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Strengthening Arts Education through 
Partnerships with Expert Arts 
Practitioners: A Literature Review 

Rohan Nethsinghe1*, Louise Godwin2, Amanda Edwards3 

Abstract 

The Arts, covering well-known discipline areas, offer multiple benefits. Teaching these discipline 
areas, such as music, dance, and drama, can also have several multiple benefits. In visual and media 
arts, which are included in the Australian national curriculum, teachers are expected to obtain the 
required knowledge and skills, including confidence to teach subject matter. A literature review 
was conducted to explore the best approaches for providing necessary knowledge and skills to pre-
service teachers undertaking teacher education programs, and in-service teachers engaged in 
professional learning and development. The study mainly focuses on the engagement of expert art 
practitioners in this process. For this purpose, a comprehensive review of the literature was guided 
by two research questions: (1) What does the pertinent literature tell us about how expert arts 
practitioners support and enhance arts education? and (2) How might partnerships that involve 
expert arts practitioners help to strengthen and sustain professional learning/education for pre-
service teachers, in-service teachers, and other stakeholders? In this paper, the findings of the 
literature review are summarized and presented thematically. They reveal that, at present, 
partnership models may offer an approach to enhance and sustain arts education. The study presents 
evidence that such partnerships can play a role in providing professional learning and education for 
pre-service and in-service teachers. However, the literature also suggests that current approaches to 
these partnership models remain insufficient to address the scale of the systemic intervention 
required to address current gaps in arts education, particularly concerning in-service professional 
development in arts education for Australian generalist educators and pre-service teacher training 
in arts education. Therefore, we propose that stakeholders consider engaging more expert 
practitioners through partnerships to provide practical arts education experiences and the need for 
such long-term collaborative initiatives.  
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Introduction 

A growing body of research has articulated the benefits of arts education and engagement in 

the Arts for students (Ewing, 2010; Hetland & Winner, 2001; Ruppert, 2006). These benefits 

include improvements in academic and social skills, as well as the development of effective 

social behaviours. Engagement in the arts promotes values of cultural diversity in classrooms 

and improves students' critical and creative thinking skills (Ewing, 2020). There is an 

increasing recognition of the need for STEM, requiring both creative and critical thinking 

skills; therefore, the arts are included in the creation of the STEAM movement as a vital 

discipline area (Braund & Reiss, 2019). It is not the intention of this paper to re-introduce the 

effectiveness of Arts education, as many researchers have continuously presented the benefits 

through various publications. Instead, the main study foci are to explore effective ways of 

teaching and learning the arts, and conduct a literature review to identify the best approaches 

with a primary focus on the engagement of expert practitioners in such processes.  

Lemon and Garvis (2013) identified pre-irsevcrU yrlcersi’U (eSTi)U lyyvyadriU yfwlsdiU yrlcevi U

the Arts as being heavily influenced by their previous experiences in the arts. McLaren and 

Arnold (2016) claim that PSTs receive minimal training in the arts during their tertiary studies 

as a result of the Australian government undervaluing the arts and reducing funding for arts 

education (Ewing, 2020). Many PSTs often enter the field of teaching with limited arts 

experience and a lack of confidence to teach the Arts (Pagano, 2020). This can impact the 

value, interest, and content knowledge of a teacher to provide rich arts learning experiences to 

their students (Lemon & Garvis, 2013). Baguley (2019) points out that the reduction in time 

allocation for the arts in teacher education programs is a significant concern, which has resulted 

in PSTs and graduate teachers not feeling fully confident to teach the arts. This lack of support 

from authorities has resulted in generalist teachers being required to teach all five subjects of 

the arts in Australian primary schools (Ewing, 2020). Teachers with minimal experience in the 

arts are likely to struggle or avoid teaching the arts altogether (Alter et al., 2009). A paper from 

the Australian Educational Researcher (Kerby et al., 2021), expands on the challenges posed 

to the preparedness and expertise of primary teachers, under expectations to teach all five art 

forms; namely, dance, drama, media arts, music, and the visual arts included in the Australian 

