphic and digitalgiesireative writing such as
poetry and handcrafts such as pottery, quilt-makimdj Miori weaving.
Therefore, in the following section, | present aduter view of art-making, with
reference to the specific art-making areas ofttiesis, and return to the

discussion on embodied knowing in that context.

Art-making

As indicated, the art-making investigation of ttiiesis includes dance, painting,
photography, pottery, poetry, sculpture, quiltimysical composition and
performance, Mori weaving and graphic and digital design. Theeslarge
bodies of academic writing on visual and performantg areas such as painting,
sculpture, photography, music and dance. Althoegh prolific, there is also
literature on handcrafts such as pottery and qgiltind some literature

concerning Mori weaving. It is beyond the scope of this thésisover art-
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making in its entirety or even to describe fullytak areas of art-making
undertaken by the participants in the study on tvkids thesis is based. Instead,
I highlight briefly contemporary dance-making anddvl weaving as examples
of art-making areas derived from western and imiigs cultures respectivéfy
% Then, having introduced creativity, spiritualitgd embodied knowing in
earlier sections, | outline these areas as theyeréb art-making, giving
examples from the art-making fields of this thesis.

As a creative element of culture (Eisner, 2002)}naaking can be a
mirror of society both in reflecting and in chaligmg societal norms (Belenky,
1996). In other words, art-making can mirror bdté positive and the negative
elements of society and, in the process, affirmhiimaanity of both art-maker(s)
and audience/viewers. For example, in affirmatibaroart-maker: “To go to a
woman who quilts and say, ‘Would you come share youlting?’ it says, ‘I
honor you™ (Belenky, 1996, p. 422). This mirroringle can be particularly
important for marginalised peoples and for womemast cultures, since art-
making can help people to see “beyond demeanimgatigpes” projected by
their society (Belenky, 1996, p. 423). In a simif@nner, art-making in an
indigenous peoples’ context has been identifiea means of mirroring or
representing the worldview of indigenous peoples.

While the value of art-making can be noted, th@ears to be little
in the way of generalised definitions or descripsi@f what art-making is by
western writers. Dancer-maker and researcher Kagnour (2002) describes
dance-making as involving the “plurality of praetcutilised in creating and
performing” a dance (p. 116). This plurality of ptiaes includes initial
concepts, stories, choreographic techniques, ictierawith the music and the
theatre environment, the performance, creativenglirg, the use of video
recording and audience feedback (Barbour, 2002)le/8arbour’s (2002)
description relates to dance-making, art-makinganeral can also be said to
include similar elements: training, tools and taghas of the particular field;

conceptualisation for one or a series of art warksearch; mechanisms for

> While | do not wish to marginalise any particudmea of art-making, | discuss dance-making
and Maori weaving more fully—dance-making, because | athlilance-maker and researcher—
and Maori weaving, because two of the ten participantésvezavers and because, of all the art-
making areas undertaken by those participants déatify themselves as ddri, weaving is an
area in which an indigenous worldview is clearlycalated in literature.

5 While my description of dance-making containstddes detail than that of #ri weaving at

this point, | include many examples from dance-mgkn later discussions in this and the
following section.
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feedback; technical considerations relating togrerance, exhibition or sale;
and particularities of audiences, purchasers dpiestts of gifts of arf
(Barbour et al., 2007; Foster, 1976; Gardener &ildon, 2008; Gibbs, 2007,
Graham & Stalker, 2007; Hayes, 1993; Leman, 200&irig, 2005; Piirto,
2005; Perry, 2005; Puketapu-Hetet, 1989; Ratarz6;2Bawyer, 2005; Smith,
2007; Zimmerman, 2005 and others).

While there appears to be little literature disaugart-making in
general, there is increasing literature concermiagal methodologies (e.g.,
Rose, 2007), emergent methods, including visualpemtbrmance-based
methods (e.g., Hesse-Biber & Leavy, 2008), andtp@dased research (e.g.,
Barrett & Bolt, 2009). In addition, there is a largody of literature concerning
aesthetics, particularly with regard to visual nae@.g., Smith, Moriarty,
Barbatsis & Kenney, 2005). Hayes (1993) presemtswsthetic principles of
form: unity, variety, repetition, contrast, traisit, sequence, climax,
proportion, balance and harmony. While Hayes (198&)ses on dance, she
also provides examples from such areas as paimtésign, music and
architecture. In an earlier study (Bright, 200%applied Hayes’ (1993)
principles as an analytical tool for reflective gtfee in dance-making.
However, it is beyond the scope of this thesinitdude detailed aesthetic
analysis of the art works of each participant diottus on visual methodologies,

emergent methods or practice-based resqachke

Dance-making

As mentioned above, in an earlier study (Brigh0%4 2005b, 2005c) |
undertook a particular period of dance-making asetkperience phase of a
study on reflective practice in dance-making. éeping with Barbour’s (2002)
description of dance-making, as outlined aboveeWwdon my previous
experience and training in dance, read books, rdeaigings, developed dance
motifs, applied choreographic techniques to thesgfsnand listened to and
analysed the music | had chosen to use. | alsmgdieny practice, kept a
reflective journal, wrote poetry and adjusted thlarkato fit in each performance

venue and to suit each audience respectively. ligjnglerformed the work four

%8 Audience refers to both audiences of performirtg and viewers of visual arts. Purchasers
relates to those who buy works of art and/or haaftibut also to the clients of graphic and digital
design. Recipients of gifts of art are relevarthis thesis since some of the art-makers only ereat
works as gifts.
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times in different countries and different contexgsote journal entries about
my sense of how the dance went and audience feledigatewed videos of the
performances and developed the dance work furthigve®n one performance
and the next. Models for the elements of my dana&ing were drawn
predominantly from western educational and cultadroaches to dance-
making and from the dominant culture of AotearoavNlealand. However,
while | worked as a solo contemporary dance-makest the months of dance-
making, | needed to collaborate with many othemppedCollaboration took
place in such areas as negotiating for dance sardidheatre time and space
and use of sound systems, feedback from peersantdrs, technical support,
interaction with stage management, other perforrardspersonnel and printing
of programmes and/or live announcements. My expeeién dance-making
mirrors the experience of other solo contemporaryce-makers in Aoteaoa
New Zealand (Barbour, 2002, 2004; Barbour & Thonh@001).

Raranga (Maori weaving)
On the other handyl aori weaving is an example of art-making which draws on
training, techniques, philosophy and spiritualitgigenous to Aotearoa New
Zealand. According to Pendergrast (1987), “thefithe women—the
manufacture of garments aikahu ...(is) universally admired and recognised
as equal in skill and beauty to the finest costuaiexher lands” (p. 4). Such
world-wide recognition is mirrored in the honoudanespect of Mori people
towards weaving:
Fine cloaks were traditionally held in extremelgthregard and
afforded prestige to the tribal group by enhanc¢irggnobility of the
men who wore them. The most exalted cloaks weretnead with a
personal name and their fame was widespread. Uevhky were
regarded as equivalent to the greatest treasutée tdnd, and there
are recorded instances of cloaks being exchangesaiocanoes. An
example of this is the exchange of the war can@eTadki a Tapiri”
built in the 1840s by the Ngati Matawhaiti liafsubtribe) of Ngati
Kahungunu and presented to the chief Te Waaka Bleaodf
Rongowhakaata, for the famous cloak “Karamaenegn¢lergrast,
1987, p. 4)

This respect for the weaver and her craft continday:
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The mana of the craftswoman, and through her thia¢iotupuna or
ancestors, is vested in the garment during manuidater its mana
will increase from association with those who wi¢and the
ceremonies and other occasions of importance athahis
displayed. Thus while theakahu is recognised as a work of art, it is
also imbued with spiritual significance and lifede of its own and
maintains a mystical link with the past. (Pendesgra989, pp. 13-

14)

While western training of visual and creative gigserally takes
place within educational institutions or handcraftghin community interest
groups, Miori weaving and other arts were taught in exterfdedly settings;
this is similar to the arts training of other inéigpus peoples. This preference
for kanohi ki te kanohi (face-to-face) teachinghinta culturally comfortable
environment, rather than in a formal book-basetinggtis echoed by Puketapu-
Hetet (1989) as she prefaces her book aonriMveaving:

No book can beat seeing how weavers use their feamtifeet. No

book can give the moral support a teacher’s presgives when

you're attempting some new, seemingly impossibde! féd/hat the

teacher conveys cannot be felt through the pagasobk. (p. 2,

citing one of her students)

In addition, Puketapu-Hetet (1989) is overt abaltlimg back from presenting
all knowledge about Ebri weaving in writing: “This book is merely a glpse
into the Maori world of weaving. To write about eyiing would be
demeaning to the knowledge that is protected” ijp.T\us, weaver Erenora
Puketapu-Hetet (1989) maintains her right to comigata only the knowledge
that she deems appropriate to the public arenalifghed works and to
withhold other knowledge to be shared kanohi k&eohi in a culturally
appropriate setting.

Puketapu-Hetet's (1989) position of communicatiegain
knowledge and withholding other knowledge is fitigiven the
cultural/spiritual significance of weaving. Traigiimcludes how and when the
flax is cut for weaving, how the work-in-progressstored and how and to
whom the finished item is distributed; these airakide socio-political,

physical and ecological aspects. Pendergrast (I888jnents:
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Ritual prohibitions are observed and great resigestiown for the
material throughout all stages, from planting tigtoto harvesting
and the preparation of the fibre. These continub thie artistic
designing of the work and the weaving itself. Theitial essence,
or mauri, contained in all living things and natwhbjects is
acknowledged, protected and retained through atiggses and into

the complete &ahu. (p. 13)

The colours of traditional weaving were red/brownd gellow and
the colour of dried natural flax or muka and thdemals were all gathered from
the land. While styles of weaving were and areuigriiced still by tribal and
ancestral differences, education and religion, fpdsny other colours and
fibres, both natural and man-made, are used (Polkdtatet, 1989).

The means of attracting and encouraging new weava@sshrough
older weavers watching young girls “for signs gf@ential weaver” (Puketapu-
Hetet, 1989, p. 2). This ‘talent-spotting’ took g#eas women met in groups to
weave. Acording to Puketapu-Hetet, the social ation of the weaving group
was, and still is, an attractive lure to new weavéraditionally and often still
today, Maori weaving is taught by senior women to youngemea in the
context of a family group and the teaching takes@lover a number of years —
“in a very relaxed, natural way” (Puketapu-Het&39, p. 2). Even today, most
weavers are women rather than men and, althoughinges now taught in the
context of institutional education, many tutors aneare of the whakapapa of
teaching from which they are descended and ofghi#uml and social aspects
of weaving (Puketapu-Hetet, 1989). However, Puketdptet (1989) believes
that weaving courses in contemporary institutiageathing are often too short
“to enable the tauira (student) to capture thatspiraspect of weaving...To
truly understand the spirit of weaving, the tauiegeds to work with a weaver
who understands these principles and is preparshlaiee her knowledge” (p. 2).
Finally, noting that, traditionally, no payment waseived for teaching or
finished woven goods, Puketapu-Hetet (1989) maistthat payment of tutors
in current institutional environments can jeopagdise spiritual foundation of
the teaching. For weaver Erenora Puketapu-He®&9(1 the spiritual and

social foundations of weaving are as importanhagéchnical skills.
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Although | have introduced dance-making and raresgerately, there is one
element important to this thesis which is articedain the literature of both
areas: that the art-making of dance and rarangbearewed as ways of
thinking. In dance, the dancer can be “thinkingwlogld in movement” and
“wondering the world directly, in movement” (Shedtshnstone, 1999, p.
486Y". In an earlier study (Bright, 2005a, 2005b), | lexed the concept of
thinking in movement and concluded that dance-ntakas a form of embodied
knowing, is one way of undertaking reflective preet Similarly, in raranga it is
said:

Ma oku ringaringa e whakaatu oku whakaro.

My hands will tell you what | thinKTe Awekotuku, 1991, p. 121;

italics in original)

Thus, weavers may be aware that they “need to lctuark with flax rather
than words” (Te Awekotuku, 1991, p. 121). Therefa®in dance, reflecting
and the communication of reflections are non-vednal achieved through the
art-making of weaving, a form of reflection-in-amti (Bright, 2005a, 2005b). In
addition, in indigenous weaving, weavers often wamktheir own pieces but in
a group setting; thus, reflection is reflectionaiction occurring in a community
setting®. Te Awekotuku (1991) emphasises the importanaofmunity in
indigenous art-making when she states that a hMiaoiri and Pacific weavers
held in 1983 was seen as a “powerful symbol of weptogether the different
communities and diverse tribal groups of Aoteano@ & Moananui a Kiwa”
(1991, p. 112). Thus, the hui itself becomes a ®yrabweaving while the
focus of the hui is the practice of weaving.

Hence, both dance-making and weaving illustratevtielity of art-
making as a form of reflection, which may not ird#uvords, and also the role
of an interactive community as a site for refleetin-action. From this
discussion, it can be surmised that art-makingpih lvestern and indigenous or
non-western traditions can be of benefit to bothah-maker and
viewer/listener participant(s) in the areas of-esltfeem and as means of

thinking, viewing and communicating the world.

*"In an earlier study, | explored the concepts fking and reflection through dance-making
(Bright, 2005a, 2005b).

°8 The community setting of reflection-in-action irawing can be compared to live dance
performance (Bright, 2005a, 2005b) and to collatiegeknowing, as discussed in Chapter 2.
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In conclusion, there are differences and simikesiin where and how art-
making is taught and learned and whether art-mai@rsnue to work alone or
in groups. Western performing and visual art fomage most often been taught
by senior practitioners in formal teaching enviramts of educational
institutions and private teaching businesses; siigdexpect to pay in these
instances and work towards individual achieveméanésick, 2004; Leman,
2005; and numerous others). For example, an ing@itbcus in a formal
teaching environment in dance-making is demonstrayea dance teacher from
New York as she asks the class to observe her meverarefully: “The reason
to observe so carefully, she said, ‘was to becomeraware ojour ownbody
and mind’ and to ‘internalize’ the movement” (Jaoks2004, p. 17, citing
unnamed teacher, italics added). Although, follapiimeir early training, dance-
makers may perform as soloists, they more oftek se@ork in companies and
group classes while focusing on individual ski¢estern handcraftsave
frequently been taught within informal communitpgps in which the teachers
are often not paid; classes may or may not coraecast to the students (this
can depend on the cost and accessibility of mégegguipment and teaching
space). Classes such as those for pottery andngakliing are often advertised
in community newspapers. As a result of such clastadents may continue to
work within the community, alone or in groups oflectives, on individual or
group projects and sell their work or give it awayOn the other hand, teaching
and learning of indigenous adri art forms have traditionally taken place within
family and community environments without paymeinteachers. However, in
recent times, classes inabti arts are also taught in formal educationalrsgst

in which tutors receive payment (Puketapu-Hete89)9

Art-making and creative processes

In the earlier section entitle@reativity, | introduced Balkin’s (1990) creative

process. In the following, | bring together theaaref art-making and creative
process. There is extensive literature on the imeeatocesses in some of the

art-making areas of this thesis and little in athand in some literature,

9 Community-based classes and arts activities g@rted in local newspapers and in such local
and national publications and websites as thost¢aafilton Community Arts Council, Arts
Waikato, NZ Potters Inc., Dance Aotearoa New Zeal@®ANZ) and Patchwork and Quilting
New Zealand.
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creative process is described but not identifiesuich terms. It is not possible to
cover the creative processes of all the relevadsaof art-making fully in this
thesis. Therefore, | limit the number of literapusces and focus particularly on
the creative processes unique to certain art-maiiegs. However, | highlight
the creative processes of dance-making aadrMveaving, for the reasons
outlined above.

As discussed above, Balkin (1990) describes cregtigcesses in
terms of preparation, incubation, illumination, ifieation and the ‘re’ factor.
According to Zimmerman (2005), artistic creatiVitygs been defined as “a range
of multidimensional processes that includes knoggedf art concepts and
traditions in culture, creative thinking skills,caimtrinsic motivation” (p. 65,
referring to Amabile, 1983). Thus, while Balkir{990) creative processes
provide a potential framework for or descriptiortloé processes an art-maker
undertakes in order to create works, there are @fiements of an individual
art-making area that require unique knowledge &il$.sWithin the general
area of artistic creativity, there is also someaatam in the creative processes
considered relevant to different areas of art-mgkifor example, researcher
Susan Perry (2005) considers Balkin’s (1990) cvegtrocess as somewhat
relevant to fiction-writing. However, Perry (2008¢ws Csikszentmihalyi's
(1996) flow (described and discussed earlier is thiapter) as the key process
of fiction-writing.

On the other hanghoet Jane Piirto (2005) identifies a number of
aspects of the creative process of poets: pregntinals; a quest for silence;
inspiration from “the Muse”, nature, substanceshsag alcohol, drugs and
herbs, travel, art and music; imagination and deedasting; meditation; and
improvisation. While not all poets use all of thespects equally and the means
of inspiration varies from one poet to another, ynpoets acknowledge that all
are relevant (Piirto, 2005). Some of Piirto’s (2p@Spects are related to
Balkin’s (1990) processes, for example, prewritiiigals are part of
preparation; however, other aspects are less glesdted.

Musician Marc Leman (2005) views romantic versus rationalist
approaches on musical creativity as key issueseattive process. A romantic
view of creativity highlights intuitive and emotiahengagement whereas a
rationalist view highlights thinking and the sciéintand mathematical

manipulation of musical instruments and technoldggman maintains that, in
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the realm of musical composition with technologgthbromantic and rational
skills are required:

The modern technological environment implies thaativity—in

itself based on thinking, intuition, and emotior&periences—can

be controlled and guided through scientific invgestiion. Yet, the
latter doesn’t imply that creativity is simply a tiga of machine
thinking either; machines have become useful asnsiins of
musical creativity... The tools developed for creatwplorations
require navigation and intelligent decision makivithin a space of

constrained possibilities. (p. 108)

It is likely that Leman (2005) would view Balkin(4990) creative processes as
pertaining to the rational more than the romarsiioge Balkin’s processes are
more focused on the cognitive skills rather thanemotional and intuitive.

The creative processesgrfaphic and digital designinclude
aspects of both visual arts, in terms of desiglguwptexture, etcetera, and
technology, in terms of such areas as programraaglates and visual effects.
Derksen (2008) maintains that the creativity ofividtlial digital designers is in
danger of being lost completely since designerdbaumnd by the options
provided by computer programmés.addition, graphic and digital design
involves negotiating with clients employing designand working in teams
which include such people as writers and publisf@esdener & Wilkinson,
2008). Creativity and creative processes can leatbned by demands of clients
in terms of deadlines and money-making; designamsbe forced to short-cut
creative processes and, therefore, limit creati@grdener & Wilkinson, 2008).
Working in teams can provide the environment fandtitude of new ideas to
emerge and be examined; however, group negotiatiibalso have an impact
on the creative processes undertaken and/or tlaicliiof any of Balkin's
(1990) phases.

Perhaps becausgiilt-making is often viewed as a handcraft rather
than an area for academic research, availablatiter does not generally focus
on creative processes such as Balkin's (1990) ribdebdwever, like graphic
and digital design, creative processes may vargm#ipg on a number of

factors. While Balkin’s (1990) creative processes/mreflect phases of quilt-

0 Graham and Stalker’s (2007) paper is an excepsiooe it is presented in an academic context.
However, this paper does not focus on creativeqeses per se.
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making, individual art-makers may adapt their peses depending on whether
they are designing their own quilts or copying oshdesigns, whether they are
working on their own or a group quilt and/or whettteey are creating quilts for
exhibitions, sales, personal gifts or to meet thtiqular rules of individual
competitions (Graham & Stalker, 2007).

While many writers highlight other areasdz#ncesuch as motif or
technique development, Morris (2005) focuses hssudision on creative
processes. Morris (2005) identifies differencesrgmative processes between
dance performance, improvised dance and dance-makatording to Morris
(2005), “(t)he creativity of performing dance i®gnded in the movement
itself” (p. 89). Since, in dance performance, theae be no Cartesian split of
body from mind, “(c)reative performers of movemarg those who maintain
heightened awareness and sensitivity to the cigati’the human body at rest
and in motion, as well as the creativity of theeiface of the body/mind” (p.
89). In a similar manner to acting, dance perforogainvolves very fast
reactions to self, audience and other dancersh®nother hand, improvisational
dance may be used as a tool for making dances, @spgrience in its own right
or as performance. In improvisation, the emphas@iinstantaneously-made
“appropriate, meaningful, internally felt” choicgs 93). While in dance-
making and performance dance, emphasis may bedptacskills, Morris
(2005) claims that improvisation depends more amradional approaches to
dance. However, idance-making the creative process may vary from one
dance-maker to another and from one dance to anfoththe same dance-
maker (Morris, 2005). The creative process in dane&ing involves the
dance-maker “attend(ing) to life, and to what outes, motivates, or inspires
him or her” (p. 95). Morris (2005) writes of preption time in dance-making.
This time and the activities of preparation couddviewed as similar to Piirto’s
(2005) rituals performed before poetry writing begand could be identified as
preparation in Balkin’s (1990) five-phase process:

The dance maker may have no idea when going ietsttidio what

his or her inspiration will be—this time. He or gimay start with the

materials of movement, manipulating, playing—arehthattending

to what interests him or her. (p. 95)

Foster (1976) echoes similar ideas to Morris (20B86§ter (1976) notes that the
dancer needs to go to the studio and she may sibegiyn by walking. This
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walking, which might continue for the whole of tfiest day, may then be
followed by running and then by the beginningsudreographed excerpts.
However, visual and tactile elements may also pi®wa focal point for
beginning choreography. An example of such visuadltactile elements could
be the sensation of standing in a beam of suntigiinth falls on a particular
area of the studio floor; this sensation may beriperated in the choreography
and the particular area on the floor may also foeas in the resulting dance
(Foster, 1976). Thus, the preparation phase ofribative processes of dance
may include a variety of activities and sensatiwhg&h can vary from one
dancer to another and from one dance-making expexi® another (Morris,
2005).

Next, the creative processes in dance-making milbive an
interweaving of attention, engagement, intent aatenmels; each of these
elements may take prominence at different pointeénchoreographic process
or they may act simultaneously (Morris, 2005). N®©(2005) describes such
interweaving as involving tension, creating a d#éfg world in time and space
and the incorporation of the dance-maker’s owrohystknowledge and
sensations:

Dance makers create and resolve tension througbfdeem, guided

by sensation, feeling, past experience, and perkooavledge. The

dance maker creates a world that unfolds in tineyes in and

through space, with specific energetic dynamicsaretarching
intent. One or more of these aspects may be ofegrederest or
importance to the dance maker than the otherserditin a single

dance or over the course of many dances in a bodgrk. (pp. 95-

6)

For the dance-maker, performance and the audierc@so part of
the creative processes. According to Morris (2005)en a dance work is
performed, the audience “senses engaged choreagamiices for their
fullness, appropriateness, clarity, and originalffy. 96). Meanwhile, the
dancers’ engagement in performance needs to naindtransmit “the
choreographer’'s engagement during the originattiseact” (Morris, 2005, p.
96). Therefore, receiving feedback from audiencenbers is a crucial process
for the dance-maker, since this is one way of figddut whether the original
intent has been communicated.
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Approaches such as Balkin's (1990) creative prooégseparation,
incubation, illumination, verification and the ‘ridctor, as described in the
creativity section above, may be usefully appliedance-making. However,
given the variations in approach, as outlined byidq2005), the individual
steps of an organised approach such as Balkin@G5{2fay be difficult to
identify and document. According to Morris (200%pme choreographers try
to find not just what is novel, but what is appiaf@” and “(s)ome dance
makers think of their process as problem solvingemgas others do not” (p.
96). Postmodernism and contemporary dance haveeeerans of introducing
many new creative possibilities for use of matsrinldance-making (Morris,
2005). The possibilities include non-movement eletsisuch as voice, video,
props, non-traditional performance spaces andlmmiigion across arts and
cultures (Barbour et al., 2007; Morris, 2005).atidition, approaches to
creative process and views of creativity have ldemged by focus on issues
such as gender and age. In contemporary danceeigkeasl been challenged
through gender role reversals, such as womendiftien, or gender role shifts,
such as women lifting women. In terms of age, tla®been a “general shift
toward older dancers in some genres, indeed auiegabf the sensibilities that
a mature dance artist offers” (Morris, 2005, p.. M9rris (2005) cites the
example of The Liz Lerman Company which employscéas from twenties to
eighties age groups. Finally, since dance is aopmihg art, variations occur
between one performance and the next and canloerncikd by a wide range of
factor$" for individuals, within groups of dancers, betwekemcers and
technicians and with the audience. Thus, creatigegsses are difficult to
define in the area of dance-making, since thers@many points of variation
between one dance-maker and another and betwegrednemance and
another.

Finally, for indigenous and non-western cultureg for many art-
makers, whatever their culture, creative proceg¥lisenced by the
interweaving of spirituality, culture and the aagf art-making. Thus,
spirituality and creativity cannot be viewed asaape concepts for many
indigenous peoples, non-western cultures and akersgBarbour et al., 2007;
Estés, 1992; Ferguson, 1996; Roth, 1997; Te Awéknti991a, 1991b). Such

%1 Such influences may include physical, emotionaletof day, recent personal events and
challenges of the performing space.
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an interweaving of spirituality and creativity manean that creative process
includes such areas as prayer and respect fortarsethis is illustrated clearly
by Puketapu-Hetet (1989) with regardM@ori weaving. As noted above, in
Maori weaving and in most other areas afdvl culture, prayer and spirituality
are not seen as separate from art-making. Traditigrand still often today,
rituals, prayers and particular procedures areided in all aspects of weaving
in terms of planting, harvesting, designing and imgkthus, creative processes
include spiritual practices. In &ri weaving, as in other areas of art-making in
Maori and other indigenous cultures, creativity ienfrelated to faithfully
replicating traditional patterns; such replicatisrseen as showing respect for
ancestors. However, individual creativity in thevelepment of new patterns,
techniques and uses of weaving is also encourdyyéc{apu-Hetet, 1989).
Examples of group and individual innovation carsben in wearable arts
competitions, non-traditional colours employed tlyle dyeing of flax and use
of non-traditional materials such as wool, cottad &affia. It is possible that
individual weavers may undertake creative proceisssding Balkin's (1990)
five phases, when they are developing their owigdesHowever, individuals
and groups are likely to value spiritual, cultusadcial and technical elements of
weaving rather than individual creative processies @s Balkin's (1990).

In summary, creative process in both indigenousveestern art-
making forms is influenced by culture, spiritualitie use of new materials and
techniques and whether the area of art-makingssdan performance or
improvisation. While Balkin’s (1990) approach teative processes may be
embedded in many areas of art-making, the abolgeinées may blur the

possibility of such clearly defined creative proaes

Art-making and spirituality

Numerous writers view art-making as linked with gpgritual (e.g., Bright,
2007b; 2008; Denzin et al., 2008; Estés, 1992; eng, 1996; Foster, 1976;
Moltmann-Wendel, 1994; Morris, 2005; Patterson,23®endergrast, 1987;
Pewhairangi, 1975; Puketapu-Hetet, 1989; Roth, 198 Awekotuku, 19914,
1991b; Te Kanawa, 1992). Among some arts writedsaanong those writing
from worldviews of feminist spirituality, indigensypeoples’ and non-western
cultures, creative and performing arts are oftemses interwoven with
spirituality. For example, Te Awekotuku (1991b) seet-making and
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spirituality as inextricably interwoven inadri culture: “Spirituality and art-
making have formed an integral part of the Maorild/@iew from ancient
times until the present day” (p. 135). AccordindPendergrast (1987), adri
view items of art as taonga or treasures which ‘@iglgreat spiritual power
and prestige...derived from the artists who credtedt the ancestral heroes
depicted on them and the ancestors who have ovineed't(p. 4).
Pere (1982) identifies “all the art forms involviedveaving' as
areas in which the spiritual presence of Hine-takva can be identified (p. 13,
bold added). Similarly, weaver Erenora PuketaplweHgEi989) speaks of
weaving as spiritual work: “In Bbridom, weaving is acknowledged as having
its own life force, and is accorded a level of egglepending on the mana of
the weaver and the qualities of the weaving prddgsdl). This life force can
mean that the weaving has a guardian and thatéaeing is buried along with
the guardian in order to return to the earth. Adoay to Puketapu-Hetet (1989):
Weaving is more than just a product of manual skitrom the
simple rourou food basket to the prestigious kaikui fiwi-
feathered cloak], weaving is endowed with the \esgence of the
spiritual values of Maori people. The ancient Pebjian belief is that
the artist is a vehicle through whom the gods ereait is sacred
and interrelated with the concepts of mauri, mardtapu. (pp. 1- 2,
brackets added)
Because of these spiritual connections, the talasvgspiritual side] was
traditionally taught along with the physical skiifweaving and the spiritual
side is then experienced by the weaver: “The weaganally experiences
feelings of being linked with something greatemtih&rself and the present.
Maori people call this a link with agipuna (ancestors)” (Puketapu-Hetet,
1989, p. 5, parentheses in original). The weavaitepns handed down from
generation to generation are viewed as tapu arse fhatterns often represent
Maori values: “Miaori weaving is full of symbolism and hidden mearsing
embodied with the spiritual values and beliefshef Maori people” (Puketapu-
Hetet, 1989, caption to Plate 2). Such spirituahnieg is also embodied in
kowhaiwhai patterns, whakairo (carving), weaponsgiavy, & moko and
other taonga (treasured art works) (Patterson,)1991
An interesting example of a bridge between indigsnand non-
western and western understandings of the spiiiiuadt-making can be seen in
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Gardener and Wilkinson’s (2008) work graphic and digital design.In this
book, most of the contributors are from westerncational institutions and
spirituality is not mentioned as part of their dissions; the only notable
exception in this context is the paper of Lloteftasrik who is a Cuban
American. Llorente-Thurik (2008) discusses howrtag&ure of collaboration
changes in a culturally-based design conferen€@uiva in October 2007:

this is where the strongest bonds are forged, wihereollaboration

begins to take new form and the exchange solidifes a creative

to a spiritual collaboration, one based on therdesibe part of

something that goes against all odds, that geatly/a&side our
differences and puts forth our similarities as pssionals and human

beings. (p. 229)

In dance,in both western and non-western contexts, thetsgins
often acknowledged as interwoven with the dancdrtha dance. For example,
Ferguson (1996), a Christian pastor of the westiormed tradition, dances in
both private and public worship and prayer and béespirituality embodied in
his dancing body. He maintains that his dancewsyaof healing the spirit/body
dualism of traditional Christianity and that, rattiean being an impediment to
his relationship with God, his dancing body becoes of the “divine
incarnation” (p. 83). Ferguson’s (1996) experieotthe transmutation of dance
into an expression of spiritual experience echaesdf's (1976) description of a
young woman dancing to the so8tgal Away to JesuBoster (1976) maintains
that the dancer:

might well have been swamped by the feeling imputsised by the

music and by the sentiment of the piece. But sieatde, with

clarity and with simplicity, to transmute the shial into forms of
action which articulated for her (and indeed farsta who watched)
her deeply felt understanding of what the piecedfor. There was
no hint of imitative action, or literal meaning;evsuch gestures
which were recognisable as related to those ofgprgraise, and
submission were intensive realisations in symbfolim of the deep

experience of these states. (p. 57)

Although Foster (1976) doesn't link this scene viidr earlier discussion, she
may view the young woman’s dance as an exampleecfttanscendent

guality” that can occur in dance (p. 6). Transcewwedn dance has been
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connected with religion in both western and nontesscontexts (Moltman-
Wendel, 1994; Roth, 1997). However, Foster (1988cdbes transcendence, in
non-western cultures, as being seen in the wayeedar actor is entered by, or
enters, “another power” (p. 6). This form of darceometimes referred to as
trance dance (Roth, 1997). While trance dancedgnstood in some western
and non-western contexts, the concept of the splriieing embodied in dance
is not unusual in either western or non-westerrcddorms. Moltmann-Wendel
(1994) includes dance as an art form that embdbespiritual. This
inseparability is also the focus of writers suclirRash (1997), the title of whose
book Sweat your prayers: Movement as spiritual pracéoeapsulates an
interwoven approach to dance, embodiment and spiity. Likewise, Halprin
(2003) includes the spiritual in an approach teapg which involves a range of
arts including dance. Roth’s (1997) and Halpri28Q3) work are discussed
more fully in the context of art-making and embaldkmowing below. Such
interweaving of the spiritual and embodied is siamtb some indigenous
peoples’ understandings of the inseparability dfuca, spirituality and
embodiment.

Art-making and embodied knowing

Embodied knowing as a way of knowing has been stlifi its own right, as
discussed in Chapter 2 and earlier in this chaptewever, as seen in the above
section, some dancers view spirituality and embedinor embodied knowing
as interwoven with their dance-making. Writers sastBarbour (2002, 2004,
2006a, 2006b), Bright (2005a, 2005b, 2007b), Fq4t@r6), Stinson (1995),
Sheets (1966) and Sheets-Johnson (1999) have tbonsdance as a clear
example of embodiment since “movement is both tkdiom and the content
of dance” (Foster, 1976, p. 31)There is limited literature concerning
embodied knowing in other areas of art-making sagpainting, pottery,
photography, sculpture, poetry, musical composiéind performance, fabric
arts, Maori weaving and graphic and digital design. Themfa the following
paragraphs | add a further example of embodied ki dance and in dance
as part of therapy. Following this, | summariseamsthndings on embodied

knowing in other areas of art-making; examples faistussions on embodied

52 Foster (1976) includes drama as an art form iithvthe body is the medium of art-making.
However, since there are no actors in the studyhinh this thesis is based, acting is given little
attention here.

104



knowing and examples that are either direct orieapin discussions
concerning creativity in the arts. Finally, | diss a Mori perspective on
embodiment in art-making which may also reflecieotindigenous and non-
western (and some western) understandings of ddrga

While theatre director and dance teacher Gabridigh (1997) does
not focus on embodiment as a way of knowing inat@&demic epistemological
sense, she sees dance as a means of embodyirtgumaf fully experiencing
and processing emotional, psychological and spirdéispects of life. Roth
(1976) proposes five rhythms of the soul whicheardodied in individual
improvisational dance, generally accompanied byiend$e five rhythms are
flowing, staccato, chaos, lyrical and stillnesstiRd997) has established that
dancing through any or all of these rhythms prosietective therapy for her
participants. Similarly, therapist Darin HalprirO@3) leads sessions which
involve participants in drawing, poetry or otheeative writing, dancing and
speaking their thoughts and feelings. During thesgssions such as those of
Roth (1997) and Halprin (2003), participants magvdon any or all of the
aspects of embodied knowing, as described by Baf2®02, 2006a) (See
Chapter 2 and above).

In an earlier study, (Bright, 2005), | explored exdied knowing as a
key way of knowing both in dance-making and ineefive practice in dance-
making. As indicated previously, embodied knowingliudes the physical, the
emotions, the intuitive and the spiritual (Barbd002, 2006a). Dance-making is
an embodied way of knowing and a lived experiefatjour, 2002, 2004;
Sheets-Johnstone, 1999). Therefore, | includegadssibility of embodied
knowing as a means of input and learning in my danaking, in the experience
of reflective practice in dance-making and alsa aseans of expression. | used
my journal to record examples of embodied knowrag tould be verbalised. As
non-verbal sources of feedback, | used photograptissideos and my
remembered sense of embodied knowing.

Throughout the dance-making experience in my stathhodied
knowing was an integral strategy in my experierfcgamce-making. | employed
my cognitive knowledge of choreographic technigaies of the contexts in which
the dance might be performed. However, most of pgigions concerning my
dance were based on my sense of what would wook tiow certain

combinations of movements felt in my body. The el made to the dance
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were seldom driven by the comments or advice céropleople and | had no visual
feedback in the form of photographs or videos of @inmy choreography
sessions or rehearsals. | concluded that | wasnmgakianges frequently based on
embodied knowing (Bright, 2005a).

In my journal | occasionally made explicit commeak®ut

embodied knowing:

30 July 2003: | am working from my embodied sersgbtness and

my kinaesthetic sense and memory of body-part plang the

integrity of the sense being created to flow thtooge dance phrase

to the next(Bright, 2005a, p. 109)
In this journal entry, | was focusing on my bodyla®nsing the connections
within my body through such phenomena as musckdanthe initiation and
flow of energy, momentum, the movement ideas tiad developed and the
mood and flow of the music. | was seeking a walgrtog the whole of my body
into unity with the dance movement that | was éngaand then to memorise the
resulting sensation. This process was carriedthat | could repeat both the
movement and the sensation each time | dancegani@tular phrase of the
dance. The journal excerpt above typifies the pecéd embodied knowing that |
constantly undertook during the dance-making egpee in my study; this
process included the physical and intuitive aspefcésnbodied knowing
(Barbour, 2002, 2006a). The first point to be naibdut journal excerpts of the
above kind was that there was a lot of meaning elohboek in a few words. This
was part of the challenge of writing about mattdrembodied knowing. The
second point to note was that | recorded only sentstances of my embodied
knowing; the remainder was embedded in my danceramy body.

In the area of embodied knowing and fields of aakmg apart from

dance, there is little literature. As outlined aboMalprin (2003) discusses a
therapeutic tool consisting of the embodiment olights and feelings in drawing,
poetry and other creative writing, dancing and kpep Howeverpoet Jane
Piirto’s (2005) pyramid of talent development irsdis most of the elements of
embodied knowing. Piirto’s model is comprised gfees of a pyramid listing
genetic, emotional, intellectual and spiritual @pecific talents in a domain.
Piirto includes several different domains of artking; her domains also include
spirituality. Around the pyramid, there are fivgpasts of environment, which

Piirto calls the five ‘suns’: home, community andtare, school, gender and
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chance. The first four ‘suns’ are clearly relate@fements of embodied knowing
while the fifth ‘sun’, chance, includes the “acat&’ of place of birth and
ethnicity, also elements contributing to embodiadwking (p. 6). Thus, while, as
a poet, Piirto (2005) focuses on the creative mees of poetry, her pyramid
includes a wide range of areas, including the attgf which can relate to

embodied knowing.

Another writer who focuses on one area of art-mgkiat
includes examples from others is Foster (1976).8tliscussing ‘knowing in
my bones’ in the fields of dance and drama, Fq&@T16) cites examples of
embodiment from a range of arts including pottepulpture and poetry. Firstly,
in reference tgottery, Foster (1976) argues:

Folk dancer, Douglas Kennedy, has described hothertourse

of a convivial evening drinking cider, he asks fi@mous potters

— Leach from England and Hamada from Japan — hewrtiake

a pot. ‘They both looked at me rather as throughze, and then

they began to tell me how you didn’t make a potuan’t

make it with your hands, and you didn’t make ithwyour head,
and eventually they looked at me and said: “Youhbug know,
you make it with your body”.” This was reinforceyg & master
potter at Wedgwood’s who, when asked how, without
measurements, he got the right shape, said: ‘| tlaxtg shapes
in my body.’

Watching a potter at work it is impossible not edtruck
by the absorption of the man in his material; lenseto enter
into it and the clay into him. Both man and clag ahanged. (pp.
16-17)

Foster's (1976) example of the potters illustrdtes important embodiment is
to the art-making of pottery but also how difficitltan be to describe such
embodiment in words. The first two potters appearded to mention and
eliminate the most obvious areas of hands and &eddhen to conclude that
the whole body is involved.

Additionally, Foster (1976) includes an exampleaidlpture in her
discussion concerning the need to balance botimtfe impulse to create and

the skills and technical challenges of the actuaireaking. Foster notes:



A sculptor, whose medium is likely to be intracegldemanding
sheer hard labour, may become preoccupied witimtiterial
itself and lose sight of it as a means to an eadidalar
materials, shapes or objects may trigger off aruisgwhich, as
he works, is reinforced and developed, but theggteuwith the
medium may demand such exertion that freshnessti@hd the

impulse subdued. (1976, p. 5)

Although Foster (1976) cites sculpture as an exaraphow the inner impulse
to create can disappear in the technical struggkeinteresting that her
example is rich in images of embodied knowing ialswords as struggle and
exertion. Finally, Foster (1976) cites a poem byltWihitman which
encapsulates the embodiment practiced by a chihe dsds a new object each
day and becomes that object for the day.

Whereas Foster (1976) focuses specifically on emelood
knowing in art-making, particularly in dance andmia, a number of the writers
mentioned in this section focus on creativity itraaking rather than on
embodied knowing per se. However, during theiruistmons on creativity, these
latter writers refer to embodiment either direattyby implication. In the field
of poetry-writing , Piirto (2005) refers to rituals of exercise sashwalking,
guests for silence, imagination, flow (describethie above section entitled
Creativity), fasting, meditation, dreams and inspirationpiration literally
means “taking in of breath” and can include theigl, magical element of a
muse or of nature, through substances, travel dred works of art and music.
Once again, while these activities are seen asopareative process they
involve a wide range of elements of embodied kngwierry (2005), in
describing the creative processesicion writing , proposes five keys to flow
entry for fiction: 1) have a reason to write; 2nthlike a writer; 3) loosen up; 4)
focus in and 5) balance among opposites. Once atp@imature of the language
of these titles implies embodied knowing. In theddiofacting, Foster (1976)
and Sawyer (2005) emphasise the full engagemdmayf, mind, emotions and
voice that is required. In addition, in a similaammer to dancers in groups,
actors in groups need to have awareness of othansaand ability to react in
relation to their actions and words; this is pattacly important given the
improvised nature of even the most thoroughly redezhlive performances. In

painting, Gibbs (2007) describes the “personal resonansatadfactions
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between the inner yearnings and the outer worki(@s95) as he describes the
challenge of deciding what to paint and how to espnt the inner yearnings.
Gibbs (2007) also discusses the period of accustiion as the painter primes
the canvas ready for painting and in doing so be&sothoth familiar and
intimate with the canvas” (p. 97). Finally, Gibl290Q7) includes intellect and
intuition, moments of silence and knowing whendhiework is finished. In
discussing the area of creativity, visual artisttEZimmerman (2005) includes
many of the aspects of creativity discussed irath@ve section in this chapter.
However, in the context of the arts and embodiemhkng, Zimmerman uses
the language of creativity as proposed by suchristsas Csikszentmihalyi
(1996), Gardner (1999) and Sternberg and Luba89)L % language rich with
images and elements of embodied knowing. In tEsudision on creativity in
music, Leman (2005) includes social, economic, politisalentific,
technological and artistic factors as key in musiceativity and networked
collaboration, automatic composition, digital audftects and interactive
multimedia as key tools in composition. Althoughddlthese areas include
embodied elements as they are experienced by thdiVcomposers, Leman’s
discussion of gestural control — related to muspsaformance and techniques
of synthesis based on physical modeling — is paldity clear. Physical
modeling occurs when the composer creates a misaleleémulates
computationally the generation and behavior of r@tobjects; for example, of
natural instruments” (p. 119). In such instandes,domposer physically
interacts with technology to produce sounds.

In their discussion oqguilt-making, Graham and Stalker (2007)
discuss sights, smells, sounds, colours and textbet they encounter. Graham
and Stalker also include emotions, physicality anciety, since the topic of
their quilts concerns family abuse and awarenesgigand defiance
concerning these signs of social dis-ease. Theyssthe physical and
technical challenges of creating and hanging tipailts, physical interactions of
themselves, viewers, family members and other dadotists and the fact that
they were not seeking to replicate the very firegtrstitching and finishes of the
experienced, expert, quilt-makers. All of theseaaref conceptualisation,
fabrication, social and cultural interactions irddlelements of embodied

knowing.
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The area otlesignis referred to by Foster (1976) as she discusses
the need for skills in observation:
Design demands the ability to look — whether thiglves the
relationships between different colours, tonestantlres, the shape
of a jacket or of a tree (rather than the cliché tfee) or, when a
mask is to be made, the acute study of faces1(. 1
The art-making area of design mentioned by Fo&@rq) overlaps with
graphic and digital design.Gardener and Wilkinson (2008) include much
discussion concerning various elements of non-Vené embodied knowing,
particularly the visual. However, design tutor GuKiza (2008) makes
particular mention of the non-verbal in terms ofbeaied elements such as how
something feels. Kaza (2008) views such non-veslagis of knowing as
important alternatives to scientific study in teaching of design:
No aspect of human life, be it music, medicineeghnology, can be
adequately discussed if we are always restrictedsimentific mode
of discourse. If we wish to discuss a human agtitftere are
times...when there is more insight to be gained fkmowing what
something feels like—knowing what its existentiaaning is—than
from knowing how it works and measuring it. (p. 22@ing Pacey,
2001)
Kaza (2008) concludes his paper with commentsitijally embodied knowing
in terms of such elements as non-verbal skillstipielsenses, concern for
others and personal, cultural and social expergnce
In the practice of developing visual responsestthae acquired
meaning from ‘nothing’ we are training our non-varbkills to
integrate with the still small voice inside eactusf to become more
familiar with utilizing multiple senses; to becormeolved and
concerned with the ‘other’; to create experienchgiwresult from
intimate, personal responses transformed into us@éruths; and to
bring our humanness to the forefront of our crestidMotivation for
this vision is spurred by the changeability of eueryday
experiences. Personal, cultural and social expegielead the way to
a new form of examining who we are and who we aeing. (p.
227)
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Finally, a Maori perspective can highlight particular aspects of
embodied knowing in art-making that may be commmiorg indigenous and
non-western peoples and may or may not be recatjais®ng western art-
makersWeaving is a particularly good example of the embodiedifoof
Maori arts because of the embodiment evident insgeats of this craft. The
craft of weaving is considered “more than just@doict of manual skills”
(Puketapu-Hetet, 1989, p. 2). Through weavingwhbaver can be at one with
herself and the present and can experience a eehstonging and self-
knowledge (Puketapu-Hetet, 1989). In addition,wleaver can sense a
connection with the tipuna (ancestors) both inigtspl way and because the
patterns are handed down from one generation tthanon person, from
teacher to learner. In addition, today the weawarrls of the wide variety of
flaxes, their colour when dried and their uses thistill most often
communicated by showing and telling rather thanugh books (Te
Awekotuku, 1991). Te Awekotuku (1991) uses languhge is particularly rich
in sensuous images when she describes flax catidgyathering:

A belief is firmly held that these beautiful fouimtiag leaves
[kiekie, a type of flax] can only be picked wheweyrare
ready...Grasped resolutely with one hand and tuagaghst
itself, the ready kiekie will snap off easily. Angsistance from
the plant warns the gatherer — she respects itgiggaand seeks
elsewhere, because kiekie that is unready can, spaplit
badly, and make one’s work worthless. Taking frowa plant as
the plant offers itself makes the growth and ongdiiecycle
certain, and ensures further access to and uses# precious
forest products. (p. 67, brackets in original)
The embodied elements in this quotation includebabout the plant and its
place in ecology, the physical actions of pickimg aveaving and a sense of
connectedness with the earth and its plants. Ad&rawill learn how to weave,
dye the fibres and create patterns and also theneosf the weaver, how to
hold the work and how to look after it and storeSitich skills and customs may
be personally communicated, without words, reinfay¢che embodied nature of
this craft. In addition, like numerous other contgteitems of art-making such
as houses on a marae, carvings, weapons, jewalhergven songs, important

woven items are often identified in the same waliianans, by gender as she
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or he, and are given a name, a whakapapa and aatalukk (a proverb) to
identify the art work with certain respected teashand/or ancestors. All these
elements of practical skills, connectedness wittes, self-knowledge, spiritual
connection, the whakapapa of teacher to learnetr@ntheans of
communication in teaching and learning are expeddnn an embodied way;
hence, all are part of the embodied knowing of wegav

In addition, since weaving was traditionally ciolesed the work
of women and is, even today, predominantly donevbmen, there are beliefs
and understandings concerning a woman'’s body andutiing and weaving of
flax (Puketapu-Hetet, 1989; Te Awekotuku, 1991)nyMaomen avoid cutting
or weaving during menstruation while others wilt meave special articles
such as kete whakairo, “intricately patterned kits"whariki, “the fine floor
and sleeping mats” during this time (Te Awaekotul®91, p. 68.). Working in
groups either on joint or individual pieces of wieay talking and sharing
patterns and techniques; these are all part difthef many weavers
(Puketapu-Hete, 1989; Te Awekotuku, 1991). In alainmanner to other areas
of traditional Maori arts, there are certain beliefs regarding wegwhich
include such matters as always giving away the ifiesn to someone else and of
never receiving financial payment for one’s worle Awekotuku, 1991).
Beliefs concerning relationship and the sacredogast-making are also part of
the embodied knowing of a weaver. Finally, as nov&d in the above, the act
of weaving can be viewed as a means of communitaliee embodied nature
of weaving is encapsulated in this saying: “Wd dcome ill if we stop
weaving” (Te Awekotuku, 1991, p. 113). Not onlywsaving a physical skill
but it is interwoven with whakapapa, spiritualigmmunication and the entire
culture and well-being of the weaver.

In summary, embodied knowing can be viewed as akintia

number of areas of art-making. However, when uadtéryy artistic endeavours,
art-makers may sense much but may or may not lectalblerbalise their
knowing. The non-verbalisable aspect of embodremikng in art-making is of

key importance to this thesis.



Art-making and reflective practice

As indicated, this thesis concerns reflective pecadn art-making among
female adult solo art-makers from various ethrésitand art-making areas.
Therefore, in this section, | review existing laarre on reflective practice in
art-making and then bring together the areas tdat¥e practice, adult
learners, adults as reflective practitioners, gptity, creativity, embodied
knowing and art-making.

In an earlier study (Bright, 2005a, 2005b) | essitad that while
there is a growing body of work concerning refleetpractice in other areas,
there is little literature on reflective practicethe creative and performing arts.
Therefore, | explored the value of reflective piaein my own dance-making. |
concluded that reflective practice encourages émee-maker to systematically
observe, analyse and reflect on her/his dance-mdkimough both verbal and
non-verbal means. In addition, “purposive and ititeral” reflection can assist
the dance-maker in becoming more aware of thedritsfluences impacting
on her/his work, including socio-cultural, histaicspiritual, educational,
literary and dance influences (Boud et al., 19854 4; also Barbour, 2002,
2004, 2005; Coe, 2001, 2003; Foster, 1986, 199%6;19alprin, 2003; Hayes,
1993).

In order to achieve purposive and intentional riten in my own
dance-making, | developed and tested an initial-finase model for reflective
practice in dance-making over a single five-morehqa of my own dance-
making. In order to develop this four-phase mo&eare 2), | brought together
the diagrammatic summary of key theorists in tleaaf reflective learning and
also key concepts contained in the literature fd¢céve learning in dance that
are not evident in the work of educational theerist

In the literature on reflective learning in danttere are similar
strategies employed to those suggested by the goh@latheorists in the area of
reflective learning. However, there are also sgiatethat are unique to dance.
While the elements of description, analysis anggment (Gibbs, 1988) appear
in both education and dance literature (Hanst€d@9hb; Sheets, 1966),
interpretation (Adshead, 1998; Sheets, 1966) isimgsfrom the elements listed
by educational theorists. Further, non-verbal medinkinking and learning are
important elements of dance-making and also d@appear in the literature of

education. Non-verbal elements of dance—makingarieusly identified as
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“thinking in movement” (Sheets-Johnst8fHel999, p. 486), kinaesthetic sense
(Hawkins, 1992; Stinson, 1995) or “body-thoughtt¢@e, 1999, p. 138).
However, the term embodied knowing (Barbour, 2@I04, 2006a; Bright,
2005a, 2005b) gives a more comprehensive undeistantithe non-verbal.
Inclusion of embodied knowing in my model for refiee practice in dance-
making (Bright, 2005a, 2005b) allows for the positjbof embodied and non-
verbal findings during any phase of the model.ddition, a model for dance-
making needs to take into account visual elements as images, since dance
is a visual medium. It also needs to include augdigdements such as the voice,
the breath, clapping, slapping or stamping, sihes¢ may be vital elements of
the dance (Bright, 2005a). Thus, the resulting rhioadudes interpretation
during phase 2 and the non-verbal elements of kiauditory and/or embodied

knowing during any of the four phases (Figure 2).

Phase 1: Dance-making

Experience
Dal X
Illumination Reflection
AN I'4

Re-evaluation

Phase 4: Phase 2:
[llumination Reflection-on-
dance-making

Phase 3:
Re-evaluation

Note.Any phase of this cycle may include verbal, visaaiditory and/or embodied
knowing

Figure 2 A model for reflective practice in dance-making
(The Bright Model, Bright, 2005b, p. 19)

%3 Sheets (1966) and Sheets-Johnstone (1999) asauifie person.
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It was my experience that a model provided a stredor focusing my
reflection, which, in turn, enriched and addedht® $cope of my learning during
that experience. | established that my adherentieetdiscipline of a reflective
learning cycle led to a great deal of learning d@toy own dance-making
practice. The implication here is that, if a leardees not engage in intentional
reflection, then many opportunities for learningynbe lost. The Bright Model
(2005b) proved to be a useful guide for my ownemtfire practice in dance-
making, encouraging me to systematically obsemalyae and reflect on my
dance-making.

In the same way that there is a lack of literatnréne area of
reflective practice in dance-making, there apptal® limited literature
concerning reflective practice in other areas thaaking. Reflection is
acknowledged as important in the area of arts datuncéor children
(Henderson, Fraser, Cheesman & Tyson, 2007; @) and for adults
(Buck & Barbour, 2007; Ewing & Gibson, 2007; GibB§07). Reflection is
also acknowledged as important for adults in suehsaas painting (Gibbs,
2007), graphic and digital design (Gardener & Witilan, 2008), fabric arts
(Graham & Stalker, 2007) and for collaborativesiti practice among art-
makers of different arts areas and different cakyBarbour et al., 2007).
However, there does not appear to be literaturemtacuses on reflective

practiceper sein other areas of art-making.

Conclusion

In this chapter, my assumption is that reflectivacfice is useful in dance-
making and is also likely to be useful for aduttother areas of art-making. In
addition, since the Dance Model was useful in thdysof reflective practice in
dance-making (Bright, 2005a, 2005b), a similar apph to reflective practice
is likely to aid the learning of other art-makdfmally, since reflective practice
is useful for a single experience of dance-makihgn further learning can be
gained through ongoing reflective practice in damaking. However,
discussions in Chapter 2 and in the above secinulsate that a broader
approach to reflective practice is important in ahydy of reflective practice in
art-making among female adult solo art-makers famous ethnicities and art-
making areas in Aotearoa New Zealand. Thus, gystticeflective practice in

art-making needs to include awareness of a widgerahways of knowing, as
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indicated in Chapter 2, understandings of the wid&en nature of culture,
creativity, spirituality and embodied knowing arfdaridviews of indigenous
peoples, particularly |bri. The importance of such an interweaving is
reinforced by understandings of indigenous wayknofving and Mori models
for health and wellbeing such as Te Wheke (Drumm&064; Love, 2004;
Pere, 1988), Te Whare Tapa ¥MDurie, 1994) and The Four Cornerstones of
Maori Health (Drummond, 2004). Finally, the lived exignce of adult art-
makers may include elements that are unique tmakiers and therefore,
inclusion of such areas as embodied knowing anseptational knowing may
be important. Thus, any approach to the studegftéctive practice in art-
making needs to take into account the interwovess ¢ art-making with ways
of knowing, cultural understandings and influen@eeative processes and

spirituality.

In the next chapter, Chapter 4, | discuss the naetlogy and methods

underlying this thesis.
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Chapter 4 Methodology and methods

In Chapter 3, | discussed relevant literature actis broad interweaving
threads which inform this thesis. In this chaptg@resent my approach to the
methodology and methods of the study. First, luisahe philosophical
approach to a methodology for studying reflectivacgice in art-making:
feminist participatory inquiry. Second, | discusisieal issues of a feminist
participatory approach to research. Third, | presgain the key research
question of this thesis, together with a numbédboiis questions which
highlight different aspects of the key questioruifth, | discuss the
development of an approach to reflective practicart-making and then present
this approach as a base for the methodology ankdadgbf the thesis. Finally, |
discuss approaches to the presentation of findmatsare congruent with a
feminist participatory approach to the study ofaetive practice in art-making
among ten female adult solo art-makers from a rafig¢hnicities and art-

making areas in Aotearoa New Zealand.

Feminist participatory inquiry
In Chapter 2, | described a feminist participataridview which is informed
by indigenous peoples'—particularlyaddri—worldviews. Such an
interweaving of worldviews inevitably translatesoim similar interweaving in
the methodology of this thesis as a feminist piaimry inquiry”. Defining of
methodology is important because it “frames thestjars being asked,
determines the set of instruments and methods &mptoyed and shapes the
analyses” (Smith, 1999, p. 143). A feminist pap#tory inquiry is congruent
with a qualitative approach to methodology. Accogdio Pope (2006),
gualitative research can be portrayed as:
a process to obtain an in-depth understandingeofrtbanings and
descriptions of situations presented by peoplen&ey is allocated
to the subjective interpretations of the particigsdrather than
theoretical knowledge of the researcher or preVWolusld “truths”

about a selected phenomenon. (p. 21).

% For a tabular summary of comparisons between figtiparticipatory and indigenous
methodologies, see Appendix 2, Table 3.



The aim of this thesis is to gain an in-depth ustderding of the meanings and
descriptions of the lived experiences of reflecfivactice in art-making of a
group of female adult solo art-makers, based omstibgective interpretations of
the participants and my subjective interpretatiofitheir words and
experiences. A feminist participatory inquiry, infted by kaupapa Bbri
principles and applied to reflective practice irrmaking, has numerous
implications for such areas as positionality ondfaoint of the researcher,
methods chosen and attitudes that the researdhgslio the implementation of
those methods (Harding, 1996, 2004).

While feminist, participatory and kaupapa®ii methodologies all
challenge power imbalances, are based in the éxeédrience of the
participants and favour a collaborative approactesearch, their philosophical
bases point to unique centres of focus. In theWahg paragraphs | briefly
discuss key issues of methodology as presentedi®rsvof feminist,
participatory and kaupapaaddri research. | indicate ways in which these
methodologies are interwoven in this thesis, inclgdhe areas of positionality,
standpoint and attitudes of the researcher. Itea $ction, | present the
methods chosen and indicate how these are congaianeminist

participatory inquiry.

Feminist methodology

A feminist approach to research foregrounds geaddrseeks to encourage
higher visibility of previously overlooked and marglised peoples. In so
doing, feminist research seeks to redress exigtiiagjties such as male/female,
colonial, dominant/non-dominant cultures. In aduffithis thesis addresses the
lived experiences of art-makers; art-makers am@ atsoverlooked and
marginalised group. Thus, a feminist approach fesws power imbalances
within dualities and the foregrounding of the masdised, but also on the lived
experience—the experiential—of participants, rathan on cognitive
perception alone. In order to achieve appropriabgestive interpretations under
such conditions, it is preferable that the researchan ‘insider’ to the

particular group being studied; that is, that hesifoon and standpoint are as a
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member of that marginalised grédiBelenky et al., 1986; Coglin & Shani,
2008; Hesse-Biber, 2007; Hesse-Biber & Leavy, 2@dldberger et al, 1996;
Reinharz, 1992; Smith, 1999, 2005). A feminist noethlogy acknowledges
issues surrounding insider/outsider status of ésearcher. In addition, a
feminist methodology requires the researcher tontaai a critical and reflexive
approach; that is, the researcher needs to coiitirgueestion her subjective
interpretations of her own experience and thogkebther participants. In so
doing she seeks to accurately represent the pérsgeof those around whom
the study is based (Ellis & Bochner, 2003; Finegkr& Zeller-Berkman, 2008;
Hesse-Biber & Piatelli, 2007; Marshall, 2001; Reaird) 1992; Richardson,
2007a). Furthermore, criticality and reflexivityatethe feminist researcher to
view herself as a facilitator and co-participantovdollaborates with the other
participants in order to represent their views emacerns in a way that is
empowering to the marginalised group (Janesick4,12000). Thus, feminism
is often linked with other methodologies, particlylaritical and participatory.
Additional key elements of feminist research aed gtudies are based in the
lived experience of the participants and that themgrounded in this lived
experience.

In this thesis | have chosen to foreground womémadous
ethnicities, who are art-makers. As a dance-mdlamn also one of the 10
participants. In addition, | have taken on the wafléacilitator of the reflective
practice of the other participants. Thus, in thissis, the study concerns only
female art-makers and | have the roles of a rekeamho is an insider, a
participant and the facilitator of the reflectiveaptice of the other nine art-

makers.

Participatory inquiry

In a similar manner to feminism, a participatoryrideiew flows directly into a
research methodology of participatory inq8fr§Heron & Reason, 1997;
Reason & Bradbury, 2001/2006, 2008). Participatoojlaborative or co-

operative inquiry is:

% The alternative view is as an outsider who seeksviedge concerning a particular group of
people to which she does not belong; this has hesmmon approach in past ethnographic and
other social science studies.

% participatory inquiry is also referred to as aApttive or co-operative inquiry and participatory
action research.
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a way of working with other people who have simdancerns and
interests to yourself; in order to: 1) understandrnyworld, make
sense of your life and develop new and creativesvadiyooking at
things; and 2) learn how to act to change thingsipay want to
change and find out how to do things better. (H&dReason, 2001,
p. 179)
In a participatory inquiry, “people collaboratedefine the questions they wish
to explore and the methodology for that exploratioft)ogether or separately
they apply this methodology in the world of theiagtice and find ways to
represent this experience” (Heron & Reason, 198mgraph 33). Thus, as is
often evident in feminist research, a participatmsthodology implies that the
participants, rather than the researcher, decideeams for research which are
important to them, how these areas will be reseatcivho will write up the
research, how it will be disseminated and what graction will take place as a
result (Bishop, 2005; Heron & Reason, 1997; Kanéagnatea, 2006; Reason &
Bradbury, 2001/2006, 2008; Smith, 1999, 2005). Thysarticipatory
methodology implies that the participants havepgbeer to direct and manage
the research processes while the researcher takeslé of facilitator of and co-
participant in the research, its outputs and outimgrin political action. Hence,
researcher/researched dualities and power imbaareechallenged. Key foci
of participatory research include critical subjeityi and critical inter-
subjectivity. By highlighting both the subjectivadiinter-subjective,
participatory inquiry encourages participants tesgion their own and others’
perspectives in order to achieve change; changieis manifested through
political action. Finally, while a dominant aim pérticipatory research is
political action, participatory theorists maintaivat an important focus is
“human flourishing, conceived as an end in its@iéron & Reason, 1997,
paragraph 46; also Heron & Reason, 2001/2006). ifipsies that a study may
take place in which the aim is the enrichment efgiarticipants in their lived
experience and political action may not be a direstilt. Critical approaches to
achieving political action and/or personal andi@ug enrichment are aided by
participant reflexivity and a focus on the pradti@ad experiential lives of the
participants.
In the study on which this thesis is based, thearh is both

researcher-initiated and participatory. As redeard initiated the study,
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contacted prospective participants or followed npparticipants suggested by
others; in one case, | responded positively tandividual request to join the
study. In addition, | prepared information and &lea reflective practice and
initiated and led sessions with all potential gap@nts which included an
introduction to a particular approach to reflectpractice in art-making that |
had developed. However, following this initiatidghe approach more closely
resembles a participatory rather than researcliemkthodology. During the
period of the study, with continuing contact anggart from me, each art-
maker was free to undertake art-making projectseofchoice in her own art-
making areas for as long as she deemed appropnatgintain notes or
journals in her preferred way, to choose the tiaves places for follow-up
facilitated reflective practice and to decide wsla¢ wanted to talk about during
those sessions. As a fellow participant in thestugvas making similar
decisions about what dance-making | wanted to uakiey how | wanted to
record my processes and thoughts and what | deap@dpriate to include in
the research outputs. Finally, since the study esrscindividual reflective
practice in art-making, the focus is on human fighing rather than political

actionper se either outcome is appropriate in participatoryuiiny.

Kaupapa Maori methodologies

Maori, in common with other indigenous peoples’ meéltiogies, are concerned
with reclaiming a voice in research by “reclaiminggconnecting and reordering
those ways of knowing which were submerged, hidatesriven underground”

in earlier colonial research (Smith, 1999, p. #8nce, decolonisation is often a
key focus for indigenous peoples’ methodologiesie @ay of achieving such
decolonisation and reclamation is through “a miexisting methodological
approaches and indigenous practices”, as mention€tapter 2 (Smith, 1999,
p. 143; also Denzin et al., 2008). In so doingjgadous peoples seek to redress
power imbalances of coloniser/colonised, reseafdssarched and
dominant/non-dominant cultures. In this thesisira@rweaving of feminist,
participatory and indigenous peoples’—in this c&seipapa Mori—
methodologies applied to an approach to refleqinaetice in art-making

provides the kind of mix of methodologies that ealdress power imbalances.
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In Aotearoa New Zealand, 3dri scholars have named their
approach kaupapaadri researcf(. According to Smith (2005), kaupapaidfi
researchers employ “a set of arguments, principled,frameworks that relate
to purpose, ethics, analyses, and outcomes ofred8eahich are derived from
“the practices, value systems, and social relatibasare evident in the taken-
for-granted ways that Bbri people live their lives” (p. 90). These praesc
value systems and social relations are intrinsec kaupapa [&ori worldview,
as described in Chapter 2. Embedded in kaupajmilvesearch, as in numerous
other indigenous peoples’ approaches, is an assamipiat research will be
conducted collaboratively since a collaborativerapph addresses issues of
power-sharing, decolonisation and, thus, who vahéfit from the research
(Bishop, 2005, 2008; Denzin et al., 2008; Kana &nétea, 2006; Smith, 1999,
2005). In this way, an overlapping between femjrpatticipatory and kaupapa
Maori methodologies becomes very evident; collabeeatipproaches can
redress previous power imbalances in research.

However, like other areas of indigenous peoplestaech, a key
element of kaupapa #dri is that it concerns Bbri people undertaking research
concerning themselves with or without outside ireohent. This element
intersects with insider/outsider issues, expregpseticularly in a feminist
methodology. Although a collaborative approachaigoired in which the
researcher is viewed as a co-participant, kaupagmailvesearch highlights
particular issues of insider/outsider dynamicsegearcher may come to certain
people as an outsider to their group because shediaed in research in a
western academic context. However, another reseansly be undertaking
research among her own people—that is, as an msiot feel and/or be
treated like an outsider in a western-style acadewmtext (Smith, 1999).

Next, within a kaupapa Bbri research context, methodological
guestions are posed that are very similar to throfEminist research:

Whose research is it? Who owns it? Whose intedksds it serve?

Who will benefit from it? Who has designed its di@ss and framed

its scope? Who will carry it out? Who will writeup? How will its

results be disseminated? (Smith, 1999, p. 10)

" The term kaupapa dri, rather than indigenous or indigenist, is prefe by Miori researchers,
since this term embraces the principles of a sjpatly Maori worldview (Bishop, 2005, 2008;
Kana & Tamatea, 2006; Smith, 2005).
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On the other hand, Smith (1999) maintains thagiedous peoples may be more
inclined to ask such questions as “Is her spieac? Does he have a good heart?
What other baggage are they carrying? Are theyulseiis? Can they fix our
generator? Can they actually do anything?” (p. T@gre is less evidence of
such guestions in the literature of feminist andip@atory methodologies.
Finally, like feminism, kaupapa #dri research is based in lived experience and

grounded theory.

Summary

In the same way that there is a strong congrueetweden feminist,
participatory and Mori worldviews, so there are numerous points of
interweaving between feminist, participatory andpapa Mori methodologies
(See Appendix 2, Table 3) (Bishop, 2005; Borlar@) 2 Denzin et al., 2008;
Lykes & Coquillon, 2007; Maguire, 2001/2006; Rictison, 2007a, 2007b;
Smith, 1999, 2005; Swantz, Ndedya & Masaiganah12@adsworth, 2001).
Therefore, feminist participatory inquiry, informeg kaupapa Mori
methodologies, is an appropriate approach to thaysif reflective practice
among ten female art-makers in Aotearoa New Zealdsdhdicated, the major
aims of feminism have been to foreground gendertla@e@xperiences of non-
white women and men, women and men of non-domiciatures, varying
sexualities and/or lower economic groups, womenooi-western nations and
white women. Feminism seeks to signal and embrtazedriety of individual
experiences of dominant and non-dominant and/antsgd cultures. In this
study, | was a researcher/participant of Europemins who was studying the
experiences of women from a variety of ethnicitléise of the ten participants
identified themselves asadri, one as New Zealand-born Chinese, one as
naturalised (immigrant) New Zealander and the othiere as New Zealand-
born Pakeha or European. In addition, all of thenen were art-makers. Art-
makers’ voices have been largely absent from reBeanplying that art-
making is also a non-dominant cultural practicAatearoa New Zealand and in
research in general. However, within this femipgtticipatory inquiry, there
are certain ethical issues to be attended to sngaiticular thesis. The following

sections deal with such issues.
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Ethical issues

Recruiting participants

| identified and informally contacted approximatéienty solo female artists
from the Waikato region, from art forms such ascgamchoreography, theatre,
music composition and/or performance, painting|ave, photography,
weaving, quilting, pottery and graphic and digdekign. As | anticipated, | had
enough existing arts contacts within the Waikat @oromandel areas to
recruit the number of participants and range af bwished to include in this
thesis. Of the twenty women contacted, thirteeeedto participate in the
study. After initial contact establishing theirengst, | followed up with a letter
(Appendix 3) and an information sheet outlining tesearch project (Appendix
4). At this time, | also sent a consent form (Apgtigrd) for the participants’
consideration, which was to be discussed and sightte beginning of the
introductory session. The consent form explainedothjectives and outcomes
of the research, levels of confidentiality, andrtlability to withdraw from the
research up until the first draft of the thesis waspleted. | indicated that | was
available to answer any questions concerning théeod of the consent form by
telephone or email so that, at the initial facihsession, final discussion and
the signing of consent forms might take place.

As part of the introductory session, a tentativeetiine was negotiated
with each participant for the completion of herrmagking project and for
successive conversations. Consent to be involvddrenlevel of identification
chosen in the research process was required frompaaticipant at the
beginning of the project. Ongoing access to resegaacticipants took place in

person, via email or telephone.

Informed Consent

Informed consent was sought from each of the irthigteen participants. For
any videoed or photographed conversations, paatit§) consent was sought
prior to the event. Following the transcriptioncoihversations, participants
were provided with a copy and were to respond deto clarify any points.
The reflective approach was based on distinct gerad reflection at phases 2, 3
and 4; for example, any reflection following thengersation of phase 2 was
deemed as part of phase 3 of the reflective appr(ee Figure 4, p. 134).

Therefore, participants were able to clarify orreot errors in the transcripts
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and any further reflections were added to the ratef the next facilitated
conversation. Consent was sought for any use efovidr the collation of video
clips or the reproduction of photographs or musiteat for inclusion in the

thesis or for use in publications or conferences@néations.

Confidentiality

| was aware that it is common practice for the figmf participants in research
projects to remain confidential. Therefore, papéaits were given the option of
full or partial confidentiality (in which case, mdentifying images would be
used) or full disclosure. Nevertheless, this stomolycerned the processes of
women who were mostly either emergent or estaldisintemakers in the public
arena. In terms of this study, it was preferabdg the participants be willing to
be identified, since their processes and thewarks could potentially provide
important visual and auditory contributions to fimal writing. All but one
woman consented to using their known names; congasggiven prior to the
completion of the introductory session. Initiakpme of the women were
willing to have their work photographed but did mash to have photographs of
themselves included in this thesis; however, byetine of the study, all were
happy to have photographs and video of themseasheir work included in
the thesis and other publications. Since this stohcerned how reflective
practice is useful in creative and performing arédyable insights could still
have been gained without the identity of a paréinipbeing revealed; the
proviso being that the particular area of art-mgkiyender, age bracket and
ethnicity were able to be revealed.

The content of raw video footage remained confidébetween the
participant, myself and the technical assistantterthesis. Complete
transcriptions and descriptions of non-verbal resps remained confidential
between the participant, myself and my supervisorge participants had the
opportunity to respond to the transcription, | waen free to use segments of
these written materials for the research work.i€lpents were able to request
that segments of the transcript remain confidestia not be quoted within my
research. Participants who provided personal vgrigind other materials were
able to stipulate how | could cite this materiathe thesis and whether or not
the materials were confidential. Final video foatad individual participants

included in the DVD was subject to the agreemenihos$e individuals.
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In the case of myself as participant, | understibad | might also choose
the material | was comfortable about includingtHa terms of this thesis, | was
able to cite feedback on my performances but miainite confidentiality of the
people giving feedback, unless the feedback wéseipublic domain (such as
in a newspaper) or consent was gained for bothgecénd identification. The
confidentiality of those giving feedback to the extiparticipants was treated in a

similar manner.

Participants’ right to decline to participate and right to withdraw

All participants retained the right to not partiip in a conversation, to choose
what they wished to talk about during the convéssadnd to not answer
specific questions from the facilitator. Particifawere informed that they
could decline to forward personal writing and ottrexterials, either in the
initial letter of agreement or at a later stageudth they wish. After seeing their
transcriptions and videoed segments, they retalmedght to withdraw or
request that certain sections be removed from dereion or attributed
anonymously (if they chose disclosure at the begg)n This right to withdraw
included any representations of embodied knowiegted by me as a result of
their work, such as the DVD. The right to withdreamained in place up until
the point at which participants approved the finahscriptions and/or video
clips. Participants could withdraw specific seciaf their input up until the
completed writing of the first draft of the thedisecognised that participants
declining to participate in, or withdrawing frometiproject at a late stage might
present problems for my research. It was, thergmpecially important that the
project was clearly explained and negotiated abtliset and that participants
knew that they were free to withdraw from the stddying or following the art-
making experience, phase 1 of the study (see Fgupe134). Although the
Consent Form was an important part of the negohadind lessened the
possibility of withdrawal from the project, parfetion was voluntary and
personal issues or preferences led to the withdraixsome of the initial
thirteen participants. | sought to remain approbaththroughout the research
process and negotiated with participants conceraimgissues influencing their
ability to continue with participation in the projel considered that the

processes completed and communicated by any jpamicprior to their
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withdrawal from the project could still be useflthe findings of the project
but the participant’s consent would need to beeaghiior this specific purpose.

In the unlikely event that serious difficulties seothat could not be
resolved between a participant and myself, theeissas to be referred to my

supervisors. However, no such issues arose.

Potential harm to participants

It was unlikely that there would be any potentiairh to participants, since each
phase of the research project was negotiated hétmt They had access to
transcripts, photographs and edited video clipslarsd only material released
by them for inclusion in the final thesis and fon@r academic purposes such as
teaching, publication and presentation to reseanchprofessional conferences.
| endeavoured to discuss fully any concerns rdisetthe participants. Had there
been any issues that could not be resolved theydwaye been referred to the
PhD supervisory team. | endeavoured to respegighsonal, cultural, religious
and other values of the participants. | did thisabgwing time for the
participants to express their ideas either in ngitor during the conversations
and by allowing them to respond to the transcrgidt was not my intention to
judge or evaluate their art-making or their appiaaof the reflective approach
and the skills of reflective practice but ratheirteestigate and analyse their
lived experience of this particular manner of l&agrwith this particular
approach. | was interested in how they had foutehiional reflective practice
to be useful in their art-making and how usefulthad found the facilitated
approach to reflective practice in art-making iis fbrocess.

In addition, | was working with a feminist in-deptiterview method in
which | was concerned to retain the voices of tagigipants, to share the
control of the research process and to negotiateige of participants’
materials. However, it was possible that some @pents may have been
concerned about misrepresentation. | sought tadatis becoming a concern
through gaining consent as detailed above and Iphasising my intention to
retain the presence of each participant’s voidhénresearch. | encouraged
participants to clarify and develop their commehtsughout the research
process, while retaining the integrity of the plsagkthe reflective learning
process of the approach to reflective practicatimeking (Figure 4, p. 134). |

kept the participants fully informed about how Isngsing their comments and,
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most importantly, emphasised that my intention teasreate my own narrative
interpretations of the research process. Simikgpsstvere taken in the editing
and use of video clips of non-verbal and verbdéntion. As part of the
collaborative process, | emailed to the participaxaimpleted findings chapters
so that they could check my references to thersol @mailed Chapter 1 once |
had received and inserted most biographies se#wt woman could review
her own biography after seeing it alongside thesthin addition, participants
could choose to forward their own personal writiagsl materials as an
opportunity to further voice their perspectivetliese ways, | sought to avoid

any potential harm to the participants.

Research question and focus questions

In order to explore the phenomenon of reflectivectice in art-making, |
invited a number of women, from a range of art-mglareas, to participate in
the study. In addition, | undertook to explore ongaeflective practice, based
on my own dance-making; this follows on from anlieastudy (Bright, 2005a).
However, during this new study | sought insights iongoing reflective
practice while working alone and also insights gdithrough conversations
with the other art-makers. Because of my femingiraach to this study, |

chose to work only with women.

The key question of this thesis: How is reflectivpractice useful in art-
making?

In order to answer the research question, | haginally posed a separate set of
focus questions for the reflective practice inragtkking of the nine other
participants and my own ongoing reflective practicart-making. However,
because of the interweaving of my own and the ativer individuals’ lived
experiences of reflective practice in art-makindpeicame more useful to blend
the focus questions. Thus, the following are tleigoquestions which underpin

the study concerning reflective practice in art-ingk

Five focus questions:
1. How do art-makers communicate aspects of a) praztuetements and b)
wider lived experience during the processes oéatifte practice in art-

making?

12¢



2. How does reflective practice increase understandirggeativity and
creative processes in art-making?

3. How does use of images assist creativity in ongoéfigctive practice in
dance-making?

4. How is embodied knowing, a strategy of reflectivaqpice,
communicated by art-makers?

5. How do conversations assist reflective practicartrmaking and ongoing

reflective practice in dance-making?

As introduced in Chapter 1, the ten participantthefstudy were nine
women from a variety of art-making areas and Qasce-maker and tenth
participant. Having chosen to work within a feminissearch framework, |
worked only with female art-makers. | initially peived my role as that of the
facilitator of a structured approach to reflectpractice who met with each art-
maker once before and three times after the complef individual art-making
projects. But, since | also chose to engage ingjaatory research, the individual
phases of my own and others’ reflective practiosabee less distinct than the
original structured approach and more adaptivledrterests and felt needs of
each participant at the particular times that we together. As facilitator, |
brought certain questions concerning how eachqpaaint went about her art-
making, how she judged the value of her finishextipcts, how she perceived her
lived experience as a female art-maker in her @aer culture and how she
perceived embodied knowing as a way of knowing. E\eav, these questions
were often left unasked and the majority of ouretitogether included articulate
verbalisation, struggles to verbalise, facial, hand body gestures, silences,
indications of spiritual and/or cultural ways ofdwing and the participants’
showing and explaining of their art-making, in arteexpress what they could
not express in any other way. As the tenth paditipthe processes of my own
journey in reflective practice in art-making wesedaken by and interwoven
with the processes of the other participants asameersed together about our
art-making and our lived experience. | came to gace that | had learned much
from the other participants that would in turn hameimpact on my own art-
making. In addition, the learning that | gaineahfrone participant often had an
impact on the way | responded and posed questioasdther participant
(DeVault & Gross, 2007; Janesick, 2004; Paget, 19&8ule, 1996). My
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reflexivity as a feminist researcher resulted inn@gognition of the impossibility
and undesirability of attempting to keep sepataanteractive processes of
reflective practice in art-making and the threafdéved experience. In addition,
from the initial meetings with the other participsrit was clear that these nine
art-makers were already reflective practitionerthgir own way; nevertheless,
they all agreed to participate in the study andllimv me to facilitate their
processes of reflective practice, following the gg®of the reflective practice in

art-making (Figure 3, p. 131).

An approach to reflective practice in art-making

In order to respond to the above questions, | d@esl a structured approach to
reflective practice in art-makifiy upon which a feminist participatory
methodology could be based (see Figure 3, p. I313.approach was based on
an earlier model developed for a study of reflecpvactice in dance-making
(Bright 2005b; see Figure 2 in Chapter 2, p. 1Thg earlier model drew
together the concepts of reflective practice afideton in dance-making. No
method existed previously in dance-making as aegtodeflective practice.
Similarly, no methods appeared to exist for thelgwf reflective practice in the
wider field of art-making. Next | designed the nethlogy for the study using
the reflective approach as a foundation. The Bridbtlel (2005b) focused on
individual reflection and included verbal and narhal elements of embodied
knowing and, specifically, the visual and auditeenses. However, for an
approach to reflective practice in art-making tauseful to a range of art-
makers from various art-making disciplines, thessarlisted in the footnote to
the Bright Model (Bright, 2005b) needed to be edthto include touch, smell,
taste and the broader kinaesthetic sense as thwéadshodied knowing.
Secondly, this current study was conducted amouotsaith an interactive
conversational manner, with me as the facilitatastbers’ reflective learning.
Therefore, the reflective approach needed to erelkag elements of the area
of adult education, particularly those elementatnet) to collaborative,
discussion- or conversation-based knowing or legrisee Chapters 2, 3).
Since a collaborative, rather than an individupfraach to learning has also

been identified as important to people of non-wasteon-dominant ethnicities

% This approach to reflective practice in art-makisigeferred to by its full name or by the term
reflective approaclin this thesis.
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and cultures (see Chapters 2, 3), its inclusionwitakto this study. From my
reading of feminism, particularly &bri feminism, | was aware of concerns that
women be included in research, particularly womremfa range of
backgrounds and non-dominant cultures. Howeveglieted that the reflective
approach was sufficiently flexible to include arfitlte important areas
mentioned above, particularly if | were to pronipe participant art-makers to
express their perceptions of being female andeif ffarticular ethnicity as art-
makers in Aotearoa New Zealand. Finally, in mylieastudy (Bright, 2005a,
2005b) | established that dance-making was itseieans of reflecting. My
limited experience in different areas of the creatind performing arts
indicated that other art-makers might also reflactneans of their art-making.
Therefore, | included art-making as a form in whiefiection might take place

in the context of a study of reflective practiceamrmaking.

Phase 1: Art-making

Experience

Dol

Y
Illumination Reflection

w '4

Re-evaluation
Phase 4: Phase 2:
Illumination Reflection-on-
art-making

Phase 3:
Re-evaluation

Notes.Any phase of this cycle may include verbal, vishaaring, touch, taste, smell,
kinaesthetic and/or embodied knowing.

Reflections may be developed individually, in casation or in the form of art-
making.

Figure 3. An approach to reflective practice in art-making.
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In the approach to reflective practice in art-mgkithe cycle of
reflective learning is comprised of four phases: dht-making experience,
reflection-on-art-making, re-evaluation and illumiion. In any of the 4 phases,
reflections may be verbalised as individually vetittentries or arrived at in
conversation with other(s). Reflections may alsmbe-verbal and expressed
through art-making and/or embodied knowing. Norbaéreflections may
include visual, auditory, touch, smell, taste, kisthetic and any other embodied
ways of knowing. Phase the art-making experience is an extended period of
reflection-in-action (Schon, 1983, 1987a, 1987191194 995) during which the
art-maker creates and develops a specific art wosderies of art works.
Reflection-in-action implies that the practitiomeflects on what she/he is doing
and makes adjustments during the actual experi@noc@nmon example of
reflection-in-action is experienced during a cosagion in which the
participants are both speaking and reflecting. &toze, it is useful to keep a
reflective journal during this period of reflectiam-action, as a means of
describing actions and recording reflections irbaéor visual form. The
reflective journal may also be kept digitally in sde, images or sounds or as
voice recordings of the art-maker. However, reftaein-action may occur very
quickly and not be verbalisable (Schon, 1987a) ay tve expressed in the art-
making itself (Bright, 2005a, 2005b). During Phaseeflection-on-art-
making, the art-maker describes, analyses, judges aerpnets her/his art
work(s), perhaps with the use of an appropriatéftocanalysis. She/he also
reviews her/his journal in order to draw out arelearning. During Phase 3,
re-evaluation, the art-maker reviews her/his reflections of gh2sre-
evaluating her/his reflections on the art workilsg, reflective journal, art-
making and/or embodied knowing in order to seeiififer learning can be
drawn from them. During Phaseilumination , the art-maker reviews all
previous phases once more to determine furthesarfdaarning which may
include both points for future action in art-makiugd points of personal
learning.

By basing a feminist participatory inquiry arouihe four phases of
the reflective approach, | was able to logicallgarise my study and gain
insights into the reflective approach and the opfagticipants’ and my learning
processes and aspects of lived experience asdlag to art-making. The study

was comprised of two parts: 1) facilitated refleetpractice of art-makers and
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2) ongoing reflective practice in dance-making,dsasn my own dance. Certain
methods emerged as appropriate to the study. kr ¢occlarify the

methodology and methods used, | present the twis pathe study in
diagrammatic form; Part 1 is presented in Figuesad Part 2, in Figure 5. For
Part 1, my research method consisted of the fatidi of reflective practice in
art-making of the other participants through anodtctory session and three
conversations with me. These conversations focasdtie art-making
experience and embodied knowing and the other espétived experience of
the art-maker as they were deemed relevant torbvenaking (Figure 4, p. 134).
Part 2 of the study involved application of thdeefive approach to art-making
to my own dance-making, in order to focus on ongoeflective practice and
the impact of having conversations with other astkers during this process.
My particular foci in this study were creativityiet use of images and embodied

knowing and other aspects of lived experience ().

Part 1 (Figure 4, p. 134) focused on nine fematégiypant art-makers and
involved four processes:

1. participation in an introductory session, faciktatoy me, including
introduction of the study, the reflective appro&elart-making and
reflective journal-writing and completion of a leérg styles inventofy}

2. a creative art project of their own choosing
reflective journal-writing

4. three facilitated conversations, audio-recordedinoldiding some video

and/or photographic images.

Part 2 (Figure 5, p. 135) involved me in four preses:
1. acreative dance project
2. reflective journaling
3. analysis of my own journal, video, photographic gesand elements of

creativity

%9 | facilitated completion of Kolb’s (1985)earning-style inventory: Self-scoring inventorydan
interpretation bookletAll participants appeared to find this questiom@&nteresting. However,
when | raised the matter during Phase 2 conversatimost had forgotten about it. Therefore,
assuming that they had not found the questionneaiedul at that time, | did not pursue this area
further with them.
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Preliminary Session

Facilitated conversation:

1. Introduction of the study, model, reflective
journals

2. Analysis of learning sty

l

Phase 1

. Art-making experience
(undertaken by art-maker alone)
1. Art-making :

2. Reflective journal (keep a journal)

Phase 4: [llumination

1. Facilitated conversation:

i) Review of transcription

i) Findings based on previous

phases
2. Questions:

Was the process useful? How?
3 Transcription 3 sent to art-maker
as final journal entry; comments

invited
4. Analysis of findings

Phase 2: Reflection-on-art-making
1. Facilitated conversation:

i) Telling story of phase 1, own art-
making, based on memory and/or
journal; includes description, analysis,
judgement and interpretation.

2. Transcription 1 sent to art-maker for
corrections and as reflective journal
entry upon which following phase is
based

Phase 3: Re-evaluation

1. Facilitated conversation:

1. Re-evaluation of phases 1, 2;
review of transcription 1.

2. Questions:

i) Perception of lived experience,
including gender and culture, within
art-making area
i) Experience of embodied knowing
iii) Own creative processes

3. Transcription 2 sent to art-maker
for corrections and as reflective
journal entry upon which following
phase is based

Figure 4 Part 1: Methodology and methods for facilitated
reflective practice of art-makers, based on theeggh to
reflective practice in art-making.
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1. Dance-making

Phase 1: Dance-making experiencs

2. Reflective journal (keep a journal)

3. Video and photographic images

4. Embodied knowing (look for evidence)
5. Creativity (identify elements)

D

Phase 4: Illlumination
1. Findings and planning
based on previous phase
2. Embodied knowing —
image narrative

U7

Figure 5.

Phase 3: Re-evaluation
1. Evaluation of journal
analysis

2. Evaluation of dance
analysis and re-evaluation
of dance

3. Re-evaluation of journal
4. Re-evaluation of
embodied knowing

5. Other elements of lived
experience

6. Image narrative

7. Creativity — re-evaluate
8. Impact of conversation
with other ar-maker:

Phase 2: Reflection-on-dance-
making

1. Analysis of dance (Foster, 1986;
Hayes, 1993)

2. Analysis of journal

3. Analysis of use of images

4. Analysis of embodied knowing

5. Embodied knowing — represented
by image narrative

6. Creativity— analyse elemer

Part 2: Methodology and methods based on theoapp reflective
practice in art-making and Figure 2.

4. evaluation of other elements of life experiendevant to dance-making

including the impact of conversations with the ott-maker

participants.

Certain questions are posed as part of Phaseari?] 8, detailed in Figure 4 (p.

134). These questions concern the influences obdiatd knowing and other

lived experiences, including gender and cultureéctvimay require specific

guestioning on the part of the facilitator in ortieaid the art-maker in
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verbalising her experience. For myself, as an argyeeflective practitioner in
dance-making and researcher, there is an assuntptibthese areas are
reflected on during Part 2 of the study. The qoestembedded in Figure 4
relate to focus questions 1, 2, 4 and 5, abovelidohm Figure 5 (p. 135) are
guestions concerning lived experience, especiahdgr, culture, embodied
knowing, creativity and the impact of conversationth the other art-maker

participants. These areas relate to focus questio®s3, 4 and 5.

Methods

As presented in the above diagrams, the methodtogetpin this study were
art-making, writing (reflective journal writing b®g a prominent writing
approach), photographic and video images, embddieding and
conversations in the context of the facilitatiorrefiective practice for adult art-

makers. These methods are congruent with a fengarsicipatory approach to

inquiry which is informed by indigenous peoples’thmiologiego. All three
methodologies favour a collaborative approach éoftiimulation of research
questions, the methods undertaken, control of asitgd resulting action.
Congruently, methods allow for focus on relatiopshand conversations
between participants and within their respectiveicunities, often through:
focus groups; multiple ways of knowing; many voite$e included in the
research process and represented in the outpségiroher as facilitator of the
research process; reflective and reflexive appresbly participants
(particularly by the researcher who is a co-pgtiot); and communication to
take place within the research processes and eulipratugh verbal and non-

verbal means, including through creative and periiog arts.

The art-making phase and art-making as a strategysee Figures 4, 5
pp. 134, 135)
There is a growing body of literature indicatingttthe creative and performing
arts are among a number of emergent methods. Aiocptal Hesse-Biber and
Leavy (2008):

Emergent methods arise as a means of accessing@®complex

research gquestions and revealing subjugated kngelélhese

"0 For a tabular summary of a comparison betweenrfismparticipatory and indigenous peoples’
methods, see Appendix 2, Table 3.
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research techniques are particularly useful foralisring

knowledge that lies hidden, that is, difficult &ptinto because it has

not been part of dominant culture or discoursev)p.
In a fluid and expanding vision of the researchtexty methods as techniques
for gathering evidence have meant that “new metfimdgathering the data
necessary for answering research questions haetoged, as well as strategies
for representing research findings” (Hesse-Bibdrefavy, 2008, p. 1). A
number of creative and performing arts have beentified in the literature of
emergent methods, particularly visual arts (Hol60& Rose, 2007),
performance-based (Leavy, 2008) and practice-badedBarrett & Bolt,
2007). Dance-making has also been establishedes®arch method both as a
practice and as a way of reflecting (Barbour, 2@W®4; Bright, 2005a, 2005b).
Therefore, on the basis of the literature of ematrgeethods and dance-making
as a method, | present art-making as a researdiothand a way of reflecting
in this thesis.

In Chapter 3, | discussed the area of art-makirgpme detail. In
this thesis, art-making is one method through wingdlective practice in art-
making is studied. As discussed in Chapter 3, thppeared to be no existing
definitions of the generalised experience of arkimg However, as |
demonstrated, many insights can be gained by vipthie literature of a range
of art-making areas and focusing on creativity amiodied knowing as they
are experienced by art-makers in their art-makimgown experience as a solo
dance-maker is that dance-making embraces allec$khls of creating dance
works, performing and reflecting on all aspectshefse processes. Thus, dance-
making includes the “plurality of practices utilisan creating and performing a
solo contemporary dance” (Barbour, 2002, p. 11@nd2-making includes
initial concepts, stories, choreographic technigtles development of motifs,
interaction with music and the performance envirent(s), the performance(s),
creative journal writing, the use of photographid aideo images and audience
feedback (Barbour, 2002; Blom & Chaplin, 1982; Ritkyoung, 1997; Smith-
Autard, 2004). A similar process, with a numbethaf related skills, can be
applied to other areas of performing arts, suctoag-writing and performance
and poetry-writing and performance. In the castnefvisual arts such as
painting, photography, pottery, weaving, quilt-nrakiand graphic and digital

design, there are similar processes of concepatialis reflection and technical

137



skills. However, unlike the ephemeral phenomendaoice or the dynamics of
music or poetry performance, visual art-makerstertangible works of art for
practical use and/or visual display or digital weoskch as film, video and
online productions. In this study, the ten art-nrakas a group, covered all of
the above art-making areas.

As seen in Figure 3 (p. 131), the phase of art-ngakivolves non-
verbal elements which include embodied knowing Bar, 2002, 2004,
2006a), the visual, hearing, touch, smell, tasteaary other kinaesthetic sense
and the element of observation with its verbal onte, reflection. In addition,
thinking in movement as a non-verbal element otdgisheets, 1966; Sheets-
Johnstone, 1999) can be likewise applied to otttemaking areas as thinking

in the movement of the art-making or simply askhig in art-making.

Art-making in the study

Part 1 (Figure 4, p. 134)

For all ten art-makers, the term art-making sea®toth a phase of the study,
phase 1, and a strategy for research. In keepitigarMeminist participatory
approach to methodology and the nature of thisystudeflective practice in
art-making for a female adult solo art-maker — @swparticularly important
that each participant was able to undertake thetigeeart project of her own
choosing. This freedom of choice was vital, sif@estudy involved exploration
of individual lived experience. If the art-makemaapants in Part 1 of the study
were to communicate the lived experience of thein art-making to me, then
this study needed to be based on their own artsmgadnd their choice of art-
making projects. Thus, during the introductorysgas, | discussed with each
woman her plans for art-making over the periochefstudy. During the
experience of reflection-in-action, the doing ane thinking can occur almost
simultaneously (Schén, 1983); however, Schon (198&s no upper limit to
the period of time during which reflection-in-aatimay take place. Therefore,
in keeping with both a feminist participatory apgeb and the flexibility of time
in reflection-in-action, the exact nature of eaamnvan’s art-making and the
length of time over which it would take place wat to the individual art-
maker. | asked each woman to undertake this pefiadt-making and to keep
a reflective journal or notes if possible; these strategies encompassed phase
1 of the reflective approach, the art-making exqrare (see Figure 4, p. 134). In
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addition, in the introductory notes that | gaveézh woman, | suggested that
her journal-keeping could include photographic aitigto images, poetry,
recorded music or any other expressions of ortaidsflection. | reminded each
art-maker participant that her own art-making migatone of the ways through
which she would reflect and express her reflectauning later phases of the
reflective cycle (see footnote of the reflectivgpagach, Figure 4, and methods
presented in Figures 4 and 5, pp. 134, 135). Hawingduced each woman to
the research project, | then left her to contimuber own way. The time span of
her art-making experience varied from one womaaniather, the shortest being
approximately four months and the longest eighttimar negotiated with each
woman concerning her readiness to complete theersation for phase 2 of the
reflective approach. In addition, | contacted &lihee art-maker participants

regularly by email throughout the period of phasthé& art-making phase.

Part 2 (Figure 5, p. 135)

For phase 1 of Part 2 of the study, my strateger®wlance-making, reflective
journal keeping, images and embodied knowing. lmleted a creative project
of dance-making and kept a personal reflectiverjalover a period of six and a
half months. In addition, | collected photographid video images and looked
for evidence of my own embodied knowing in and tigio my dance-making.
Throughout all phases of the reflective cycle,itigaarticular attention to
creativity, the use of images and embodied knowingrder to further develop
my understanding of these areas. The dance worshwiras my focus for phase
1, the art-making phase, was calle@od, then...

Writing

In a feminist worldview, writing is a way of knovgr(see Chapter 2); similarly,
in a feminist approach to qualitative researchtimgiis a research method
(Janesick, 1999; 2000, 2004, 2007a, 2007b; RicbardsAdams St. Pierre,
2005). Writing as a method is seen as “an addikeoa alternative” to standard
social science practices (Richardson, 2000, p..B8yvriting in different

ways, a researcher can discover new aspects tdierand her relationship
with it (Richardson, 2000, 2004). Traditional s¢iBa report-writing is
maintained on the understanding that such wringpijective. However,

according to a feminist understanding, no researcde write without including
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the subjective—something of herself and her wodds. In this subjective
understanding, writing can be seen as a dynamicaalive process during
which the researcher can “write in order to leammsthing that [she] didn’t
know before [she] wrote it” (Richardson, 2004, p4X Because of the learning
that can be gained through writing, it is an impottway of supporting the
critical and reflexive elements of qualitative rassh. Such elements are not
only vital to a feminist approach but also to pap@étory and kaupapa adri
research. In this thesis, the first way of learrtim@pugh writing occurred for me
as researcher through reflective journal keepinig;is discussed more fully in
the following section. However, the second and nppodound way of learning
for me as researcher came about in the courseitrigvthis thesis. As | wrote,
read over and re-wrote, | learned more about myssifdance-making, the
topic of reflective practice in art-making and htoawwrite a thesis, this thesis in

particular. Writing became a vital research metimoithis thesis.

Keeping areflective journal
Feminist Valerie Janesick (1999) argues that keppireflective journal is a
valid research method for both researchers ancipants:
For qualitative researchers, the act of journating may be
incorporated into the research process to providita set of
the researcher’s reflections on the research adticpants in
qualitative studies may also use journals to reftieas,
beliefs, and their own responses to the researplomgress. (p.
505)
Janesick (1999) maintains that resources for aathples of reflective journal
writing, including internet resources and exampledicate that “journal writing
is a way of getting in touch with yourself in terfsreflection, catharsis,
remembrance, creation, exploration, problem-solvimgblem posing, and
personal growth” (p. 511). Catharsis, remembraci@ation, exploration,
problem-solving, problem-posing, personal growtt eaflection are all
potentially important areas in reflective practicart-making, the topic of this
study. In accordance with feminist writers, thdaetive journal is an important
tool for the art-maker participants, myself inclddé we are to develop our
skills as reflective practitioners in art-makindnéeljournal is also vital for me, as

the researcher.
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The journal is a tool for the "reconstruction opexence” (Holly,
1984, p. 6). This reconstruction of experienceudek the recording of
thoughts, feelings and observations about an expesi(Holly, 1984; Walker,
1985). These thoughts, feelings and observatiomshen be analysed to draw
out further learning (Holly, 1984; Walker, 1985p Write reflectively means
“to write thoughtfully, deliberately and considezigt' (Holly, 1984, p. 12).
Reflective writing is part of reflective practicacgas such is a purposive and
intentional activity (Boud et al., 1985a). Whentmg to reflect, Holly (1984)
suggests that the writer should reflect on expegsrbefore or as she writes and
then should reflect on the journal entries thermesglin order to record further
reflection (p. 7). Holly (1984) suggests that iugeful to write close to an event
and then again later. The reflective journal caruide "structured description”
and "free-flowing impressionistic meanderings" (olL984, p. 6). Therefore,
while journal writing is a purposive and intentibaativity, there are various
ways in which this can be achieved. However, wiheniriter is "at the height
of feeling" (Holly, 1984, p. 12), she/he may finerfhimself writing more
creatively, such as in poetry and/or in drawingy@ig 2000; Ratana, 2006).
This creative response was important in this staghge art-making and artists
were the focus.

The above aspects of reflective journal-keepingcargruent with the
feminist participatory approach to methodology ewgpt in this thesis, since,
in the study, the journal writers were free to fthé means of keeping a
reflective journal that worked best for them inithiwed experience as art-
makers. | offered the participants a descriptibthe above aspects of
journaling and a range of examples and optionsnsure that they are aware of
the numerous choices available to them. Thus, érstdod that some
participants might choose not to keep written jalsnn paper or electronic
form but might choose to keep journals of drawin@sntings, photographs,
diagrams, musical notation or brief notes of prige€hey might also find it
difficult to keep any form of journal. Instead, Bkea2 of Part 1 of the study
would become the site for verbal recall and reftectoncerning their art-
making experience, in the form of a conversatiotiwwie as facilitator. As the
researcher, | sought to respect the participanties and value them and their
lived experiences as gendered experiences of wavitkrvarying ethnicities,

spiritualities, histories, customs, geographicahtmns, socio-economic status,
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political positioning and influences, sexual oratign, ages, areas of art-making
or any other influences of lived experience. Thegnition of the range of
possible influences within the lived experiencea€h participant (See Figure 5,
p. 135) allowed me to include questions specificadlating to being female and
to embodied knowing and the wider areas of inflees listed above.

As noted above, journal keeping is important ndy éor research
participants but also for the researcher. Jan¢$@89): “The notion of a
comprehensive reflective journal to address theareher’s Self is critical in
qualitative work due to the fact that the researchéhe research instrument” (p.
506). Janesick (1999) sees journal writing as ansgurce of data since it
contains the researcher’s reflection on the rolnefresearcher and “is a great
vehicle for coming to terms with exactly what oselbing as the qualitative
researcher” (p. 507). Given the open-endednessufdy on reflective practice
in art-making, from a feminist participatory persfyee, it appears vital that the

researcher maintains a journal which focuses ometbearch processes.

The reflective journal in the study

Part 1 (Figure 4, p. 134)

Each participant was asked to complete a seridatefd journal entries
(preferably 20 entries) but was encouraged totlredmost comfortable and
useful manner of recording her reflections on ensking experience. As
mentioned above, a variety of options were preseatt¢he introductory
session. Reflective journal entries for phasesd@)B4 were developed through
my conversations with the participants. | recorttetifacilitated conversations,
described below, and returned copies of each iddalis transcriptions to her.
This process, in keeping with a transparent ferhapgroach, allowed the
participant to correct anything | misunderstoodwduer, the participant was
also free to place the transcript in her journa asflective journal entry, since
the transcript was comprised of her reflectionssad at through conversation.
This entry became the base for the following ftatidid conversation (see Figure
4, p. 134).

14z



Part 2 (Figure 5, p. 135)

Like other participants, | kept a reflective jourdaring phase 1, the art-making
phase, of the reflective learning cycle. Howevemitinued to maintain my
reflective journal throughout phases 2, 3 and 4, aeans of generating and
gathering further findings. Since this was an esqtion ofongoing reflective
practice | aimed to complete a minimum of 40 dated jouergties during
phase 1 of the reflective learning cycle and thamtioue to maintain a journal
during phases 2, 3 and 4 of the reflective learcyae. In fact | completed
approximately 60 journal entries during phase 1fanither entries during the
following phases. While recording my actions, thimisgand feelings before,
during and after choreographic sessions and peafioces, | sought to focus in
my journal particularly on the areas of creativitye use of images and

embodied knowing, focus questions 2, 3 and 4, esab

Researcher’s journal

As discussed above, it is important that the redegirmaintains her own
reflective journal focused on the research proc@$erefore, | wrote a second
journal as a record of my lived experiences intigheto the participants and the
research process. This journal contained manyesntrbegan this journal on
Wednesday 24.1.07, which was prior to any of theductory sessions with
the participants, and continued to add to it uh#l final writing of the thesis.
Through the researcher’s journal | sought to leaone about myself, the

research process and the topic of reflective praati art-making.

Dance-maker’s journal (Part 2 of the study, Figure 5, p. 135)

| analysed my journal and dance work as a meargmbring and recording my
own lived experience. | also recorded, in writimgages and image narratives,
my findings during each phase of the reflectiverea) cycle, focusing in a
similar manner to the participants, as outlinedvabén addition, | noted
knowledge that | had gained through my interactigth the other participants,
as this knowledge impacted my own art-making. lalgsing my own journal |

sought to address focus questions 2, 3, 4, ansllistad above.
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Facilitated conversations/interviews

In this study | took on the dual role of facilitadi the reflective practice of the
other participants and interviewing them for thepmses of the study,
particularly during Part 1 introductory session phdses 2, 3 and 4 (Figure 4,
p. 134). | chose in-depth interviewing as the methmst appropriate to this
study and combined this form of interviewing wittcilitation of adult learning;
| called this combined method facilitated convematFigure 4, p. 134). This
name arose out of feminist researcher Tarule’s@L8ims that conversation
is a way of knowing and a means of making knowledgsnversation, as
discussed in Chapters 2 and 3. While | was a cesvén the conversations of
phases 2, 3 and 4 of the study, | was also thétédor, directing the focus

towards the participants and their stories.

Facilitation of adult learning
In Chapter 3, | discussed the needs and expecsativadult learners and the
importance of taking these characteristics int@antin an environment of
adult learning. | also outlined the skills andibtites required for reflective
practice. Facilitation of adult learning is the raaaf teaching which most
appropriately takes into account these needs, &uats, skills and attributes,
particularly in the area of reflective practicevitational Education, based on
Invitational Theory, provides an approach to teagland learning which is
congruent with the theories of adult education,rdguirements of reflective
practice and feminist and participatory approat¢besethodology (Purkey &
Novak, 1996). An invitation is a “purposive actanted to benefit the
recipient” (Purkey & Novak, 1996, p. 53). The aifmmvitational Education is
to be inviting towards the learners; the oppositeeing inviting is termed as
being disinviting. In order to be inviting or inational, the facilitator of
learning applies the assumptions to her/himselftaadearners, to the benefit of
both. Invitational Education outlines a set of asptions which can be applied
to a learner of any age and ways in which a fatdit of learning can haviting
or invitational The assumptions underpinning Invitational Theasyapplied in
a teaching and learning environment, are:

1. People are able, valuable, and responsible anddsheureated

accordingly;
2. Teaching and learning should be collaborative auperative;
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3. The process of learning is as important as theyatpd

4. People possess untapped potential in all areaswhwhile
human endeavor;

5. “This potential can best be realised by places¢cigd,
programmes, and processes specifically designawite
development by people who are intentionally ingtimith
themselves and others personally and professidnéfurkey &
Novak, 1996, p. 3)

Ideally, the facilitator of learning needs to atan intentionally inviting

manner towards the learner(s) by being conscicashyre of her/his attitude
towards the learner(s) and any relevant issuetaceppolicy, programme or
process that influence the teaching and learnimg.teaching and learning
context, the facilitator’s attitude needs to be oht&ust, respect, optimism and
intentionality in the way she/he views the learsgrthe education processes and
the environment in which learning takes place (Bui& Novak, 1996). In adult
learning, trust, respect, optimism and intentidgadre best expressed through
adult-adult interaction between facilitator andrtea (Knowles, 1990). The
invitational approach of the teacher, as highlightg Purkey and Novak
(1996), is congruent with the practices of a fatitir of learning or research
who is her/himself a reflective practitioner; sirthe facilitator is also seeking to
reach her/his own potential, she/he can, likewiseyiewed as a learner
(Mackewn, 2008; Purkey & Novak, 1996; Taylor ef a000; Wadsworth,

2006; Wicks, 1996).

Feminist and participatory writers echo the assionptand attitudes
of Invitational Education. Trust, respect, optimiamd intentionality are viewed
as vital in collaborative learning (Tarule, 1996jeminist research interviews
(Reinharz, 1992% and the facilitation of collaborative research ¢iewn,
2008; Wadsworth, 2006). In addition, feminist armdtigipatory writers refer to
the concept of inter-subjectivity as a level ofgar that can be developed in
any interaction such as collaborative learningeaesh interviews or
collaborative research; this inter-subjectivityided by reflectivity and
reflexivity by all participants including the faitdtor. Thus, the key

assumptions and attitudes of Invitational Theogy@ngruent with feminist

! Discussed in Chapter 3.
2 See next section.
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and participatory approaches to collaborative kmowinterviewing and

collaborative research — all important elementthisf thesis.

Facilitated conversations/interviews
While facilitated conversations are one of the mdthused in this thesis, a
methodological understanding of the role of conagoss is also important.
Researcher Steinar Kvale (1996) notes that a sefriesnversations inevitably
occurs during qualitative research. These conversainvolve such areas as
the researcher’s conversation with the literatdrhe area(s) being studied and
conversations with participants, peers and, finalig reader of the research.
Kvale (1996), maintaining that an understandinthefrole of conversations is
necessary for effective interviewing, comments:
We know about the cultural world through our cosegions and
by reading the conversations of others. The cultuoald we are
conversing about is again a conversational worlahich
meaning has been constituted through negotiatibns o
interpretations. We exist in a conversational eirgthere our
understanding of the human world depends on coatiersand
our understanding of conversation is based on nderstanding
of the human world. This is not a vicious circla m a
hermeneutical sensecaculuous fructuoisiThe problem is not
to get out of the conversational circle but toigéd it in the right
way. In order to understand interviewing as a methioe
researcher needs an appreciation of the naturenvkecsational
realities. (p. 296, italics in original)
Kvale’s (1996) discussion is reminiscent of McNaaia(1999) dance in a
hermeneutic circle in which she states “a convamsatith the multiple social,
cultural, and historical ways of knowing a phenoorers essential to a
hermeneutic phenomenological dialectic circle ¢éipretation” (p. 167).
McNamara emphasises the circular nature of herntiengtenomenological
tradition and that this circle “may be enteredrat point since one always,
already, brings one’s own biologically situated teo to the situation” (p. 166).
While Kvale (1996) does not claim to be a femiaistt NcNamara (1999) is
referring to phenomenological hermeneutics, theipleasis on conversations is

important to this thesis based on feminist parétopy research. From the
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above, it can be inferred that, through conversatia breadth of
understandings and elements of lived experiencebreagme evident. In
feminist research, conversation is viewed as a foirin-depth interviewing; a
conversation can become a way of knowing and a snefateveloping
knowledge; that is, collaborative knowing (Tarul896)>,

While the interview is a key method in much sos@knce
research, the in-depth interview is a less formmalre conversational approach
to interviewing than in science research. Howewethis study, | have named
these events facilitated conversations, sinceptiirdacilitation, | sought to
encourage the women to reflect on their own expegs and to choose the
areas on which they wished to focus. Neverthelelse listening was my key
role, there were many instances when the otheicymts and | entered into
genuine conversation about our respective undetistgs of our lives and our
art-making; hence, my preference for the termitatédd conversation in this
feminist participatory methodology. Therefore, wehih this section | briefly
discuss the areas of interviews and in-depth irders, | indicate the similarities
and differences in my approach.

According to feminist Shulamit Reinharz (1992):

Interviewing offers researchers access to peofleas, thoughts,

and memories in their own words rather than inibeds of the

researcher. This asset is particularly importantie study of

women because in this way learning from women iargidote to

centuries of ignoring women'’s ideas altogetherawitng men speak

for women. (Reinharz, 1992, p. 19)
Indeed, the interview is a central method in festinésearch since one of the
key claims of feminism is that “women’s perspediveve often been silenced
or ignored” (DeVault & Gross, 1997, p. 19). In #rvironment of an interview,
women are more likely to speak if they are confidbat the researcher is acting
with trust, respect and valuing; this is particlylatemonstrated through
listening attentively and paying attention (DeVa&lGross, 2007; Paget, 1983;
Reinharz, 1992).

An interview can be defined as an “act of commutinee (Janesick,
2004, p. 71) which, as part of research, beconmesearch conducted by talking
with people” (DeVault & Gross, 2007, p. 173). Imfi@ist interviews, it is

3 Collaborative knowing was introduced in Chapter 2.



understood that knowledge may be shared and/otraated within that
particular context and time, rather than knowleblgmg constructed only by the
interviewer (Belenky et al., 1986; DeVault & Gro2807; Janesick, 2004;
Paget, 1983; Reinharz, 1992). Feminists also maittat interviews should be
conducted with transparency of research aims aedday reciprocity,
negotiation of time and place and reflexivity amtie listening on the part of
the interviewer (DeVault & Gross, 2007). In-deptkerviewing is a form of
interviewing that includes transparency, recipsgaiegotiation, reflexivity and
active listening. But in-depth interviewing also@masises the sharing and
construction of knowledge between the research&participant(s), through
conversation and by means of the participant'sesprather than through a
structured interview approach (Paget, 1983; Remnt92). This study
involved facilitated conversations which were camgrt with an in-depth
interviewing approach; in-depth interviewing hasogbroved useful in research
relating to art-makers (Page, 1983; DeVault & Gr@897). While there is
often overlapping between the areas of transpareaciprocity, negotiation,
reflexivity and active listening, particularly in-depth interviewing, | will
briefly discuss each area as it relates to theystud

Firstly, transparency implies that the researchét‘share with the
interviewee the concerns that animate the resesocthat the conversation can
unfold as a collaborative moment of making knowksd@eVault & Gross,
2007, p. 181; also Janesick, 2004; Paget, 1983xder to aid transparency, |
included in the introductory session, explanatiohthe aims of the study, the
framework of the approach to reflective practicatittmaking and a wide range
of options for reflective journal keeping, a questiaire and discussion on their
individual learning styles and discussion on exemgin their particular art-
making area; all of these areas were summarisadooklet that | gave to each
woman. | believed that by giving the women detaitddrmation concerning
the study and ways in which they might approacir then reflective practice,
they were more likely to recognise areas of befeafithemselves in their own
art-making. | explained that | was a participamcpmpg myself in a similar
position to them both as a participant and art-makierough this introductory
session | sought to establish a higher level dttamd rapport between me and

each of the participants, by being transparent@aniicg the study, being a
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fellow participant and helping each woman to resiisat, even though she was
a solo art-maker, she was also part of the widengof participants.

Secondly and connected with transparency of rekednes and
agenda, the facilitated conversations lent thenesdio reciprocity between me,
as the researcher, and the other art-maker paitspMy decision to combine
facilitation of adult learning, together with gatimg findings for this thesis, was
congruent with the topic of this thesis and theifésh concern that interviewing
be a “reciprocal exchange” rather than a one-wayraanication in which the
researcher simply gathers the participants’ st@mesdisappears (DeVault &
Gross, 2007, p. 187). Again, the detailed infororagharing was part of this
reciprocity. The participants’ part involved an oppinity to reflect in an
organised and purposive manner while, at the sang &ssisting me with the
research. Thus, following the facilitated convarse for phases 2, 3 and 4, |
sent transcripts to the participants (see Figuge 434) in order that | might
maintain transparency within the research procedsteat they would have the
opportunity to offer corrections (DeVault & Gro2§07; Reinharz, 1992). This
practice of correction assisted me in understandingt the participants were
saying and added to my reflective processes aandssr. However, the
participants also received copies of the transsagtreflective journal entries
for their own journeys in reflective practice irt-araking. In this manner,
knowledge could be both shared and constructekicdntext of conversations,
and through the transcripts which served both ssareh tools and personal
reflective journal entries for researcher and pgadints. In addition, | contacted
the participants regularly by email and, occasignaly telephone; this was a
way of maintaining a sense of relationship with plaeticipants, showing my
support for them in their art-making projects aediprocating with news about
my own progress or lack thereof. | viewed emaiaseans of undertaking
virtual conversations that could take place outsidand perhaps contribute to
the face-to-face conversations (Bresler, 2007; Miar& Denzin, 2000).

Thirdly, negotiation is important in feminist inteéewing. If the
participant is familiar with the environment orl@ast has the power to choose
the environment, then it is more likely that ragpeitl be established between
interviewer and participant (Reinharz, 1992). lis $tudy, | negotiated with
each woman concerning the time and place for tlnedoction and the phase 2,

3 and 4 discussion/interviews; | offered to comédo office, home or another
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place of her choosing or that she come to my hdde&(ky et al., 1986; Paget,
1992; Reinharz, 1992). The venue varied from onienaker to another and
from one conversation to another. Venues inclu@des; workplace offices,
studios and meeting rooms, a kohanga reo and hohpesticipants and me.

Fourthly, reflexivity on the part of the interviemis an important
element in feminist research. Reflexivity can bpregsed through disclosure of
research aims and agenda, as outlined above. Aratpect of reflexivity is
that the researcher remains aware that interviea/sn@ver simple encounters,
innocent of identities and power, but, rather,aveays embedded in and
shaped by cultural constructions of similarity felience, and significance”
(DeVault & Gross, 2007, p. 181). Thus, a conveosatian occur between the
researcher and participant which includes opent@sserning the research
aims and agenda and in which identity, power atii@l constructions are
acknowledged, where possible. The aim of the rebdarto create knowledge
for, rather than about, the people concerned (D&\8aGross, 2007). Thus, in
this study, | facilitated an introductory sessiag,outlined above, and offered to
be the facilitator of phases 2, 3 and 4. This aoffdiacilitation was made in
order to aid the art-makers in their reflectiveghice and so that they might not
have to complete the extensive writing that | wouhdiertake in Part 2, the
study of my ongoing reflective practice in danceking. | also acted reflexively
by keeping a researcher’s journal in which | rafeloon how | was conducting
the facilitated conversations, what | was learrdngcerning the participants,
the processes of the study and how the conversatiih participants were
impacting on my own practice as an art-maker.

Fifthly, active listening is an important part enfiinist interviewing
(DeVault & Gross, 2007). Active listening implidsat the researcher listens
intently, using facial expression, physical gestaterifying questions and
verbal cues or assents to encourage the speakare Aistening involves
attending both to the content of speech and theespailences and struggles for
words (DeVault & Gross, 2007; Paget, 1983; Reinh#982). According to
DeVault and Gross (2007):

Active listening means more than just physicallgrieg or reading;

rather, it is a fully engaged practice that invalvet only taking in

information via speech, written words, or signg, dso actively

processing it — allowing that information to affgo, baffle you,
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haunt you, make you uncomfortable and take your@xpected

detours... toward peoples, knowledges, and experseinet have

been disavowed, overlooked, and forgotten. (p. 182)

In this study, | attended to speech, written wamd signs such as facial
expressions, gestures and placement of the physidsl However, since this
study concerned art-making, | was aware that thelsvand/or signs might also
be represented through art-making and completedsaafrart. Thus, as a
researcher who sought to listen actively, | chosalbw the experiences of the
facilitated conversations to affect and baffle meke me uncomfortable and
take me on unexpected detours. Following the fatéd conversations,
particularly as I transcribed, these experiencagest with me as | sought to
more fully understand the lives of the individuetmaker participants and to
find similarities and differences between the vasiparticipants, including
myself.

Finally, while in-depth interviewing embraces dltle above
elements, there are additional facets that arécp&atly relevant to this thesis
concerning reflective practice in art-making. Thetiwg of Paget (1983) on in-
depth interviewing was particularly useful in mydy since, in order to
“explore the experience of making art”, Paget ()Q8&lertook a series of in-
depth interviews as a research method with an akiem in this case, a painter.
Paget (1983) maintains that through in-depth in¢eving, she is able to assist
the art-maker in telling the stories of her lifedaart-making. In in-depth
interviewing, knowledge is created in the contextanversation in which the
guestions arise out of the researcher’s interasirarolvement in the art-
making of the participant. Thus, the questiondiaixgtive, personally focused
and, in their searching construction, communicatkalow equally searching
replies (Paget, 1983). Although the researcher talegy ideas for questions to
the interview, the questions actually asked areiipeand spontaneously
constructed within the interview context; in Pagetase the context of the
interviews is the art-maker’s studio, surroundedhbyart works. Therefore,
both questions and responses may be hesitant aitthtfty constructed”, since
both arise out of spontaneous conversation (P4§88, p. 69). Furthermore,
guestions can react, not only to the current thofambnversation but to earlier
replies and their “many meanings” (Paget, 19833). Thus, a complexity of

meanings and stories can emerge which create kdgeigom experience
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(DeVault & Gross, 2007; Janesick, 2004; Tarule,6)9%he aim of the
researcher is to encourage the speech of theiparitand, therefore, she may
provide encouragement through nodding, smiling stvatt tokens of pleasure
such as ‘yeah’, ‘oh good’ or ‘hmm’. Paget (1983)imt@ins that if the
researcher interrupts the participant’s pace aml Hy asking another question,
the participant’s story can be disrupted, resuliimg loss of the knowledge that
could be created in that experience. In additiba,questions asked (or not
asked) and the way they are asked — whether opesgd; probing or
discontinuous — will have an impact on the confotuced in the course of
the conversation. Thus, the distinguishing featiir@-depth interviewing is
that “the answers given continually inform the ewad) conversation” and the
knowledge accumulates through “stories, asidestdtiess, expressions of
feeling, and spontaneous associations” (Paget,, 10&3).

Thus, interviewing, particularly in-depth intervieg, was an
appropriate research method in this study, sincertbined the areas of the
sharing and construction of knowledge between rekeaand participant(s),
transparency of research aims and agenda, retigximithe part of the
researcher, negotiation of time and place for iigevs and active listening. In-
depth interviewing was sufficiently flexible to pide valuable research
outcomes and also reflective journal entries ferghrticipants. My own
reflexivity, as the researcher, ensured that | @qoring the lived experience
of the art-maker participants and analysing my avquiry (Paget, 1983). In
this thesis, however, | am an art-maker engageefiective practice who is
also exploring the reflective practice of the othgrmaker participants.
Therefore, in the study, the in-depth interviewgasses provided an additional
area of exploration: that of reflecting on my owtrmaking as | listened to the
stories of the other participants. Hence, in thests, conversations became the
opportunity for each participant to share her lieggerience of art-making
(Barbour, 2002, 2004; DeVault & Gross, 2007; Hainste999a; Haggis, 1990;
Janesick, 1994, 2000, 2004; Paget, 1992; Shed§; Blinson, 1995; Young,
2005).

Facilitated conversations in the study(Figure 4, p. 134)
As the facilitator of conversations for the refleetpractice of the participants,
including myself, | became a listener and felloarteer, rather than simply a
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researcher (Reinharz, 1992). As a feminist, | ot be empathetic and to
interact with the participants in an empowering marthrough listening
carefully and seeking to understand. My aim infdwlitated conversations was
that each participant be given the opportunityatk about her experience and
about what was important to Hérom her point of view”(Belenky et al., 1986,
p. 11, italics in original). In order to embrace tlange of influences that might
impact on the art-maker participants, | told théwtti was interested in hearing
about their experiences of art-making and theedias art-makers, including
anything that they viewed as important and wereiap share with me. For
the thesis, | also sought means of representingttrees of the women in ways
that could be deemed decolonising in terms of cdrdged presentation in a
western-based academic context (Smith, 1999).

As an experienced facilitator of adult learningath reflective
practice and Invitational Education, | was in @8t position to be the
facilitator of reflective learning in this studys facilitator of learning, | was
able to be a reflective practitioner in both myilieation of adult learning and

my art-making.

Part 1: Introductory sessions(Figure 4, p. 134)
Once the initial thirteen participants had agreebd involved, | negotiated a
time with them for the completion of an introdustsessioff’. Some of the
participants expressed enthusiasm about meetiagimall group for these
sessions. However, we were all busy women andstvea possible to find
times that suited numerous women concurrently. dfoee, with the exception
of two of the participants, all of these sessi@uktplace on a one-to-one basis.
A mutually suitable time and place was arrangeas€&hmeetings took place in
a variety of places including cafes, work placece# or meeting rooms, on the
porch of a kohanga reo at which a weekend weavigstnop was taking
place, around a pottery work table, in the homena of the participants or in
my home. Each introductory session took approxiimatee hour to complete.
In an earlier study (Bright, 2005a) | establishieat tan awareness of
personal learning styles can be useful to thect¥ie learning process of a
dance-maker (Bright, 2005a; Kolb, 1985; Kolb & Smit986). Kolb’s (1985)

Learning-style inventory: Self-scoring inventorydanterpretation booklet

4 Of the original thirteen, nine were available toplete phases 2, 3 and 4.
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added further understanding to my application efllance Model by
identifying the phases of the model which mightsere greater challenges to
me (Bright, 2005a, 2005b). This was borne out leyftitt that the most
significant learning, both to my life and to my gtiae as a dance-maker,
occurred during the more challenging phases ofitbdel, as confirmed by my
particular learning style. Therefore, during theaductory session of this study,
the participants were asked to complete a learstiylgs questionnaire as a
potential aid to their application of the refleetiapproach.
In summary, as the facilitator of the introductegssion, | worked with
the participants to:
1. complete any final discussion concerning informedsent
2. acquaint participants with the project and the apph to reflective
practice in art-making and its strategies
3. facilitate the completion of a Kolb (1985) learnisiyles questionnaire
as a means of identifying areas of strength anenpiai areas of greater
challengé®
4. acquaint participants with a range of possibilifi@sreflective
journaling
5. provide a booklet (see Appendix 6) which presemtsapproach to
reflective practice in art-making, a summary of thaterials covered
during the session and the key areas to be couesassions 2, 3 and 4
(phases 2, 3 and 4 of the reflective approach)
6. discuss with each participant any tools for analysiher art form that
she deems appropriate to her own work.
Following this introductory session, | sent regwdarails expressing support and
encouragement and updating the other participamtserning my own dance-
making project. | was also available for emailep#lone or face-to-face support
if the participants had questions about reflectikactice or the reflective
approach and its processes during the months iofatienaking experience
(Phase 1 of the Reflective Approach, Figure 4,34.)1

5| facilitated completion of Kolb’s (198%)earning-style inventory: Self-scoring inventorydan
interpretation bookletHowever, while the learning style model was of tesene, it did not appear
to be important for the other participants in thetrmaking experiences so the results are not
included here.
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Part 1: Phases 2, 3 and 4

Since facilitated conversations served a doublpgqae of facilitated reflection
and research interview, the structure was vergflBrior to each meeting, | sent
emails to each participant reminding her of thestimd place and outlining the
topic(s) likely to be covered. | began the phaser®/ersations by saying “Tell
me about your art-making during 2008”. This apploiscvery similar to that of
Belenky et al.’s (1986) “Looking back, what stamds for you over the past
few years?” or Paget’s (1983) “Tell me about yowsitrecent show”. | saw this
beginning as a way of gaining each woman'’s key @sgions of her experience
of art-making — a reflection on her experiencavds also a way of creating a
reflective journal entry for this period of timéthe art-maker had not been able
to write journal entries herself. However, for edatilitated conversation | also
took a set of optional questions as possibilitiegact, by allowing the art-
maker to speak about her experience and askinfyaolgrand prompting
questions, | was able to ascertain that most ofjugstions had been answered
in the course of the conversation. The areas ichvhdirected focus questions
to most of the participants were the relevanceairing styles, in Phase 2;
perceptions of lived experience, particularly gerated culture, and embodied
knowing, in Phase 3, and the usefulness of theatfie process that we had
undertaken, in Phase 4 (see Figure 4, p. 134kdgthese questions because of
their relevance to the study and because mosedrthmaker participants had
not spontaneously spoken of these areas. For PRaset4, | began by inviting
each woman to offer corrections to the transcriphe previous phase. These
corrections involved misheard words and phraséserein English or Mori,

and, occasionally, places in the transcripts whées left gaps because we
spoke too quietly or indistinctly to be heard oa tape recording. | then asked
each woman if there was anything in that transanighe previous phase(s)
about which she wanted to speak further. Followiegresponse to this
invitation and depending on the time left availabldirected the focus
guestions, as outlined above. However, each tiaskéd one of the focus
guestions | also invited each woman to respond idiately or, if she wished,

to take time to think about it until the followirsgssion. Each woman’s
response to the focus questions often dependedwmtuch time we had spent
on the earlier tasks, how much time she had aveifab the facilitated

conversation and whether or not she had thoughitahe specific area(s)
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before. This was particularly relevant with embadimowing, since most of the
participants had not previously heard of the tdtwas also relevant for the
area of the lived experience of culture: some efatt-makers had previously
thought about cultural concerns and were abletioudaite their thoughts
immediately; others had not considered their liggderience of culture or they
needed further time to reflect on what they wantesky. In all cases, in my
email negotiations of the time and place for thet figcilitated conversation, |
outlined the tasks and introduced or reminded eaicmaker of the focus
guestion(s) that | would be asking.

In summary, | expressed willingness to meet wittheart-maker
participant at a place and time of her choiceuditlg my home. Participants
were asked, if possible, to be available for:

1. anindividual facilitated conversation which todkge approximately 1
month after the completion of their creative préjgc This facilitated
conversation concerned Phase 2 of the reflectipecaggh and was of
approximately 1 hour’s duration

2. afacilitated conversation which took place appmately 1 month after
completion of the Phase 2 discussion. This fatddaconversation
concerned Phase 3 of the reflective approach asdivapproximately
45 minutes’ duration

3. afacilitated conversation which took place appmately 1 month after
completion of the Phase 3 discussion. This fatddaconversation
concerned Phase 4 of the reflective approach asWwapproximately
20 minutes’ duration.

This series of facilitated conversations providesita for both the gathering of
findings up until that point in each individual'sfiective learning, and the
generation of further findings, since the secorndl third interviews were based
on the previous facilitated conversation(s) andedlections of the participants
in the interval between the conversations. Ins$bises of facilitated
conversations, participants were asked to shanerdfiective journals with me,
to communicate their lived experience of art-makiogth verbally and non-
verbally, and to analyse their art work(s), in dsgion with me. All nine of the
other participant art-makers were able to comm#té phases of the model.
The focus questions addressed during the faciliteteversations were focus

guestions 1, 2 and 4, as listed above.
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Video and photographic images and sound recording

In general, research interviewing is accompanieddig-taking and/or tape
recording, followed by transcription of the wordglee interviewee by the
interviewer or a research assistant (Hammersleytlénaon, 1983). However,
photographic recording, and particularly video relatg, allows for the
recording of non-verbal communication, such asugestand facial expressions
(Hammersley & Atkinson, 1983; Reinharz, 1992). Ti@usion of non-verbal
communication is also congruent with a feministrapph to interviewing, since
it enables the researcher to record and place walilke communication of a
participant who may not otherwise be clearly ‘hé@Reinharz, 1992). Since an
important focus of this thesis is also the expiorabf embodied knowing, as
expressed in the arts, non-verbal communicationamatal area in the
interviews. The use of video recording in facilf@tconversations makes
possible the inclusion of embodied expressiongelirigs, views and
perspectives in gesture or in the artistic fornthef individual art-maker,
particularly at times when she finds the use ofdsatifficult or inadequate.
These video clips, together with supplementary&getvideoed following the
period of the study, enabled me to construct a agenbf video clips
representing embodied knowing as part of the ptaen of research findings
(see DVD).

Because of the importance of embodied knowing imdtudy, as
expressed through the art-making of the particgpantvas preferable that the
venues of the interviews be the workshops or studfdhe individual
participants; this was in order to facilitate acctsthe art-maker’s tools and
instruments. However, difficulties in sound prodaostand visibility became an
issue in the reproduction of video for use in thissis. By seeking to maintain
relaxed conversation with the participants, | wiale & monitor the progress of
the tape recorder but not of the video. For thésom, the participants agreed to
my requests to record supplementary video footagehnical assistance during
these conversations would have improved the qualitiie video greatly but
could potentially have undermined the relaxed,rimf@ nature of the
conversations. However, the participants all apgetéo have found the earlier
conversations sufficiently comfortable that theyrevhappy for me to return and
record extra video footage. They also sent mealigttll photographs of

themselves and their work that they were happyate printed in the thesis.
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Part 1:

Phase 1. encouraged participants to use photographic,osidad/or audio-
recordings during their art-making experience dmirtapproach to reflective
practice, if they did not already use such aidsmé& of the participants were
able to show and/or give me photographs of théimaking.

Phases 2, 3 and 4fhe facilitated conversations were audio-recoraedHe
purposes of transcription. Thirty minute video neliogs were also made during
at least one of the facilitated conversations wahbh participant. | found that |
was unable to maintain a video camera, a tapedecand my role as the
facilitator of conversation, since | had no teclh&ssistance and the venues
were not always suitable for unsupervised highigueideo and audio
recording. However, my memory and the video recwslithat | was able to
make ensured that | was able to describe relevantarbal communication
and/or embodied knowing as part of the transcnistioAs mentioned above,
video clips and additional video footage were usecreate a montage
representing embodied knowing (See DVD). | indiddteat | would be happy
to accept any photographs or audio- or video-réngsdmade by the
participants as part of their art-making. While tparticipants allowed me to
borrow and read their journals containing photogsagrawings, etcetera, no

one provided additional photographs or audio- dewirecordings.

Part 2:

Phase 11 maintained frequent video recordings of my artking during phase
1 of the reflective learning cycle, including fogéaof improvised dance. | also
obtained video recordings of three of the four peniances of my dance work.
These recordings were employed as part of my owatanaking and as
representations of my embodied knowing, as welleasg used with
intentionality to add to my learning concerning tise of images. This latter use
concerns focus question 3.

Phases 2, 3 and 41 maintained video recordings during phases 2,d3%af
the reflective learning cycle. The focus of thessordings was to record a
representation of my own embodied knowing and tth&r explore creativity
and use of images as part of the reflective legrpnocess; these areas are
relevant to focus questions 2, 3 and 4. In additi@eveloped an image

narrative for each of phases 2, 3 and 4, as odtliedow.
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Embodied knowing

As discussed in Chapters 2 and 3, embodied knowwiademinist way of

knowing that can include both the verbal and nombakas these ways of
knowing are experienced and expressed within amdig/h the body (Barbour,
2002, 2004, 2006). Embodied knowing was integrahyoModel for Reflective
Practice in Dance-making (Bright, 2005b) and whasrdfore, also included in the
approach to reflective practice in art-making (Fe&8, p. 131); this approach
became the foundation upon which the methodologlynaethods were developed
for Parts 1 and 2 of this study (Figures 4, 5,13, 135) Embodied knowing is
most evident in dance, since the body is the $ithioking in movement (Sheets-
Johnstone, 1999). However, this form of knowingnguably very important in
other art forms, particularly those which are egsaiy non-verbal, such as music,
painting, weaving, quilting, photography, graphndaligital design, pottery and
sculpture (Foster, 1976).

In addition, the concept of embodied knowing resemavith the often
‘non-verbalisable’ nature of reflection-in-actias discussed in Chapter 3 (Schon,
1983, 1987a, 1987b, 1991, 1995). In dance, a wat¢d and rehearsed dancer
can repeat movement through kinaesthetic memoryq\&aaley, 1998); this
could be equated to knowing-in-action (Schon, 198B5). However, there are
constant uncertainties in such experiences agralinicycle, playing a piece of
music, interviewing a patient or teaching a lessoterms of the environment,
other people and the performer her/himself (Scth®85). These uncertainties
necessitate reflection which may occur too fastv&rbalisation to take place;
hence Schon’s (1983, 1987a, 1987b, 1991, 1995 dlzt the experience is
actually reflection-in-action. In a similar way, @ance, there are uncertainties in
terms of the human body, other dancers and otlegl@evho may be present or
arrive in the middle of the dance. There may aksaithcertainties in terms of
environmental factors such as floor surface, ligitor music or whether the
venue is indoors or outdoors. Therefore, everygoerance of a movement or
dance can vary in some way from all previous pertorces even by the same
dancer. Each recurrence of dance is a reflectieaction and may communicate
something different to both the dancer and theemadi. The implication here for
dance and probably other areas of art-making is finareflection-in-action to be
accurately communicated, then the art must beexleat performed with an

audience present. If the non-verbal nature of céfia-in-action is at least part of
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the embodied knowing of art-making, then embodieo\kng can also only be
fully communicated in the live creation or performaa of art-making. Although
video recording will bring a two-dimensional recioigl of a past event, video
lacks the dynamics and impact of a live performgiBrennan, 1999; Bright,
2005a; Denzin, 2004) and the two-way communicatiah occurs between art-
maker and audience in a live creation or perforragivock, 2000). However, the
issue remains of how to represent both embodiedirpand reflection-in-action
in research literature. Narrative and other litgidavices can be used to represent
embodied knowing (Barbour, 2002, 2006b; Bruce, 198&kula, 2001; Markula
& Denison, 2000). However, in earlier studies (Btig2005a; 2007b), | proposed
that the most useful representation of embodieavimgpin dance-making
emerges in the form of an image narrative, a blemdi dance-making, images
and reflective journal excerpts. Thus, the imageati@e could be a
representation of both embodied knowing and rafleein-action for dance-
making and, perhaps, other forms of art-makingesearch literature. As
mentioned above, in this thesis, | have also cardpl montage of video images,
based on clips of the 10 participants (See DVD§ @im of this video work is to
explore another means of representing embodied ikigow the context of a

written thesis.

The image narrative

In an earlier study (Bright, 2005a, 2005b; 2007 le)plored the questions: How
can reflective practice encourage an understarafiegnbodied knowing and
how can | represent embodied knowing in a resezookext? In addressing the
first question, | concluded that the strategiedarfce-making and images,
linked with reflective journals, provide more inlstg into my own embodied
knowing in dance-making, thus encouraging my urtdading of embodied
knowing. In addition, of the verbalisation recordedny journal, the poetic
form conveyed more accurately the essence of thizodied knowing. My
second question concerning how | represent embdaieding in a research
context was addressed by finding a way to bringttogr the three strategies of
dance-making, images and reflective journals. Titeriveaving of these three
strategies led to the development of a representatiembodied knowing in
the form of an image narrative. | maintained thé format of interwoven

dance-making, images and journal excerpts wasia@ waly of representing
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embodied knowing in a print-based research corf@rght, 2005a, 2005b).
However, when given the opportunity to present@epalectronically, | was
able to further develop the image narrative asuaonaated slide show with
transitions of photographs and print and the oalgmusic. Hence, this later
development of the image narrative comprised danaking, images, journal
excerpts, an automated slide show and music (Bra§lti7b). | concluded that
the image narrative in either paper-based or diffitanat could contribute to
the comprehension of the intuitively, subjectivgtpsped essence of dance
(McNamara, 1999), the ongoing literature of dar®leegts, 1966) and of
embodied ways of knowing (Barbour, 2002, 2004, 2@&ht, 2005a, 2005b,
2007b). In this thesis, further development ofithage narrative in dance-
making is possible. In addition, the image naretiould be utilised as a means
of representing lived experience or embodied kngvinother areas of art-
making.

In the context of this thesis, the above conclusiame important. |
originally developed the image narrative as anaute of phase 4 of the model
for reflective practice in dance-making (Bright0B@). It was possible that the
image narrative could also play an important rolesf dance-maker in the
representation of embodied knowing during phas@sa2,4 of the reflective
learning process. In addition, the image narratveld be useful to art-makers
from a variety of creative and performing artsaagay of representing

embodied knowing during the processes of reflegtraetice in art-making.

Embodied knowing in this thesis

Part 1

In accordance with the above discussion, | retathegossibility of the image
narrative as a means of representation of embdaiieding for the other nine
participants. | observed and listened in ordeetmrd ways in which these
women expressed embodied knowing either verballyoorverbally; this was
aided by video during one of the facilitated cosations. Some of this video
appears in the video montage on the DVD. In additsince the term embodied
knowing was unfamiliar to almost all of the pamients, | asked a direct
guestion concerning each woman'’s understandingapérience of embodied

knowing during phase 3 of the facilitated convacset (Figure 4, p. 134). In the
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exploration of embodied knowing in Part 1 of thedst | sought to address

elements of focus question 4.

Part 2

As part of my exploration of ongoing reflective gtiae in dance-making, |
continued to look for evidence of my own embodiedwing during phase 1
(Figure 5, p. 135), recording by means of videawdng and writing. In light
of the above discussion, | also developed an imagetive during each
subsequent phase of the reflective cycle (Figurén3he exploration of

embodied knowing in Part 2 of the study | sougraddress focus question 4.

Analysis and presentation of findings

As a feminist, | inevitably place my own interpitasa on what | observe, hear
and sense, while endeavouring to represent thpgeiges and experiences of
the participants. Thus, through a reflective festiaind participatory
methodology, | seek to represent the lived expegsrof the participants in this
thesis. This lived experience is grounded in carcsettings and implies that a
lived bodyexperience is occurring. In keeping with this du@ody experience,
in this thesis, | included sight, sound, smell clouaste and kinaesthetic senses,
as recorded by myself and the participants (Brigh@5a; Janesick, 2004). |
viewed as vital the embodied knowing of the othatipipants and myself, as
both researcher and participant; | sought creantappropriate ways to
represent this embodied knowing (Barbour, 20024280ight, 2005a, 2005b,
2007b). | also valued the creativity and intuitsense of both participants and
researcher/co-participant and, therefore, | vathednultiple ways that each
participant may have recorded creative and intligxocesses (Janesick, 2004).
My focus on intuitive and creative processes méaattl included emotion as a
valid research experience (Stanley & Wise, 1990addition, the lived
experience of the participants included gendenieitly, spirituality, family,
customs, sexual preference and/or social, histpgeagraphical, socio-
economic and political threads. My awareness afa@hibreads was vital to a
fuller appreciation and understanding of the lieegerience of the art-makers
participating in this study. Finally, | sought toyplege the voices of these art-
maker participants and the subjective understasdingheir lived experiences.

| concluded that these voices and understandingsl b@st be represented by
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the inclusion in the study of reflections baseceither individual endeavour or
conversation with myself as facilitator, and on plossibility that reflection may
have been expressed in the form of art-making Fggpare 3, p. 131, Figure 4, p.
134).

In order to achieve such representation withinttiesis, | use
expressive language and my own voice in the te#t@ftesearch presentation
(Janesick, 2004, referring to Eisner, 1991). Exgiveslanguage is a way of
communicating meaning and may be based on feelpggseptions, decisions
and memories (Pope, 2006). My voice as a resedechparticipant is also
framed by my own praxis, my past and present Igaerience. | bring an overt
approach to my autobiography as an important infteen how | know and
how | view the knowing of others. This approachamages my awareness of
the need to manage the understandings and knowihg participants in order
that the potential for power imbalance between figs®l the participants be
minimised. My acts of knowing emerge from beingrdoedout my intellectual
autobiography and my own lived experience and fatt@ntion to my
relationship with the participants; these inforra thoices | make about how to
manage the “differing ‘realities” of myself andelindividual participants
(Stanley & Wise, 1990, p. 23). | am seeking bothrteaning that the
participants make of their experiences and the mgdrmake from what |
observe and hear. | attend to “particulars”, s¢ timathesis becomes
“believable and instructive” because of its “comae, insight, and instrumental
utility” (Janesick, 2004, p. 11, referring to Eisn£991). While | am overt about
the interpretations being those of myself and #mtig@pants, the intention is
that the personal stories told, the language eneplayd the insights presented
will also be useful to others, such as those wicsaeking to intentionally
increase the richness of their learning and unaedstg of their own creative
processes and professional practices. | use tpi®agh because | believe that,
through presenting the lived experiences of thégipants, their individual
voices will be heard.

Many of the above observations pertain also tagpatory inquiry
per se However, because this is a feminist participatoquiry, informed by
kaupapa Mori methodology, | made a number of congruent @w®ia the
construction of this thesis. First, | requested #ach participant write her own
biography and provide a photograph. These biogespdid photographs were
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presented in Chapter 1. This choice means thatdices of the female art-
makers are heard and their images seen withouq fidiered through my
subjective interpretation. In addition, by this meathe other participants
participate directly in the production of the theisi a way that is contrary to
past colonial research practices. Second, | rerdameegular email and/or
telephone contact with all the participants, beytiredlcompletion of the thesis,
in the hope that they would continue to feel ineld@nd valued in the research
process. Third, | forwarded any materials conceymidividual participants in
order that they might evaluate and ask for charfghsy were concerned that |
had misrepresented them or included material tieat were not comfortable
with. Finally, | developed a video montage of clgsthered during our
conversations and after the series of conversaligrssrangement with each
woman. This latter filming was to provide more a®of shots and to fill in
gaps arising out of lack of technical assistanainguhe study conversations.
The participants were also able to view the fimaloict and give feedback.
Finally, in the writing of this thesis | seek wagsmatch the form
and the content in the findings and discussiorgesifor both feminist and
participatory writers, the form and the contentiaszparable (Marshall, 2008;
Richardson, 2000, 2004, 2006, 2007a, 2007b). Bectis thesis concerns
reflective practice and art-making and writing iway of knowing, | present
one chapter in the form of a series of journaliestwhile in the other chapters |
include excerpts of journal entries which may conthiawings, poems and
photographs (Richardson, 2000, 2004). Such an appns congruent with
participatory research. According to feminist amditicipatory action research
writer Judi Marshall (2008), attention must be paidthe need to craft writing
to achieve desired effects, so that it can comnateiartfully to the researcher”
(p. 682). However, it is important that | remainaaer of issues of voice and
potential silencing of participants (Fine, Weis, ¥ & Wong, 2000; Marshall,
2008). One of the ways that | have chosen to addreth the need to
communicate artfully and issues of voice and silem¢s to include all 10
participants in a video montage (see DVD). The D¥R means of
demonstrating presentational knowing—knowing thioageative and
performing arts—one of the ways of knowing in atiggratory worldview (see
Chapter 2). Presentational knowing is includedartipipatory research

literature: for example, Guhathakurta (2008) orriattive theatre among the
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sweeper community in Kushtia, Bangladesh; Lyke®0202006) on creative
arts and photography for healing from war traumamgrwomen in Guatemala;
Madison (2008) on narrative poetics between huntdrs activists and priests
in Ghana; Mienczakowski and Morgan (2001) on ailtethnodrama in a
healthcare context in Australia; and Mullett (2008)the use of art, poetry and
song in the context of community education for matuomen in British
Columbia, Canada. Thus, | concluded that excerfgsesentational knowing
can be a means of representing embodied knowitigeinontext of a written
thesis. The DVD features:

1) a video montage of visual and auditory imagethefl0 art-maker
participants representing their embodied knowingoissed in Chapter 7).

2) an image narrative of my embodied knowing iis fieminist
participatory research project, as experienceldeaehd of project. This
approach is based on an earlier study (Bright, BDBvwhich | concluded that
the combining of dance-making, images, poetic extsenf reflective journal
entries, an automated slide show and music can #omepresentation of
embodied knowing, as outlined above. However, ghisicular image narrative
is based on a poetic reflective journal entry wnit3 February 2010 and
photographs of my dance-making; it appears on ™Mb Bs an automated slide
show without music and is referred to in Chapter 7.

3) a video of my danck God, then.., referred to particularly in

Chapter 6.

4) a digital copy of my poster (Bright, 2008)

In the following four chapters, | present the fimgs and discussion of this
thesis. Chapter 5 concerns perceptions and coneation of gender, culture
and spirituality, Chapter 6 focuses on creativitiiapter 7 deals with embodied
knowing and Chapter 8 discusses the value of ceatiens. Chapter 9 contains

the conclusions regarding this thesis on reflegbiractice in art-making.

% In addition, the various chapters on the DVD regersomewhat with emerging examples of
creative works as research representations ( Badbdditchley, 2005; Barrett & Bolt, 2009;
Smith, 2007).
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Chapter 5 Production elements and wider lived
experience in art-making, including gender,
culture and spirituality

Introduction
The aim of this and the following findings and dission chapters is to bring
together the theoretical aspects of reflective timadn art-making and to view
them by means of a feminist participatory worldviéikis feminist participatory
worldview will be evident in the way | present peptions of the nine other
participants and myself as participant/researdiiile the other participants
seldom identified their various ways of knowingsagh, | am able to draw
conclusions concerning their likely ways of knowihgough what they
communicated verbally, non-verbally and throughrtag.

As stated, the key research question is:

How is reflective practice useful in art-making?
However, the focus questions outlined in Chapterc¥ide smaller steps in
building up the big picture of this key questiomefefore, | will deal with each of

the focus questions over the course of this andolt®ving three chapters.

In this chapter, | discuss the question:

How do art-makers communicate aspects of (a) mtomtuand (b) their wider
lived experience which inform their art-making, ithgrthe processes of reflective
practice in art-making?

In order to begin communication of such aspecth@se and in keeping with a
feminist participatory approach to research, it wited that a sense of trust be
developed between each art-maker participant an@snesearcher/co-
participant. If, as researcher/co-participant,d hammunicated any sense of
judgement or superiority, participants might haek iampered or limited in what
and how they could communicate to me. Part of adged such trust involved
negotiation with each of the other participantfind times and places for
meetings that would suit them, as described in @mnap If a meeting was to take
place in my home, | offered refreshments and cdeateomfortable space for
meeting prior to the participant’s arrivals. If threeting was in their work place,
they arranged for a suitable space for the meetinglieved | could help to

maintain an open, transparent approach congrugntf@rminist, participatory and
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kaupapa Mori worldviews through attention to the detail ath things as the
time and place of meeting, email reminders prigchtomeeting with outline of
the topic(s) likely to be covered, emailed thankd eeturn of transcriptions of
conversations as promptly as possible.

The question addressed in this chapter concerndrigividual
participants experience and talk about their afingain terms of their
production needs and their wider lived experieee way of describing
experiences of myself and others is by identifyiimg ways in which we know.
There may be numerous ways in which art-makers aamigate concerning
production aspects and aspects of wider lived éspee which inform their art;
however, these ways of communication arise oun@ividual ways of knowing.
Therefore, in this chapter, | suggest ways of kmgwapparent in how the
participants appear to perceive, as evidencedein tommunication. A key
difference between parts (a) and (b) of the quedies in whether the issue
involves the production needs of the art-makintherwider lived experience of
the participant art-maker. The question concerpirngluction aspects of art-
making is a question of physical and practical itket@hich may be quite easy to
verbalise even if the art-maker needs to show mattevorks and talk about
them in order to describe production aspects.

Because of the interweaving of production aspedts wider lived
experience, the first focus question is presenseal single question in parts (a)
and (b), rather than as two separate questionsefidne, in the following section,
| describe and discuss how the participants taddealit production aspects during
the processes of reflective practice. However,diEsussion inevitably expands
to include aspects of collaboration and interactigth the wider community; this
can also be viewed as part of the wider lived erpee. Therefore, | present
some examples of how the participants talked apmduction aspects and follow
with further examples of how the participants eigrered and talked about
aspects of production that, in turn, point to aspe€wider lived experience

which inform their art.
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(a) Production aspects
| began the first conversation (Phase 2 of thecéfle approach) by asking each
woman to tell me about the previous few monthsesfdrt-making. All of the
participants were art-makers of at least five yesxperience; most had been art-
making for a number of decades. Thus, while allersdle to readily identify the
material production requirements of their art-magkithis was done in the course
of a general conversation concerning their art-mgkixperience. For them,
production aspects appeared to be taken for graiatedr than being something
that they needed to focus on. In the same wayl tlagta dance-maker, sought to
transform my vision and concepts into dance by medichoreographic
techniques, properties and costumes and my owrigathyad technical skills, so
the other participant art-makers were concerneld thi¢ gathering of material
resources and instruments and the exercise ofghggical and technical skills.

For all 10 participants, aspects of productionudeld the practical
aspects of materials, instruments and techniquéeshvatiowed each woman to
create and display or perform her art works. Tla¢emals and instruments of art-
making included flax, dyes, feathers and shellglfRwvhenu or weaving threads
(Hana, Ruth); fabrics and sewing threads (Rowesiay, and other materials for
potting or sculpture (Cheri, Wailin); paint, brusheolvents, canvases or other
paint-able surfaces (Wailin, Cheri, stefanie); pigoaphic and/or video equipment
(Andrea, Cheri, Debbie, stefanie); computer progrees for digital design
(Andrea), music composition (Vyonna), digital phgriaphic recording and
selection (Andrea, Cheri, Debbie, stefanie), wanatpssing for journal-writing
(Debbie, Hana, stefanie, Wailin, Vyonna) or creatiwiting (Hinerehua); musical
instruments, sound systems and recording equip(Wgonna, Hinerehua); CD
player (Debbie); paper and pens for recording paatid creative writing
(Debbie, Hinerehua) or written and/or visual idébparticipants); and physical
space in which to practice art-making and storeuaes (all participants). Some
of the art-makers spoke of art-making in their herfiéana, Rowena, Ruth,
Vyonna) and/or in a variety of other spaces whigymr may not have been
dedicated art-making spaces (Cheri, Debbie, HinexeHana, Rowena, Ruth,
Wailin, Vyonna). Others spoke of requiring a congpwtith the appropriate
software, wherever that was situated (Andrea, CNgonna).

| compiled the above list from conversations wittividual

participants, observation of their art work andsame cases, their working
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environments. However, the presence of such métenml tools in our
conversations implied that participants were usmutiple ways of knowing. Of
particular note in this context is practical knowifthe practical skills of their art-
making) as explicated in a participatory worldviéseron & Reason, 1997,
2001/2006, 2008; Park, 2001/2006). Practical kngwias particularly evident in
the context of this question, since there was i fawplicit approach to their
materials and the practicalities of their art-makithese aspects had become so
familiar to them in their practice of art-makingathhey felt no need to explain or
point them out in a way that a novice might. Beeanistheir previous training,
and experience in their art-making, they would hased a variety of ways of
knowing to learn and undertake what they currepithcticed in their art-making.
From a feminist worldview, examples of such way&mdwing included received
knowing (what has been learned from others); stibg¢what feels right to
them; their sense of what they want to communittateugh their art and how);
procedural (their particular processes and appesaththeir art-making and the
materials and instruments they owned; procedureslaged to collaborate with
others on whose expertise or equipment they wearerdient) and constructed
(using a range of ways of knowing in order to cquoalise and create their own
art works and develop their own styles and prefegerirom materials of their
choice) (Belenky et al., 1986; Goldberger et &96). Experiential knowing
(their lived experience of art-making in their oem-cultured environment) was
also evident (Heron & Reason, 1997, 2001/2006, 2P&8&, 2001/2006). In
addition, for participants such as Wailin, Chetefanie, Ruth and Hinerehua who
habitually used some form of reflective journaltig and sketching as part of
their everyday recording of art ideas and reflactisriting as a way of knowing
would also have been taking place (Marshall, 2608hardson, 2000, 2004,
2007a, 2007b; Richardson & St. Pierre, 2005). Kinaultural ways of knowing
were evident in type of materials and attitudesatas people, materials and
environments involved in the gathering of matefials

A similar discussion concerning relevant ways afwimg inherent
in the participants’ conversations could also bemded to the participants’
descriptions of art-making techniques, sites inclvtiheir art works would be
performed, displayed and/or sold, the audienceartdswhom the art works were

directed, the event or events during which thevark(s) were to be exhibited or

" Cultural knowing is embraced in feminist and iretigus worldviews.
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performed and issues of funding. However, havingrearised a set of
production aspects, | was struck by the fact that df these aspects can be
acquired or used without the involvement and aidtbér people. For simplicity
in terms of ethics and a clear focus on individe#lective practice, | chose to
work with solo art-makers, that is, art-makers wheated their own art works, as
individuals. However, while these women were albsot-makers, it was
immediately clear that they were seldom alone. Wiikny aspects of the art-
making of these women concerned materials or palshills and techniques,
interaction and co-operation with other people wited in numerous ways. The
presence of other people is evident in the finstdlof the above aspects —
materials, instruments and techniques, and inerghsevident in the areas of
sites, audiences and events. The presence offbete was also evident in the
area of funding, since funding was provided by oiggtions and businesses that
were administered by people. Thus, there wastanweaving of people and
resources in order for the art-makers to undertiagie art-making.

My own experience also demonstrated this interweaavin order
to achieve my aims in my own dance-making, | nedgdatkgotiate for the use of
a studio, gain assistance in recording my musicsaed# feedback on my dance
work from other dancers. Although | designed andenay own costumes, |
bought fabrics and sewing equipment from other [geapd discussed my ideas
with them. Further, while | developed my own stgfedance and based my
choreography around my particular strengths antsskhad undergone many
years of teaching and learning under a varietgathers. Finally, for the
performances themselves, | needed to work with golighting, photographic
and video technicians, stage managers and crewthads.

Thus, it is clear that any set of production aspétart-making
will almost inevitably include the co-operation asidlls of other people. This
understanding of the interdependence of art-makihsother art-makers and
skilled others is consistent with the feminist apatory approach to research
undertaken in this thesis. Feminist, participatamg indigenous/kaupapaakti
fundamental beliefs maintain the interconnecticetsvieen all people and between
people and the natural world and wider cosmostik#e sets of fundamental
beliefs maintain that it is not possible to be @ative human being in isolation
from others, the world and the cosmos. Hence, Isecatithe interweaving of

material production aspects and skilled other pedpke borders between
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production concerns and the wider influences @&diexperience become
indistinct. There were numerous aspects of prodadtiat could not be
considered without the interweaving of a wideratneof threads of such areas as
the social, cultural, spiritual and ecological. E@ample, Ruth’s knowledge of
where, when and how to cut flax was drawn fromduwdtural, spiritual and
ecological knowledge. Wailin talked of how her haisth and another craftsperson
had loaded and fired her pots in one of the comirkilms while she was away on
another task. Wailin’s place of work had been depetl as a co-operative among
art-makers and, therefore, it was socially anducalty normal for art-makers to
assist each other in certain tasks. Finally, whegiding on a name, whakapapa
(genealogy) and companion for each new compositigonna consulted with
other knowledgeable &bri people; Vyonna’s composing was interwoven with
social, cultural and spiritual aspects of tikangeoM

The interweaving of production aspects in art-mgkind wider
lived experience which informs art-making was asa@ent within our one-to-
one conversations. For example, before we weretaldbegin our Phase 3
conversation, Wailin used a telephone to orderthengf metal which were to be
cut into poles. These poles were to support heéepadRites of Sprindigures and
were to be driven into the ground in a circulanation for an outdoor exhibition.
During our conversation, the truck arrived and \dgft our conversation briefly
to go and meet the driver and inspect the lendtinsetal. She arrived back
excited by the speed of delivery and the fact thetprovider had already cut the
metal rods to the lengths that she required; wetbabout this as part of the
conversation. Co-operation in the production of Mia art-making was implicit
in her actions and words and in the co-operativeraanity in which she
undertook her art-making. Similarly, stefanie aéted her own experiences of
co-operation in terms of the processing, transgodtexhibition of her
photographic works. During the Phase 2 conversasitmfianie scanned her
journal and commented on what she called the coatige or collaborative
aspects of her art-making. She noted that her petisp had shifted from an
individualistic to a more collaborative view:

stefanie:..for every individual exhibition out there it abstly is

a co-operative... everyone just sees the singleepie the single

artist at the end. But you don’t get there withbaking being

made to send it over... I've been really big ort tw@laborative
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sort of co-operative... There’s a huge shift inlmeause | was

always very much on the individual type of workéPhase 2)
During the Phase 3 dialogue, stefanie commentekdur‘there’s a lot of trust
involved...l do find art very collaborative everydu’re not making art together.
And | just have to trust their directives.” In tlienversation, stefanie was
referring to such people as the printers and fraraeéher work and the gallery
curators who decided which works to exhibit andgmfwhere they would be
placed and how they would be lit.

The key understanding in the above examples cosdtken
inseparability of the lived experience of art-makand wider lived experience.
While it might be possible to identify individuatands of production aspects, it
is clear that these threads cannot stand alonethisaare intertwined with each
other and with threads of wider influences of livesgberience, particularly those
relating to people. These wider influences aredpe of focus question 2,

discussed in the next section of this chapter.

(b) Aspects of wider lived experience which infornart-making

Wider lived experience includes the aspects of germlilture and sexualiyand
the experiential, embodied, relational, emotiospiritual, geographic, ecological,
socio-political, religio-cultural and socio-biogtapal (Kyung, 1990). While these
aspects can at times be discussed individually, dhe also interwoven and often
inseparable in lived experience, particularly ilied experience of female solo
art-makers. In this section, | focus on exampfagender, culture and spirituality
as presented by the participants, demonstratinghbae aspects are interwoven
with each other; they are also interwoven witto#iller areas of lived experience
informing art-making. It must be noted that aspedtwider lived experience
may be very difficult to explain verbally and mag more evident in pauses, half
sentences, gestures, facial expressions and thea&ihg of the participants
(Paget, 1983). These non-verbal and non-verbaéisadpects are among the
challenges of this thesis. Embodied knowing andepeesentation of embodied
knowing are addressed in Chapter 7 and spiritusliddressed in this and

interwoven in the following three chapters; bothbedied knowing and

"8 While sexuality is an important concern in femimissearch, these areas did not emerge strongly
in this study. While two of the women expressedrtb@me sex preference and most of the others
spoke of heterosexual relationships, none appeariud this area of relevance in their approach

to art-making and to this particular study.
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spirituality have strong non-verbal components. idoeev, all of the participants
were able to articulate their experiences of gentédture and spirituality to some
extent. Therefore, in this chapter, | highlight exdes in which the participants
were able to express issues of gender, culturesinitliality verbally but |
include some non-verbal elements in parenthesésnvilie journal excerpts.
During either Phase 2 or 3, | asked each womameifgpquestion
concerning her experiences of gender and cultutikeegsimpact on her art-
making. The aspects of gender, culture and spliiy) as expressed by the
participants, were generally interwoven with eattteoand with embodied
knowing but all are aspects of lived experiencevaht to this study of reflective

practice in art-making.

Communicating experiences of gender
In responding to my question concerning issuesatigr in their art-making,
Andrea (graphic and digital design), stefanie (pgaphy, painting) and Vyonna
(commercial music) all expressed the view thatrtparticular field of art-making
was dominated by men.
Andrea:Well | definitely think, in my discipline, it's.. lstnale-
dominated environment... if you look at the demogapdf our
students, they are ... 70% female...But if you lodkeaprominent
designers, they are all men... there’s nothing tyagnen down but if
you look... certainly if you look at design confersnc..so male-
driven.(Phase 3)
This male-domination meant that it was challendorcall of these women to
secure public space and acceptance for theimefipd female role models as
conference speakers and industry leaders andrncagaess to funding. stefanie
also maintained that males often appeared to lmifad in professional
environments in education and that women were \ieageless important:
stefanie:l think about, even like being...a woman withinrstitution
[a work environment]it always seems a little harder and a few less
opportunities... sometimes. And | don’t know if that'sense of stigma
left over or if it's ...even talking to other womaiways seems a little
bit more of a struggle... and it's the male voicenitely louder and

heard more. Or it doesn’t need to be louder. Sbafwoman’s voice
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becomes louder then it’'s put down as hysteria cateser it might be.

(Phase 4)

However, as a lbri woman, Vyonna articulated issues of being a
woman in both her area of art-making and her widdture. She spoke of the
challenges of being both female anddvl, since commercial music is dominated
by Pakeha (white) males; therefore, to be both female arxiis a double
challenge.

Vyonna:... in a Rikeha context, you would say women are

marginalised in terms of music and the industry Wewen look at

them... because the commercial music industry isated by men...

The realities are that I'm a Kbri woman in commercial music. And

I’'m fine with that because I've lived with it allyrtife.

Andrea’s, stefanie’s and Vyonna’s responses argroent with
feminist writings because of their sense of beiagy\good at what they do, yet
being overlooked in the world of their art-makimgabecause they are women.
For example, Belenky et al. (1986) undertook teeidy of women’s ways of
knowing because their female students spoke ahfgetarginalised in their
experiences of education and Kyung (1990) begatingras a response to
experiences of marginalisation among Asian womehsian society, exacerbated
by both cultural traditions and western colonialiSuach views are also echoed
by feminists in participatory and/or action reséafor example, Maguire
(2001/2006) maintains that “any action researclkctviepntinues to ignore,
neglect or marginalize diverse feminist thought @sdjoals is simply inadequate
for its supposed liberatory project” (2006, p. &ipally, Vyonna’'s concern
resonates with [&bri feminist writers such as Te Awekotuku (1991)ordees
Maori women as being marginalised particularly assault of western
colonisation. In their views concerning male dortimain their areas of art-
making, Andrea, stefanie and Vyonna employ numeways of knowing. In
order to have arrived at such conclusions, it isumpeasonable to suggest that
women’s ways of knowing such as silence, receisalbjective, procedural,
constructed, embodied, cultural, spiritual andatmdrative ways of knowing have

all been use@.

1t is possible that writing and collaborative wajknowing have also been employed by these
women in their understanding that their art-maldngas are male-dominated but they did not
communicate this with me.
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However, the other art-makers did not view the@aarof art-making
as being dominated by men. Hanaafl weaving), Ruth (Mori weaving) and
Rowena (quilt-making) all noted that their areasengndertaken by women
mostly but that they were not seen as exclusivagen’s forms of art-making.
Hinerehua (musical composition and performanceaabpoetry) and Wailin
(painting, pottery, sculpting) did not express @mn as to whether their areas
of art-making were dominated by either men or women

Next, | discuss how gender and culture were exprebg the art-
maker participants in terms of the importance aififp. Most of the participants
spoke of their children and their role as mothersvall as artists. Many spoke of
having to fit their art-making in around their arén and being forced to take
time off if their children needed them. Some hadrgas or husbands; others
included the responsibilities of solo parentingheir lives; one was forced to live
in a different town from her partner because ofrtresspective work situations.
Vyonna related her art-making to her role as moéimer as a woman in her wider
family context. Ruth spoke about working in her glater's school and of putting
her weaving away to give space for the family im lome. In addition, Ruth’s
key project for Phase 1 was to create a cloakdomntother’'s graduation. Rowena
spoke of creating quilts for her children, conclerman unwell parent and her
husband’s involvement in her quilt-making. stefasaiéed about her father’s
scientific, cognitive approach to life, which canted to have a deep impact on
her. Andrea spoke of creating an installation adotlne customs declarations
forms on the parcels her mother sent her from Araeklinerehua talked of
spending time with her family in order to recover kbreative energy. Hana and
Rowena both talked about their grandmothers agjbdesg role models for their
art-making. All of these roles as mothers, partngasighters or granddaughters
were of huge importance to the women and they ofigrlied that their
responsibility to those closest to them was a pyiaver their art-making.
However, all of the participants also recogniseat their art-making was crucial
to their well-being and found ways to fit it in arad their other responsibilities.
The value the participants placed on their relatigms was generally not
articulated directly; rather, relationships werglied within comments on their
art-making or their life around art-making and bg tvay our meetings were

scheduled or re-scheduled according to family needs
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However, solo mother Vyonna presented particuleldgr examples of
the ways in which her role in her family was cortedowith her art-making. She
talked of writing her journal particularly for hehildren —my journal’s going to
be for my childrerfPhase 2 discussion} and of explaining to them what was
happening when the band practices were held athbese:

Vyonna:Every Tuesday night we have band practice at nmgéand

it's supposed to go froftaughs]straight after Shortland Street to

9.30. We've never finished at 9.30! It goes to 022330 in the

morning. But | explain to my boys that sometiméistarget in that

frame of mind and space, can't stop, need to keamauntil the work
is done. | said “It's very much like you and youaystation. You get

a new game, you have to keep going. The dishebare till the next

morning because you keep going.” And they undedstbat.(Phase 4)

Of all the women, Wailin reflected most on the mteaving of her art-
making with her roles as wife, mother and grandmotturing our conversations.
During the Phase 2 discussion, Wailin talked abmiut her granddaughter and
showed me numerous drawings she had made of thiggygirl. She said that
these drawings would later be used within her pagst Her drawing journal also
contained pictures painted by her granddaughteiimméaid that she liked the
concept of having her drawings of her granddauginterher granddaughter’s
own contributions within the same journal. Durihg Phase 3 discussion, Wailin
spoke briefly about how she had managed to contiitieher art-making when
her children were young:

Wailin:... But a day is only 24 hours...And if you want tohdse

things, then you find a little bit of time here amdttle bit of time

there. And when | was weaving | used to think... ied the

children they were young. So if | could just gev®s of weaving in a

day, at the end of a week | would have 14 rowsl \vat's better than

no rows!(Phase 3)

For Wailin, it was important to find ways to malanse progress with her art-
making, regardless of the demands of a family, efveime could only achieve two
rows of weaving each day. During the Phase 4 disonsWailin referred again to
her art-making in the context of her relationshigwviner husband and children

and the need to make a living from their art work.



Wailin: Now going back to the money and making a livimgn Bnd |
made our complete living by our hands, by our sraftind we worked
very hard in all our married lives, when we brougipt the children
and we educated the children. So we had to thinkeomoney ... our
hands ... we were limited by all our hands coulddarce but, having
said that, in all the things | made, | was extreyriatky then that | was
able to makevhat | wanted not what the public demanded of me.

(Phase 4, Wailin’'s emphasis)

Thus, while some women spoke directly about theimeaking and
their relationships with their families, otherseegd to their families less directly.
However the participants expressed their expergrnteas clear that all
considered their roles as women within their famélationships to be integral to
their art-making; often these roles took prioritseotheir art-making. Their roles
as mothers, partners, daughters, grandmothersragrafoddaughters were part of
their embodied experience of art-making.

A final intriguing view of gender came in the fowhgender being
used within an art form to name materials and/striments. Early in the Phase
2 discussion, Rowena had referred to the quilh&rgrandmother as ‘he’ and
about the pink fabrics that she had used in thils. §Mhen | questioned her about
this use of gender, Rowena explained that, iniggilthe fabrics used and the
quilts themselves are always referred to with aomiase pronoun ‘he’ or ‘him’:

Rowena:Yeah they’re male, hifboth laugh].Actually, in our circle of

quilters, fabrics usually are male. ...They're vepautiful, and we

usually take them out of the bag and stroke thérat'3 what we do!

[both laughl].

Rowena used this language again in general sphetiyg the Phase 2
conversation. .anddepending on where he will end up he will genegafiew
more thoughts. I'll take him to the beach but nmtvdnced he’s going to fit over
there... he might go in T®aughteryoom still.. Rowena was talking about the
possible uses for the completed grandmother gthis use of male personal
pronouns was a normal part of the language of tileegs with whom Rowena
associated. We both laughed because we recoghisesgtxual overtones of the
quilting womenstrokingthe fabrics. This added another dimension to the

gendered nature of the embodied experience irathis of art-making.
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Having established that there can be an elemeggrader within one field
of art-making, | asked the other participants whethey had experienced anything
similar in their fields. The answer to this questigas ‘no’ except for Vyonna.
Vyonna confirmed that musicians often refer torthestruments as femalehave
heard that before many, many tim&ge told me that Bbri musicians generally do
not refer to their instruments as female. It is owyn for Maori musicians to name
their instruments but these names may be malentaléeand may or may not be
Maori names. She saldlon’t have a name for my keyboard although samegil’'ve
said, ‘She’s a little beautyNyonna said that the gender of musical instrumesats
not something that she had thought about beforeveder, during this discussion
Vyonna agreed that there were sexual connotatmtigetpractice of male musicians

attributing a female gender to their musical instemts®

Communicating experiences of culture

As discussed in Chapter 2, culture can be descebed“shared conceptual
structure that encompasses beliefs, desires, anthitments” (Goldberger,
1996b, p. 342). Cultural ways of knowing arise oluthe shared beliefs, desires
and commitments of a group of people. The termucalitan refer to many
different areas such as ethnicity (Denzin et &08 Smith, 1999; Sully, 2007),
dominant and non-dominant cultures within a socieipressed as “culture of
domination” (hooks, 2004, p. 151) or such divei@aa groupings as people with
(dis)abilities or particular occupations, workplaceecreational activities, or the
creative and performing arts (Allbright, 1997; Guédger et al., 1996; Hall, 1996;
Hayes, 1993; Hesse-Biber, 2007; Hesse-Biber & Le2094; Reason &
Bradbury, 2001, 2008; Reynolds, 2008; Young, 2005).

All of the women identified the cultural sourceslaites of their art-
making education during our conversations. stefana Andrea spoke of their art
training which was embedded in Western culturavas clear, during our
conversations, that the women of European desoera aware of their cultural roots
and practices. stefanie spoke of her life aglka@e R within Aotearoa New Zealand.
Rowena preferred the term heritage rather thammeuéind identified the heritage of
her grandmother in her own art-making. Andrea, Biew Zealand resident, spoke of

her American roots and post-graduate educatiorelgiBm. However, like most

81t would be interesting to find out if male quitteuse male or female terms in naming their mdgeria
and whether there are gender differences overgpertioning of gender in other areas such as music.
However, these issues are beyond the scope dhtsss.
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people whose roots lie with colonial powers and s¢houlture is the dominant
culture of a land, they did not indicate a stroagse of culture in the same way as
those from non-dominant cultures within AotearoaviNiealand (Bishop, 2005,
2008; Denzin et al., 2008; Jansen, 1990; Kana &dtaea 2006; Kyung, 1990;
Smith, 1999, 2005).

Maori weavers Hana and Ruth were currently studyamgnga in a Mori
institution and were, therefore, immersed iadvl culture in their art-making.
However, Rowena, Cheri, Vyonna, Ruth, Hinerehua\iadlin all spoke specifically
about connections between their art-making and thatural heritage. Some of
Hana'’s, Cheri’'s, Vyonna's and Ruth’s experiencesevpeesented in the above
paragraphs on traditional gender roles ifok arts.

Wailin is a New Zealand-born woman of Chinese desden very
conscious that | am part of Chinese New Zealanobtyisl am the first New Zealand-
born Chinese pottgiPhase 2, Wailin’s emphasis). Wailin articulated $ense that
her culture was part of the wider lived experiemtegch informed her art. Wailin
specifically acknowledged both her Chinese rootstear New Zealand upbringing.
She maintained that her work would inevitably refleer Chinese origins in some
ways.

Wailin: | cannot help but that my work reflects what | ama any

ethnicity. Because | am. | don't try to deny ifeél as if I'm a New

Zealander but the upbringing that I've had stillsha great bearing on

what | am today... And when you look at the formakemyou can see

probably that they look slightly Chinese, because know yourself
most of all of anybody. Without even looking inrtiigor, you still

know yourself. So that’'s what comes out of youweiia.(Phase 3)
However, Walilin also felt that her earlier work wasre reflective of her Chinese
cultural roots than her later work. Wailin spokebeing asked to contribute a
range of pots for a retrospective of her work inlNkigton:

Wailin: And so | am interested now in looking back atladlse early

pots which | might submit and to see how ... thetdfemy Chinese-

ness then. ...When | first started, | was living i@ranese environment
and that was how | thought. And that was refleetetliemely strongly

in my pots(Phase 4)
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Reclaiming and foregrounding a marginalised culture
Any group whose culture is in a non-dominant poaiin any context and/or has been
marginalised by being systematically obliteratediewed as irrelevant or inferior by
the dominant culture will seek to reclaim and f@oeond their culture (Denzin et al.,
2008; Smith, 1999, 2005). Cheri, Hana, Vyonna, Ruiti Hinerehua maintained that
they had all, in various ways, worked to reclaimigenous Mori culture through
their art-making. As Mori art-makers, they all spoke of colonisation andle-
colonisation. De-colonisation in kaupapadvi involves reclamation and re-
establishment of the elements ofidi fundamental beliefs such as mana whenua,
whakapapa, winaungatanga, ahikkanohi ki te kanohi, kanohi kitea and
rangatiratanga (outlined in Chapter 2). As patheir reclamation and foregrounding
of Maori culture Cheri, Vyonna and Hinerehua includegbi language, concepts
and ways of knowing in their art-making, while Hanand Ruth’s raranga was
identified as a traditional Bbri art form. Reclamation of culture through ardking
was most clearly articulated by Hana who saw hemga as a way of reclaiming her
heritage as a Bbri woman.
Hana:Reclaiming... if you like re-appropriating, re-tagHack... so that
was very much present for me also on top of othiags when | took on
weaving again. It was about reclaiming an art fornthat, as a woman, a
Maori woman, you know, was my right...and feeling tike is good. This
is something | can have a part...And | can contributie terms of
learning raranga. | can actually contribute to thevitalisation of the
craft. But there’s actually another layer back taelt’s actually not just
craft it's also about the reclaiming of the indigers knowledge, heritage
knowledge...
Thus, Hana saw her rarangsa way to reclaim her heritage as @Mwoman and
of revitalising an indigenous art form and an aeedigenous knowledge. But she
also saw her role in terms of taking this heritbayevard by developing her own style
based on traditiorHana did not say that men could not reclaim theioiculture in
the same way but that she simply saw it as her role
For Cheri, the reflection of heradri culture in her art-making was
inevitable:and, of course, being &6ri, whakapapa is very importantYet, there
was also a sense of reclamation in Cheri's expyassi her culture through her art-
making. One example was Cheri’s 2007 photograpkidbéion where she exhibited

a series of photographs thie old peopleelderly Maori men and women, who sat on
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the roadsides watchirgkoi®*. Cheri had collected these photographs of old people
over several years and these people reflectedefondt only current culture but also
Maori cultural history:

Cheri: ... over about 2, 4 years | had collected a whal@fghotos ...

| wasn’t going to share but | got this kind of ilrgpion kind of a

dream...one of the photographs of an old konale elder)..l. think |

did 400 shots that time ...And the photos that jept koming out were

more the old people...and | can remember thinkingat/ne you

saying? What are you saying to me?’ | felt thaytivere saying ‘Just

let them know that we were there’, you know, ‘Walways been

there.” And in a sense, not just them personally that the old people

have always been there...You know, maybe the oriaghgpa or

maybe the ones sitting on the side. Or maybe the pou didn’t know

were there and they brought a generation that veassto what was

happening but typically looked like they were frib@ past... And I've

got a photo of the old kuigemale elderyvho is in the bus stop

who...she’s got the blanket around her and ...shdiagithere and

you think, “You don’t belong in this .... You dobé&long in this time.

We could take you and pop you in front of a wh#neditional Maori

house)that's 300 years ago and you would be...in your tme you

would be sitting here”...There’ll always be someameeplace - it's

continuous... just different faces. And some cfealpeople... they

evoke images from the past. So this is this...kitchofping carefully

because some of them...have passe(Pirase 2)
As a means dframping carefullyCheri sought the advice of a respected elder over
her decision to exhibit photographs of the old pea@md in deciding which
photographs to include, of the many that she hieehtd here would have been
another 6 that at the last moment | decided “No Hot going to ... just not now”.
Cheri’'s decision concerning the photographs thatvetuld include involved her
sense of what these patrticular old people waggngto her, her own sense of the
right timing for the photographs of particular pepfo be shown and the advice of at
least one other person of her culture. Such thaughkblved her kaupapaadri

cultural and spiritual ways of knowing (Bishop, 30@008; Drummond & Va’ai-

81 |ong treks to the New Zealand Parliament in Wagtiim, held to highlight Mori rights.



Wells, 2004; Jackson, 1988; Kana & Tamatea, 20862,A982, 1994; Smith, 1999,
2005; Te Awekotuku, 1991).

Like Cheri, Vyonna spoke of her culture in termidier art-making. In
addition to her observations on commercialoM music, a number of her songs
includedte reo(Maori language), such as the sdfgtahitanga(As one, unity,
together). While some of her songs spoke abiiculture, others referred to
more universal themes such as relationships, teeisongChase the clouds
away, or war, as in the soriotahitanga However, Vyonna spoke about her
desire to reflect Mori cultural values in her songs and the ways shae seeking
to reflecta Maori perspective on being an art{gthase 3) through speaking with
other Maori artists, including weavers and tikangaadvi tutors. This area will be
discussed in Chapter 6, in the context of Vyonsaarch for names, whakatauki,
or proverbs, and whakapapa, or genealogy, fordmyss At the time of the study,
Vyonna and her band performed mostly in hotel bemgironments that had
arisen out of western/aReha culture, where their audiences were often
predominantly Mori. They also performed atadri cultural events. Thus,
although Vyonna had gained her Masters degreeantext of western
commercial music, her own art-making was taking@le predominantly [&ori
cultural contexts (working to reclaim her culture).

Like Vyonna, Ruth and Hinerehua were undertakirgiy thrt-making
in both western / #&eha and Maori cultural contexts. Ruth acknowledged this
mixture as positiveSo | guess I'm quite fortunate in that | can waillkboth
worlds (Phase 3). Like Vyonna, Hinerehua was seekingpoess herself more
fully in te reoin her compositions:

Hinerehual know I'm quite expressive in English but my hepeaks

intereo ... So ...how do | transfer those thoughtstereo in a way

that I'm quite happy with? Because a lot of the whl/s of speaking
are lost. And the way we speak te reo today is siemple and very
basic and | know that’'s not how my heart’s thinkifigat’s not how
my heart’s feeling. Anyway... an example of somleeothings that |
came up with... instead of song ... is coming out @trpfreading}
Aku kupu iti i te takaana kei raro i te whakaaro

And the best | can do to translate that in Englssh

Words are few tranquil falling from under thoughts

It doesn’t really... that's the best | can dBhase 3)
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Hinerehua was seeking to reflect heidvl culture more fully in her art-making,
since her headpeaks in te reddinerehua had recognised that her immersion in
an English speaking culture had enabled her to henskills in expressing
herself in English; now she wished to address bartls culture. In this study,
Hinerehua's desire was expressed best in her pbeat ambodied knowing,
presented in Chaptef?7 In this poem, Hinerehua brought together her
impressions on embodied knowing interwoven witmbed woman and being

Maori and with some thoughts that were best expreisstedreo.

Issues of gender and culture
While there are clear examples of gender differendgéhin the participants’ art-
making areas, for some of theaMi participants, there were also gender
differences associated with issues of their cultwhile acknowledging
traditional gender differences, Vyonna expressehgm about current
developments in lbri commercial music as being able to embracetieagths
of both female and male:
Vyonna:Well it's interesting watching fa prominent Mori
musician).. He’s actually quite an authority on thezbti commercial
music industry, as small as it is, and he turnethtowomen to get his
advice and direction and consults with the wométhal time and ...to
his thinking, women on the marae are the tohunganigsic. You
know, they’re the experts, because they have foepeate the culture
generation to generation, through waiata. And $eltl quite humbled
that he would talk to the women...and find out wiieeg were coming
from and where they were going to. And hefsige fanof... the
women who are making it in the commercial fiel#egithat it's
controlled by men...And, on thezbti Music Commission, it's
inundated with women, &ri women. And he says that'’s their rightful
place.(Phase 4, Vyonna’'s emphasis)
As a music-maker, Vyonna was involved in both comuiaé music and
traditional Maori music environments. As a participant in trazh&l Maori music,
Vyonna discussed gender roles as determinedawnyriMulture.
Vyonna:... there’s lots of gender issues foidfi. | don’t know that

we still practice them because so manyokilwomen are taking a

82 Hinerehua presents a redeveloped version of tésnpon the DVD.
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stand now academically. For example, womeme (traditionally)in
charge of the music but the music had a purposeu. kgow,
perpetuating things from generation to generatasyou do. You
know, that wasur way. The men did it through carving, through
chanting and... on the marae, if your singers wergndrder you
usually were thrown out...That’s in aaki context... Yes some
gender... some huge gender issues there and | nesghlire more
because they’re different from iwi to iwi of cour@hase 3, Vyonna’s
emphases)
Thus, Vyonna spoke of the traditional roles afdvi men and women, the
movement of these roles, particularly in the acadeealm, and the differences
betweeniwi (tribes) in terms of customs.
Cheri also identified that there were some asp#dise art in which
she was engaged that were culturally unavailabletas a woman:
Cheri: Gender and culture... the only thing that | stayaclef is in
carving...cos women don't carve. It's not that worden't carve, it's
just that where | come from, they don'’t carve...lalkihg about
carving wood... But it doesn’t mean | can’t carveiecp of pumice or
can't carve a piece of ... oa&iscos that's quite nice to carve - the
green oasis - and | can do carved taonga and thitkgsthat. That’s
fine ...But when it comes to carvipgu (carved poles).that's
different, because you know you have to be... tamght by a master
to do that...The other thing also is in the sense.like puttingmoko
(face designspn[Here Cheri mimes the fact that she designs and
creates makeup mokdjut keeping them quite contemporary because
...it’s like makeup moko. It's not, you know, it's tiomoko
(traditional face and body tattoo) [Cheri indicatexh-verbally that she
would not feel free to undertak&rmoko].
Like Vyonna, Cheri noted that there are differenoetsveen iwi in terms of
whether particular areas of art are reserved far arevomen or were open to
anyone regardless of gender. Thus, while Chericless about traditional roles in
Maori arts, she had enjoyed exploring the contempauassibilities in carving
and & moko and was seeking to balance her received leugel (Belenky et al.,
1997; Goldberger, 1996) of traditional roles, tlagiations in traditionailwi

8 Qasis is a material normally used to hold flowiaroral arrangements.
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customs and contemporary materials and concepésldition, Hana noted that,
while Maori carving has traditionally been the preservenef, women are now
being accepted into carving schools. Cheri and Htapdy that occurrences such
as these challenge the received knowledge of thétiire and cause the people of
that culture to re-evaluate traditional stands. Somay choose to move into the
new ways of acting and others to maintain tradélgractices. In terms of ways
of knowing and art-making, such practices meanttiege women may choose to
work within the bounds of received and cultural way knowing and to develop
their own styles from such a base (Puketapu-H&8&9) or to work with those
who maintain that, in the lived experience of cudipractices can evolve
(Bishop, 2005, 2008; Jackson, 1988; Kana & Tama&@a6; Pere, 1989; Smith,
1999; 2005). Ways of knowing in the latter case majude the received,
constructed, cultural, spiritual and experientinte new ways of doing things are

being developed within the framework of traditiomalues and practices.

Communicating experiences of spirituality
The area of spirituality outlined in Chapter 3 t@nunderstood as belief in a god or
gods, a unifying force within and between all gdation and the cosmos or as a way
of knowing which might include either or both otthforementioned. In addition,
spirituality is identified as an intangible innemse of knowing which is connected to
something larger than ourselves. Thus, spiritualty express itself:
...iIn many different ways, not as something sepasatpart from life, but
as deeper, more richly lived and reflected expegewhich is often called
insight — insight into the meaning of our experieand its illumination
from within through something greater and deepean thurselves. (King,
1989, p. 197)
In a feminist participatory study of reflective ptige in art-making, spirituality is
particularly important because spirituality is are@rching, interwoven means
through which “experience, thought and action coogether” (King, 1989, p. 197).
For all of the adult female solo art-maker pgpants, spirituality was
far-reaching but intrinsic, interwoven and oftekea for granted in their perception
and communication of aspects of art productiondgeand culture. | expressed this
prominence and interweaving in a poster presem@Baght, 2008, see Appendix 7
and DVD (select “Poster” in the DVD menu)]. Partloé summary of findings of the

poster reads:
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Most participants identified the elements of theitual, social and
cultural as central... However, although solo artigteir way of
experiencing the spiritual, social and cultural \®asa connectedness
and continuous interaction with phenomena largen themselves...
(Bright, 2008)
While the theme of the poster was embodied knowifmynd that | was unable
to discuss embodied knowing without acknowledghmgyitnportance and scope of
the spiritual, social and cultural in the lived erpnce of the art-maker
participants The most appropriate phrases in éncgpants’ reflective journals
concerned the spiritual aspects of art-making. &foee, | selected phrases
concerning the transcendent or spiritual elememteimaking from the transcripts
of each of the four women who had, at that poirgyjled digital photographs of
themselves and their work (Wailin, Cheri, Ruth &tefanie). | emailed to each of
these women the summary of the findings and theopet phrases that | had
chosen (23.6.08). Then | responded to any questionemments from each
woman concerning her particular phrases. | prethentjuotations, since these
summarise some of the participants’ verbalisatiothe spiritual in their lived
experience of art-making:

Wailin: The art isn’t the most important thing in my likdy faith is

the most important thing in my life and th@selicates sketches for art

works in her journalfre just things that trickle in or flow o(@Phase

2,19.12.07).

Cheri:Because you'’re transcending, you're in the spie#lm... and

the way your body is moving... there’s a physicgboese and there’s

a metaphysical respongEhase 3, 15.3.08).

Ruth:I just see my pieces as quite healing... well | tbpg are

(Phase 2, 12.3.08).

stefaniel’ve often had a problem... that | feel, when pegaeto see

work, that actually they’re looking at the deathtle process. To me,

there’s no process left and they buy a dead tlitase 2, 20.12.07).
While different from the others, | believed thafanie was referring to the living
nature of art-making, something that transcendghiysical world and the mind-
body experience of the art-maker.

Finally, | included three photographs of my datidg8od, then. with
excerpts from my dance-making journal:



Debbie:i) As | work to align and free my body, the sameg is

happening to my soul and spirit and my consciousiratches up.

ii) ... the expression, growth, integration of th&isghrough the

embodied lived experience of dance.

iii) Body of sound and light... It seems to be thdten | most fully

express my spirituality in dance, this spiritualitgcomes accessible to

others as they watch and kinaesthetically identifyn me (5.7.07).
Like the other art-makers, | see my spiritual &&more than, bigger than, a
simple mind-body experience; the unseen but fettdgoof soul and spirit
communicate with my body and mind and, apparemtith those who watch.

During our conversations, other participants afsangsaneously
referred to the spiritual. For example, Andrea:

| dofeel a need to be part of something bigger... thetvie something

to give to that somethin@hase 4, 31.3.08, Andrea’s emphasis).
Andrea’s comment mirrors those of the other artatscommunicated a sense of
wishing to enrich others, to connect spirituallytwpeople, rather than simply
fulfilling their own need to create.

As discussed in Chapters 2 and 3, spiritualitpetuided as an
important part of many feminists’ beliefs, feminmgays of knowing, reflective
practice and adult education. In feminist writitigg pre-eminence of the spiritual
is most clearly articulated in the literature afnfaist spirituality; for example, the
works of Althaus-Reid (2004), King (1989), Kyund@@D), Moltman-Wendel
(1994) and Slee (2004). Spirituality and culture seen as inseparable;
spirituality is experienced in and through cultarel culture is experienced by
most peoples in spiritual terms (e.g., Chittis1€¥98; Estés, 1992; Pere, 1982,
1988; Smith, 1999; Te Awekotuku, 1991; Yates-Smi®07). Some western
writers also include the inseparability of the antsl spirituality (e.g., Ferguson,
1996; Moltman-Wendel, 1994; Roth, 1997).

However, spirituality is an integral part of thedd experience of
Maori (Bishop, 2005, 2008; Durie, 1996; Drummond &aiaNells, 2004;
Jackson, 1988; Kana & Tamatea, 2006; Pere, 19&8; 1994; Puketapu-Hetet,
1986; Smith, 1999, 2005; Te Awekotuku, 1991; Yaesith, 1998). As members
of a colonised culture, manyadri strive for tino rangatiratanga (self-
determination) and the right to continue to beltmgarticular iwi (Miori people,
tribal group(s), whenua (land of their ancestorAdatearoa New Zealand), marae
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(meeting place), reo (theddri language) and vé@mau (family); all these aspects
are seen as spiritual. In addition, in advl worldview and kaupapa #dri
approach to research, art and the spiritual acead¥gays seen as being connected:

Taha Wairua, the way of the spirit in mattersdvl, permeates our

world so profoundly that to isolate and analyzs almost like

threatening the very fabric itseBpirituality and art-making have
formed an integral part of theaddri world view from ancient times to
the present day. (Te Awekotuku, 1991, p. 135, ipoidt added)

For most of the participants, myself included, $peitual was present
throughout our conversations and in my reflectongrpal. Our experiences of the
spiritual often hovered in the silences, as welhasords, gestures, actions and
art-making. Most participants expressed spiritya# a normal part of everyday
life. Some expressed spirituality in terms of sfieceligions such as Christianity,
Mormonism or a sense of being in communion with mfldenced by a universal
spiritual force. Some participants talked of pray{€heri, Debbie, Hinerehua,
Rowena, Ruth, Vyonna, Wailin) or of having an itittg sense, perceived as
spiritual, that concerned personal safety or havthople who were close to
them were feeling (Cheri, Rowena). This normat paeveryday life was
described as a spiritual aspect interweaving wislofiiculture (Cheri, Hana,
Hinerehua, Ruth, Vyonna), family (all participangs)d values, life and death (all
participants). While the participants who identifithemselves as Mri had a
unigue sense of whakapapa (ancestors and histodyifsavital importance in
their lives and art-making, the nonabti participants also expressed, in various
ways, a connection between their art-making anid dven ancestors and history,
often in terms of spirituality.

Finally, the participants interwove spiritualitytviart-making in such
areas as inspiration (Debbie, stefanie, Wailimatwity ([all participants) and a
desire to serve or inspire others through art-ngakindrea, Debbie, Hinerehua,
Ruth). A number also spoke of spirituality in redatto customs and practices
surrounding art-making (Cheri, Hana, Ruth, Vyonfay. example, Ruth included
references to prayer and the spiritual as norneamhehts of her gathering of
materials for weaving. For instance, Ruth’s recgikeowledge on how and when
to cut flax included spiritual influences of prayerspect for nature and the
spiritual essence of earth and plants. Ruth alstiioreed that her approach to

gathering feathers from dead birds involved askiagnission of the spirits of the
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dead birds, taking the feathers with respect aed burying the birds with an
attitude of reverence in a particular area in tegdgn. Finally, as seen above in
the poster quotation (Bright, 2008), Ruth undertbek art-making with a sense of
spiritual connection with the earth from which thaterials came and with the

people who would receive or buy her art.

| have focused briefly in the above sections oratteas of gender, culture
and spirituality as key areas of relevance intiesis concerning a feminist
participatory approach to reflective practice itraaking. However, gender, culture
and spirituality are just three of the many aspettsider lived experience which
impacted on the 10 participants in their art-makiagmbedded in gender and culture
are many other relevant aspects such as sexuatitthe experiential, embodied,
relational, emotional, spiritual, geographic, egital, socio-political, religio-cultural
and socio-biographical (Kyung, 1990). All aspedtsviler lived experience such as
these are important and interwoven with gendercatidire but it is beyond the scope
of this thesis to cover all areas in detail. Nevelegss, as indicated earlier in this
chapter, multiple ways of knowing are common to ynareas of wider lived
experience. While the examples included in thigptérashow that the participants
could be highly articulate concerning a range sfiés, there remained much that was
non-verbal, non-verbalisable and/or evident innaaking. The non-verbal aspects
were often apparent in spaces between words, faxjaessions, gestures and other
forms of body language. Thus, silence, collaboeatéxperiential, practical,
propositional, relational, reflective, culturaljisual and indigenous ways of
knowing, as described in Chapter 2, were all presdthough not spoken of directly.
For instance, silence was manifest when | cho$istem respectfully or when a
participant paused to listen to me and to reflact make decisions about what she
wished to say next. Collaborative knowing occur@sd participant and | conversed
together and came to collective understandingstahewsubject of our conversation.
Experiential knowing was evident as a participanlived aspects of her history while
conversing with me. Practical knowing appearededverlap between production
aspects of art-making and issues of gender, cudtndespirituality. Relational
knowing was operating as we related with each ahdras the participant
remembered and spoke of her own areas of relatiommating. Finally, cultural,
spiritual and indigenous ways of knowing were emida a number of the examples

presented above but also at other times. As rdsedco-participant, | used my own
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received, subjective, procedural, constructed, ehell) experiential, cultural and
spiritual ways of knowing in order to sense whaswaing said and some of what
was not being said by the other participants. dditéon, | used writing as a way of
knowing in my reflective journal and in my trangts of the conversations with the
other participants; these transcripts in turn bexguarnal entries for the other
participants. Embodied and presentational waysioWing are discussed in more
detail in later chapters and the spiritual andit@it ways of knowing are present and
interwoven with all of the areas discussed in thésis. However, for the art-makers
in the study, these and the other ways of knowiagevall present in our

conversations on aspects of wider lived experiavtueh informed our art-making.

Chapter Summary

The question of this chapter was how do art-mag&enmsmunicate production
aspects and wider lived experiences that inforrr #ré during the processes of
reflective practice in art-making. Since productasmpects and wider lived
experience both inform art-making, it is possiloleritegrate the two areas as one
question. However, given the breadth of productispects and of gender, culture,
the spiritual and other areas of lived experieaagsponse to the question is
complex. Since the theoretical framework of thissis—feminist, participatory
and kaupapa Bbri methodologies together with reflective practcel art-
making—is also complex, | summarise the reponséset@uestion through three
findings.

The first finding is that art-makers experienceduction aspects as
parts of their art-making that have become so fantihat they do not need to be
emphasised in the processes of reflective pracgécilitated by another art-
maker. Yet production aspects are evident in caateam. In the study, these
aspects were communicated naturally during theseoaf our conversations and
were evidence of received, subjective, procedomlstructive, practical,
propositional, experiential, cultural and spiritwadys of knowing. However, the
same could be said concerning issues of wider wgukrience such as gender
and culture. As they participated with me in theegech, these art-makers made
individual decisions concerning which aspects efrthved experience they
viewed as relevant to the conversations with naed hot ask specifically for
detail of production aspects. Therefore, the pigditts were free to choose what

they would talk about concerning these aspects.g¥ew | did ask questions

191



concerning gender and culture; | sensed that tlo@smight be considered
familiar and not needing to be explained. Havinggdsa question, | then allowed
each woman to think and respond in the way thatgsleed. | knew that she
would edit and select what she felt able, safecamfident to share and what she
thought | would deem relevant to the study. Thesdose | took a predominantly
active listening role and allowed the other paptiits to choose what they would
share, the conversations between individual pagitis and myself demonstrated
characteristics of feminist participatory research.

The second theme arising out of the question cosdee more
technical and practical aspects of a particulaa afeart-making. While some of
these areas were hinted at and, perhaps, enlangaiieo an individual art-maker
had sensed my level of understanding, her commitimicevas more likely to be
recorded through reflective journal writing andi@chnical notes and drawings.
However, it is probable that these technical amdioral aspects would have been
discussed with people in a similar area of art-mgksince these other art-makers
would better understand such matters and be alglentivibute in a relevant
manner. In a similar manner, the women adjusteid $peaking concerning the
impact of their gender and culture in their areartfmaking as they sensed my
level of awareness and depth of understanding.wauld adjust my own sharing
in similar circumstances according to my judgenwwhether the listener was
likely to empathise or not, so they adjusted thaiel of sharing. Thus, in the
context of the study, the women were free to chdleseaspects about which they
would speak, both in terms of technical and prattspects of their art-making,
and issues of gender and culture in their widerdiexperience. As a feminist
researcher/co-participant, | accepted that the wommuld edit and adjust what
they spoke of while we participated together irksegbenefit for both of us.

The third finding addresses the issue that theggaants, while
apparently solo art-makers, were seldom alone.& hesmaker participants did
not perceive and communicate the production aspecspects of their wider
lived experience informing their art without shogyiawareness of and reference
to the people who, in various ways, assisted threathieving their art-making.
This sense of interdependence between an art-raakiethe people around her, as
expressed through the processes of reflectiveipeads consistent with the
concepts of the feminist participatory worldviewtbis thesis. A feminist

approach focuses on women and their lived expegierile feminist



participatory research focuses on women particigatgether to bring about
change, in whatever area(s) such change is pecctvee needed. Indigenous
methodologies recognise the interrelationships eetwpeople and their
environment; in this case, kaupapadvl methodologies, emphasise the history,
culture and ongoing role of ari in Aotearoa New Zealand. The interweaving of
relationships, as expressed through feminist ppatiory research, is then
mirrored in the relationship between the researahdrresearched, viewed as co-
participants. These co-participants each have latéan deciding what is
important, worthy of research and beneficial (Bigh®005, 2008; Denzin et al.,
2008; Heron & Reason, 1997; Kana & Tamatea, 20@&sBn & Bradbury,
2001/2006, 2008; Smith, 1999, 2005).
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Chapter 6 Creativity

Introduction
In Chapter 5, | discussed how art-makers commueicaspects of production and
wider lived experience, particularly how gendeifune and spirituality informed

their art during the processes of reflective pcacti

In this chapter, | focus on reflective practicemrmaking as a means of further
developing creativity. | approach this topic thrbugcus questions 2 and 3
(Chapter 4):

2. How does reflective practice increase understanof creativity

and creative processes in art-making?

3. How does use of images assist creativity in onggeeflective

practice in dance-making?

Discussion concerning these two focus questiobased around the
philosophical framework of a feminist participatavgridview (Chapter 2) and
the literature of creativity, creative processeartfmaking and visual images
(Chapter 3). This discussion is interwoven throughbe presentation of
findings; such an interweaving is congruent with ifiterwoven nature of the
three worldviews on which this thesis is based.

The multiple ways of knowing of a feminist partiatpry approach to
research mean that | need not limit the study e&tivity to the rational/cognitive
product-based and problem-solving approaches gigsitonal knowing
discussed by western theorists such as Csikszeaym({tt996), Gardner (1993,
2004, 2006) and Kaufman and Baer (2005). Insteadh &lso able to draw on
non-rational, non-verbal and non-verbalisable el@sa such ways of knowing
as cultural, embodied, experiential, practicalspreational and spiritual. By
presenting the findings and discussion of this tavagirough both words and
images, | signal that understanding of creativitg areative processes cannot be
achieved through words alone. Inclusion of the raiienal, non-verbal and non-
verbalisable ways of knowing acknowledges thatotier participants and | may
have employed these ways of knowpripr to being able to articulate aspects of
our creative processes during the processes ettt practice in art-making.

Alternatively, we may have found ourselves unablarticulate such aspects as
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creative processxceptthrough cultural, embodied, experiential, pradtica
presentational or spiritual ways of knowing. Theref in this chapter, | articulate
findings and discussion verbally where possibleyugh summaries of findings
and transcription/journal entry excerpts. HoweVvatso present drawings,
photographs and video recordings from both my omdh@her participants’ work
to illustrate or represent aspects of creativityf areative process. In addition, on
the DVD accompanying this thesis, | present a iingrof my dancéf God,
then...and refer to this video in the second section isf chapter.

In responding to the first question addressediswdhapter, | focus on
contributions by all 10 participants. For the setgnestion, | limit my discussion
to my own experiences in ongoing reflective practicdance-making. The main
reason for this differentiation is that, in thedstul set out specifically to explore
the development of creativity through the use stial images during ongoing
reflective practice in my own dance-making becdugewed this area as a gap in
my earlier study of reflective practice in danceking (Bright, 2005a, 2005b).
However, while | encouraged each woman to tell b@uaher own creative
processes, creativity and use of images in theldpwent of creativity were not
highlighted as specific areas of focus for thepeaxience of reflective practice in
art-making. In taking a feminist participatory apach to the study of reflective
practice in art-making, my role was as co-partiotpgend facilitator of the
reflective practice of the other participants. fagiice this meant that | asked few
questions; rather, the participants were self-dateng in what they wanted to
talk about during our conversations. Our conveosatincluded the participants’
lived experience of creative processes and, therebseaseadny understanding of
creativity, creative processes and use of visuabis to enhance creativity during
the ongoing processes of reflective practice ircdamaking. Thethernine
participants may also have experienced increasesdarstanding in these areas,
but | did not ask them to comment specifically.

Therefore, in the first section of this chaptgurésent examples of
creativity and creative processes referred to byother nine participants during
our conversations; | also present examples fronowy reflective journal. In the
first section, | also choose to use the presersetenhere possible; this is in order
to emphasise the dynamic creativity of the livederience of reflective practice
in art-making of the 10 participants. In the seceadtion, | focus on my own

experience and reflective journal in the discussibvisual images as a means of
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assisting creativity during the processes of orgogilective practice in dance-

making.

Creativity and creative processes
In this section, | represent the findings of myestigation into the question,
how does reflective practice increase understanofimgeativity and creative
processes in art-making. In order to address testipn, | present findings
from the study and discuss them in relation to Bédk(1990) creative process
and other aspects of creative process in art-madsrajscussed in Chapter 3.
Balkin’s (1990) creative process involves the ssagfepreparation, incubation,
illumination, verification and the ‘re’factor (rattking, refining, reprocessing,
etc.). However, while | endeavour to present Bak({tn990) creative process,
the ways in which the participants in this studgatéde their creative processes
cannot be neatly categorised into the clear stegggoged by Balkin (1990). The
participants in this study highlighted certain maortseand activities of their own
creative processes and appeared to see theseeagegircular and
interwoven aspects of their art-making, rather thsia systematic approach.
Their art-making is interwoven with their wholedi experience, rather than
being an isolated, and isolatable and clearly défe process. Therefore, in the
findings, | focus on key moments and themes oftoreg@rocess, as described
by the participants, suggesting points at whicly tingght intersect with
Balkin’s (1990) approach and also ways in whiclyttiégfer. | also discuss the
findings in relation to other aspects of creatiatyd creative process in art-
making, as presented in Chapter 3, and in lighhefeminist participatory
worldview within which this thesis is based.

| have grouped the findings and discussion of itis¢ $ection of this
chapter under the titlggeferring, gathering, selecting, finding quiet spa,
laying creative work asidandritual, prayer and meditatiorBy placing ritual,
prayer and meditation last in this section, | sigra that this is the least
important area but that this aspect undergirdsabg given the interwoven
nature of creativity, spirituality, culture and ettareas of lived experience for
most of the art-makers in this study. In additioyusing titles drawn from the
participants’ words expressed in the continuousdehindicate both the

ongoing nature of the creative processes for thdgseakers and the



interweaving of their art-making with other aspeaftsheir daily lived
experience.

As indicated in Chapter 4, participants were enaged to keep a
reflective journal or notes during their art-makixperience (Phase 1). A
number of the participants were able to maintaflecéve journals and used
these journals as their starting point for thet finsd possibly subsequent
conversations (Phases 2, 3, 4). Some participaatght a journal or a record
of their art-making projects in note form to ousticonversation, while others
simply recounted their remembered experiences. Mewéor our
conversations for Phases 3 and 4 of the proce$sefaztive practice, all had
access to transcriptions of previous conversatib@ese transcriptions
represented reflective journal entries for thoseveosations. Both the
participants’ own reflective journals and the joalrantries transcribed from our
conversations were important in the identificatidrindividual creative

processes in this chapter.

Preferring

While all of the following sections involve prefeiee, it is useful to identify the
specific areas of themes and/or styles preferrethéyparticipants, as a
background to the ensuing discussions. All of tlhenen identify areas of
preference within their particular domain of artkimg; Kaufman and Baer
(2005) note that skills and preferences can beifgpéxa particular domain
within a wider field of art-making. The following@examples of the
preferences expressed by the women in this study.

While most of the participants describe intuitiygpeoaches to the
areas discussed later in this section, they gdpengbress their preferences in
terms of style within their field of art-making. Fexample, Rowena states her
preference for balance and symmetry rather thamdom placement of
materials in quilt design. Rowena chooses to follbis particular style
regardless of the views of her peers. Rowena’s-qaking preference is based
on her preference for visual symmetry.

stefanie articulates her preferences in stylerimgeof philosophical
matters communicated through visual contrastsemtitural and manufactured
worlds. In her journal and in her conversationfasie explores her

philosophical interests and how these might be comeoated creatively in her
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art-making. She is interested in the spaces betweeple and between objects,
life stories behind and around her photographsstilieess of a photograph and
the shifting nature of reality:

stefanie:..shifts between the concrete and the fundamenital sh

between air and light. All those sensibilities thatually are never

static. They're always in a state of flux and teatort of what
interests me Which is why a photo’s interesting. Because litssti
that flux. It stills the movement, yet it's inheranit. And we take
our...own conditioning and story-telling into assugwwahat it was
outside of the boundaries of the image; you knawgtwappened
before, what happened after. So we start to credtas. interior
assumption of our own narrative and we actuallyateea world that
that piece may have been a moment of... | find itcfanagical.

(Phase 2)

On the other hand, Wailin is reluctant to idenpfgferred themes
and/or styles. Perhaps the reason for her reluetis in the diversity of her
art-making interests and the length of time duxifgch she has been an art-
maker. However, Walilin does identify her interespeople and watching
people; she maintains that she makes her art vasriasresult of her
observations:

Wailin: | suppose I'm an observer of life. | watch mysedt,fmy

own thoughts and feelings, my own motives. And thezause |

watch my own, | watch others. And in relation matgba

conversation that we might have... ideas come tdegh
watching, through observing...l couldn’t ever imagimae being

interested in humanity. (Phase 4)

Wailin’s preference for people is echoed in hefouws pottery figures, the many
people in her paintings and her frequent referet@esher people in our
conversations. However, when referring to her neagor creating art works,
Wailin explains that she is not trying to changeeo$ and she is not expressing
any deep emotions. Although Wailin is overt abaeit $pirituality in other parts
of our conversations, her concern is more with girepherself and being
happy in her art-making:

Wailin: | also am not here to change anybody. But | am here

change myself, which I think is the major thindgtarn...it teaches
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me more about myself, what I'm doing and aboup#@ple around

me...a lot of people say that...they’re painting tfe#lings and

depth and things like that. But I'm just happy pizig what |

remember, what | know. And I'm quite happy whengamting. I'm

quite happy when I'm potting. I'm not in it for adgpth.(Phase 4)
Thus, Wailin prefers to focus on her own changkeaiathan suggesting change
to others.

On the other hand, Andrea does express a degsinake a difference
through her art-making. Andrea believes that stseslomething to give in her
art-making. While she maintains that she struggte@snes over the value of art-
making compared with, for instance, the medicafgssion who deal withfe
and death in terms of a betterméRhase 4), nevertheless, Andrea wants to
enrich other people through her art-making.

Like Wailin, Cheri prefers people as the focus ef &rt-making and
like stefanie, Cheri is interested in the storiekibd her photographs — what has
just happened before the photograph was taken aatlvappened afterwards.
Cheri is passionately interested in the lives osthshe photographs. As
mentioned in Chapter 5, one section of Cheri’'s 2003tographic exhibition
concerns old people watchingabti hikoi. Another section of this exhibition is
a series of photographs of relaxed young peopleémgaround the grounds of a
Polynesian festival.

In a similar manner, Hana, Ruth, Hinerehua and Wigoalso speak
of their preferred areas of art-making. Hana, wiaégning the range of styles
and uses of traditional #ri weaving, notes her preference for weaving with
fine thread invery bright vibrant colourg¢Phase 2). Hana also likes to try less
traditional approaches to finish and neatness ewvimg; for example, she
speaks of making a big kete whose design inclhdesg bits and pieces
hanging out in unexpected pladgthase 2). Ruth prefers to use only natural
materials such as flax and she likes to dye heemadd using colours she finds
in nature like red, purple, blue and green. Bothdt#hua and Vyonna prefer to

explore te reo Mori and the understandings of their indigenousucalin their
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song-writing. In addition, Vyonna prefers to foa@rscommercial Mori music
rather thamainstrearfi* (Phase 2).

Finally, | state through my journal and my dancekimg my
preference for a contemporary dance style. My stgleommon with that of
many other contemporary dancers in Aotearoa Nevaddais influenced by
Euro-American contemporary dance, includes a mexaiirdance from a range
of other cultures and is particularly influencedNdgori and Polynesian dance.

This aspect of preferring can be related to Kaufiarach Baer’'s
(2005b) “microdomain-specific motivation” (p. 326gferred to in Chapter 3.
Microdomains are specialised sub-groups withinexsiec domain of art-
making; all of the domains together comprise teé&lfof creative endeavour
(Kaufman & Baer, 2005). Diversities are requirethii microdomains in terms
of intelligence, motivation, knowledge and skilledaa specific arts-fostering
environment. The various attributes and approamgsired for microdomains
mean that creative process becomes complex aretivand, therefore, may not
conform to the stages of a process such as Balkif80). Hence, while the
participants were able to clearly articulate timicrodomain preferences, their
interweaving of rational, intuitive, non-verbal andn-verbalisable ways of
knowing during their creative processes provideeamight into the
complexity of this area for these female art-mak&hss complexity is further

illustrated in the following sections.

Gathering

The first area of creative process mentioned byralrer of the participants is
that of gathering. Their gathering includes likedgources such as fibres, plants,
feathers, fabrics, concepts, shapes, texturesyslmusic, sounds, words,
and/or movement ideas.

Gathering as part of creative process is one aeda t
photographer and painter stefanie wrote and spbK2uning our conversation,
she reads from her journal and talks about whagakieers:

“On reflection, my gathering is done with almose thative
sensibility of a magpie. Reading this little b#egg this sort of

colour on a billboard, listening to certain musggtting the artist’s

84 Here Vyonna refers to the alternative stream @blcommercial music that is flourishing in
contexts of Mori radio, television, internet sites and socighgangs. She contrasts this with the
mainstream of commercial music associated witkeRa contexts.
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name, piece by piece, assorting and accumulatipgtenwork of

moments. Interstices of my world as | am in(Bhase 2§°

Like stefanie, Ruth, Wailin, Hinerehua, Cheri, Vyan Rowena and
| all speak of collecting things that interest nsl @ould be used in our art-
making. At her home, Ruth maintains several bookkiding her “Good Ideas
Book”. Cheri fills notebooks with drawings and \édudeas. Wailin keeps
separate journals for writing and drawing, sketghand painting. Hinerehua
fills notebooks with verbal ideas for songs andtpoeoting phrases of interest
that she hears or reads. Vyonna collects detalt®iomemories and motivations
for songs in an electronic journal; she notes sefuiness for her but,
particularly, as a heritage for her children.

Rowena speaks often of her gathering. In her h&ogena
opens and displays for me her cupboards, shehedramvers full of well
organised materials (See Photograph 1 in this ehapid clips in video
montage, Chapter 7). She shows me her huge coltectifabrics, beads,
jewellery and other decorative materials that stleetbes might be useful for
future quilts and other fabric arts. Rowena alsibtesmotes and drawings of her
ideas and pins small swatches of fabric into hemals. Rowena echoes
stefanie’snative sense of a magpms she speaks of how much she has collected,
her difficulties in remembering what is in her st@f materials and the
challenge of keeping her many items tidy. Nevegbgl Rowena indicates
through her words, gestures and expressions oigpatbst she enjoys visiting
shops, second-hand shops, sales stalls and galagearsthe expectation that
she might find fabrics and decorative elements suscjewelry, which could,
potentially, be used in fabric art projects. Rowelearly enjoys having many
items to choose from.

Finally, as a dance-maker, | gather many items asghictures,
drawings, poems, concepts, words or movement iéaessed or danced.
Such movement ideas may be witnessed in my evelifdaihrough other
people, animals, plants, trees, wind, fire, watananimate objects such as
bicycles and cars. | may notice movements thatmitcough the whole body or
individual body parts or as gestures, shapes dm@gts made in and through

space. | may also gain movement ideas from interabetween living beings

8 |n the excerpts from stefanie’s Phase 2 convensaiti this section, reading aloud and
spontaneous speaking are differentiated by uspesfch marks.
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and inanimate objects such watching a dog chaséetrida ball or a child lift a

spoonful of food from plate to mouth.

Photograph 1Rowena and some of the things she has gathered

[From video recorded in Rowena’s home by Debbigliti

The practice of gathering indicated by the art-msuke this study
could be viewed as similar to that of Balkin’s (09@reparation stage.
However, while Balkin’s (1990) creative procesfoisused on an end product—
the creative product, the gathering is seen byetfe®sale art-makers as part of
an ongoing process which is part of their wideedivexperiencdi)nterstices of
my world as | am in ifstefanie, Phase .ZJhus, while most of the art-makers
speak of their gathering, this collecting is bagadtems that interest them, not
on the certainty of using them in any future prtEc Gathering is viewed as an
ongoing activity, independent of the progress of particular art-making
project. The women gather resources that mightskeéuufor their art-making
without the need to see each object or idea inde&rina specific project. Thus,
rather than fitting exactly with Balkin’s (1990)gparation phase, the gathering
activities of the 10 female art-makers in this gtpdints to a feminist approach
to the interconnectedness of lived experience—asmdétheir art-making do
not occur in isolation from the rest of life. Thgathering is not an isolated,
focused and cognitively-based activity. The womepegience an interweaving
of cultural, embodied, experiential, practical, qaetational and spiritual ways

of knowing in their gathering. This interweavingwéys of knowing is
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consistent with a feminist participatory worldviend will continue to be seen

in the following aspects of creative process.

Selecting

The second aspect of creative process spoken thiehyarticipants is selecting.
While a number of the women talk of gathering maesns, often with no
particular art-making project in mind, they indiea more direct approach to
selecting materials, ideas or concepts for a speaif-making project. At least
three different approaches are indicated. Thesmappes include making
individual choices through a combination of ratiosad intuitive senses,
through the intuitive sense alone and making imidial choices but seeking
feedback and confirmation from a knowledgeablerasgected other.

First, stefanie maintains that she experiencesaetetween the
intuitive and rational; between gathering and d&lgdtems and photographic
techniques for specific projects. In the followiexgcerpt, stefanie pauses,
reflects and continues to read and speak abountinéve nature of her
gathering in contrast to her cognitive conceptpairaach to art-making:

stefanie:..But then | was looking at “I'm always considerimy

artistic practice to be based on a conceptual rigbu.and I'm

actually quite an intuitive gatherer but that's riaiw | actually

assimilate things into art work. “However, thisrist the place |
begin from. It’s rather instinctive and with theiér sense of the
haptic experiencing through touch, sight and sowadlecting the
collectable, and then assembling these seeminglyama stills in the
clinical environment of the studio. Indeed my faetd’ after the
event.” And then | thought: “Art head came to medgse it’s like
my filter system where the process of sifting tglhoun threads of
collected writings, readings, findings, sketchesvggshed and
cleaned and prepped ready for translating into suei piece or
series that investigates a convention or concegdraahework that |
am wanting to explore.. It's quite a physical, jursthe world,
intuitive type of connecting but then it needsdbttanslated and
that's very much a head process for me and | domite from much
of a spontaneous or intuitive realm when I'm adfyatarting to

piece my collectables togethe(Phase 2)
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While stefanie sees her experience of collectingstsctiveandhaptic, she
focuses on cognitive conceptual frameworks forgi@tographs when
arranging materials for a photograph. stefanieépgpsitional way of knowing is
evident in her journal reflections as she recognisel articulates the tensfn
stefanie switches from an intuitive to a produattfeed rational approach as she
selects materials for the composition of a photolgr&he speaks of needing to
control her intuitive sense when she takes phopgréecause ahe
mechanical exactnesd camera-use. stefanie expresses passion congénein
magic of chemistry and light and daak she develops her work in a darkroom
(Phase 4).

As stefanie undertakes her art-making, she moviegelea her
intuitive and rational senses in a similar wayhattrequired of musicians in a
modern technological environment (Leman, 2005). &e1f2005) describes
these two approaches to musical composition asmtienand rationalist (See
Chapter 3). Leman applies romantic and rationapgtroaches in terms of the
intuitive creative sense and the technical useofputer technology. stefanie’s
art-making more resembles Leman’s (2005) appraather than Balkin’s
(2005) creative process.

While stefanie applies both intuitive and ratioapproaches to
art-making, Rowena appears to rely a lot on heitine sense of what looks
and feels right to her as she develops the laybatjoilt. Rowena speaks of
laying blocks (completed fabric motifs) out on flaor to decide how she wants
to complete the quilt. In a particular project, $las been encouraged by other
quilters to place colours, textures and patterrssrimndom manner. But Rowena
is not satisfied with how the quilt looks:

Rowena [pointing to a photograph of the quiltfid all these blocks
out on the floor...And | was in and out of the roonmd.moving
things around...it just wasn’t going to happen for. mécould not
do it. So | unpicked every block...really frustratlmerause you
damage the fabriqPhase 2)
For Rowena, the development of an art work is basean intuitive,
internalised sense of what worlts kind of like just listen to yourself and
follow your gut...If it's not right, it's not rightt just doesn’t feel righ(Phase

8 | ater in the Phase 2 conversation, stefanie spafatke themes in photography that interest her
most; her preferences and interest are clearlguated.
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2). In her decisions regarding development of @ifipeart work, Rowena is
employing non-rational, non-verbal and non-verladdis ways of knowing
present in the cultural, embodied, experienti@cpcal, presentational and
spiritual and does not appear to follow the motmnal approach of Balkin’s
(1990) creative process.

On the other hand, Cheri employs non-rational, venal and non-
verbalisable senses as she selects particulargraptes of Mori elders but also
seeks advice from a knowledgeable and respected. o@heri attempts to
articulate her selection from the 400 photograplasiable by noticing how the
old people in the photographs ‘speak’ to her (Céiapj. For Cheri, the less
verbal ways of knowing such as the cultural, eméddexperiential,
presentational and spiritual are evident in hezcd&lg. Her cultural, embodied,
experiential, presentational and spiritual sensiégegher choices. However, in
addition, she does not make her decision aloneri 8beks out a knowledgeable
elder to view her photographs, hear how she pladssplay them and then to
give feedback and permission concerning her désidisplay photographs of
respected old people, some of whom had already Gieelri’s blending of
personal creativity and deference to her cultusenslar to those discussed by
Puketapu-Hetet (1989) regardingitMi weaving (Chapter 3). For instance,
Puketapu-Hetet (1989) emphasises the socio-cultorgext of weaving and the
respect for elders and culture associated witmiegrand replicating existing
patterns, while noting that individual innovatianeincouraged.

Thus, stefanie, Rowena and Cheri approach theicset of
materials for their final art work(s) in various yga However, it could be argued
that each of these three women is influenced byWwer cultural ways of
knowing. stefanie and Rowena, in keeping with thastern cultural
backgrounds, make decisions as individuals reggritieir art-making.
Similarly, in keeping with her ®bri cultural roots, Cheri prefers not to make
decisions without reference to knowledgeable asdaeted elders. There are
ways in which such an argument could be considgisdied, given that
women such as stefanie and Rowena identify thdtinr@h roots as western and
Cheri, as non-western, indigenouadvi. Yet, this stance is challenged by a
feminist participatory worldview since this worléw interweaves all of the
concerns of feminism and of a participatory worddvi Feminism foregrounds

gender and marginalised females and males, challethgalisms and maintains
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a fundamental belief in the lived experience ogiobnnectedness. However, a
participatory worldview complements feminism by drapising a participatory
approach to research based on the co-creationosfledge and the
interconnectedness of all in the created worldthedcosmos (See Chapter 2).
Consistent with a feminist participatory worldvieslyring our conversations,
stefanie and Rowena emphasise their connectedigssthers while Cheri’s
sense of self leaves me in no doubt that she wmeilchpable of making

decisions alone if this were appropriate and/oessary.

Finding quiet spaces
The third aspect of creative process, finding gsieices, is mentioned by
several of the art-maker participants (Kaufman &B&005). The women in
this study are all busy people with numerous resibdities apart from their
art-making. During the study, this busy-ness islent in such challenges as
negotiating times and places for our conversatipastponements and
interruptions within our conversations and the macaiyvities, responsibilities
and commitments mentioned by the women as we csaver

Thus, all of us have to manage the creative presesfsour art-
making in the spaces between other responsibildiesCheri remarkChanges
in work, changes in lives really interfere with yaueative proces¢Phase 2)
We all need to be creative about how and when waundertake our art-
making (Lubart, 1999). Ruth, Cheri and Vyonna spafakorking best at night
when it is quiet and they are free from the distoms of family and dalily life;
Vyonna and Cheri both say they find 2am a very pctigle time in their art-
making. Cheri and stefanie speak of enjoying b&iregphotographic dark room
where it is quiet and they can work alone; bothakpef missing this hands-on
time of solitude in digital photography. Wailin s of reflecting on how to
achieve particular creative solutions to problear$yen the morning. As a
dance-maker, | also find that | work best whenvenme alone in the quiet of a
dance studio. This quiet space allows me ample rtoodance but also to
vocalise my thoughts. For example, in my journakdord a time when | am
asked if I am willing to share the dance studiccspso that other dancers can
rehearse and use their music. At this particulamtpo my dance-making
process | am feeling the pressure of an immaneftpeance and | have not

yet finished choreographing the dance work. | commemy journal:26 July
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2007: | said, ‘No’ — just couldn’t get th{glance)finished for next week if
distracted by this. | need silence to be able tio tia myselfThis journal excerpt
reminds me that | often talk aloud to myself akdreograph and also as | write.
Vocalisation of my thoughts appears to be a necggsat of my own creative
process but with others in the room | am too setfsciousness to do this. In
addition, my awareness of others’ needs meang tlmahot wish to distract
them from their work by thinking aloud. Like thehet participants, | have need
for solitude, for quiet spaces in which to achieweart-making (Piirto, 2005).

Like some poets (Piirto, 2005) and fiction writ@Perry, 2005),
finding quiet spaces is an essential part of teatore process for the art-makers
in this study. Such a need does not appear toth@ipBalkin’s (1990) process.
It is possible that, unlike the women in this stuait-makers studied by
theorists such as Balkin (1990), Csikszentmihdl996) and Gardner (1993,
2004, 2006) have designated times and spacesdiorctieative activities in
ways that are not possible for the female art-mmkethis study. In this aspect
of creative process, a feminist approach to rebdaighlights the lived

experience of female art-makers.

Laying creative work aside
However, the next aspect of creative process, ¢pgirative work aside, can be
aligned somewhat with Balkin’s (1990) creative mss, particularly Balkin's
incubation and ‘re’ stages. Vyonna, Ruth, Handasie and | all note our need to
put our work away. For example:
stefanie I'll do something and then let it sit for a bgp back and
(reconsider)... the problem... sometimes, with worthas! don't like
the way I've first done it... Or sometimes there wWdid more added
to it and other times it doesn’t feel quite as imt@ot as it did that day
for me. But...I like the fluidity of coming back bmgs.(Phase 4)
This excerpt takes place in the context of our essation concerning the worth
of the repeated phases of reflection in an apprtaacéflective practice in art-
making (Bright, 2008). stefanie draws an importarparison between laying
creative work aside and the repeated reflectiaeftdctive practice. stefanie
emphasises our need as art-makers to allow timefigctive practice and also
for the detail of our creative projects to incubateur minds and bodies. The

idea of putting art work aside or resting is alsasistent with other literature of
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creativity including dance, fiction-writing, actingusic, poetry and Bbri arts
(Csikszentmihalyi, 1996; Janesick, 2004; KaufmaBauer, 2005; Puketapu-
Hetet, 1989). The resting time appears to be assacg pause in the flow of
creativity for many art-makers (Csikszentmihal@96; Janesick, 2001; Perry,
2005; Piirto, 2005).

However, in a similar manner to the way some wsitessociate the
creative with the spiritual, Vyonna speaks of |@agrabout the practice of putting
aside creative work from a master weaver and mastaat putting creative
work aside is viewed as a spiritual as well aseative need:

Vyonna:So go hard for a few hours, a day or so then paakay and

leave R. taught me that. R.’s a weaver. The weavers adftehings

like that. They’ll work for so many days or so maowyrs. And then if

nothing’s happened they'll pack it away for a dayso. Maybe a

week. Bring it out ... it's a spiritual thing toPhase 4)

Vyonna's words are echoed in less articulate waya bumber of the
participants. In my dance-making, | have a sensehah it is time to leave my
active dance-making aside so that my subconsciaud amd spirit can keep
working on current physical and/or conceptual peoid and so that | can pray,
meditate and reflect on what exactly it is thainl @ying to do. In summary,
while Vyonna'’s, stefanie’s and my experiences dgalkin’s (1990) creative
process and the processes of reflective practigeniva’s excerpt and my
experience also illustrate an interweaving betwereativity and cultural,

embodied, experiential, practical, presentationdl spiritual ways of knowing.

Ritual, prayer and meditation

The final area of creative process referred tohgyparticipants concerns the
inclusion of ritual, prayer and/or meditation prtorand during periods of art-
making (Perry, 2005; Piirto, 2005). While this ntegve been an important
element for most, if not all, of the participarf®uth, Hinerehua, Wailin, Cheri
and Vyonna speak specifically in terms of exercgesh as prayer or spiritual
rituals. As described in Chapter 5, Ruth’s desiis of cutting and preparation
of flax for weaving and how she approaches theagaty of feathers from dead

birds are part of the ritual and prayer of hermagking yet are interwoven with

871t must be noted that practitioners, such as DigggeTe Kanawa (1992), writing of their craft,
often focus on what they actually do rather thaw kieey conceptualise or how they lay their work
aside.
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the cultural and spiritual. Vyonna's referencefinding name, whakapapa and
whakatauki for her songs can be viewed in a sinliggut to Ruth’s experience.
Hinerehua mentions spiritual matters such as pgayirthe same context as
dreams, visions and cultural understandings. Irdamce-making, | write of
such activities as physical warm up exercisesglyimotionless on the floor and
walking around the dance studio several times aagimy as | prepare
physically, emotionally, spiritually and creativéMorris, 2005; Roth, 1997).
Like other art-makers such as poets, fiction-wsitartists, actors,
musicians, weavers and dancers, some of the wamiie istudy have particular
rituals or prayers that they undertake before amthd their creative processes.
The participants’ experience includes rituals ofkivey as described by Piirto
(2005) and Morris (2005) and of praying and/or rtegdhg as discussed by
Ferguson (1996), Lubart (1999), Pere (1982) ancfyki-Hetet (1989). While
ritual and prayer might appear to be part of Batk{a990) first stage of
preparation, Balkin refers only to practical andmitive aspects of creative
process. Similarly, while Balkin includes the pbddy of an intuitive ‘aha’
moment in his illumination stage, he makes no neandif the spiritual or ritual,
prayer or meditation as part of this stage. Funtioee, ritual, prayer and
meditation are seen by writers, such as the alasvenportant elements of
creative process not only at the beginning of a agwnaking project but at the
start of every session of art-making and even duaimd at the end of every
session. Thus, for some art-makers, ritual, prapdrmeditation are constantly
interwoven with the actions of art-making. In adit as mentioned in Chapter
3, Zepke (2003) includes meditation as an elemergflective practice. Thus,
the non-rational elements of ritual, prayer and ita¢gidn are elements of the
creative process and of reflective practice imaaking for the art-makers in

this study.

Summary

In the above section, it is clear that, while aspe€ Balkin’s (1990) stages of
creative process are evident in our conversationst of the participants do not
articulate their experience of creative processuich defined ways. While
stefanie writes and speaks of journal entries amireg tension between the
intuitive and the rational, the others appear t&enzo such distinctions. On the

other hand, we all see our creative processesapanable from the lived
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experience of our wider lives and draw from culkueamnbodied, experiential,
practical, presentational and spiritual ways ofWkimg. Experiences in art-
making of preferring, gathering, selecting, findiimge, laying creative work
aside and ritual, prayer and meditation are seew akfferent from other parts
of lived experience. In Chapter 5, | discussedbterweaving of gender,
culture and spirituality. In this chapter, it hacbme clear that creativity is also
interwoven with gender, culture and spiritualityt fnost of the art-maker

participants in this study.

Visual images

In this section, | address the focus question Hoesdise of images assist
creativity inongoingreflective practice in dance-making? As indicagady in
this chapter, | limit my discussion to my own expaces in ongoing reflective
practice in dance-making.

As a feminist researcher | am able to bring my eswbjective
interpretations to the visual images of my dancé&ingaand their role in
enhancing creativity. Such subjective interpretatiare discussed by feminist
writers such as Belenky et al. (1986), Goldberged.g1996), Hesse-Biber
(2007), Reinharz (1992) and Young (2005). Accordm@elenky et al. (1986)
and Goldberger et al. (1996) subjective interpi@tatare associated with
subjective knowing; they are also related to caresérd knowing, since my
subjective interpretations are formed from botleiinal and external sources of
knowing. Because this thesis is based on a fenpaigicipatory worldview | am
also able to take a broader view of images thrauglown embodied,
experiential and presentational ways of knowingr@ifie Reason, 1997,
2001/2006, 2008; Park, 2001/2006). This means itm#js section, the images
may include photographs, video recordings and argsv{including drawings
from prior to the period of dance-making). In aguit | am able to view the video
with a trusted peer and use our collaborative kngvid inform further creative
choices. Finally, since the focus question considén this section concerns
ongoing reflective practice in dance-making, | dstedo review my
understanding of images in my earlier study (Bri@®05a, 2005b) for evidence
of creativity as well as the images of the studywuhiich this thesis is based.

In this section, | present photographs, drawingsirjal excerpts and a

video recording of the 14 September 2007 performanfieny dancéf God,
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then...[see DVD accompanying this thesis; Select “Datic@od, then...” in the
DVD menu (10 minutes approximately)]. While someta points discussed
concern videos of rehearsals and earlier perforemrdndicate the dance
segment discussed by referring to the time frangecastume in the video
recording on the DV,

Since dance is an ephemeral art form which can laffully
experienced in a live dance presentation, visuagjes of dance can only be
representations (Brennan, 1999). | undertook toodisr how representation of
dance in visual images can be used to enhanceviedtring the processes of
reflective practice in dance-making. In the earieerdy (Bright, 2005a, 2005b) |
recognised that, through use of images, | had dainefirmation of my strengths
in dance and of the appropriateness of the choapbgr choices and changes |
had made. While | recognised the short-comingssofgitwo-dimensional images
to represent a three-dimensional art form, | adddtier variation to my dance
where | noted that the choreography appeared uestieg on the video
(Brennan, 1999). The major development of thisieastudy was the use of
images together with dance-making and poetic jdwereerpts to form an image
narrative as a representation of embodied knowBnigylit, 2005a, 2005b, 2007).
However, | also recognised a number of limitationghe sources of my images
and the use | made of them during the processeslettive practice in dance-
making. For instance, while | had made use of Visnages in the development
of my dance, | had been restricted to images oparformances; | had no
photographic or video images of my rehearsalsdtfiteon, | found myself
resistant to viewing videos of performances uotilg after the event. | concluded
that this unwillingness to review the videos offpenances concerned my
learning style; as a diverger | was more interestadoving ahead than in
looking back®. Hence, I recognised that, while | had found igsgseful, there
were additional ways in which | could use imagesriputhe processes of ongoing
reflective practice in dance-making. Further resieavas needed to discover how
images could be useful in the development of origatihrough a) recording

images of both rehearsals and performances anéwing photographs and

88 |n the dancef God, then...| dance the first section wearing a graduated bhsg, take off the
coat and dance the second section in blue pantsopndhen take off pants and top to dance the
third section in flesh-coloured leotard and tiglgresenting nakedness.

8 The diverger is one of four learning styles in IXsl(1985) Learning Styles. In the earlier study
(Bright, 2005a) | used Kolb’s Learning-style Invernt as an aid to my own reflective practice in
dance-making.
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video recordings of rehearsals and performances@s as possible after the
events. | recognised that | could use images nxiensively and productively to
enhance and develop my own creativity as a dandenzand to add to further
understanding of the creative processes of artmgaki general.

Therefore, | undertook increased and intentionalafsvisual images
in order to establish how use of images can assgstivity in ongoing reflective
practice in dance-making. To achieve this, | bougitown video recorder and
frequently recorded video during my rehearsal sessby setting the camera and
then arranging my dance space so that | would remdrame as | danced. | also
requested video recordings of four performancesytlance workif God,
then.., at a church service in Palmerston North (Suridaygust 2007), The
University of Waikato (Friday 14 and Saturday 1pteenber 2007) and at the
Christian Dance Fellowship of Australia conferemcdlice Springs, Australia
(Friday 5 October 2007). | undertook to view batheaarsal and performance
videos as soon after the dance-making sessionssaghfe. | also requested
photographs of the performances at the Universit)/aikato and the Alice
Springs conference.

My dance-making for both my earlier work (BrighQ@5a, 2005b)
and this thesis are focused on creating a particialace work. Thus, although I
emphasise the processes of dance-making and ettieél practice in dance-
making, my focus is also on completion of chorepbgyaand performance of a
dance work in both studi&s Therefore, Balkin’s (1990) creative process of
preparation, incubation, illumination, verificatiand the ‘re’ factor is relevant
to the study of how use of images assists cregiiivibngoing reflective practice
in dance-making. In addition, judging that imagaséibeen used creatively
involves such concepts as individual innovatiothef art-maker developing
“her artistic mind in her own direction” (Puketapietet, 1989, p. 4),
experiencing the world in “novel and original way€'sikszentmahalyi, 1996,
p. 25) and receiving feedback from respected othelsdging images also
concerns awareness of the communities in whiclldmee work was presented
and the dance-maker’s own culture, history andtspiity; these areas are
discussed by writers such as Foster, (1995, 1@a@jiberger (1996), Hayes

% As stated, images acquired of the earlier danglet reflections: A grief embodig@right,

2005) were from performances of the work, rathantirom rehearsal; therefore, discussion based
on these images concern the final creative prodiutte dance.

I These respected others may or may not fulfillrtile of gate-keepers for the particular domain
of art-making (Csikszentmahalyi, 1996).
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(1993), Moltman-Wendel (1994), Smith-Autard (2084 Smith (1999) in a
range of soio-cultural, historical and spirituahtexts.

During the processes of ongoing reflective pradticgance-making,
| discovered six ways in which images can assestority:
1. Recordings of rehearsals of dance work enhdrddance-maker’s ability to
make creative changes in the final dance work
2. Recordings of improvised dance in studio retaamsperformance allow the
dance-maker to identify new movements that cansled in the development of
the dance.
3. Photographs of two different moments in the saewdion of a dance provide
affirmation of changes and further understandinthefscope of creative
expression being sought by the dance-maker.
4. Viewing images with a trusted peer informs fartbreative choices by the
dance-maker through collaborative knowing.
5. Ongoing reflective practice encourages the damgleer to review the images
of earlier experiences (Bright, 2005a, 2005b) aleahiify how images have
enhanced creativity.
6. Ongoing reflective practice in dance-making lesd to recognition of the role
of other visual arts such as drawings in the dgraknt of individual creativity in

both past and present dance-making experiences.

In the following paragraphs, | present examplesauh of these six key points
and discuss them in terms of creativity, imagesa@rgbing reflective practice in

dance-making.

1. Recording of rehearsals of dance work enhamtamnae-maker’s ability to

make creative changes in the final dance work

In order to illustrate this point, | present twaexoles of how | used video of
rehearsal to enhance the creativity of my ddhGeud, then..Both examples
are based on a video of the first section of theedaecorded on 20 August
2007 [The dance section referred to here is tise 2iminutes 50 seconds of the
dance work on the DVD]. While | do not include thetual rehearsal video
footage, journal excerpts provide evidence of nilective practice in dance-

making based on rehearsal video recordings.
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The first example concerns viewing the video, aoniing
satisfactory choreographic decisions and identifyimere changes were
needed. | reviewed the rehearsal video immediatidy recording and wrote a
journal entry which gives brief notes of my thowugbn this section of the dance
work in terms of how the choreographed moves lopldabther | needed to
change where | was facing and the direction of neyement and whether or
not | needed more choreographed material. Theviollp are excerpts of this

entry:

20 July 2007: Video of first time wearing the c@aistume for first
section).Final low rond de jamb& needs to be with left leg so foot
and hands end focused towards centre stage — cosle back leg
on video so, if using right leg would have to bm@st side on. Nice
touch to do sudden change of direction. | likevlasg the coat moves
as | dance — need to make more of this. Circlewwhdnd knees is

nice reflection of the initial slow spin on my feet

This excerpt contains both technical notes on dotoements (rond de jambe
and circle on butt and knees) and comments onisiaheffect (sudden change
of direction and movement of the coat). As a resiltiewing this rehearsal
video | was able to make changes that added moietyw#o the visual and

aesthetic interest of the dance work.

The second example is based on the same videalnegdiut refers
to how video recording of rehearsals can aid a e&smemory of
choreographic work facilitating further creativevdlpment23 July 2007:
Golly, just as well | videoed on Friday. I've addsaime but had also forgotten a
link until now.This excerpt highlights two points: 1) if the dandoes not have
to spend energy on remembering earlier work, maore &nd energy is available
for creative innovation of that earlier work; 2)this case, the act of reviewing
the video immediately after recording on 20 Juljedi my memory, so that,
without viewing the video a second time, | was ablespeat earlier work, add
new creative detail and recall movement missechdutie 23 July rehearsal.
My commentGolly, just as well | videoed on Fridagflects my recognition that

Friday’s (20 July) video could be available to aig recall if needed.

92 Rond de jambés a French term for the movement of circling @gwhile standing on the other
leg.
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In the two examples, visual images enable me t@ase creativity
through reflective practice in dance-making bywilmy me to more fully
explore the range of choreographic techniques pteden the literature (e.qg.,
Blom & Chaplin, 1982; Foster, 1976; Foster, 198@yét, 1993; Smith-Autard,
2004) and the range of possibilities within Hayd®93) aesthetic principles of

form.

2. Recordings of improvised dance in studio rel&ansperformance allow the
dance-maker to identify new movements that cansled in the development of

the dance.

One example of use of video of improvised dance ssurce of choreographic
material is drawn from my 5 August 2007 performaimcBalmerston North. At
one point in the dance, | forgot the choreogramm?t3 seconds and improvised.
By viewing this short section of improvisation Itamed a new movement that |
added into the dance [The movement is describétkifiollowing journal excerpt
and can be seen on the DVD approximately 6 mirBitesconds into the dance. It
takes place during the second section; costumetbfuand pants].

13 August 2007: | missed the bit where | blankedtoei first time |

went through — it was so brief and unobvigudid not notice this 2-3

seconds of improvisation the first time | revievikd video)..liked

the grabbing movement in which | repeatedly anapssively

wrapped my arms around and down my body.
While improvisation can be used as part or all pegormanc® (McLeod, 2005;
Morris, 2005), it is also one way of discoveringwy@ovement in the
development of set choreography (Barbour et a0728layes, 1993; Minton,
1997; Morris, 2005; Smith-Autard, 2004; Vine, 20083 part of creative process
(Morris, 2005) and also as part of practice-basséarch (Barbour et al., 2007;
McLeod, 2005; Vine, 2005). Video of improvisatioancprovide a source of new

movement that could otherwise have been forgotten.

93 Another example of my improvisation is presentadrdy the first part of the video montage
(see Chapter 7). In this case, improvisation i ssea way of experiencing embodied knowing.
94 frequently perform improvised dance, particuar the context of the singing in church
services.
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3. Photographs of two different moments in the saewion of a dance provide
affirmation of changes and further understandinthefscope of creative

expression being sought by the dance-maker.

Photographs 2, 3, 4 and 5 depict different momientise first and last sequences
of the dance. Photographs 2 and 3 remind me afréhegive processes involved in

developing the opening sequence. They show chandesad and arm positions

and

Photograph 2Spinning Photograph 3Singing
[University of Waikato, NZ, [Alice Springs, Auslia,
Robert Fear photographer] Lucy Jarashatographer]

the addition of singing. | had recorded these changry briefly in my journal:
27 August 2007: | really like the perfect vertitalof the windmil(the
shape of my armdjut don't like it just repeated facing forwards.
Tomorrow at home | think I'll try adding some védram in to the
second and third slow spins — same spin same p#a@dre variation
than previously. | like that. God might be timelass outside of time
but why would God bother doing almost the samegtbirer and over
again in acts of creativity...Today | also added mig® during the
first three slow spins when | had the music ohirlK this idea
occurred to me when | was reading ‘Spiritual Patlyg/g Thomas,
1996)...If | can time the first note to end shoréydve the high



melody begins in the sound track and pitch my vimidbe same note
as the first note in the sound track, it works healell. It's like God
singing the stars into being and the stars respogdi
Photographs 4 and 5 remind me of a number of eatioices. Photograph 4
reminds me of how | worked to justify narrativelydachoreograph the onstage
shedding of my blue top and trousers to reveahf@sdoured clothing
representing nakedness. Photograph 5 reminds im@gffrom the first time |
began to work on this dance three years earlieridéa had always been in my

mind of ending the dance lying in a foetal positaond having silence and then a

new-born baby crying.

Photograph 4Starting point of Photograph 5Final pose

flesh sequence as a new-born baby
[University of Waikato, [Alice Springs conference
Robert Fear photographer] Lucy Jasaghotographer]

From my earliest attempts at choreographing thiceal had ideas for
both the opening sequence (Photograph 2) and ekénglsound and action
(Photograph 5). Photographs 2-5 are records daéatioe journey that took four
years to complete. These photographs represerggses of developing such
aesthetic principles as variety, unity and repmtifHayes, 1993), of following the
creative processes that worked best for me (Kau#nBaer, 2005) and of
working with my dancing body, improvised alternasvand the shape and
narrative possibilities within the work (Minton, @B, 2003; Morris, 2005; Vine,
2009)
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4. Viewing images with a trusted peer informs fartbreative choices by the

dance-maker through collaborative knowing.

| have two examples of collaborative knowing thlowiewing images recorded
in journal excerpts. In the first example, | receiewing the video of my
Palmerston North performance with my friend A. tag after the performance:

13 August 2007: It was good to look at the videthh Wi on Monday

morning (6 August). It actually looked better tHaxpected...We both

liked the second ‘eagle’. We also liked the graghimovement in
which | repeatedly and percussively wrapped my arosind and
down my body. A. remarked on how my movementsnaesie smaller

(than when she had watched me rehedysejuse of the small space

and that | was forced to keep changing my anglemfavement to fit

in the irregular areas of space available. Butlt feery positive about

it and it was good to have her positive response.al
In this journal entry, A.’s and my collaborativedwming is indicated byve.A.’s
remarks indicated that she recognised how hard hieeded to work during the
performance to manage the dance in the irregubazespreated by the church
stage and the music group’s gear. A.’s commentseldeine to feel positive about
this first presentation (as | had informed the ande, this was a work-in-
progress).

In the second example, | write about watching #raesvideo with
another friend, B23.8.07: B. felt | should wave my coat around aluit | can’t
see that fitting in with what | am doinim this case, | listened to my friend’s
suggestion and decided against it.

Thus, participation of trusted peers in watchindea of performance
provided opportunities for collaborative knowinggfidn & Reason, 1997,
2001/2006, 2008; Park, 2001/2006) and construétiedback (Foster, 1976;
Janesick, 2004).

5. Ongoing reflective practice encourages the damaleer to review the images

of earlier experiences (Bright, 2005a, 2005b) aleahiify how images have

enhanced creativity.
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In my earlier work (Bright, 2005b) there are pafphotographs which depict
earlier and later versions of the same momentdrdémce.ight Reflections: A
grief embodiedOne example is presented here (Photographs &)ahthving
studied the photograph (Photograph 6), | exploremyivations for creating the
pose and recognise that this pose does not fittwétstyle of the dance. My
recorded thoughts echo Balkin’s (1990) ‘re’factsy lsaaving completed the
concept of a particular work, | am now rethinkinggonsidering, refining and
reconceptualising this important opening movemémy dance. Therefore, in
my dance and my journal, | explored the pose appeared in the photograph and
attempted to write a transcription of my thoughtd worked on changing the
movement and final pose. | had previously seenaimaal entries and
photographs as evidence of embodied knowing (Brigpd5a, 2005b) and the
photographs alone as evidence of reflection (Byigh07) since embodied

reflection and experimentation have to have takaoepin order to develop

Photograph 6Seated pike Photograph 7New softer seated pike

[Holy Trinity Church Hamilton, [In the garden at home,
Jane Compton photographer] Rachael Bright photographer]

the dance work from the earlier version to therldwever, during the
processes of ongoing reflective practice in dane&ing | recognised that these
photographs are also a record of the developmesreativity through creative
process. Evidence for such a conclusion is supgdgehe theoretical concepts
of Balkin’s (1990) creative process (particulatig tre’ factor phase), individual
innovation (Puketapu-Hetet, 1989) and experienttiegworld in “novel and
original ways” (Csikszentmabhalyi, 1996, p. 25)abfdition, this creativity is

grounded in awareness of the communities in whiehdiance work would be
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presented and of my own culture, history and sty (Foster, 1995, 1996;
Goldberg, 1996; Hayes, 1993; Moltman-Wendel, 1&4jth-Autard, 2004;
Smith, 1999). Thus, awareness and understandinmyawn creativity has been

enhanced by ongoing reflective practice in danc&inga

6. Ongoing reflective practice in dance-making lesd to recognition of the role
of other visual arts such as drawings and word $amthe development of

individual creativity in both past and present dantaking experiences.

Drawing 1:The child Photograph 8Dance opening pose

[Debbie Bright] [In the garden at home,
Rachael Bright photographer]

In the earlier study (Bright, 2005a), | presentsel drawing (Drawing 1) and
photograph (Photograph 8) together as an examgewfreflective practice in
dance-making can lead the dance-maker to use othative forms of expression
as inspiration for dance movement and that thdser drms may not be
recognised until later in the reflective practisperience. In addition, | argued
that the images were evidence of embodied knowilogvever, as a result of
ongoing reflective practice in dance-making, | gguee that the drawing and
photograph together are also evidence of creatiWiyhout initially recognising
the source of my idea, | developed a pose in ddrataesembled an earlier
drawing.

The earlier study of reflective practice in dancaking (Bright,
2005a, 2005b) increased my awareness of how meobgoaphy can be informed
by my efforts in other creative arts such as drgwirherefore, during the
processes of ongoing reflective practice in dane&ing, | looked for similar
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parallels. | found numerous instances of imagewulia my reflective journal
being replicated in the movement of my datidgod, then..One example of
drawing being replicated in movement is the sghape which | included in
several drawings over a period of months; in myhmig sequence late in the
second section of the dance | traced inward angdardtspirals on the
performance area floor. Another example is of nmguon hands: | found
numerous drawings of hands in my reflective jowsraald the movements of

grasping and releasing were a repeating theme idange.

Drawing 2:The lying foetal position from my journal

The next example (Drawing 2) brings together thages of Drawing
1 and Photograph 8, included in the earlier stihght, 2005), and the final pose
of the dance of this thesis (Photograph 5). Itlsaseen that the foetal position of
the drawing is replicated in both the seated pdsleeoearlier dance and the lying
pose of the later dance. In the earlier dancg@tise marked the beginning of the
work and in the latter, the final pose. While ngtthe direct connections between
Drawing 1 and Photograph 8, the processes of oggeiitective practice in
dance-making drew my attention to the similaribesveen my drawings and
photographs. In the same way that ongoing reflegthactice encouraged me to
review earlier images and see evidence of developofecreativity, | also began
to see continuity of imagery frotright reflections: A grief embodidthe earlier
dance)o the dancdéf God, then.In both dance works | employ the imagery of
the foetal position, in the first as seated opempiogjtion and in the second as final

lying down pose. Thus, use of images in ongoinigcéfe practice in art-making

22z



has led to further discoveries in my earlier damoek, discoveries in the current
work and connections between the two dances. 8igcbveries increase
awareness of my own creativity and, thereby, p@wadneans of further
development.

Finally, the interweaving of creativity and spiatity in my lived
experience of drawing and dance-making is depiict&rawings 3 and 4. Both
drawings depict a large hand of God. In Drawing&pict myself as a tiny
figure climbing the underside of a cliff overharigree while a huge hand is
poised to catch me if | fall. This drawing speaksrte of the alone-ness of solo
art-making and of thesis writing. However, in Dragi#, | portray my husband
and | seated in the palm of a very large hand swingur legs like children. This
drawing reminds me that there are also other pempistantly in my life and that
we are supported by the hand of God. Thus, theseénbages represent the
intimate supportive yet over-arching nature ofgpeitual in my lived experience.

Such experience flows

Drawing 3:Climbing a cliff alone but ~ Drawing 4:Participation with another
the Hand of God is ready while seated in the
to catch me if | fall Hand of God

through the title, narratives and movement imadesyodancdf God, then.and

through my lived experience of feminist participgteesearch in this thesis.

Summary

Many of my thoughts on how images can increasetieigaduring the processes
of ongoing reflective practice in dance-making suenmarised in my journal
entry of 23 August 2007. This entry was writterideling a dance-making

rehearsal. Following a run of the dance, | recathésking the deliberate taking of
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breath at what | had named the ‘Adam and Eve’ paithhe dance. This memory

led me to evaluate how | had remembered my dancieipast, why video of my

dance is important in the development of creatigitg how | could make better

use of the visual images of video recording.
23 August 2007: Afterwards | remembered that | biitted the
deep breath of ‘Adam and Eve’ (I thought somethwiag missing at
the time). The breath is important. | have sevénaés found that |
have left out one of these key symbols and hawveded this
forgetting in my journal before. It has been thrbugy embodied
memory that | have recalled these things — | h&kmewn’ that
something was missing when | danced the work. kesé even
more important to keep journal and video. HoweVelefinitely have
trouble being bothered to go back through my joumilaen | am in
the process of dance-making. This is obviouslyterarea like the
videos where | can’t be bothered because it fgelst’. My videoing
so far has been very useful. | have looked at thasgs very soon
after recording, so even if | haven’'t gone backh® video since, this
review has fixed the ideas more in my head solthate been able
to recall them afterwards — like the renversé-taltch(a particular
movement sequence in the dandééhink | could well have forgotten
this completely without thatentional revision of movement
through video recording and immediate viewing ofetlideo.
However, it makes me think, yet again, | needveere all video and
journal entries as | head towards the (more-or-J@s®al version of
the dance — | don't know if | will manage this e so engrossed
in creating new links and reviewing and re-runnimgat | have done
to try to remember thelwideo and journal)l didn’t video yesterday
so don’t have this as reference. In future, perhagisould recognise
when | am really on the boil creativelyrlow’ described by
Csikszentmihalyi, 1997; referred to by Perry, 2088) take video
anyway, rather than my current practice of usingét once a week
or so to create some record and so that my preuvialnts of not
using video are improved.

My comments on reading journals and viewing videdegling ‘past’ is a

reference to the inadequacies of my use of imag#w®i earlier study (Bright,
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2005a). One of my conclusions concerning this isgag that, as a diverger
(Kolb’s Learning Styles), | prefer to move forwardnstantly rather than looking
back. The processes of reflective practice and ioggeflective practice in
dance-making have encouraged me to look backpgrése that through looking
back | have learned a great deal that | might ettser have missed, particularly
concerning my own creative processes and the useagfes as a means of
increasing creativity during reflective practicedance-making. Such an
understanding encourages me to be even more a#teatmy use of visual

images in future experiences of reflective pradticdance-making.

Chapter Summary

In this chapter | have addressed the questions d¢tms reflective practice
increase understanding of creativity and creatieegsses in art-making? and
How does use of images assist creativity in ongogfigctive practice in dance-
making? With regard to the first question | havialekshed, through the processes
of reflective practice in dance-making, that apphes such as Balkin’s (1990)
creative process can be useful in the developnfantlividual art works (Bright,
2005a, 2005b). However, the experience of reflegbiractice in art-making of the
participants indicates that a broader understanaficgeativity and creative
process is more useful. This approach can inclsdeds of Balkin’s (1990)
process as well as preferences, gathering, sajeéinaing quiet spaces, laying
creative work aside and rituals, prayer and meaditafA perspective on creativity
and creative processes in art-making which reflgsvider lived experience of
an art-maker is congruent with the work of non-wastnd some western
theorists and the feminist participatory worldview.

With regard to the second question, | have estadadighat use of
images can assist creativity in ongoing reflecpvactice in dance-making. Of
particular use are such visual images as drawptggographs and video
recording together with reflective journal keepiAgdance-maker can gain
greater awareness of her/his creativity by interati@nd frequent use of such
visual media for areas of dance-making such asawgaition, studio-based work,
rehearsals and performances. In addition, ongafigative practice in dance-
making encourages the dance-maker to draw on preerperiences of reflective

practice in dance—making to enrich and further gvpersonal creativity. It is
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likely that these conclusions would be relevardrtemakers in other art-making
areas.

Central to both parts of this chapter and congruatft a feminist
participatory worldview, is the interwoven natufeceeativity, gender, culture and
spirituality. Because of this interweaving, credyivnay be expressed through
cultural, embodied, experiential, practical, preaganal and spiritual ways of
knowing. However, as a corollary to this, partitipa with others, be they other
art-makers or knowledgeable and respected elddrends, is of vital
importance to any art-maker. Such participation leasgses the key role of

collaborative knowing in addition to the other wajdknowing.
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Chapter 7 Embodied knowing

In this chapter, | address the focus question:
How is embodied knowing, a strategy of reflectivactice,

communicated by art-makers?

Embedded in the feminist participatory approacthis thesis are at least 17
different ways of knowing. Some of these ways af\img are easy to verbalise
but others are best expressed through non-verbahsnencluding art-making.
Embodied knowing is one of the ways of knowing vhian be expressed
verbally to some extent, but is best communicateauigh non-verbal means and
through art-making; hence, embodied knowing mapdr#ly verbalised but is
also non-verbal and non-verbalisable. As indicate@hapters 2 and 3, the
concept of embodied knowing is developed in femiwistings and is derived
from the concept of embodiment which can be desdrés a holistic experience
encompassing an individual person’s biological (gta), intellectual, emotional,
psychological, social, gendered, artistic and sitiexperience (Barbour, 2006a;
Bright, 2005a, 2005b). This holistic experiencsifaated within the individual's
“cultural, historical and geographical location"daincludes “the material
conditions of race, gender, sexuality, ability ttig and culture” (Barbour, 2006a,
paragraph 3). It is clear that embodied knowing remmés far more than would
have been considered valid knowledge in traditiovedtern ‘objective’ ‘male’
ways of knowing. In effect, embodied knowing emiesaall of a person’s history
and life remembered, experienced and expressedhvaitid through her/his body.
As outlined in Chapter 2, embodied knowing is atsportant in both indigenous
peoples’ and participatory worldviews. For manyigashous peoples, embodied
knowing is understood as a key way of knowing. pragticipatory worldview,
embodied knowing is referred to as mindbody andhderstood as vital in
experiential and/or practical ways of knowing. Hoee embodied knowing as a
strategy of reflective practice is also of key impace to this thesis. In an earlier
study (Bright, 2005a, 2005b) | established theifimance of embodied knowing
in the context of reflective practice in dance-makiin this thesis | focus on
embodied knowing as a strategy of reflective pcacii the wider field of art-
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Since the methodology of this thesis is structeaind an approach
to reflective practice in art-making and embodiedwing is one of the strategies
(Bright, 2008), it was appropriate to identify tlvays in which the participants
experienced embodied knowing, at least in so faney were able to articulate
their experience. Therefore, | asked each wongreaific question concerning
her experience of embodied knowing. | also preseateemailed Barbour’'s
(2002) definition as requested. While each womapaaded verbally to my
question, aspects of embodied knowing were corgtamévidence, verbally and
non-verbally, throughout the conversations. Embb#igowing was uniquely
experienced by each woman and, therefore, whilast possible to regard certain
experiences or expressions in common, there weoeaasipects that remained
unique to each individual. Given the interwovetuna of embodied knowing as
a simultaneous and holistic lived experience of yrthneads it is not possible or
appropriate to draw out every thread individuatiythis thesis. However, for
some of the art-makers, certain threads emergeadigaely important in their
lived experience of art-making. Some of these tiisea gender, culture and
spirituality — were presented in Chapter 5; | nateat embodied knowing is one
of the ways through which the participants expréggnder, culture and
spirituality. In this chapter, | focus on embodlatwing as a vital way of
knowing in the lived experience of art-makers.rdgent embodied knowing
through the words of the participants and by medimepresentations of
embodied knowing in video montage and image nagain the DVD
accompanying this thesis (Bright, 2005a, 2005b,72)0

For all the participants in this study, their ariking is also an
embodied lived experience, comparable to that ntdgBarbour, 2002, 2004,
Foster, 1976; Sheets-Johnstone, 1988ilarly, Foster (1976) presents artists’
experiences of knowing in their bones; while fongsbn dance and drama, Foster
includes a number of other art-making areas. Therart-maker participants’
organic, whole-body, movement-orientated respotsasy invitation to talk
about their art-making suggest that they too krimsirtart-making in their bones.
Finally, while some participants were previouslyamiliar with the term
embodied knowing, all responded with enthusiasmuarterstanding to questions
concerning embodied knowing. Each woman expressedxperience of
embodied knowing through an interweaving of thébaéand non-verbal, the

concrete world, as experienced through the seasédghe unseen world of the
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intuitive or spiritual. Wailin, Hana, Ruth, Chamd Hinerehua present this
interweaving clearly in their words, non-verbal commication and art-making
and | represent embodied knowing in my journalewield non-verbal elements of
conversation and, particularly, in my dance.

Potter, painter, sculptor, sericulturalist, prird@d publisheWailin
demonstrates many aspects of embodied knowingglthiendiscussions.
However, when asked directly concerning embodienhiing Wailin confirms
that all of the elements of embodied knowfhare relevant to her but she focuses
particularly on her Chinese ethnicity and New Zedlap-bringing and her
spirituality (see Chapter 5). However, Wailin atgieaks of her key interest in
humanity and the human form:

Wailin: And when | think about what my interest is, whyakenthe

things | do, which tend to be a lot with human fotine things | know

best which is people, because | am human, so thetsvhat comes
out...And I'm interested...in humanity. I'm interesteevhat makes
them tick and why they think the things they dowhy they behave
the way they do. As | am interested in my own bhehaand watching
my own thoughts and that | think has a great bepdn what | do in

my creative dealingPhase 4)

As she speaks, Wailin uses non-verbal expressidnamal gesture, facial
expression, eye contact and voice intonation. Failidf embodied knowing is an
interweaving of her verbal and non-verbal expressiincluding her art-making.
This means that her embodied knowing is verbablsd non-verbal and non-
verbalisable. Thus, while Wailin is able to artatgl some elements of her
embodied knowing, this way of knowing is communéchinore adequately in
non-verbal actions, gestures and facial expressindghrough her art-making.
Excerpts from Wailin’s communication through hermaking and other non-
verbal forms are included in the video montagehenVVD (described later in
this chapter).

WeaverHana’s experience of embodied knowing is also as an
interweaving of threads. Hana expresses the coontembodied knowing often
in terms of wianau (family) and whakapapa (genealogy) and hemaking,

raranga (Mori weaving). During the following excerpt of comsation, Hana

% | gave Wailin a copy of Barbour’s (2002) definitiof embodied knowing as a reference.
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draws imaginary circles and lines on the tableantf of her with her finger and
points to the two whakapapa she is depicting:
Hana:So it's not like | purposely sat...and tried to be
conscious of where different things come from butthink
I would know if | got a certain feeling or vibe alto
something. | would know which whakapapa it came
through. Whether it came through my... immediatelyami
or whether it came through this other whakapapa of
weavers of my tutofPhase 3)
Although Hana has recently been learning to wea@ewananga, she also
recognises her early exposure to weaving througlgtamdmothersWhen | was
young | used to watch my grandmoth@?iase 2 discussion). This leads to her
speaking of whakapapa in terms of the weavers oivhegnau and also the
whakapapa of weaving teachers leading to her présaming. During the Phase
4 conversation, Hana talks further about the twakeipapand repeats the
movements of her earlier mime on the table. Bt tinmne, she uses a pencil and
paper to draw circles and lines. As she speaksaHamtinues to re-trace these
circles with her pencil. Hana’s illustration andian appear to help her to clarify
her thoughts. Hana interweaves her understandiagbodied knowing
concerning her art-making together with her culturays of knowing. Gesturing
with her hands and body, Hana tells of her childhm@mories of sitting next to
one grandmother to watch her weave; Hana remasgtssbmehow, this
grandmother communicated to her that she couldhait not talk. Howevet,
was watching my grandmother weave so, while | disheave with her, |
observed a lot... | knew not to ask questions. ly@gdhat anywa{Phase 4)
Hana recognises that she learned from this grarttandtow to weave with the
work in her lap:
Hana ... a girlfriend of mine said to me ..."When you’reaving you
are actually holding it like a babymimes arms bent like holding a
baby]and that's how her mother taught her to weave. Swswas
observing how | was actually weaving on a flat sacefmimes
weaving with forearms laid on the table in frontef] and weaving
on a flat surface is something | actually pickedingon my weaving
course. ‘Cos my grandmother didn’t weave like tisdte wove by

actually holding ifagain mimes holding weavingBut somehow |

23C



struggled to hold it. | actually struggled to hdlte weaving in my...
just my two handBnimes struggle with handsind just guide the
weave that way. But...I'm trying to go back to thatmod of holding
the piece. It is actually quick@laughs]for me ... But it's a different
way of handling and | think you kind of...get a mora feel for the
flax ‘cos you're handling them at both en@hase 3¥.
Once | have introduced the concept of embodied kmgpwn our conversation,
Hana reflects further on her early learning with gsandmothers. She notes that
she has already expressed elements of embodiedrignowterms ofinstinctive-
ness and connectiomghen she spoke about one grandmother. Howevel Han
speaks of how, during the processes of reflectigetjre in art-making, she has
begun to recognise what she learned from her gfagrxdmother:
Hana:... in terms of the embodied knowledge. | thiigknitore in terms
of an instinctive-ness around weaving and connestiaWhen, as |
was saying before, | think some of the embodied/latye probably
around raranga for me personally has come from tygeovations
growing up where | was seeing my ...two grandmotheirsg
weavers... one grandmother was very open to megsétid watching
and observing... but the other grandmother, sheweag skilled as a
weaver she did very fine work. She plidpiu, korowaibut ...she kept
her materials stacked away in the garafjeuder voice]When |
started thinking back about that..., | think | actyadicked up things
around practice. ... | think that was about keepasgects of raranga
away from the house and away from in the play aresatapu side of
weaving... and there are things that you keep sepépdiase 4).
Hana speaks in a louder voice as she becomesakgiteer recognition of her
learning from her other grandmother. This excenpiss that, for Hana, her
embodied knowing is an interweaving of instinct; historical interactions with
her family, the physical posture and actions ofwiegaand the customs and
practice around weaving. Hana acknowledges thagitaerdmother
communicated aspects of practice that are alsotahesacredness, or tapu, of
raranga. As a result, Hana talks of re-arrangingcherent home environment to

be more like her grandmother’s. Thus, Hana resagnihe spiritual thread in her

9 Excerpts of this scene are included in the videotage, the second presentation on the DVD,
including some of the actions indicated in paresgisen this quotation.
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embodied lived experience of raranga. For Hanasdleeed nature of raranga, as
learned from her grandmother, is interwoven with ¢hltural knowing of tikanga
Maori, the Maori way of doing things. In support of this inteawng, Hana
speaks of tikanga Bbri in her current learning at theamanga, particularly in
terms of karakia (prayer) before and after theisass For Hana, her embodied
knowing is like an interweaving of the whenu (thdgpof raranga and includes
the cultural, biological, spiritual, artistic, iftectual and emotional elements
together with her race, gender, ability, historyperience and environment.
Through her actions, gestures and words, Hana dgna¢es Barbour’s (2006a)
description of embodied knowing. During our cone¢ians, Hana refers
frequently to the concept of embodied knowing;dbeve examples of her
grandmothers, whakapapa and how to hold weavinghwiweking are drawn
from these conversations. As can be seen in theeadxamples, Hana articulates
certain aspects of her experience of embodied kmgpwiowever, Hana’s words
become more meaningful when non-verbal gesturedzammal expressions are
also seen; therefore, examples of Hana’'s non-vedrmamunication are included
in the video montage on the DVD (described latahia chapter). In common
with most of the other participants, Hana's voiegenerally not heard in the
video montage; this means that the viewer’s atberis drawn to non-verbal and
non-verbalisable aspects of her knowing as Hankaegpher weaving of the
kakahu.

Ruth’s belief thatlife is artis woven through her sense of family,
culture and genealogy (Phase 4, bold Ruth’s emghdagiis is similar to the
experiences expressed by Hana. But while Hana éscois the physical act of
weaving and the influence of her grandmothers, Rp#aks more of experiences
of physical journeys. These journeys include legdithers irspiritual journey—
geographical journeys which focus on sites thapareeived as of spiritual
significance in both Aotearoa, New Zealand, anddgE¢hase 2). Like Hana,
Ruth’s weaving is also connected with her familytiRs experience of family is
illustrated through her mother’s request that Ra#tke a korowai (a &bri cloak)
for her graduation as the oldest PhD at the Unityeo$ Auckland in 2007. Ruth
develops a shortakahu, a cape, and travels through much of her msthe
(tribal area) carrying the uncompleted work with.l&he makes this particular
journey in order to confer with prominent femaleawers over iwi patterns that

might be included in it. Ruth speaks of her jouraeyund sacred sites such as the
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giant kauri tree, ane Mahuta, and to visit various members of heand.Ruth
speaks of how the weaving rangatira of her iwi ddher work in their laps and
spoke with her of what they felt was important. $hiuth experienced an
embodied way of learning through a journey whiatiuded the physical, social,
cultural and spiritual (Barbour, 2006a). FinallytR reflected on the term
embodied knowing and developed a description fesdie an outward
expression of inner knowir{@hase 4). In a similar way to Wailin and HanathRu
is able to articulate her embodied knowing to sextent. However, verbalisation
on its own does not adequately communicate thevedoal and non-verbalisable
aspects of communication and of embodied knowirendd, Ruth’'s embodied
knowing can also be more adequately representedghrvideo images, as
presented in the video montage on the DVD. Iniiositage Ruth can be seen
presenting a completed piece of rarangaakaku which she wore for her own
graduation) and engaged in weaving another wovkalhanging).
Unlike Wailin, Hana and most of the other particitgaCheri has

been familiar with the concepts of embodied knowimrgsome years. As an
academic, Cheri has reflected on the concept obdield knowing and its
relationship with art-making and with tikanly&ori prior to her participation in
this study. During our conversations, Cheri’s fialinterwoven with elements of
embodied ways of knowing. Like Hana, Cheri seesanemaking as being an
embodiment of such areas as her culture, famisgphy and the physicality of the
art-making itself. However, Cheri speaks partidylabout the psychological,
sensory and spiritual and compares the difficultiesnalysing and verbalising
these threads with those of analysing and verbaliart. While struggling to
verbalise her embodied knowing and her art-maktegri describes her
experiences of kapa hakarformances and emphasises the non-verbal int@mact
between performers and between performers andraagliraembers. Cheri also
compares non-verbal communication in art-makindp\igr experiences in the
teaching of art. Cheri draws together the thrediggedorming, art-making and
teaching and concludes that, at times, words adeiquate and art-making is the
only way to communicate:

Cheri:And ... when you verbalise, it's not... something that

would be written down here. It's just those subtiags

that you suddenly think ‘Uh wow!” There’s nothirlgee

that can be expressed. So what do we do to...rteead
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the fact that so much of it is simply said in tiefarm?
There are no words or not adequate wor@hase 2)

In this excerpt, Cheri’s struggle to articulate t@nseen in her pauses, half
sentences and the exclamation “Uh wow!” While o@heri’'s words have been
included here, our conversation, both verbal andverbal, interweaves the
embodied threads of art-making in terms of thesaeti cultural, intellectual,
spiritual and emotional (Barbour, 2006a). As amaaker, performance leader
and art teacher, Cheri has accumulated knowledgagdh her past experiences,
her history (Barbour, 2006a). As noted above, wayg of knowing is similar to
that expressed by Hana in her experiences witlgtaerdmothers and by Ruth’s
journey around her iwi; like Hana and Ruth, Chegsher art-making as being
inextricably interwoven with her Bbri culture. In addition, like Walilin, the
breadth of Cheri’'s art-making and life experienadd to the sense of an
interweaving of threads of art-making and the endxbtived experience of an
art-maker. Elements of Cheri's non-verbal commuioceare included in the
DVD video montage. In the montage, while Cheri's@gare generally not
heard, she employs numerous elements of the ndralyesiuch as hand gestures
and facial expressions, in her presentation ofgiraphs and in her attempts to
verbalise her passion for photographing yourigpiViand Polynesian people.

Like the other art-makers, Hinerehua illustrateadbakand non-verbal
communication of both her lived experience andanemaking in embodied ways
of knowing. Hinerehua illustrates numerous aspetésnbodied knowing within
her speech and also develops a new art work baskdrainderstanding of
embodied knowing. During Phase 2, Hinerehua expsessich of her experience
in the same terms as Barbour’s (2006a) descrifmyoimcluding constructed,
contextual and embodied elements of embodied krpvidimerehua’s
contextualised constructed knowing is communicatztally as she personalises
her knowledge based on both subjective and extsmates of information,
while placing this knowledge in specific contextéithin one section of the Phase
2 conversation, Hinerehua interweaves construagtdccantextual elements of
knowing with elements of embodiment: creativign@ by the end of that, | think,
creatively, | wasn’t movingdnother research proje¢tdving to do this research
project...it took more time than we had anticipated anoved into months as
opposed to weeksSamily (we attempted at times, as a family...to go away and

capture moments of quiet and peader personal developmentias trying to
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think about why | was feeling certain ways andkimg certain things)the

impact on her of the world around her and h@aoMculture A lot of the things
that impacted on Koridom really impacted on me and the way | waskKinig
about things)her music compositiomiting... a song re-discovery of herself
as poet as well as composer/song-writer probably discovered that | am more
of a poet at heartand her spiritualitywhere I'm at with my faith)Throughout

this conversation, Hinerehua is also communicatimgrverbally through constant
hand and arm gestures and intensity of emotiorpasdion in her voice and face.
However, Hinerehua concludes that she cannot sepawathe threads of her
lived experiencel still can’t seem to separate...the embodied knovriom the
feminist...and being a &ri woman.Her response is expressed through her art-
making in the form of a poem.

In this poem, Hinerehua interweaves not only heiseeof embodied
knowing and being a woman but also her cultureatorgy, values, actions and
words, including phrases in te reo, since, for teereo Miori best expresses what
she wants to say. Hinerehua explains that evenisiual form of the poem needs
to embody what she wants to express through hemaking. The difference
between Hinerehua and the other participants heshé verbal nature of her
particular art-making area. Thus, Hinerehua carsden and heard reading her
poem in the final section of the video montage. Hwsr, the words are not
exactly the same as those presented in written Fera. Hinerehua has continued
to develop her poem in light of ongoing and chaggionstructed, contextual and

embodied elements of her embodied knowing (Barki2@06a).
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My Embodied Knowing
Na Hinerehua © 2008

Inherent in me
cultural enlightening
my literary and metaphysical essence
self-promoting, self-developing, self-protecting
Other-acknowledging, other-developing, other-numigr
other-protecting
Attuned to all sides of my existence
Manoeuvres the arenas of my energy (life),
the works | engage in
words spoken and tactile
wisdom, knowledge and debate
My tino rangatiratanga — he mana, he wahine, aerM
My standpoint, my attendance

Embodied Knowing

Finally, my own communication of embodied knowisgleveloped in
my reflective journals, dance-making and videaca imilar manner to my earlier
study (Bright, 2005a) | attempt to record my refil@e-in-action as | experiment
with different ways of achieving certain imagesnovement, for example:

29 June 2007

Flick of fingers/hands and toes/feet — recurringrtte of suddenness,

playfulness, creativity, maybe even sudden ‘savangbn — extend

into toes and body.

This excerpt shows that, as in the earlier studyattempts to record reflection-
in-action of the embodied lived experience of damzking are inadequate and
barely comprehensiblé In keeping with my aims of ongoing reflective gtiae

in dance-making, | revisit earlier experiences saglthe above attempt to record
reflection-in-action and photographs of my eartiance-making project (see
Chapter 6). However, as an extension of the eatiaty (Bright, 2007b) | seek to

represent my embodied knowing during each phasieeatycle of ongoing

97 This flicking or releasing movement of hands agetftan be seen in the video of my dalfice
God, then...on the DVD.
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reflective practice in dance-making, through aeseaf image narratives.
However, since the phases of my own cycle of réfledearning overlap with
conversations with the other participants, | finoipossible to develop image
narratives that represent only the embodied knowfrgy own ongoing

reflective practice in dance-making. My knowingantinually being constructed
in the embodied contexts of my dance-making aneémlided experience,
including my interactions with the other participg(Barbour, 2006a). My
response to this constant movement and developohe@mbodied knowing is to
represent my embodied knowing concerning the treesssswhole, rather than just
my own reflective practice in dance-making. Thigga narrative is presented on
the DVD and is described later in this chapter. Eegr, my embodied knowing,
expressed in improvised dance (Morris, 2005), ésented in the first section of
the video montage. During this section, | verbalisderstandings of embodied
knowing while visually representing my embodied Wiy in the form of

videoed improvised dance. The juxtaposing of myakdescription of embodied
knowing and excerpts of my dance improvisationiew form of representation

which will be discussed further later in this cheapt

The first point of discussion concerns conclusiibras can be drawn about the
nature of embodied knowing given that the livederignce of embodied knowing
is a strategy of reflective practice in art-makiAg.stated repeatedly in this
chapter, embodied knowing is difficult to verbalis®wever, conversations with
the art-maker participants in this study confirntleel interwoven nature of
embodied knowing in their lived experience. Throeglamples such as those
above, it is clear that a feminist participatoryrldgiew enables the researcher to
explore and articulate the complexity and interwoness of embodied knowing,
to some extent. However, as | indicate in the examin this chapter, embodied
knowing, when articulated, relies on other waygrmafwing such as the cultural,
experiential, practical, presentational and spatiand also on the non-verbal and
non-verbalisable. Embodied knowing is one of therslependent but distinct
ways of knowing that can be revealed through tedliexperience of reflective
practice in art-making, particularly in the aredgi@ender, culture, spirituality and
creativity (see Chapters 5, 6).

Second, the experiences of Hana and Ruth in th@aking area of

raranga strongly mirror a tikangaabti approach to Mori arts (Puketapu-Hetet,
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1989; Te Awekotuku, 1991). Like Puketapu-Hetet @98lana and Ruth speak
of their raranga in terms of whakapapa, respecafiakrlearning from elders, the
tapu nature of weaving and the importance of |egrto re-create traditional
forms while developing their own styles of weaviBgth Hana and Ruth see art-
making as related to the physical, social andtsgirrealms of their culture (see
Chapter 5). However, while they are able to arétaihnd mime with their hands
a certain amount about embodied knowing and theamga, Hana and Ruth
appear most passionate when they are in their @mrel and engaged with
examples of their work. Hana shows me her lateskyexplains the symbolism
of it and emphasises that her weaving is an embetiof her cultural
understandings. However, throughout the time thatis speaking, her hands are
constantly moving over the weaving work, outlinthg symbolic shapes of
spiritual and earthly connections and strokingheards downwards through the
‘skirt’ of the kakahu. Ruth is enthusiastic about showing me thek Wt she

had begun at the time of our first conversation laaslnow finished. However,
when she begins to work on her current projectsgleaks briefly and then
excuses herself from speaking further as her hand$ody engage in her art-
making. Finally, Hana and Ruth and also Cheri, Hithaa and Vyonna engage in
creative processes of art-making—gathering, chgosmitating, ritual, prayer
and meditation—according toadri customs (see Chapter 6). Their creative
processes are interwoven in their cultural, indmyenand spiritual ways of
knowing (see Chapter 5) and their experiences asememphasise the
interwoven nature of gender, culture, spiritualdseativity and embodied
knowing.

Third, the expressions of embodied knowing by thgipipants are
mirrored in the literature of creativity in art-nmag (see Chapter 3). For instance,
Piirto’s (2005) pyramid of creative developmentluaes the genetic, emotional,
intellectual and spiritual and Foster (1976) inesié@xamples of embodied
knowing in dance, pottery, design and sculptureryR2005) describes the stages
of flow in fiction writing in terminology of embodient such as ‘loosen up’ and
‘balance among opposites’. Foster (1976) and M¢2@95) emphasise the full
engagement of body, mind, emotions and voice img@ctvhile artist Colin Gibbs
(2007) includes becoming familiar and intimate wilie canvas, intellect and
intuition, moments of silence and ‘knowing’ whemark is finished. In music,

Leman (2005) includes social, economic, politisalentific, technological and

23¢



artistic factors along with networked collaboratiantomatic composition, digital
audio effects and interactive multimedia. In additiquilt-makers Graham and
Stalker (2007) include emotions, physicality, fan@hd society, and graphic and
digital designer Kaza (2008) includes feelings,-merbal skills, multiple senses,
concern for others and the personal, cultural aathk All of the above elements
resonate with Barbour’s (2006a) description. Finallsual artist Enid
Zimmerman (2005) echoes Csikszentmihalyi (1996)yd@er (1999) and
Sternberg and Lubart (1999) in a language of cngathat is rich in images and
elements of embodied knowing. However, where thegers and the
participants in the study diverge is primarily tha writers, with the possible
exception of Foster (1976), are focused on creagtand creative process rather
than embodied knowinger se Therefore, they do not describe any struggle to
verbalise the non-verbalisable elements of embaddhieaving and they do not
imply that other ways of knowing are required idexrto achieve such
articulation. In this thesis, | address the norbaésable elements of embodied
knowing by including a DVD of visual and auditomages in video montage and
image narrative, as representations of embodiedikgp

Finally, descriptions of embodiment and embodieoviking (Barbour,
2002, 2006a; Bright 2005a, 2005b) include the tartisut not the creative. In
Chapter 6, | concluded that creativity is interwoweth other areas of lived
experience such as gender, culture and spirituéitypodied knowing arises out
of experiencing knowledge as constructed, contésiné embodied (Barbour,
2006a) and, in this chapter, | argue that embokireaving is a multi-faceted part
of the lived experience of art-makers and is intan with gender, culture and
spirituality. However, the literature of creativitycludes many non-artistic ways
of being creative in areas such as the physicahsess, psychology, computer
science, engineering, business, leadership antditep(Csikszentmihalyi, 1996;
Kaufman & Baer, 2005). Therefore, there is an armguinfor the inclusion of
creativity in Barbour’s (2002, 2006a) descriptions.

Representation of embodied knowingsee DVD)

Because of the inadequacy of the verbal as a remEson of embodied knowing,
| include, on the DVD, a video montage and an imaaeative. While these two
forms of visual media are representations of endgzb&nowing, they are also

different expressions of presentational knowingrfiie& Reason, 2008; Park,
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2001/2006). Through presentational knowing | ane ablrepresent the lived
experience of the art-maker participants and entfag&iewer in a way that more
closely resembles the experience of embodimerrdar to do this, | include
moving images and sound in the video montage akhasiges and printed

words in the image narrative. The video montageiaragje narrative are two
ways in which | seek to be flexible and to allowaaiety of means of representing
myself as researcher and artist and also the emtbdisied experience of all ten

art-maker participants (Barbour, 2006a).

Video montage

The video montage is an innovative use of videotagmas a form of
representation of embodied knowing. Such formsacessary because embodied
knowing can only be partly communicated verbalye temainder is non-verbal
and/or non-verbalisable. Development of the videmtage came about as |
attempted to video at least one conversation vethgarticipant in order to
record non-verbal gestures, body language and Mertbaatior?®. However, on
viewing the video recordings, | saw potential fanantage representing
embodied knowing that would be part of a DVD in thesis. My decision was
reinforced by the literature of feminist, partidipgy and indigenous peoples’
worldviews, particularly inclusion of presentatibkaowing in a participatory
worldview (Heron & Reason, 1997, 2008) (see ChapteTherefore, | returned
to each participant in order to gain further videotage of her non-verbal
communication, including facial expressions anddhand body gestures and,
particularly, of engagement in her art-making. €hatinued willingness and
enthusiasm of the participants encouraged me togydficient footage to develop
the video montage.

This video montage is a gathering together of mamehembodied
knowing of the 10 participants. The viewer is irdtto experience the embodied
knowing of the participants through the changingges and sounds. All three
parts of the video montage have innovative elemantsays of representing

embodied knowing and resulted from my search tojaalely represent the lived

% These videos were not all successful mainly bex&uokose not to work with a technician
during the conversations. Rather, | pre-set theetarand left it; this was because | wished to
encourage natural conversation between the othigcipant and myself. Therefore, the framing
of the film was not always correctly set to captimaividual participants and some video
recording discs proved to be defective.

24C



embodied experiences of the other nine art-makeicjants and myselPart 1
is comprised of an audio track of music and my dpson of embodied knowing
and moving images of my improvised dance. The sautigs section results
from three different video recordings: a blendifignusic and sound from a
studio-based dance improvisation, a video recordimgng which | read my
description of embodied knowing and occasional dewf movement in the
dance seen in this segment. To develop the segmesgnted on the DVD, |
played the sound track (blended from the two earieordings) and re-recorded
this new soundtrack together with a dance imprdvisan which | embody the
words of the description. This blending of recogdimnd improvisational dance
sessions is consistent with the complex naturendfaglied knowing and
representation, in video form, of a way of knowthgt is best communicated
through live dance and/or face-to-face communicatart 2 of the video
montage is comprised of a sound track of Vyonnaarof heMaia band
members performing in a club and also excerptsadigipants’ speaking and
laughing. This sound track is accompanied by moinmages of Vyonna and the
other eight participants as they speak with mewarttértake their art-making
Humour was often present during our conversatiblosvever, apart from
parenthesised notes indicating laughter in thestiapts, the humour in our
conversations was very hard to communicate througken word. This is
because humour was often the result of our fadade-interactions, our shared
histories and engagement in art-making and theepoesof non-verbal and/or
non-verbalisable cues. Therefore, laughter and lwra@ included. Sounds of
voices, music and incidental sounds from work amahdr and images of faces,
hand gestures, bodies and art-making are interwovdns part of the video
montage; this symbolises the interwoven naturarddadied knowingPart 3 is
comprised of Hinerehua’s brief introduction in é®Vkori and her reading of her

poemMy embodied knowings developed at the time of videdihg

% | noted above that the written form of the poemspnted in this chapter differs from that of the
video montage. Hinerehua's development of her pisetongruent with the traditions ofadri

oral poetry in which the words can change for défe times and contexts according to the
embodied knowing of the poet (Dewes, 1975).
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[To view the video montage, select “Embodied kmayviA video montage” in

the DVD menu (5 minutes 33 seconds approximatéfy)]

Image narrative
The second chapter of the DVD is an image narrativay experiences of
embodied knowing resulting from this thesis. An gaanarrative in dance-making
is the interweaving of dance-making, images, pgeticnal excerpts (Bright,
2005a, 2005b) and music (Bright, 2007b). In anieastudy | established the
appropriateness of an image narrative as a regegganof embodied knowing in
reflective practice in dance-making (Bright, 2008@Q5b, 2007b) (see Chapter
4). | have presented image narratives in papereba@search (Bright, 2005a) and
electronically as part of a digital paper (Brigh®07b). The image narrative in
this thesis is presented digitally as an accompanirno paper-based research; it
is entittedMy embodied knowing in this interweaving

The image narrative was one of the strategiesefmresenting
embodied knowing during each of the four phasdbefeflective learning cycle
of ongoing reflective practice in dance-making (€&dapter 4). However, this
image narrative is different from those of the ieaphases, since | present my
embodied knowing in dance-making in the overalltegnhof the feminist
participatory worldview of this thesis. Thus, tiisage narrative is based on my
ongoing reflective practice in dance-making—as ofthie 10 participants in this
thesis—and, particularly, on reflections resultirgm my reading and the
conversations with the other participants. The ph@tphs are drawn from three
different performances of the darni¢&od, then...individual photographs of all
ten participants and words from a single poeticrjalientry which encapsulates
my embodied knowing in the thesis. The image ti@gaepresents my embodied
knowing expressed through my dance-making inioglahip with the other
participants, family, friends, acquaintances arayars, the natural world, the

spiritual and te reo ®bri, the indigenous language of Aotearoa New Zahlan

The viewer is invited to experience my embodiedviing through the still

images of dance and words.

190 My daughter Hannah edited this video montagecbaraged her to use her own art-maker’s
sense as a composer/musician. We make no clainegicong this as an example of professional
film-making.
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[To view the image narrative, select “Image Nawgitin the DVD menu. The

images change automatically, as in a video (4 re@b seconds approximately)]

Chapter Summary

In this chapter | emphasise understandings of erebdddowing, beyond those
currently presented in literature. These new uridedings include the
interwoven nature of embodied knowing together witlural, experiential,
practical, presentational and spiritual ways ofwimg. It is clear that these other
ways of knowing must be employed in order that edidebknowing may be
articulated or communicated non-verbally. It haodlecome evident that
creativity needs to be added to a description dicaied knowing (Barbour,
2002, 2006a; Bright, 2005a, 2005b, 2007b). Findlig,video montage and image
narrative emerge as appropriate representatioesbbdied knowing and
expressions of presentational knowing. Applicatiba feminist participatory
worldview has enabled me to identify, articulate agpresent more adequately
the breadth of the lived experience of embodiediing of 10 adult female solo

art-makers of various ethnicities and art-makirgparin Aotearoa New Zealand.
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Chapter 8 Conversations

In Chapters 5, 6 and 7, | presented findings asdudision on communicating
gender, culture and spirituality, and on creatigtd embodied knowing. These
chapters discussed understandings that emergawydbe processes of reflective
practice in art-making. In this final chapter afdings and discussion, | focus on
the different areas of conversation that are infteaad/or became evident in the
particular research processes of this thesis. ReasaSteinar Kvale (1996) notes
that a series of conversations inevitably occursndwjualitative research. These
conversations involve such areas as the reseasatmrversation with the
literature of the area(s) being studied and cominss with participants, peers
and, finally, the reader of the research. Configrime importance of
conversations, feminist Jill Tarule (1996) clairhattconversation is a way of
knowing and a means of making knowledge in conviensgdiscussed in
Chapters 2 and 3). Thus, emphasis on conversa®as integral part of this
thesis is congruent with the aims of a feministipgratory worldview. Therefore,
in this chapter, | discuss the ways in which cosagons inform me as art-
maker/researcher during the processes of refleptaegtice in art-making in this
thesis. These conversations occur between two akera with one of the art-
makers acting as facilitator of the conversatiod, ainerefore, of the other art-
maker’s reflective practice (Leach, 2003; Leach &idgtt, 2003; Stanton, 1996;
Taylor et al., 2000). In addition, conversatiorietplace between art-makers and
trusted peers, respected and knowledgeable eldemsveers/witnesses/audience
members (Foster, 1976; Janesick, 2004). Finallyyesations take place through

email as virtual conversations (Bresler, 2007).

The focus question of this chapter is:
How do conversations assist reflective practicartrmaking and
ongoing reflective practice in dance-making?
| present much of this chapter as a series ofvrteen reflective journal entries.
My choice to write in this way is based on the ustinding that writing is a way
of knowing (Marshall, 2008; Richardson, 2000, 202206, 2007a, 2007b;
Richardson & St. Pierre, 2005). Richardson (200042 describes writing as a
particular “method of discovery and analysis” anguas that through the

processes of writing in different ways, the writéscovers new aspects of her
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topic and her relationship to it (2000, p. 923;£200. 473). Richardson maintains
that the form and content of writing are insepagabid that the writer, therefore,
chooses the form which best communicates her cbatehwrites, reviews,
adjusts and re-writes; as she does this, the gritetomes “a dynamic, creative
process” and, in reality, a way of knowing (2002994, 2004, p. 474). Thus, |
‘know’ through my reflective journal writing becaaisuch writing represents a
conversation with myself. In a metaphorical settse written form of this chapter
as journal entries embodies the reflective pracaaponent of this thesis. In
terms of conversations, by presenting this chagex series of journal entries, |
emphasise my involvement in this thesis and, ttiesconversation between
researcher and reader. Therefore, writing as aoi&gowing and conversations
are congruent with reflective practice in art-makand a feminist participatory
worldview.

In this chapter, participant responses and comn{eritger from
transcriptions or emails) and relevant discussreradl embedded in dated journal
entries. Such a practice is not new to academitingriFor example, Bresler
(2007) presents excerpts of J. S. Bruner’s reflestias dated emails drawn from
their virtual conversation; Richardson’s (2007)timg is in the form of a series of
dated entries from her own day book (a form ofeefl/e journal) and Torbert
(2001/2006) includes excerpts from his own reflecjpurnal as evidence in his
discussion. The journal excerpts of this chapterfiaam four sources: 1) my
journal written during the writing of this thesishich | call thethesis journal, 2)
my co-participant/facilitator/researcher journahigh | call theresearcher
journal; 3) the transcriptions of conversations with gaptnts which, in turn,
became reflective journal entries for the individad-makers and for me, which |
call thecollaborative journal and 4) my journal for ongoing reflective practine
dance-making, which | call treance-making journal. The journal entries are
comprised of excerpts from my researcher’s joutnahscripts of dialogues
(which also became patrticipant journal entries),jowynal, as a dance-maker
participant, and emails.

In terms of this thesis, the layered reflectionrefiection undertaken
in these four journal sources correspond to the pyases of reflective learning,
described in Chapter 3 (Figure 1, p. 60), and tdbe four phases of the
approach to reflective practice in art-making, dibsd in Chapter 4 (Figure 3, p.
131). According to the approach (Figure 3), thesidg@urnal (1) corresponds to
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Phase 4 (lllumination), the researcher journat¢Zyhase 3 (Evaluation), the
collaborative journal (3) to Phase 2 (Reflectiornastimaking) and the dance-
making journal (4) to Phase 1 (Art-making).

In order to facilitate the reading of this cha@ad uncomplicated
differentiation between the four sources, | useftitlewing conventions in terms
of print type and indentation: Excerpts from epmirnal source appear as:
22.11.08:(the thesis journal);

26.05.08:(the researcher journal indented);
14.04.08: (he collaborative journal in italics and twice inuked;
29.08.07:(the dance-maker journal in italics and indented
three times).

| continue with the convention of printing in bdlie first mention of the name of
any participant who is being described or quotddragth. While all the journal
excerpts in this chapter are dated, they are mgred chronologically but, rather,
by the flow of the discussion. This non-chronol@agicrdering is mirrored in my
dance-making and in how I reflect. As mentione@€irapter 6, | developed the
dance workf God, then...having visualised and practised the opening and
finishing phrases three years prior to this stiay. my dance-making project, |
blocked in segments and motifs of the three sestafrthe dance in no particular
order, decided on the music and incorporated itvemdked on movement
transitions from one section to another until thaak was complete. | seldom
choreograph a dance work chronologically from gtafinish. In the same way, |
do not reflect in a straight line; my reflection ves in what can seem like random
ways, with thoughts arriving at any time, placingges in the many puzzles on

which | am reflecting.

Reflections on conversations

22.11.08'°% One of the major things that this thesis has denéead me to
identify many, many threads of art-making and tihensaker's world, any of
which could, to a greater or lesser extent, intamgewith the art-maker’s lived

experience in any given moment. The concepts déaebn being arrived at

191 The dates indicated alongside journal entriegareiine. | understand that my journal entries
can appear as fully formed thoughts, similar thesis draft, rather than as fragments of ideas. |
can only conclude that this ability to reflect, wrparallels with literature, review earlier refleet
journal entries and question my thinking, feeliagsl action have emerged from my years of
being a reflective practitioner and teaching reflecpractice in adult education.
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individually or in conversation have come from ngading in the areas of
learning and adult education, together with mye&tfbns on being a facilitator of
adult learning. | have reflected on how differentat-maker’s reflections might
be depending on whether she reflects alone or ceeseavith another and whether
that other is from the same or a different areartfmaking or not an art-maker at
all. The concept of art-making being a form of eefing comes from my earlier
work (Bright, 2005a) and is related to embodiedvkimg for the dance-maker. It
is evident that art-making is also a form of refi@ec for the other nine
participants in the study on which this thesisasdd and perhaps for art-makers
in numerous other areas. In addition, | have foatad an extensive list of
influences affecting the lived experience of artking. This list of influences has
come about through reading, reflecting on my owncdamaking and on the
contributions of the other art-maker participamtdhe study. These contributions
have occurred through speech, silence and nondisgiaand non-verbalisable
aspects of lived experience and art-making. Nonthefart-makers in this study
sees herself as an art-maker in isolation frormtligad of other influences in her
lived experience including gender, culture, spdiiy, creativity, all the elements
of embodied knowing and, of course, other peome Bhapters 5, 6, 7). For these
art-makers, conversations take place in the phlyaiud in the spiritual, between
art-makers, with non-art-maker peers, with respketed knowledgeable others
and, for some of us, with unseen deities and/aitsal forces. In the following

sections | focus on conversations that take pladed physicaf?

a) Conversations between art-maker$®®

1. Face-to-face facilitated conversations

i) How face-to-face facilitated conversations wereonducted and how they
were viewed by participants

28.12.08:I've been reading back over my researcher’s joupeticularly the

day of the final dialogue between Ruth and me:

1921t is beyond the scope of this thesis to discussversations with spiritual deities and/or
powers. However, given the importance of the gmtiin the lived experience of most of the art-
makers and their reported engagement in rituajgerand meditation (Chapter 6), it is appropriate
to note the spiritual as an area of conversatighigchapter.

193t is evident that the other participants wer@asgaged in conversations with other art-makers
and the skilled people on whom they depended far drt-making. In earlier chapters and in the
video montage, examples of such conversationsahaded; e.g., Wailin's conversation with a
local metal cutter (Chapter 5) and the telephofiglta drew Ruth away during our video session.
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26.05.08:Today Ruth and | participated in the final faciid

conversation of this study. We met once again mrbem at the

school where she is at present artist-in-residént®n | arrived she
was unloading sandbags from her car to use as tgeigbr daughter

was also there setting up video gear to interviemrhother for a

media arts project, as soon as we had finished.
28.12.08:The school setting, the sandbags and the daughides project
illustrate so well the busy world of the lived exipace of all the art-makers.
Their lives and art-making were ongoing while oundows of facilitated
reflection were precious moments in which we sougtiocus clearly, in spite
of frequent distractions and interruptions. | hatten felt concern that | was
imposing on busy lives. Yet, all of them gave mairtfull attention during our
conversations and all had reflected on their eagkperiences and prepared for
each conversation. All had indicated that they vedaie to commit themselves
to my processes, regardless of what was going treinlives. Several factors
stand out for me in this regard.

Firstly, the participants understood that | woutdrf with their lives
rather than the other way around. Thus, in the alpowrnal excerpt, | went to
Ruth’s work because that day and time were nornfiedly from contact with the
school children. Similarly, Wailin’s and my convat®ns took place at times
which avoided the very busy period for Wailin whithetches from Christmas
to Easter. The mid-winter visit, 2007, was at mynko since Wailin and her
husband needed to come to Hamilton for anotheringedtor the other
meetings | traveled to Coromandel and met Wailineatwork place at a less
busy time of the day. Negotiating times, places@ntent of the meetings are
some of the ways in which a feminist participatagridview is seen in a
context of participatory inquiry/action researclykes & Coquillon, 2007,
Maguire, 2001; Reid & Frisby, 2008; Reinharz, 1982rule, 1996).

Secondly, all of the art-maker participants expedssaterest in being
part of the study, as women and as artists, asdmborting me in my study.
They indicated that this interest and commitmerter regardless of whether
they would receive anything out of the study fartiselves; Wailin and
Rowena articulated this particularly clearly. Wailipoke several times of
joining my study because she was interested in ybaple, particularly

women, were doing. Wailin also said she committeisélf to my study
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because | was not asking her to do any more thamvslld normally do; that
is, undertake her own art-making and keep a réflegdurnal. Rowena and |
discussed Rowena’s involvement in the projectitateur Phase 4 dialogue:
14.04.08 Debbie: Now you've said several times that you'd
committed yourself to it [the study] and so yeauld doit and |
think that's fair enough.
Rowena: That's exactly right and | did...| guess aésing it
aloud with you hasn’t really changed the procesd’shgone on
in my head(Phase 4, Debbie’s emphasis in bold)
According to Rowena, the study had added nothirfgetoown reflective
practice in art-making but, having committed hdrs#e wished to be part of
the study until the end. On the other hand, Vyosiaad Hana's initial interest
lay not in gaining through their own reflective gtiae in art-making but in
seeing some of the processes of post-graduate; shajywere planning to
engage in higher level degrees in the near future.

Thirdly, the focus on their own art-making and reag provided
most of the art-maker participants with an attrsctense of reciprocity. For
some, notably Vyonna and stefanie, this was expdeas an opportunity to
focus on reflective practice in their own art-makinather than in their
teaching. For some, the value for themselves Wamad at the end of the
project. Cheri, Andrea and Vyonna spoke of theapeutic value of having
another artist who was simply interested in thenh thaeir art. Hinerehua
claimed that the gain was greater for her thanlimethoroughly enjoyed it...|
hopethat I've contributed in some way. But most ofl ddel thatl’'ve
benefited...there’ve been more benefits for me tlilaimk there have been for
you (Phase 4, 17.3.08, Hinerehua’s emphasis in bBlath noted that it had
been good to be forced to reflect and | re-iteratgddesire that she be enriched
by the processWell I've felt...right from the start that ...it wasvee one-sided
(Phase 4, 26.5.08). Other comments included theatdtbeen good just to talk
[most of the participants], to work together [steéd or get to know each other
a little better [Wailin].

Finally, most of the participants valued the preessof facilitated
reflective practice. Their comments concerninggtacess implied that, on their
own, most would not have undertaken intentiondéotive practice, particularly

not to the same degree and not written so thatuitdcbe reviewed later. Even

25C



those who regularly write in journals implied thia¢y do not often review what
they have written in the way that this process iregl Finally, most of those who
did not expect to gain anything for themselvesmuthe process were surprised
by how much they had benefited. They claimed thahout a facilitator, they
would not have gained as much useful learning fiteenexperience. A sense of
reciprocity in terms of my gains in research arglghrticipants’ gains in their
own art-making and learning is congruent with aifést participatory approach
to research. | noted early in Chapter 5 that thergparticipants did not share
much detail concerning the practicalities of ttetrmaking areas; these details
could be more profitably discussed with anothemnaaker in the same area.
However, there was much to be gained by havingiétéaor who was an art-
maker but not from the same field; we were ablenderstand each other and
appreciate the similarities in our perspectivedatit, both they and | spoke of
enjoying the conversations and finding enrichmarthe cross-arts contact. Thus,
facilitated reflective practice in art-making is @xperience that could be useful to

anybody in any art-making area.

17.2.10:There are several points that can be drawn freamvatiove findings in
terms of the literature of a feminist participatagproach informed by an
indigenous peoples’ worldview. Firstly, my approathiespect for and
negotiation with the participants is based on thiéngs of such feminists as
Reinharz (1992) who emphasise awareness of fentin@ety and efforts to
create social change, recognition of diversityplmgment of researcher and
participants both in the research process andeadifidble voices in research
outputs and attempts to engage and involve theereddesearch.

Secondly, my approach is modeled on Belenky e{£086) and
Goldberger et al., (1996) who focused on the legrof women because many
women had reported their experiences of margirtaisan a traditional formal
educational setting. Further,algri feminists such as Smith (1999) and Te
Awekotuku (1991) identify the double marginalisatiof Maori women since
Maori culture is also marginalised in Aotearoa Nevalded society. Thus,
Hana and Vyonna’s interest in the study based ein tlesire to further their
formal education is significant because they idgrntiemselves as Bbri
women. While not seeking further formal educatMfailin declares her interest

in women and in what they are doing; she demorstithis by her engagement
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and support in this thesis. Similarly, Rowenaestdter commitment to the
project even though she does not expect to gaihdmelf through it. Wailin's
and Rowena’s generous attitudes towards anothealéeant-maker are mirrored
in the writings of feminists such as Paget (1988 wndertakes conversations
with a female painter and Belenky et al., (1986pwbte that the women in
their study demonstrate generosity in their williegs to share about their
success, or lack thereof, in formal education.

Thirdly, the enthusiasm of participants such asnha stefanie and
Hinerehua for an opportunity to focus on their awtimaking rather than their
paid work is congruent with the characteristicaddlt learners, as discussed by
such writers as Knowles (1990) and Rogers (1988pwHes (1990) and Rogers
(1983) emphasise the self-motivation and preferémceducational experiences
that they view as relevant and enriching to theed. In the context of adult
learning, additional and unexpected gains occuoedome participants. For
instance, Hinerehua found that the processes lettefe practice encouraged
her to revisit her earlier skills and to rediscokerself as a poet. Moreover,
Cheri, Andrea and Vyonna all spoke of the therapewatiue of being able to
talk with another art-maker who is interested iittlart. While reflective
practice in art-making as a form of therapy is lmel/the scope of this thesis, the
value of women sharing with other women is empleakis/ such feminist
writers as Belenky et al. (1986) and Goldbergex.e{1996). Women meeting
other women in pairs or groups is seen by manyrfestsi as empowering and
affirming and a site in which male-dominated soesadl educational
perspectives can be challenged. For example, disiBJdunkle, Irwin, Laurie
and Middleton (1992) stress women'’s collectives disdussion groups as
fundamental to the promotion of women'’s issues atedroa New Zealand
society. Similarly, in the sphere of the male-doséd colonised Asian
Christian Church, Kyung (1990) affirms the impordarof a Women’s Desk in a
male-dominated conference setting and establishofentWomen'’s
Commission as a forum for development of womenreslbgy and support for
female theologians. Finally, while Belenky et 4986) and Goldberger et al.
(1996) emphasise women’s ways of knowing and tlesl fier change in

education, Tarule (1996) focuses particularly oifaborative knowing which
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comes about through conversations and shared uadéisgs®*. In keeping
with such writers, all of the participants acknodged the benefits of meeting
together, while stefanie emphasised her pleaswgeworking with me again
and Wailin, our being able to get to know each othkttle better. In the above
ways, the aims of a feminist participatory worldvieiere achieved in the
context of one-to-one facilitated conversationsveetn me and the other

participants.

if) Views on the four-phase process of the study
01.01.09 Today | am re-reading the journal entry of 2685adid remembering the
way in which each of the women answered my questimcerning how she had
found the processes of the study. For example:
26.05.08:Talking with Ruth today, | asked how the procesthef
study had been. | have asked this same questialhtbe participants.
| asked if it had been a useful process for theafsd asked whether
meeting them three times was useful (Phases 2] d)aor whether
once would have been enough. All said that theyemolyed it and
that it was good to have met three times.
All of them said they had enjoyed talking with mmat their work and were
interested in what | was doing in the PhD. Howettama and stefanie spoke
particularly clearly about how they had found thegess; they brought several
different insights to this question. Weavaina spoke of what she had gained
during the process. Having initially asked to b& p&athe study in order to
experience some of the processes of a higher dddaea explained that she did
gain in her own art-making. By the fourth sessidana was able to confidently
summarise a number of things concerning her chiddHearning from her
grandmothers, the tapu (sacred, special, set asade)e of raranga and being able
to identify herself as a weavét
08.04.08:Hana: | think some of the embodied knowlé8ye
probably around raranga for me personally, has cdroen my
observations growing up where | was seeing mwa. t

grandmothers being weavers...one grandmother wasogey

1% The role of conversation and collaborative knowigdiscussed further later in this chapter.

195 While several excerpts from this conversation haiready been included in this thesis, |
consider it useful to present Hana'’s full discussiothis context.

106 After | introduced embodied knowing, both Hana atefanie began to use the term in their
conversations.
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to me sitting and watching and observing. Althosg didn’t
instruct...l knew not to ask questions [laughs] I\knest to ...
sit and watch her. | enjoyed that anyway. But ttheeo
grandmother, she was very skilled as a weaverd&heery fine
work. She did piupiu, korowai.... She kept her malestacked
away in the garage. [louder, confident voice] Whestarted
thinking back about that ... | think | actually pickep things
around practice... | think that was about keepingeas$p of
raranga away from the house and away from in tlag pirea ...
picked up a lot about practice. In terms of ...a tajule of
weaving and ... there are things that you keep sépafad she
was very organised...things were hung up, they walceiced...
and her weaving her dyeing area was around the baekasn’t
somewhere within traffic. You know, people woulte'jpassing
by. ... Atfirst | thought it was very hidden. Whenought about
it again | thought it was actually kind of morearivate as
opposed to hidden... So that's a definite movement fast time
when | was talking to you (Phase 3)... issues of.tajamound
raranga.... | think it's [the research project] bea useful stage
for me because I'm in my third year of my rarangarse. And
for me it's not about the tohu, it's actually abaviat |
can...learn from raranga to enhance me as a persanttg
process [of the study] has been really good..emmis of forcing
me to think...at another level... about the rarang8o. it was
during this process that | realised .... | startdling myself a
weaver.(Phase 4)
Photographer and paintstefaniespoke of the hierarchy or prioritising effect of
the repeated dialogues, of having the opportunisee where she really stands on
various issues and whether issues were importgastabne point in time or more
generally important. stefanie compared the reflegtirocess of the study with her
own art-making processes:
13.03.08 stefanie: So yes | think it's been a very corwine
process and so ...to actually have to go in and iy articulate
where | sit with something. Whereas I'll just lebbe there and

wonder often why it trips me up or you know whgn'tifeel
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great about something or am surprised about somgttiiat
feels...really blatant and I'm not sure why but hthhaving to
go in and actually qualify these things — reallyyaow quite an
extraordinary process (of three conversationsyives a filter
time... and | don’'t mean literally an edit. But itrderesting
because | work that way a lot with my own work tdbdo
something and then let it sit for a bit, go backhe problem
with work sometimes... is that | don't like the warg ffirst done
it. Whereas with this it... felt more like | couldjsettle that
base and it was still ok for me. Or sometimes thevald be
more added to it and other times it doesn’t feéleqas
important as it did that day for me. But...I like thedity of
coming back on things ...Yeah and | think there’getttings too
of just knowing that sometimes it just might be that feels
prickly for that day. And they might just, you kneame up
every now and again. | think there’s other thingsnes that are
actually constants and ateuly part of ... what you come into
every day. ... | think there’s a sort of a hieraychor
prioritising... of thought within the way of workitige this too.
And it's especially when | read over transcriptgldrthink ‘Yep’,
... it's like I just know that's a placement thatand imagine or,
you know, it's a position that | can’t imagine sim§ from very
much.Onethat is embodied and there’s others that just.feal
little bit more politically inclined for that momer(Phase 4,
stefanie’s emphasis in bold,)

03.12.09 While the above are just two examples of learmgjagned through

facilitated intentional and multi-phased reflectpyactice in art-making, the

number of areas and the detail with which stefan@ Hana are able to articulate

their learning is indicative of the value of thady to them.

17.02.10:Affirmation by the participants concerning theustured and repetitive
nature of the reflective learning cycle around wahtite methods of this thesis are
based is congruent with writers in the area okriVe practice such as Kolb
(1984) and Boud et al. (1985b). The reflectiven@ay cycle of this thesis is

based on the four-phase model of Kolb (1984) beltioles elements relevant to

25¢



art-makers from other key researchers in the arela as Boud et al. (1985b),
Schon (1983, 1987a, 1987b, 1991, 1995) and Zef@k&8f2An organised
approach such as that used in this thesis hasitbeetified by researchers as
enhancing reflective practice because the leasnenéouraged to re-visit previous
reflections which can lead to development of knagkbased on experience,
“turning experience into learning” (Boud et al. 858, p. 7) or as “making sense
of the experience we have had” (Schon, 1987b,.pA &arner who repeatedly
applies a reflective learning cycle to her/his eiqrece is deemed as being
“purposive and intentional” in her/his reflectivealning and described as a
reflective practitioner (Boud et al., 1985a, p..I®)e approach to reflective
practice in art-making applied in this thesis wiest developed and tested as a
model for reflective practice in dance-making (Btig2005a, 2007b) and was
then generalised and given further detail to meele¢arning needs of art-makers
from a wider range of areas, as an approach tectefe practice in art-making
(Bright, 2008). The experience of the participaaftsms the usefulness of this
approach and is congruent with the claims of thikezaeflective practice
theorists. The lengthy speeches and high leveét#Hildof participants Hana and
stefanie in the above quotations indicate thatetlhe® women were able to
clearly and extensively articulate their learnimgl ahe value they placed on the
experience. Hana and stefanie give evidence thgthhd turned experience into
learning, made sense of their previous experieimct® processes of reflective
practice in art-making and that they were purposive intentional in their
reflections on their experiences as art-makersalljinaffirmation of the
relevance of a four-phase approach by Hana, stetard the other participants
highlights both the writing of earlier theoristsdathe development of an approach
that is specific to art-making.

Although it is important to discuss links betwebis thesis and
reflective practice in adult education, | believesivital to identify ways in which
my approach to reflective practice in art-makinglso congruent with the tenets
of a feminist participatory worldview. There areotwital ways in which
adherence to this approach and the responses péattieipants are relevant. The
first area concerns the number and length of guoimipresented both above and
in other chapters. A feminist approach emphastsatsthe voices of the
participants must be heard (du Plessis et al., ;1981th, 1999). A participatory

worldview maintains that the participants’ voicesl gerspectives can be more

25¢€



important to a research project than those ofékearcher (Heron & Reason,
2001/2006, 2008). Further, the particular focupanticipatory research is
enmeshed in many indigenous peoples’ understarmdingw research should be
conducted (Bishop, 2005; Denzin et al., 2008; SMig99, 2005). Thus, | view as
important the need for participants’ voices to bard clearly wherever possible
without the filtering of my interpretation. The s&d, related, area concerns the
need to ask open-ended questions and presente oépgssible responses in
order that participants might feel free to exprss views whether or not these
views strengthen my position as researcher. Thaskéd few questions; rather, |
encouraged the participants to choose the topiadi$oussion and to talk about
things that they felt comfortable in revealing te.malso allowed them
opportunity to tell me that the study had not beseful in their practice or that
they felt that three conversations concerning teegeriences of art-making were
unnecessary and unhelpful. Eight of the nine ppgitts had previously known
me and all nine had given consent to the studycantinued to be available and
willing to converse with me. Thus, | hoped that sodegree of trust was fostered
so that they felt able to disagree with me. Thosighich as the above arise out of
my understanding that a reflexive approach to rebea emphasised by feminists
such as Richardson (2000, 2004, 2007a, 2007b)cipatory researchers such as
Marshall (2001/2006) and indigenous research vergech Tomaselli, Dyll and
Francis (2008). Feminists DeVault and Gross (260ate that “(fleminist
scholars operate reflexively and relationally” 13). DeVault and Gross (2007)
maintain the need for participants to be able kodhout their experience and for
the researchers to also be open about the expesi@icesearch. As a researcher |
act reflexively by questioning my approaches tor#search and the participants
through my own reflection and, particularly, thrbugriting reflective journal
entries. Further, according to DeVault and Gro€972, as researcher, | need to
listen attentively to the participants, be awarambropriation and the ethics of
interview research, particularly accountability trds the participants. Therefore,
it is important that | continue to consult the paApants throughout all the writing
of the thesis concerning how | represent them. Thiagve given them
opportunity to view my writing and encouraged theentdlecide whether or not
they are happy with how | have represented thers. gitncess of accountability
has been aided by the developing relationshipsigess the repeated

conversations and the extended period of time redudor writing and recording
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video for the thesis. Thus, by means of an orgah#pproach to reflective
practice in art-making and my own reflexivity, inding the reflective journal
entries of this chapter, | seek to operate reflglyiand relationally (DeVault &
Gross, 2007).

iii) Development of collaborative knowing

18.02.10:In accordance with recommendations of writers agchVicks (1996)
and Mackewn (2008), | need to be aware of the cibaniatics of adult learners
and of my role as facilitator of reflective praetiamong adults. Thus, | need to
approach the role of facilitator of reflective ptiae in art-making in a way that
respects the individuality, self-directedness amuhectedness with others of the
learner and encourages personal empowerment aiotir@ent (Mackewn, 2008;
Tarule, 1996; Wadsworth, 2006; Wicks, 1996). Thiplies that my role is to
encourage the other participants to examine amekctain their experiences rather
than sharing my own thoughts and views. Howevetinduhe conversations
about embodied knowing, Cheri and | find oursels@®mmunicating as fellow
artists rather than as facilitator and reflectivarher. Our conversations concern
what is communicated between artists as they paréord between performing
artists and an audience. In our discussion, wecdtyad, to be most effective in
performance, the performer needs to be fully preased fully themselves, while
being in unity with the other performers and awarboth performers and
audience. These aspects of awareness and unitpa+reerbal, embodied ways of
knowing. However, while our focus of discussiomisbodied knowing, Cheri
and | develop collaborative knowing in our convémsa Cheri and | contribute
from our own experiential and constructed knowind,elending our individual

knowing, arrive at new collaborative knowing.

In the conversations with Cheri, | am reminded ohven’s ways of knowing as
discussed by Belenky et al (1986) and Goldbergal. ¢1996). Constructed
knowledge, as described by Belenky et al. (198),lme viewed in terms of
individual intellectual construction. However, ctmsted knowledge can also be
understood as arising out of social contexts, ifledtby Tarule (1996) as
collaborative knowledge. Cheri’'s and my social eshis our conversations
taking place in Cheri’s office as part of this tise3he topic of our discussion—

the relationships between performers and betwedarpgers and audience
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members—mirrors discussions of such writers as Ra#iter (1976), Susan
Foster (1986, 1995, 1996), Janesick (2004) andiM@6005) in the area of dance
performance, and Ruth Foster (1976) and Sawyeb|2@8Ghe area of drama.
These writers agree that rapport between perforaratdbetween performers and
audience can lead to a heightened performanceierperfor both performers
and audience. This heightened experience is dependdocus of both
performers and audience members in that partigpléenre and time—being fully
present. While Cheri’'s and my conversations conegparticular topic,
development of collaborative knowing in such a waw occur in any
conversation between two or more people (TaruleglL9

2. Virtual Conversations conducted through emaif®’

16.02.101 have been revisiting some of the writers, sucBrasler (2007) and
Markula and Denzin (2000) who have included virit@hversations or part-
conversations in academic literature. | am strigairaby the possibilities of
virtual conversations as means of brief responge=abh writer (Markula &
Denzin, 2000) or more lengthy, considered respotiedscould be viewed as
virtual reflective journal entries (Bresler, 200There are now numerous ways in
which virtual conversations can take place eithesuigh computer or cell phone
and such means of communication are of increasipgitance in much of our
society.

While virtual conversations held between varioudip@ants and
myself were brief and limited in their scope angttie they fulfilled a vital role in
the ongoing communication that | view as essetaié¢minist research. However,
because of their brevity, | include only one exagi a virtual conversation. This
conversation took place in the context of developnoé a poster based on the
experiences of the other participants and myseffcerning influences of wider
lived experience on our art-making (Bright, 2008 $\ppendix 7 and DVD).
These influences included spiritual, social andural aspects and were seen as
interweaving with each other. | requested photdgsdpom any participants
willing to be part of this project and then seleogxcerpts from their transcripts
that reflected aspects of these influences. Myajimt from Ruth’s transcripts:

Ruth: I just see my pieces as quite healing... well | tbpg are(Phase 2,

197 The term ‘virtual conversations'’ is used by Bre$007) in her introduction and presentation
of excerpts of J. S. Bruner’s reflections on axeadion, part of an extensive virtual (email)
conversation between Bresler and Bruner.
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12.3.08) In June 2008, Ruth sent me a brief response agregih my choice of
comment for the poster. However, in November 200&n | emailed all
participants a digital copy of the final formatthE poster, Ruth compared her

comments with those of the other participants:

17.11.08
Ruth:

Yes the poster looks great. | don't know about mmment, it sounds rather banal alongside all
the others...

Arohanui

Ruth

My response:

Hi Ruth

No, I think your comment was great. For me it talk®ut the fact that you see your arhage
than just you doing your thing and the art being mom=mntjust something attractive for people to
hang on their wall or whatever; which was whatpbster was about. Your words speak of your
hope that everyone will find the works healing, also your uncertainty about whether all will
experience this - very human and humble | thinlsoAdon't worry - everyone else whose
comments were in the poster was a bit unsure agtitcthey could have said it better - but that's

also about me quoting from real life conversatiomg,carefully thought out written comments.

As part of a feminist participatory study, | bekebthat it was vital to
allow the participants to preview any material thgh which | planned to cite
them in the public arena. Although the other pgréints concerned did not feel
the need to continue the conversation, the oppityturas there for them to
participate in the decisions concerning them, tagimaking and what they had
said to me in the context of reflective practicaittmaking. It was important that
| explained anything that they were unsure of camog their particular
guotation. It was also important that they be gitr@opportunity to see the
completed poster since they would then see th&itgginaphs and comments in
the context of the others’. This was the point htclv Ruth questioned the worth
of her comment alongside the others. | found itegahallenging to articulate all
the reasons why | felt her comment was appropriate.

My conclusion concerning such virtual conversatisthat this is an
obvious way to keep participants informed and t@ghem a continuing sense of
participation in the research process. It was irgmrto explain my perspective to
them and for them to respond if they wished. It aig® necessary for them to see
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the completed poster and be given the opportuaitggpond again when they had
had the opportunity to see themselves represetdadsade others. Throughout
the study and during the time of writing this tlse$ihave maintained periodic
email conversations with all of the participantads particularly interested that,
during the facilitated conversations, those whoenegsponded to my earlier
emails remarked on how much they had appreciated) lept informed on what

| was doing. Even though they did not engage inilecoaversation with me, they
spontaneously commented on the emails when weaueitb-face. This affirmed
to me that, even if | have no response, such conuation is vital to the integrity
of a feminist participatory research project. Astpoint in time, there appears to
be little literature on virtual conversations asi@ans of maintaining the ongoing
relationship necessary for a feminist participatpproach to research. However,
virtual conversations are congruent with the aiffeminist, participatory and
indigenous worldviews as described by such wriésrReinharz (1992), Heron
and Reason (2001/2006) and Smith (1999, 2005). utérs abhor earlier
practices of seeing research participants as abjedie studied rather than people
who are entitled to be involved, consulted and edlthroughout the research

process.

b) Conversations between art-makers and respectechd

knowledgeable elders or trusted peers

03.12.091 am aware that | covered the area of respecatddkaowledgeable
elders in Chapter 6 in the context of ‘selectimgtreative process. However, it is
important to note that this is a vital area of censation for the participants,
particularly those who identify themselves asoM. In Chapter 6, | particularly
focussed on Cheri’'s seeking of advice and affiramapirior to her exhibition of
photographs of [&ori elders witnessing hikoi.

In addition, some of the conversations with trugiedrs have already
been covered briefly in Chapter 6, in the contdxhe usefulness of images for
enhancing creativity during the processes of orgogflective practice in dance-
making. It is appropriate that the discussion camiog conversation with trusted
peers is presented in Chapter 6 since the coni@mrsdietween my friends (A and
B) and me were only able to take place after wevieaded the video recording
together of my dancé God, then...However, | valued these conversations
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because my work as a solo dance-maker meansdhat little feedback on my
dance-making prior to performances.

Further, it is fitting to add here that A.’s ahjlito comment on my
video off God, then..was better informed than B’s. A. had also seerdaree
the work live at the end of my studio rehearsal tags before the August
Palmerston North performance and at the venue redlghat evening. A. and |
had already had conversations prior to viewingvideo recording of the
performance. At these rehearsals A. had given mstacctive feedback and had
expressed appreciation of the high level of physleanand of the work as a
whole and some of the particular movements. | fainglaffirming and
encouraging.

| continued to develop the dance work between thguat and
September performances. On one occasion a trused @, came in to vieW
God, then..and gave me feedback. | recorded this feedbanlyidance-making
journal:

29.08.07:Ran the whole piece before C came in at 11am.
Good to finally let her look at it and get some lifya
feedback. She loved the beginning—like ancientegsjd
she said— and the end—a rebirth? ... She feltfitsitand
second sections worked quite well. Liked voicedghdu
need focus for my face and eyes here rather th&tn ju
random sound coming from my mouth...She felt | need t
soften my hands in first section since they becone
important in second section. Agreed with me thiad th
section needs the most work. Generally liked itigio She
felt I was using highlights of the music well irct8ms 1
and 2 (though | think | need to become more famitigh
section 2 music so | can intentionally anticipatesioal
features in my movement rather than doing it bgl*fer
intuition or embodied knowing or whatever)...C also
suggested that the foetal position at the end nbght
misunderstood; it looked like an act of worshipcsith was
facing directly on to the audience. This is veriphé
feedback. After trying different ideas, I've dedide curl

down into the foetal position and then suddenlyaoto
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my side with my hands folded in as soon as thedsotithe
baby crying comes on in the sound track. It's dkeaby
coming out of the birth canal with a bit of a jolito the
bed.
| found the conversation between C and me veryfhkedmd affirming. C
confirmed areas that | felt were strong, gave cansive feedback and
suggestions where the movement lacked somethirsgp@3itive approach
encouraged me to solve the problems that | wdsasirking on
choreographically and to pay attention to the defanovements. However, her
positive feedback also pointed out strengths thad unaware of. This was
particularly helpful as | tend to remember what gase wrong and | told C of a
number of places that | was not happy with. Celgaibwas useful to have
feedback from the perspective of an informed ausienember; this conversation
convinced me that | would manage to have the daack ready for the
September performances.

My conclusion concerning the above examples is thikite she must
work at her art-making predominantly on her owmwasations with trusted
peers are enormously helpful to the solo art-makieese peers can bring a new
perspective, affirm strengths and make suggesttumsh conversations help her
to view her art-making more objectively through #yes of another person.
While writers such as Barbour (2007), Foster (19#&) Janesick (2004) focus on
the positive value of peer and teacher feedbaekdiassroom setting, face-to-face
conversations with individual peers in the profesal setting are generally not
discussed. However, Barbour et al., (2007) mairttenmportance of
conversations which include individual feedbackhe context of collaborative
artistic practice, particularly when the collabaratis between men and women
from varying art-making areas and cultures. Barl&twal.’s (2007) collaborative
artistic research project is undertaken accordiniknga Miori. Therefore,
conversations with and feedback on creative warknfrespected and
knowledgeable elders (from both within and outsifithe collaborative group) is
a normal part of the creative process. Furthevignal arts such as quilting,
informal individual feedback can be gained durimrpibkitions (Graham & Stalker,
2007) and, in graphic and digital design, throuagefto-face conversations with
colleagues in the work place, at conferences atideofGardener & Wilkinson,

2008). Finally, there are many examples of bothtorene and small group
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conversations based on support groups, workingpgroeollectives and
community groups in which individual feedback cacur; such groups are
discussed in feminist (e.g., Belenky et al., 1986tdberger et al., 1996),
participatory (e.g., Heron & Reason, 2001/2006,8@hd indigenous peoples’
(e.g., Denzin et al., 2008) literature.

C. Conversations with viewers/witnesses/audience méers
This area of conversation was not included in thdiss with the other
participants. Therefore, since conversations wiltience members were part of

my ongoing reflective practice in dance-makingrdgent my own experiences.

3.12.09:Following the September performance at the Uniterdi Waikato and
the October performance at Alice Springs, convamattook place between
various audience members and me. After the perfoces | wrote down as many
as | could remember of the comments shared witlamdethe narratives of what
audience members told me they had seen in the daaltewing the first
performance at the University of Waikato:
14.09.07:D said she couldn’t believe it was a 10 minute
piece — this sounded quite long but she was sdvegian
looking at what | was doing that the time went vast.
15.09.07E said it was too short, she wanted to see more,
she was so wrapped up in the images | was brinding-
said it was already 10 minutes — quite a long s@&lot it
was lovely feedback.
In addition, a number of audience members camespokle to me or telephoned.
Their words were that it was beautiful. | felt affied by the encouragement of
audience members even though | knew some thingadtagbne as well as | had
hoped. The pleasure the audience members expreskel me to overcome the
areas that | was not happy with and perform theedully as | intended in the
following performance.
Following the performance at Alice Springs, a numifepeople told
me what they had seen in the dance. The followiagsame examples:
11.10.07F saw a whole story of a very rich person, a
medium rich person and a poor person, but all &ietame

because they are all just humans who were borrabgeb.
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G saw a series of theological pictures and thatas about
taking risks... H. expressed awe and wanted to krioat v
had thought...I did tell the story line as | sawut b
reminded them that if I'd told them that first theguld
have been looking for my story and they may not¢ lcavne
up with their own great interpretations that wesdavant
to them.
However, | was disturbed by J telling me how she foaind it very funny to
watch the Aborigine women turn their faces away nvheas dancing ‘naked’
(flesh-coloured tights and leotard) and make thenger ones turn their faces
away also. J had formed a relationship with these@n through dance.
Therefore, | assumed that J understood that theg eving fun. But | felt
puzzled and unsure. | wanted the opportunity tekhéth the Aboriginal
women:
06.10.07...Later this morning | met some of the Aborigine
elder women and said “I want to apologise if | offed
you. It was not my intention to offend”...They lookédhe
with warmth and the oldest woman touched my arm and
said, “We were not offended. We could see exadtht w
you were doing... It was very clear”.
| was relieved to find that my dance seemed to ltawssed cultures adequately —
| never assume this to be so. There was not tirmskdahe women what they had
seen in the dance since their taxi arrived earlyuinconversation; the conference
had already ended. However, | gained the impreghkimirthey were having fun
over my symbolic nakedness rather than being oédnd
These examples are an indication that | viewed tmyersations with
audience members as very important in my ongoifigatéve practice in dance-
making. | found the conversations exciting in tewhghe feedback, the variety of
narratives and the range of people who felt abtaltowith me about my dance. |
could sense that the different interpretationsatases were evidence that creative
work can speak to different people according tdr theeds and perspectives at the
time they witness the art work. The narratives rordd my sense that my job as
a dance-maker is to try to produce good art anal leeve interpretation to
individual audience members. As seen in the abraemple of the Aborigine

women in Alice Springs, | also discovered that mapek could be interpreted by
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people of other cultures in ways that were helfiithem. | was convinced of the
need to allow audience members to make their ovemgretations and then to be
informed by hearing some of what they saw. Theegfbdetermined to
intentionally set aside time to allow a range afatives to be expressed
following my dance. | was asked to lead a seriesarkshops for the Christian
Dance Fellowship of Singapore, in Singapore, inddglger 2007. As part of one
session, | gave a very short introduction, danbedaork and then asked the
workshop participants to form small groups, talkatbwhat they had seen and
what it meant to them. | asked them to write dolaitleas from their groups and
to report back to the whole group. Once againgetwas an interesting variety of
interpretations although, since this was a Chnstiantext, the narratives all
tended to follow Christian beliefs. However, a meafde element of learning for
me was that, for these predominantly Chinese Simgams, the &bri wiri
movement of the hands (at the beginning of the elaiscconfusing. Two groups
spoke of how they thought | was frightened. Assulte | apologised to the
workshop attendees for not informing them of theinieg of this movement
before | danced. The conversation with the Singsgoodance workshop
attendees was very helpful in my developing awaseioé cross-cultural
understandings of movement that emerged duringmgpiag reflective practice
in dance-making. Even though the Aborigine womaad éxpressed their
understanding of and comfort with my work, the aigxece in Singapore showed
me that | do include elements in my dance thatiargue to Aotearoa New
Zealand. | have always had doubts about my (we&arn-American
contemporary) dance crossing cultures and haver megemed that everyone has
understood or been comfortable with it when | hdaaced in cultures other than
my own. Surprisingly, | have generally found thabple of other cultures have
understood. However, in future, if questioned bgliance members in a cross-
cultural context, | may need to explain movemeat th specifically from
Aotearoa New Zealand. | would not have achieveslithportant learning if | had

not had conversations with audience members.

The role of face-to-face conversations with witesgégewers/audience members
as part of a dance- or other art-making experieloes not appear to be widely
addressed in the literature. There are models/appss that art-makers or
witnesses/viewers/audience members may use to gigeaking and/or
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interpretation such as Foster’s (1986) blueprintfmoreographic intent or Hayes’
(1993) principles of aesthetic form. However, soabdels/approaches do not
appear to include face-to-face conversation betvaeemaker and
witness/viewer/audience member as part of the geaseof art-making or
interpretation. As indicated above, there is anlifgeature concerning classroom-
based arts learning (e.g., Barbour, 2007; Jane?itM}; Foster, 1976). In
addition, there are autobiographies, biographiescaitiques, including works
based in Aotearoa New Zealand (e.g., Bolwell, 13%inlop McTavish, 2001)
and journals and magazines in which art-makerskvusreviewed (e.g., DANZ
Magazine). Finally, there are international onjmublications contributed to by
New Zealanders (e.g., Born Magazine for onlineadmiration in digitally-based
arts). However, there appears to be a gap intém@ture that places importance
on face-to-face conversations between artists am#sses/viewers/audience
members. In terms of this thesis, such conversatian be viewed as important
in ongoing reflective practice in dance-makingytee likely to be as important

in the ongoing reflective practice of artists ih@tareas of art-making.

Final reflection

20.01.09t is a brilliantly sunny summer morning that prees intense heat later
in the day and I'm sitting at home in my officetla® computer. My fingers feel
their way across the keyboard. Our house standgpaf a hill overlooking the
central business area of Hamilton and my officenishe corner of the house with
large windows looking out in two directions. Up ééifeel as if | am viewing the
city from the edge of a cliff. To my left | can seespital, university, rugby
stadium, schools, tall business buildings, housdsnaany trees; | can see the
trees along the river but not the river itself.eTun streams in and warms my
shoulders and neck. The computer stands on thehagtd leaf of a corner desk.
On the other leaf to my left, today there is nddgpcomputer or spread of papers
and books. Instead, my sewing machine is set up, sgissors, pin bowl and stray
pieces of braid and thread scattered across the Bliyseldest daughter, Rebekah,
is getting married on 31 January and has askedmake her a new dress to
wear on her honeymoon. | almost completed the dasssight and it hangs on
the door handle of the office. Rebekah chose adawith black background and
white koru shapes and red braid for the waist aaknPerhaps Rebekah has

intuitively chosen fabric and dress style that&itnfortably with her Mori and
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Pakeha roots in Aotearoa New Zealand. Outside, Ihegar the sounds of the city.
Through my open window, | can hear my elderlgdvl neighbours as they sit in
the sun talking with visiting winau. | can also hear cicada and several varieties
of birds in the trees of our property and the sumdbhng neighbourhood. | can
smell the flowers and citrus trees outside my wim@md my morning coffee
tastes good.

All of the above details remind me that | am a fensat-maker in
Aotearoa New Zealand whose research and art-makimegge from my own need
to create, yet in the midst of family and othergepsociety, culture, nature, my
family history, both settler and indigenous (SmitB99), and all the varied
aspects of my lived experience, the practicaliiesiy art-making, my embodied
ways of knowing and the over-arching, all permeaapresence of the spiritual.
Present now for me are all the senses — sightirtgeamell, touch, taste and
kinaesthetic — and all the elements of embodiedvng.

In this context of such diverse and interweavingdlls | am able to
reflect on my life, my dance-making and the livéshe other art-makers in this
PhD thesisHow is reflective practice useful in art-makini§?s useful when an
art-maker employs an organised approach that pge\adsource of focus and
reminds her of the diverse and interweaving threiadtuding gender, culture,
spirituality, creativity and embodied knowing, whiare part of her lived
experience. Reflective practice is also more udefubfome art-makers when it is
facilitated by another art-maker in repeated facéate conversations. Finally,
ongoing reflective practice in dance-making is ukas it encourages the dance-
maker to look back at previous experiences of céfle practice in dance-making
in order to find new understandings and to focusenattentively on previously
neglected areas. Ongoing reflective practice ircdanaking also encourages the
dance-maker to continue to question, read andctafle her/his own practice in a
purposive and intentional manner and to be awatkeomany interweaving
threads of influence that are never separated lirad experience (Boud, et al.,
1995a).

Before engaging in this thesis, | did not reallse full extent of the
aims of participatory research and decolonisingiadi@jenous methodologies. |
had initiated the research, provided the framevaodkind which it would be
based, initiated the meetings with participants facditated those sessions and
occasionally introduced new topics for discussidremwone topic appeared to
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have been exhausted. Eight of the final participlad agreed to work with me
and one had requested to be part of the study.ritebess, during our
conversations, it was sometimes evident to metkiggt were trying very hard to
relate the sort of information and experiences ey thought | was looking for.
Some, for example, Ruth, would say something likw, what else can | show
you?” This was a rhetorical question; it was a ¢joaof what else they could
think of that they imagined would be interestinguseful to me. In this vein, Ruth
would reflect briefly and then lead me to anothiener completed art works
around the walls of her home and explain the woik lrow she had sought to
overcome challenges in achieving what she had iem&d. Cheri spent much of
our second conversation asking me questions. Widded to very stimulating
discussion, it was also clear that Cheri was trymnge helpful to me, rather than
seeing the process as being for her benefit. Hormve@veur third conversation,
Cheri, like Ruth, spoke about the art works thateygaced around her office.
Similarly, particularly during our final conversati, Rowena spent time, thinking
about what else she could talk with me about. Alpemof times | tried to
reassure her by saying such things as “You dowe tia force it...” While | had
repeatedly reminded each woman that this was dimuter art-making and her
own reflective practice, most sought to meet whaytperceived as my needs in
the research and completing a PhD. At certain timgslack of experience as a
researcher was evident in my struggle to formutate questions and prompts
and in how | could best respond to what the pgicis were saying.
Nevertheless, the women with whom | worked wereungatindependent,
articulate women who had committed themselves tkiwg with me and who
then sought ways to help me in my research. Hegise of interconnectedness
and responsibility for those around them was sangtthat they did not find it
easy to simply take for themselves, even in thisasion of facilitated reflective
practice. Nevertheless, at the end of the procésnwasked them how it had
been for them, most said that they had gainedfadot it. Hinerehua maintained
that she had gained more from the process thaiMimeoubting response was,
“We won’t add that one up!” Then | added, “Howevethe best thing is if it can
be of benefit toyou, rather than jusine gathering ‘data™ (Phase 4); this echoed
what | had said at various times to all of the ipgrants. Cheri remarked on
enjoying talking with someone who she felt did waint to take anything from

her, “...it has been great to ... jistwith another creative person and that the

26¢



creative person is there not to take” (Phase ®mHraving sought to help me in
the beginning, Cheri did see benefits for hersglfmilarly, Vyonna talked of
enjoying the chance to talk about her art with heoart-maker; Vyonna
maintained that she lacked this kind of intereghanother relationships in her
life. In reality, | was learning to be a researched a facilitator of reflective
practice in art-making and the other nine partictpavere remarkable women
who supported and assisted me in this endeavatwjtfmusly, most of them also
appeared to have gained through the process.

Today | sit alone at my computer. But | have alserbenriched and
informed by the stimulation of interacting with-amakers from fields other than
my own. | have sought to facilitate the reflectpractice of the other participants
and grown personally as a result. My embodied stdedings of belonging in
Aotearoa New Zealand and of being a female resesrtdcilitator and dance-
maker have all been changed. Since change implxts have learned (Knowles,
1990), then this approach to reflective practicarirmaking has been effective
for me. | can conclude that reflective practicaittmaking is useful to art-
makers. | can also conclude that ongoing reflegihaetice in dance-making can
lead to a clearer appreciation of how the creati® can communicate with
audience, viewers and/or listeners (Barbour, 28@rrett & Bolt, 2009; Eisner,
2002; Foster, 1996; Gardner, 1993; Kaufman & B2@d5; Lubart, 1999). It is
likely that ongoing reflective practice would beefid to art-makers in other areas

of art-making.

Chapter summary
The idea of research as a series of conversasamstia new one (Kvale, 1996).
Conversations are fundamental to most researchecoing people. However,
conversations are particularly important in a festiparticipatory worldview,
since research is focused on how the participaats their lived experience and
how the researcher/co-participant goes about temess of researching; the first
involves such areas as ongoing relationship andultation while the second
requires a reflexive approach on the part of tseaecher.

In this chapter | have identified a number of arfasonversation that
are relevant to reflective practice in art-makipagticularly facilitated reflective
practice in art-making, and ongoing reflective picin dance-making. In the

earlier findings and discussion chapters, | disedisssues of gender, culture,
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spirituality, creativity and embodied knowing asyremerged during the
processes of reflective practice. However, theowsriareas of conversation
became evident in the context of reviewing methogpland methods. Firstly, it
is clear that vital conversations in this thesisuvdetween art-makers; these
conversations take place in the context of fatdileconversations (a research
method) and virtual conversations. Secondly, ot@ortant and useful
conversations take place between art-makers apdatesl and knowledgeable
elders and/or peers and between art-makers anersawitnesses/audience
members. In view of these key sites for conversadiad in keeping with feminist
principles, | am reminded of the importance of gg/participants opportunities to
decide when and where conversations take placeliowing for the literal

and/or metaphorical presence of family and othpeets of everyday lived
experience during the conversations. | am alsorréed that women may commit
themselves to a project simply because they wislupport the work of another
woman and may not expect to gain anything for tledves. Finally, reciprocity
for the other participants may become evident nious ways such as discovery
of new facets of their own art-making practices amgpowerment in face of
existing marginalisation culturally, educationalyg women and/or as art-makers.
Reciprocity for me as researcher lies in increas®aterstanding of the usefulness
of facilitated reflective practice, a structuregegach to reflective learning,
collaborative knowing and my own growth both asessher and reflective

practitioner in dance-making.

In the final chapter | present conclusions concgytthis thesis.
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Chapter 9 Conclusions

This thesis concerns female art-makers in theédigxperience of reflective
practice in art-making and important understandamerging during the
processes of reflective practice. The key charetieof these art-makers is that
their art-making emerges from and is inextricabtgiwoven with the
complexities of their everyday lived experienceeiflyender entails a series of
significant relationships, as well as awarenessafginalisation, trivialisation
and being overlooked as women. These significdatioaships are experienced
in a wide range of contexts such as family, workeegues, other art-makers and
those who contribute in some way to the achieveroktiteir art-making.
However, these relationships are always flavousedral cannot be separated
from culture, spirituality, embodied knowing ane tlvays in which the women
experience creativity. For female art-makers, tgemder, culture, spirituality,
embodiment and creativity are interwoven togethigh their relationships.
Because of this interconnectedness, female artsmaéeen though they may be
solo artists, do not view themselves as working@l&uch an understanding
challenges dominant western writings on creatmitych focus on individuality,
rational thinking and an assumption that art-makeesable to separate
themselves from their everyday lives in order ®ate art works. This thesis
highlights the creative processes of female artersals repeated, circular and
interwoven aspects of their art-making, rather thsisolated and clearly

definable events.

In the following paragraphs | discuss the individei@aments of the overall

findings.

The first key finding of this thesis concerns thecp of gender in these art-
makers’ lives. Feminist perspectives focus on gexttiexperience; a particularly
important aspect for this thesis is feminist reske@nto women’s ways of
knowing which has identified culture, spiritualapd embodiment as relevant
(Barbour, 2002, 2004, 2006a; Belenky et al., 1@986idberger et al., 1996).
Further, writers in the area of feminist spiritiakemphasise gender, spirituality
and embodiment (e.g., Althaus-Reid, 2004; Fisch@88; King, 1989; Moltman-
Wendel, 1995; Roth, 1997). However, most of theraakers in this thesis
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experience their gender as inextricably linked whiir culture, spirituality and
embodiment; all four areas are important to thehis interlinking is made
particularly clear by Hinerehua in her poem “My exdled knowing”.

Following on from the above, although embodied kimgwis difficult
to articulate verbally, art-makers can and do &&ut elements of their own
embodied knowing. However, their speaking is gdiyesacompanied by non-
verbal gestures, facial expressions and body montaral they often refer to or
mime the movements of their art-making. This thesasitifies embodied
knowing as an important element of reflection andwing; that is, how we do
things and how we reflect and know things do ndy anvolve matters we can
verbalise, draw or create through art-making butething that we embody (carry
in our bodies). In addition, two ways of represegtembodied knowing are
included on the DVD accompanying this thesis: videmtage and image
narrative. The video montage is innovative in fteafocus is representation of the
embodied knowing of art-makers. In addition, thag® narrative offers a means
of representing embodied knowing in dance-makirdjfarther develops that of
an earlier study (Bright, 2005a, 2005b, 2007a).sTlrough words and visual
media this thesis highlights articulation of thebadisable and representation of
the non-verbal and non-verbalisable elements ofoeleld knowing by women
from a range of art-making areas including paintpigotography, pottery,
weaving, poetry, musical composition and perforneaueilting and graphic and
digital design. In so doing, this thesis adds t@rgimg literature on embodied
knowing (Barbour, 2002, 2004, 2006; Belenky etE86; Bright, 2005a, 2005b,
2007a; Goldberger et al., 1996).

Another key finding of particular relevance to arékers and to
literature on creative process is that these femsdtemakers view their creativity
as part of their wider lived experience rather thalked solely to development of
specific art works. This view is illustrated by itheeferences to preferring,
gathering, selecting, finding quiet spaces, layireative work aside and ritual,
prayer and meditation as elements of their expee@rf creative process. This
approach to creative process extends understanio@ygsid Balkin (1990) and
others by highlighting patterns that are part ef¢keryday life of a creative
person. Inclusion of elements such as laying creatiork aside and ritual, prayer
and meditation widens the focus of creative proegsgthin artistic practice to

embrace practical, intuitive and spiritual aspettdhe everyday lived experience
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of art-makers. Further, these women do not sep#nair expressions of
creativity from their lived experience. Their crigdy is viewed in the context of
relationships with family, culture, spiritual bdbeand other art-makers. Although
the women in this thesis may see creative processgsas Balkin's (1990) as
useful guides for and understanding of developraadtcompletion of specific art
works, their emphases during the processes ottaiepractice in this thesis
were towards the wider view of lived experienceictsunderstandings are
congruent with emerging literature from some westard from non-western and
indigenous writers on creativity, creative arts@ngand collaborative artistic
practice (Barbour, 2006; Barbour et al., 2007; 8& Bolt, 2009; Hesse-Biber
& Leavy, 2008; Lubart, 1999; Kaufman & Baer, 200Bj)us, the experiences of
these female art-makers are part of an emerginigadige to earlier theories that
highlight creativity as being the domain of a feWwomvork as individuals towards
specific creative products that lead to significeultural change
(Csikszentmihalyi, 1996; Gardener, 1993).

However, it would not have been possible to arat/the areas of new
knowledge outlined above if this thesis had beesetan a traditional
understanding of reflective practice. There is ssuaption in previous western
writings that reflective practice is undertakenasnindividual basis in order to
improve learning through intentional and purposifection. A key finding of
this thesis is that individual reflective practioeart-making may be more
effective if another person, preferably anothemaaker, acts as facilitator of
reflective practice for the individual learner. tAnakers and many other
professionals generally focus on the activitiethefr work and, while most
reflect to some extent, a lot of learning is lost&use practitioners lack time or
motivation or awareness of the value of reflecpvactice undertaken in an
organised, conscious manner. The art-makers irthibss found that facilitated
reflective practice, in the form of a series ofgddgonversations, can be a useful
alternative to individual journal-writing and re€kgon. Through the conversations
of facilitated reflective practice, it was also pifide to explore more fully the
areas of gender, culture, spirituality, creativtyd embodied knowing; all of these
elements were identified as potentially importaetduse of the broad
philosophical approach—feminist participatory ingui-taken at the outset of the

study.
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This underlying philosophical framework of femingsirticipatory
inquiry provides the range of lenses necessargxXploration of the lived
experience of art-making. Previous researchers émmoyed one or various
combinations of two worldviews in order to expléneman lived experience.
However, the position | took in this thesis - tihmabrder to adequately represent
the richness and breadth of the lived experiendernéle art-makers it was
necessary to employ an interweaving of feministtigipatory and indigenous
peoples’ worldviews — was borne out by the depthraferstanding gained
through the processes of reflective practice wigsé women. As the research
unfolded and the facilitated reflections revealedpkr understandings of art-
making, a more specific feminist and participatapproach became necessary.
As aspects of the women'’s art-making and my owreggpce brought spiritual
ways of knowing to light and emphasised culturaysvaf knowing, indigenous
approaches also became critical. Thus, while inugha broad literature base and
diverse areas of research, the position | haventakeny thesis is responsive to
the participants’ experience and to the diverseswdknowing that they employ
in their art-making. My own flexibility and reflexity have led to the belief that
an interweaving of feminist, participatory and meihous—in this case, adri—
worldviews makes possible a fuller exploration amgresentation of the lived

experience of female art-makers.

This study raises certain questions that are wanttiyiture research. Certainly,
there are the obvious questions arising from mycimus limitations of working
only with female art-makers from a certain rangetbhicities and art-making
areas within the Greater Waikato Region in Aoteddew Zealand. However,
further questions concern exploration of additicsraktive processes that are
useful and accessible and take into account thendied experience of art-
makers. Further, my broader approach to reflegiraetice which includes verbal,
non-verbal, embodied and art-making elements agitité&ion could be applied to
areas of lived experience other than art-makingy siscteaching, sport and leisure
and the wider field of social sciences. Finallye three interwoven worldviews
embraced in feminist participatory inquiry could@provide a more

comprehensive understanding of areas of lived éxpees other than art-making.
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From the outset of this thesis, | was aware thed beginning a demanding
journey by proposing to be researcher, participantfacilitator of the reflective
practice of others. Although this has been challengd do not regret having
taken this particular path. The role of researetes essential and the role of
participant dance-maker/fellow artist continuegbtovide a level of
understanding and rapport with the other partidipémat would otherwise have
been difficult to achieve. Finally, | saw the ralefacilitator of the reflective
practice of the other participants as an opporgunituse my experience in adult
education together with my engagement in art-makiigoughout the years
during which this thesis took shape, | was contiguawvare of the participants’
willingness to offer me the taonga (treasure) efrttime and reflections to be
studied; | viewed and still view this as a rareviigpe. Because of this taonga,
from the earliest months, | repeated in converaatand in my reflective journal
that | would find a way to honour the trust placedne; that was my bottom line.
Therefore, | sought a philosophical framework tlatild embrace the richness
and breadth of our lived experience as art-makdrée end of this research
journey | can say that, to the best of my abilitgave honoured my own role as

dance-maker and the taonga of the other amazingewom
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APPENDIX 1

Glossary of Maori language of Aotearoa New Zealand and

approximate English equivalents'®

Unless otherwise stated, English equivalents ara:fr

Williams, H. W. (1975; original 18444 dictionary of the Mori language.

Wellington: A. R. Shearer, Government Printer.

ahi ka

aroha

ha a kore ma a kui ma

hapi
harakeke
hau kiinga
hauora
hikoi

hinengaro

hui

iwi

kahu kiwi

kakahu

Kanohi ki te kanohi
kanohi kitea

kapa haka

karakia

kaupapa

kete

kete whakairo

“the lighting of fires and the presence of peagile
home” (Kana & Tamatea, 2006, p. 18)
respect, love
heritage from Maori forbefarfears’ breath of

life (Drummond, 2004)

sub-tribe, clan

flax, flax plant(s)

home area(s) (Kana & Tamataea )

well-being
long treck(s) to the New Zealand Parliament i
Wellington, held to highlight Mori rights
mind(s)

meeting(s)
nation, people, tribe(s)

kiwi-feathered cloak(s)

piece(s) of clothing, cape(s)

face-to-face contact

the seen face

group singing and dancing in rows

prayer(s)

plan(s), scheme(s), proposa(s) (H. R. Wy &ti
Rangatahi 2

baskets(s)

intricately patterned kit(s) (Puketdpetet, 1989)

1% indicating that the English words and phragesapproximate, | echo Ngata (1928): “No
matter how brilliant the translation, how apt thegse or vivid the image, the English version is
no substitute for the original Maori” (pp. v-vi).
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kohanga reo
koro
korowai
kotahitanga
kowhaiwhai
kuia

mana ake

mana whenua

manuhiri
Maoritanga
marae
mauri

oriori
Pakeha
piupiu

poi

pou
rangatiratanga
raranga

rourou

taha hinengaro
taha tinana
taha wairua
taha whnau

ta moko
tangata wbBnua
taniko

taonga

tapu

tauira

Tauiwi

te reo Miori

literally, language nest(sgavl pre-school(s)
male elder(s)
cloak(s)

as one, unity, together

painted scroll ornamentation
female elder(s)

uniqueness (Drummond, 2004)

having power associated with possestio
ancestral land(s)

visitor(s), guest(s)

Mori explanation(s), meaning(s), understanding(s)

enclosed space in front of a house, canarty
life principle(s) (Drummond, 2004)
chant(s)
person(s) of predominantly European descent
traditional woven skirt
ball(s) on string twirled and swung during waia
poi

carved pole(s)

relative autonomy and self-ddteation

Mori weaving

food basket(s) to the prestigious (Puketdptet,
1989)

intellectual side (Drummond, 2@drie, 1994)

physical side (ibid.)

spiritual side (ibid.)

family side (ibid.)

traditional face and body tattoo

people of the land

a type of weaving

treasure(s)

sacred, precious, special

student(s)

Strange tribe, foreign race
the Maori language
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Te Whare Tapa Wh

Te Wheke

tikanga Maori

tohu

tohunga
waiata

waiata ringa
waiora

wairua
wairuatanga
wananga
whakairo
whakapapa
whakatauki
whanau
whanaungatanga
whare

whariki
whatumanawa
whenu

wiri

literally, the house with four walls (Durie, 199
octopus; Bbri Model of Human Development
(Pere, 1988)
Maori cultural understandings, practices and
customs
mark, sign, proof, think
skilled person(s), priest(s)
song(s)
song(s) with arm and hand movements
total well-being (Drummond, 2004)
Spirit(s)
spirituality (Drummond, 2004)
place of instruction, adult educational ingtin
carving(s)
genealogical ties
proverb(s)
relations by blood or common cause; family
extended family (Drummond, 2004)
house(s)
floor and/or sleeping mat(s)
emotional aspects (Drummond, 2004)
weaving thread(s)

tremble, shiver (hand movement in dance)



APPENDIX 2

Table 1: Summary of feminism/s, participatory and

paradigms in areas of ontology, epistemology, v&laad issues of power and

indigenopsoples’

change
Feminism/s Participatory Indigenous
Worldview/Paradigm peoples
Fundamental beliefs/ Range of Participative Range of
ontology feminisms; subjective- indigenous
Foreground objective reality; | community- and

gender; critical,
participative and
relationally-based
— human and
non-human;
subjective-
objective reality,
which includes the
spiritual for some
feminisms

co-created and
situated in the
cosmos; relational
ecological,
spiritual — ie.
human and non-
human — and
practical being ang
acting; the human
mind and body are
seen as

culturally-based
views of world,

, marginalised by
socio-political and
academic arenas;
view of community
living in cosmos

1 which includes the
spiritual and
ecological —ie.
human and non-

inseparable human; individual
bodymind subjective reality
often superceded
by collective,
cosmic reality
Ways of knowing/ Many, including | Experiential; Many faceted,
epistemology silence; received;| presentational; including
subjective; propositional; indigenous,
(all have multiple ways | procedural practical; cultural, spiritual,
of knowing) (separate and relational; embodied ways of
connected); reflective knowing;
constructed; collaborative
collaborative;
spiritual,
embodied, cultural
ways of knowing;
writing as a way
of knowing
Values Justice and changeWhat is Intrinsic worth of
that addresses intrinsically indigenous

injustices and
marginalisation of
individuals or
groups because 0
their gender or
sexuality; respect
and valuing of
people for who
they are and who
they may become
Importance of
personal,
collective and/or

worthwhile in the
human condition
as an end in itself;
f action, including
political, to
support the
intrinsically
worthwhile;
respect and
valuing of people
and their human
potential

political action

peoples. Justice,
fair treatment and
distribution of
resources; self-
determination;

of indigenous
peoples for their
ways of being and
becoming;
importance of
decolonisation

respect and valuing

J
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Area of power
addressed

Dominance of
white, wealthy
males;
marginalisation of
white women,
non-white women
and men, women
and men of non-
dominant cultures
lower socio-
economic groups,
non-western

Dominance of
researcher over
researched;
injustice and
marginalisation,
wherever found

Dominance of
powerful, wealthy,
colonising cultures
colonising and
marginalisation of

indigenous peoples

]

nationalities,
varying
sexualities

Areas of change sought| Personal, social | Political and other| Self-determination;
and political forms of action; recognition by
action; removal of| removal of selves and others
hierarchy in hierarchy in of validity and
relationship relationship dynamic of
between between indigenous ways 0
researcher and researcher and being; hierarchy of
researched; researched; researcher and
consciousness- | consciousness- | researched
raising; raising; determined by
researcher(s) and| participants as indigenous

participant(s)
changed by
experience;
participants as
agents for change

agents for change

understandings;
personal, group
and political
action; participants
as agents for

change

References under topic area for all tables in Appetix 1

Feminism/s Barbour (2002, 2004, 2006a, 2006b); Belenky ef1#886); Borland (2007); Bryson
(1999); Butler (1999); Du Plessis et al., 1992; dbekrger et al. (1996); Hanstein (1999); Janesick
(1994; 2000; 2004); Lykes & Coquillon (2007); Magyi2006; Reid & Frisby, 2008; Reinharz
(1992); Ryan (2001); Sprague & Zimmerman (2004)ns®tn (1995); Sheets (1966); Sheets-
Johnstone (1999); Whelehan (1995)

Maori feminism: Irwin (1992); Smith (1999); Te Awekotuku (1991)

Feminists of Colour: Cannella & Manuelito ( 2008); Dillard (2008Hooks (1989, 2004);
Hurtado (1996); Kim (2007); Parameswaran (2008)veflea & Nymark (2008); Schweikart
(1996);

Participatory : Maguire, 2006; Heron and Reason (1997, 2006, R0OB@ason & Bradbury
(2006a, 2006b, 2008a, 2008b); Reid & Frisby (20@&)k (2006); Stonebanks (2008); Lincoln &
Guba (2000)

Indigenous peoples Borland (2007); Cannella & Manuelito (2008); DemzLincoln & Smith
(2008); Dillard (2008); Meyer (2008); Smith (1999 Awekotuku (1991)
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Table 2:Ways of knowing showing parallels between paradigntsany
alternative names, where meanings are most cleatigulated and
paradigms in which a particular way of knowing appeto be unique

F = Feminism, P = Participatory, | = Indigenous
Way of knowing | Paradigm(s) in | Descriptions within different paradigms
which way of
knowing is
described
/named
Silence F/ F: disempowered, respect, active listening
I: culturally appropriate, respect, active listemin
Received F/ F: truth outside of knower;
I: benevolent; respect for elders
Procedural: F = separate F/P: Rational, individual, cognitive knowing,
Separate P = propositional| critical
Procedural: F = connected | F/P/l: Meaning made through being connected
Connected P = relational within self (heart-mind connected in knowing) and

| = indigenous
knowing

with others (contextually and/or culturally); ccii
P/ I. and connection with cosmos, all living things
seen and unseen elements

Collaborative

F = connected,
collaborative;

P = relational, co
creative

F/P/l: Connecting and collaborating with others t
make meaning, contextually and/or culturally

O

«Q

| = indigenous,
collaborative
Embodied FN/p F/l: Sense/meaning experienced within bodih w
or without words
P: Expressed as bodymind, an understanding that
mind and heart are inextricably linked in knowing
Writing F = writing, F: any writing, journal writing
Experiential P = experiential | P/F/I: Knowing as a result of personal and/or
F = embodied, | community experience
subjective
| = cultural,
indigenous,
embodied
Presentational P P: clearly articulated; expressive imagery of
creative and performing arts as way of knowing;
F/I: seen in research as a way of knowing and in
research presented in form of art-making
Propositional P P: as seen above in separate knowing.
F: similar to separate knowing; term propositiona
knowing also used but often seen as more male|way
of knowing
I: seen in presentation of indigenous research in
non-indigenous context.
Practical P P: clearly articulated; knowing in the practi¢e o
skills
F/I: evident but not focused on as way of knowin
Representational| P/F P/F: How research is interpreted and repreddme

researcher in words, predictions of probable
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consequences is seen as a way of knowing
F: Embodied knowing: representation of embodi
knowing in other forms such as poetry,

1%
o

photography, video; thus, representation can aso b

a way of knowing

Relational

P/F/l: see ‘collaborative’ above

Knowing in relationship with self (bodymind) and

others

Reflective

P/F/I: knowingeflectedin action; thinking-doing-
thinking-doing cycle; related to knowing in a
critical paradigm

Indigenous

I: Includes critical and participatory and elertsen
of feminist ways of knowing such as embodied,
cultural and spiritual ways of knowing which are
inseparable from indigenous ways of knowing.

Knowing includes awareness that each indigenous

community is unique but there are often areas in

common; resistance to colonising cultures and any

single paradigmatic approach; self-determination,

empowerment, healing, love, community solidari
respect for the Earth and respect for elders.

ty:

Cultural

I/FIP

I: intrinsic, emphasised; includes beliefssides,
commitments in common with other people;
creative and performing arts also intrinsic to
cultural knowing

F: Articulated particularly among feminists of
colour, Maori feminists;

P: evident in most research

Spiritual

I/F

I: intrinsic, emphasised: unseen but sensed,
universal, in all creation including nature; mafere
to specific Spiritual Being(s); may or may not
include formal religion

F: articulated in numerous areas of feminism;
particular to religious feminists, feminists of oat,
Maori feminists

P: embracing of the spiritual but not identified as
way of knowing
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Table 3: Summary of feminism/s, participatory and indigenopsoples’
paradigms in areas of methodology and methods
Feminism/s Participatory Indigenous
Methodology | Collaborative; often| Collaborative or Indigenous;
linked with other co-operative collaborative;
methodologies, inquiry; critical indigenous peoples
especially critical subjectivity and undertaking
and participatory, but critical inter- research concernin
foregrounding subjectivity; themselves with or
gender; reflexivity; | reflexivity; without outside
researcher as practical; involvement; lived
facilitator and co- experiential; experience;
participant; researcher as researcher as co-
lived experience; facilitator, co- participant;
grounded theory participant; grounded theory;
often linked with
participatory
methodologies
Methods Interdisciplinary; Collaboration in Collaboration of

collaborative;
multiple methods;
conversational;
relational; reflective
and reflexive;
facilitation; focus
groups; inclusion of
many voices, ways g
knowing and ways of
expressing, including
through language an
arts

formulating
research questions
methodologies,
methods; control of
outputs and
resulting action;
reflexivity; focus
fgroups; different
ways of knowing
and representing,
dincluding language
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APPENDIX 3

Initial letter to participants
12.4.07

Dear

This letter is a follow-up to our recent conversati Thank you for your
willingness to consider participation in the resbaproject for my PhD study on
reflective practice in creative and performing attappreciate your interest very
much and would be keen to work with you, should gleaide to join the project.

Enclosed please find an outline of this project andonsent form. The project
outline is intended to give you sufficient infornmat to understand the nature of
the project and to make an informed decision canogryour participation. If you
have any questions or points for discussion corgrine project or the contents
of the consent form, please do not hesitate to aobnine (contact details
enclosed). You may wish to wait until our initi@ssion together to discuss the
project, ask questions and to sign the consent.ftrirhave not heard from you
within 2 weeks, | will contact you again to cheakyour availability.

If you indicate that you are able to participates will negotiate a time for the
introductory session. The intention is that we Mitid a time that is mutually
suitable for you and a number of other participaststhat we might meet as a
small group; otherwise you and | will meet aloneepurpose of this introductory
session is to discuss and sign the Consent Foratdoaint you with the project,
to discuss your own learning style and to acqugntwith a range of possibilities
for reflective journaling. During this session welvalso discuss any tools for
analysis in your art form that you deem appropriatgour own work. Finally, at
this initial session you will receive a booklet whisummarises the materials
covered during the session and the key areas tovered in the following three
discussion/interview sessions.

| look forward to hearing from you soon regardinguy availability and
willingness to participate.

Thank you once again.
Yours in anticipation

Debbie Bright
21 Ridout Street, Hamilton

Phone: 07 8467651; Emaddbright@paradise.net.nz
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APPENDIX 4

Information Sheet for Participant

Researcher:Debbie Bright
Phone:07 846 7651; 021 479030
Email: sdbright@paradise.net.nz

Reflective practice in creative and performing arts

Brief Outline of the Research Project

Reflective practice has been found to be of valudearning. In my Masters
studies | developed a model for reflective practicelance-making and tested it
on my own dance-making. This model provided an misgad approach to learning
from my own experience. An important reason foraleping a model specific to
dance was the fact that other models for reflegbraetice do not allow for non-
verbal expression. The non-verbal is, of coursenaor component of many
creative and performing art forms.

In my Doctoral study | wish to explore the value tbfs model to other
artists of a variety of creative disciplines, irdihg dance. The other creative art
disciplines may include such areas as musical ceiipo and/or performance,
painting, sculpture, drama, singing, poetry-writifign-making and fabric arts.
My objectives, in this study, will be to give a geito each participant concerning
her/his lived experience and to determine the anitiés and differences between
my experience as a dance-maker and the experien¢hese other art-makers. |
also wish to determine whether there are any aspéceflective practice that are
unique to the particular art forms of the particifsaand/or their gender, age
bracket or ethnicity.

As a participant, your main role will be to und&daa creative project of
your own choosing, to keep a reflective journalimiyithe period of your project
and to discuss your experiences with me in a saidsterviews, as outlined
below.

Confidentiality and Use of the Data

As a participant, you may choose to remain anonguuo be fully or partially
identified by name in the written thesis and in thelusion of visual images
and/or recordings of your art work. However, foe fhurposes of this study it is
important that your area of art-making, your gendge bracket and ethnicity are
identified. The data collected will be used in greduction of a PhD thesis and
ensuing research articles and presentations. Taehatl Consent Form outlines
the confidentiality options available to you.
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Your involvement
Participation will involve the following:

« Participating in an initial facilitated session, tp one hour in length,
possibly with other art-makers involved in this jpid. This session is to
acquaint you with the project and to provide yothwiotes to guide you in
the processes of the project;

« Undertaking your own creative art project; the dioraof this project will
be determined by you, but the time period focugetbo this thesis will be
of up to 6 months’ duration;

*  Writing your own reflective journal, which will coprise a minimum of 20
dated entries, during the period of your creatiraart;

» Participating in_threaliscussion/interviews at approximately one month
intervals following your art-making project. Thesessions will be held
individually with me. The first discussion/interwemay take up to an
hour; the second and third discussion/interviewmikhonly take between
15 and 20 minutes;

It is specifically intended that you work on angaral creative project of your
choice and that discussion/interviews be carriedvath the least disruption to
your daily activities. Interviews will be recordaging notes, audio and video
recordings. Video recording will be particularlyprtant in this project for those
participants who find it more useful to expressnkelves non-verbally.

Participants’ rights
As a participant you have the right to:

» Refuse to answer any question, or withdraw fromstinely at any time up
until the completion of the first draft of the ties

* Ask any further questions about the study whichuo¢o you during your
participation,

* Request transcript changes due to errors of faictterpretation of gesture
or what is said,

« Be given access to your individual transcript, widelips of your
discussion/interviews and to a summary of the figdi from the study
when it is concluded, and

« Contact my supervisors to discuss any issues otecos that you may
have with regards to this study.

Records

All records from the discussion/interviews will lBept confidential. The audio

and video recordings will be kept in a secure lorafor the duration of the

research process. Access to the raw data is limdethe researcher and her
University supervisors and a research assistanvidied operator (if used).

Supervisors:

Dr Toni Bruce, Department of Sport and Leisure #tsidUniversity of Waikato
Phone: 07 838 4500, extension 6529

Email: tbruce@waikato.ac.nz

Dr Karen Barbour, Department of Sport and Leisuralf®s, University of Waikato
Phone: 07 838 4500, extension 7738
Email: karenb@waikato.ac.nz
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APPENDIX 5

Consent form for reflective practice in art-making participants

| have read the Information Sheet for Participants and have had the details of
the study explained to me. | readily agree to participate in this research study, to
be conducted by Debbie Bright, a PhD student in the Department of Sport and
Leisure Studies. My questions about the study have been answered to my
satisfaction and | understand that | may ask further questions at any time.

| agree to participate in this study under the conditions set out below:

1. Debbie Bright will facilitate an initial session to introduce the project. | will then
work on my own art-making project for up to six months, during which time |
will maintain a reflective journal comprised of a minimum of 20 dated entries.
Debbie will then facilitate three discussion/interviews at one month intervals
following my art-making project(s), during which we will discuss my reflections
on the processes of the Bright Model (2006) completed to that point. These
discussion/interviews will be audio- and video-tape recorded. I, the participant,
have the right to decline to discuss any issue or aspect raised during
discussion/interviews. After having read the transcripts and/or descriptions of
non-verbal responses, | have the right to request amendments due to errors of
fact, meaning or omissions or to delete any information with which | am
uncomfortable. Video clips and photographs of myself or my art work will only
be used with my permission.

2. 1 understand that Debbie Bright will keep interview records confidential. | also
understand that, due to the nature of the PhD research process, her
supervisors Dr Toni Bruce and Dr Karen Barbour, a video technical assistant
and a transcriber will be the only other individuals who have access to the raw
data. The audio and video recordings will also be kept in a secure location for
the duration of the research process. The transcribed audio or written data,
photographs and video clips collected by Debbie Bright will be used in the
production of her PhD thesis and research articles and presentations. |
understand that my privacy and confidentiality will be protected in line with the
selection | make below and that if a pseudonym is chosen, that this will be
used in any publication or presentations based on this study.

3. I understand and accept that, although | may choose for full confidentiality, my
area of art-making, my gender, age bracket and ethnicity will be specified
within the findings of this research.

4. |1 also understand that | am free to withdraw from the study at any time up until
completion of the first draft of the thesis. | am also free to decline to answer
any particular question in the study. | agree to provide information to the
researcher under the conditions of confidentiality set out below:

31¢



| choose: Full disclosure [ ] Partial disclosure[ ] Full
confidentiality [ ]

Complete the relevant details below, adding a pseudonym where required

Name (or pseudonym)

Area of art-making, e.g. dance-maker, musician, artist, sculptor, actor:

Age bracket: Under20[ ] 21-30[ ] 31-40[ ] 41-50[ ] 51-60[ ]
61-70[ ] 70+[ ]

Ethnicity:
Gender: F / M (circle appropriate)

Signature of participant:

Signature of researcher:
Date:

Contact details for study:

Researcher: Debbie Bright Supervisors: Dr Toni Bruce,
21 Ridout Street, Hamilton Dr Karen Barbour,
Phone: 07 8467651. Dept. of Sport and Leisure Studies,

University of Waikato.

Phone: 8384500
Email: stephen.debbie.bright@gmail.com Emails: tbruce@waikato.ac.nz
karenb@waikato.ac.nz




APPENDIX 6

Notes for participants
in Debbie Bright's PhD Thesis

“Reflective practice in creative
and performing arts”

Researcher:Debbie Bright Phone:07 846 7651; 021 479030
Email: stephen.debbie.bright@gmail.com

Dear
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Welcome to this study and thank you so much for your
willingness to be involved. My hope is that you will not only
enjoy this opportunity to pay particular attention to your own
art-making, but that your learning will be enriched in a way that
continues to benefit you in the future.

Having completed this process once and gained a lot from it,
I am a fellow participant with you as I look for further learning
in my own dance-making. So we are in this together!

cheers

Introductory session
By the end of this session, each participant will have:

. completed any final discussion concerning informed consent

. become acquainted with the project and the Bright Model and
its strategies

. become acquainted with a range of possibilities for reflective
journaling

. completed a Kolb (1985) learning styles questionnaire as a
means of identifying areas of strength and potential areas of
greater challenge.

. discussed any tools for analysis in her art form that she deems
appropriate to her own work.

Contents of this booklet
Brief Outline of the Research Project (reprint of notes already sent to you)

Further guidelines

Journaling and reflective practice

Possibilities for journal writing/recording

A cycle of reflective learning during an art-making project (Bright Model)
Kolb Learning-Style Inventory

Tools for analysis

31¢
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[p. 3]
Reflective practice in creative and
performing arts

Brief Outline of the Research Project

Reflective practice has been found to be of value in learning. In my
Masters studies I developed a model for reflective practice in dance-
making and tested it on my own dance-making. This model provided an
organised approach to learning from my own experience. An important
reason for developing a model specific to dance was the fact that other
models for reflective practice do not allow for non-verbal expression. The
non-verbal is, of course, a major component of many creative and
performing art forms.

In my Doctoral study I wish to explore the value of this model to
other artists of a variety of creative disciplines, including dance. The other
creative art disciplines may include such areas as musical composition
and/or performance, painting, sculpture, drama, singing, poetry-writing,
film-making and fabric arts. My objectives, in this study, will be to give a
voice to each participant concerning her lived experience and to determine
the similarities and differences between my experience as a dance-maker
and the experiences of these other art-makers. I also wish to determine
whether there are any aspects of reflective practice that are unique to the
particular art forms of the participants and/or their gender, age bracket or
ethnicity.

As a participant, your main role will be to undertake a creative
project of your own choosing, to keep a reflective journal during the
period of your project and to discuss your experiences with me in a series
of interviews, as outlined below.

Confidentiality and Use of the Data

As a participant, you may choose to remain anonymous or to be fully or
partially identified by name in the written thesis and in the inclusion of
visual images and/or recordings of your art work. However, for the
purposes of this study it is important that your area of art-making, your
gender, age bracket and ethnicity are identified. The data collected will be
used in the production of a PhD thesis and ensuing research articles and
presentations. The Consent Form outlines the confidentiality options
available to you.

Your involvement
Participation will involve the following:

« Participating in an initial facilitated session, up to one hour in
length, possibly with other art-makers involved in this project. This
session is to acquaint you with the project and to provide you with
notes to guide you in the processes of the project;

32C



[p. 4]

« Undertaking your own creative art project; the duration of this
project will be determined by you, but the time period focused on
for this thesis will be of up to 6 months’ duration;

« Writing your own reflective journal, which will comprise a minimum
of 20 dated entries, during the period of your creative project;

» Participating in three discussion/interviews at approximately one
month intervals following your art-making project. These sessions
will be held individually with me. The first discussion/interview may
take up to an hour; the second and third discussion/interviews
should only take between 15 and 20 minutes;

It is specifically intended that you work on an original creative project of
your choice and that discussion/interviews be carried out with the least
disruption to your daily activities. Interviews will be recorded using notes,
audio and video recordings. Video recording will be particularly important
in this project for those participants who find it more useful to express
themselves non-verbally.

Participants’ rights

As a part|C|pant you have the right to:
Refuse to answer any question, or withdraw from the study at any
time up until the completion of the first draft of the thesis,

e Ask any further questions about the study which occur to you
during your participation,

» Request transcript changes due to errors of fact or interpretation of
gesture or what is said,

» Be given access to your individual transcript, video clips of your
discussion/interviews and to a summary of the findings from the
study when it is concluded, and

« Contact my supervisors to discuss any issues or concerns that you
may have with regards to this study.

Records

All records from the discussion/interviews will be kept confidential. The
audio and video recordings will be kept in a secure location for the
duration of the research process. Access to the raw data is limited to the
researcher and her University supervisors and a research assistant and
video operator (if used).
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Supervisors:

Dr Toni Bruce, Department of Sport and Leisure Studies, University of Waikato
Phone: 07 838 4500, extension 6529

Email: tbruce@waikato.ac.nz

Dr Karen Barbour, Department of Sport and Leisure Studies, University of Waikato
Phone: 07 838 4500, extension 7738
Email: karenb@waikato.ac.nz

Further guidelines

Journaling and reflective practice

Reflective journaling is regarded as very important in reflective practice,
since it provides a focused, purposeful way of recording thoughts, ideas,
feelings, impressions and images. It also provides a useful way of
recording descriptions of tasks achieved or planned. However, there is no
“correct” way of keeping a journal; nor are there “rules” about when or
how often journal entries should be written or how long entries should be.

The best way to keep a journal is the way that you find works best for
you. It is generally accepted that writing as soon as possible after an
event or art-making session is useful (Holly, 1984). However, even entries
written some time after a particular event can be a prompt to the memory
and provide additional insights (Bright, 2005). You may write very brief
notes or enjoy writing a lot. You may want to write by hand or on
computer. If you use a computer, I suggest that you print out the pages
and place them in a file; then you can add other hand-written notes,
drawings, etc to the file. By printing out your journal entries, you won't be
tempted to edit what you have already written. If you want to change
something that you wrote earlier because your view has changed or
because you have remembered another important detail, write another
entry. This can be a useful way of seeing how your thoughts have
developed and how other areas of life may have fed into your
understanding of what was happening in the earlier event.

It is very important to write the date at the top of each entry. If
you are recording an earlier event, give both the date on which you are
now writing and the date on which the event occurred. One of the things
that I have found is that, close to the event, I am able to record a lot of
impressions, reactions and colourful details, whereas later, I tend record a
summary or analysis of the event — both are useful.
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Possibilities for journal writing/recording

Narratives, notes, poetry, drawings, photos, video and audio-recordings
are all relevant and helpful. In my Masters thesis, I used all of the above
except audio-recording and all provided useful learning. I encourage you
to try different media to see what works for you. You may find, as I did,
that you

are emotionally involved in something that it is easier to write in poetry
(Holly, 1984) or to draw or paint. One example of this in my Masters
thesis was the poem I wrote just before I danced at my mother’s funeral.

A cycle of reflective learning during an art-
making project

As you undertake your art-making project and keep a journal, you may discover,
as I did, that you are, either consciously or unconsciously, completing a cycle of
reflective learning such as the following:

Figure 1. An art-making cycle (Bright, 2005)

Art-making
Experience

A X
[llumination Reflection

Re-evaluation

Note. Any phase of this cycle may include verbal, visual, auditory

and/or embodied knowing

Often this cycle occurs very fast in our heads as we consider/accept/reject
various options in our art-making, within one session. Sometimes, we may
notice that a cycle similar to this is occurring between one journal entry
and another, as we record what has gone on and decide what to try next.
The first key point that this model emphasises is that every time we art-
make (dance, paint, photograph, weave, sculpt, etc), we think at the same
time as we are doing. The second key point is that our ‘thinking” may not
be in words; this is why this model allows for visual, auditory and/or
embodied knowing, as well as verbal ways of knowing. It is not necessary
to consciously
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follow the steps shown in the above diagram, but, at times, it may be
useful to be aware of them.

The art-making cycle (Figure 1 above) is phase 1 of the Bright Model for
Reflective practice in art-making (2005) (Figure 2). You will be
completing just phase 1 as you go about your art-making project
and journal. Phases 2, 3 and 4 of the Bright Model will be
completed through discussion/interviews with me.

The whole model for reflective practice is the following:

Figure 2.

Bright Model for reflective
making (2005)

practice in art-

Phase 1: Art-making

Experience
/' \
Illumination Reflection
AN I'4

Re-evaluation

Phase 4:
Illumination

Phase 2:
Reflection-on-
art-making

Phase 3:
Re-evaluation

Note. Any phase of this cycle may include verbal, visual, auditory and/or

[p. 8]

embodied knowing

As already mentioned, rather than asking you to do a lot of study and
writing to cover phases 2, 3 and 4, I will meet with you individually and
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use a series of questions to guide our discussion and, hopefully, give you
the opportunity to gain further insights on your own art-making
experience.

To give you an idea of what may occur for you during phases 2, 3 and 4, I
have included a table of the ways in which I focused on my dance-making
experience during each phase of the cycle, in my Masters thesis (Table 1).

Don’t panic about Table 1! I have found it to be useful for me as a
dance-maker, but your own art-making may lead us in a different
direction.

Table 1. Strategies for reflective practice in dance-making
developed in my Masters thesis (2005)

Phase of the model Strategies
for reflective
practice
Phase 1 : Dance-making ¢ Analysis of own learning style
(Kolb, 1985; Kolb & Smith,
1986)

« Dance-making
e Reflective journal
* Video and photographic

images
e Embodied knowing
Phase 2: Reflection-on-dance-making « Analysis of reflective journal

« Analysis of dance (Foster,
1986; Hayes, 1993)

« Analysis of use of images

« Analysis of embodied

knowing
e Embodied knowing
Phase 3: Re-evaluation e Evaluation of journal analysis

« Evaluation of dance analysis
and re-evaluation of dance

e Re-evaluation of journal

» Re-evaluation of embodied

knowing
+  Embodied knowing
Phase 4: Illumination e Findings and planning based

on previous phases
» Embodied knowing
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Kolb Learning-Style Inventory

I have chosen this particular learning-style inventory because it most closely
matches my model for reflective practice in art-making. While this is only a tool
and is not perfect, it may help you to identify your own areas of particular
strength in terms of the reflective learning cycle and also the areas that may be
more challenging for you. My experience was that my greatest learning occurred
during the phases which were more challenging for me. You will be led through
this inventory during the introductory session and be able to take your own
analysis away with you.

Tools for analysis

You may have noted in Table 1 (above) that, during phase 2 of my model, I used
certain approaches to dance analysis in order to guide the reflection on my own
dance-making. There may or may not be a model that you find relevant to your
particular style of art-making. If you identify such a model, we will discuss it
further during our individual discussion/interviews.

2. €00

A child (Debbie Bright)
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POSTER (Bright, 2008)
[A3 copy of original A1 document]



Reflective practice in dance and other

creative and performing arts:

more than a mﬁ%ﬂé@ﬂy WW

H God, then...

Debbie’s dance-making,
journal and images together represent
embodied knowing.

Body of sound and light! ..It seems to
be that, when | most fully express my
spirituality in dance, this spirituality
becomes accessible to others as they
watch and kinaesthetically identify with
me.

Ruth: | just see my pieces as quite healing ...
well I hope they are.

1. Narratives, key issues and themes of reflective practice in art-
making for 10 female art-makers.

2. A Model for reflective practice in art-making (Bright, 2008)
that has been successfully tested.

3. Inclusion of the non-verbal elements of embodied knowing as
valid experiences of reflection.

4.The image narrative — which incorporates art-making, images
and journal excerpts — as a representation of embodied
knowing during Phases 2, 3 and/or 4 of the Model.

5. A model for the facilitation of reflective practice for
art-makers.

Debbie Bright,

Doctoral Scholar, University of Waikato,
Hamilton, New Zealand

PhD working title: Reflective Practice in Creative and Performing
Arts

Grounded in feminist phenomenology, my PhD project is based on my own four-
phase model for reflective practice in creative and performing arts (Bright model
for reflective practice in art-making, 2008).

Participating in the study were 10 women engaged in a solo capacity in a variety
of arts and from a range of ethnicities and age groups.

The methodology was based around the model and consisted of a cycle of reflective
practice by 9 of the participants, facilitated by myself, as researcher, and a cycle
of my own reflective practice in dance-making. Each participant completed Phase
1in her own time and art form. Phases 2, 3 and 4 were completed as discussions
with the facilitator. The transcripts of each phase were used by both facilitator

and participant as the basis for the following discussion(s).

Phase 1: Art-making

Experience 1

Reflection

Re-evalution ‘/)

Phase 4

lllumination

Phase 3:
Re-evaluation

Any phase of this embodied cycle may include verbal, visual, auditory, olfactory,
touch, kinaesthetic or any other form of embodied knowing (Barbour, 2002)

Wailin: The art isn't the most
important thing in my life. My
faith is the most important thing
in my life and these (art works)
are just things that trickle in or
flow out.

Stef: (enjoys the process of art-
making) I've often had a problem
..that | feel, when people get to
see work, that actually they're
looking at the death of the
process.To me, there’s no process
left and they buy a dead thing.

Ethnicity

Vyonna Berryman- Conrad | composer and performer (commercial music) NZ Maori — Tainui, Ngati Kahungngu

publisher

painter/ potter/ sculptor/ sericulturalist/ printer/ NZ of Chinese descent

( i—

artist (painting, photo, sculpture...) NZ Maori — Ngati Porou

design (graphic/digital) American (NZ resident

Stefanie Young

Most participants identified the

artist (photo, drawing, painting) NZ European

elements of the spiritual, social and

cultural as central to their embodied knowing. However, although solo
artists, their way of experiencing the spiritual, social and cultural was as
a connectedness and continuous interaction with phenomena larger than
themselves. Hence, their reflective practice was more than a mind-body

experience.

Presented at

‘World Dance Alliance Global Summit 2008’

Dance photographs by Robert Fear (Danceart)
Other photographs provided by participants

..the expression, growth, integration of
the spirit through the embodied lived
experience of dance.

As | work to align and free my body, the
same thing is happening to my soul and
spirit; and my conscious mind catches

up.
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Cheri: Because you're transcending, you're in
the spiritual realm... And the way your body is
moving... there’s a physical response and there’s
a metaphysical response.

Enrichment of the learning of a solo art-maker, through focused
reflection on her own practice. This approach to reflective practice
embraces internal and external influences and verbal and non-
verbal elements. Reflective practice leads to increases in confidence
(Boud, Keogh & Walker, 1985) and professional artistry

(Schon, 1987).