Curriculum (ACARA, 2016).  
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To combat this issue, both PSTs and in-service teachers require further support to enhance their 

knowledge and skills in each arts subject as well as to develop a valuable range of teaching 

skills and resources (Alter et al., 2009), including building confidence and competence. It is 

also important to ensure that generalist teachers are improving their professional knowledge 

and can become leaders for change within their school (Fiske, 1999). To bridge the gap created 

by under-funding, under-resourcing, and a lack of professional learning, teachers must combine 

their pedagogical expertise with the experience of professionals from the relevant fields to 

deliver rich, engaging art education for students (Kerby et al., 2021). 

The purpose of this literature review is to examine the current understanding of the role of 

expert arts practitioners in the arts education ecosystem. It was guided by two research 

questions: (1) What does the pertinent literature tell us about how expert arts practitione rs 

support and enhance arts education? and (2) How might partnerships that involve expert arts 

practitioners help to strengthen and sustain professional learning/education for pre-service 

teachers, in-service teachers, and other stakeholders? These questions addressed the aim of the 

research project and established the parameters for selecting the literature. In addition, they 

allowed for the inclusion of a breadth of perspectives aidUwl iU f U aidrsiylidvi U ‘rxprsyU lsyiU

pslcyvyvfirsi’U lidU‘plsyirsievpi’U viU lsyiUrdaclyvfi. 

Literature review: A note on terminology 

The literature considered in this review employed a wide range of terms to describe artists in 

arts education. For the paspfirU f U yeviU srevrw U wrU elerU r rcyrdU yfUairU yerU yrsiU ‘rxprsyU lsyiU

pslcyvyvfirs’.U TeviU drcvivfiU iefa dU ifyU brUsrldUliUlUcsvyvqarU f U fyersU yrsiiU viU air.U UIiiyrld U vyU

aims to create coherence across the different collections of literature discussed in the two 

peliriU f U yerU  vyrslyasrU srevrw.U OyersU yrsiiU viU cassriyU airU vic adrU ‘ca yasrU brlsrs’ U ‘lsyviy- in-

srivdricr’ U ‘lsyviy-in-iceff ’ U ‘yrlcevi U lsyviy’ U ‘evivyvi U lsyviy’ U lidU ‘psf riivfil U lsyU

pslcyvyvfirs’. 

We also chose to use the term ‘partnership’ to eibslcrU ‘lsyiU plsyirsievp’ U ‘lsyviy-school 

plsyirsievp’ U lidU ‘lsyviy-yrlcersU plsyirsievp’.U TeviU drcvivfiU  f  fwiU yerU  rldU f U Fler U lidU

Kenny (2021), who suggest that these latter terms have tended to limit how partnerships are 

understood and have served to advance dominant short-term delivery models. They argue that 

a more expansive understanding of partnerships is needed that recognises other approaches and 
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ifdr i U lidU vic adriU welyU yer U dr virU liU “cf  lbfslyver U sriprcy a U lidU rqavy -based 

plsyirsievpi”U (p. 4).  

Method 

The literature review took as a starting point the argument that authentic learning in the arts 

(music, dance, drama, visual and media arts) occurs when the required skills and knowledge 

are transferred/taught by expert practitioners and culture bearers using similar resources and 

settings that they use in their own professional practice (Campbell, 2017; Mellizo, 2017; 

Nethsinghe, 2013). Using an iterative process (Wisker, 2015), we first scoped the literature and 

then developed the two research questions to guide the two phases of the review.  

Phase One 

Phase one of the review addressed the first research question: What does the pertinent literature 

tell us about how expert arts practitioners support and enhance arts education? A review of the 

literature was undertaken to (1) identify the relevant literature, (2) select studies for inclus ion, 

(3) review the selected studies, (4) summarise the findings and report the results thematica l ly, 

and (5) consider the implications for phase two of the review. 

Phase Two 

The second phase of the review addressed the research question: How might partnerships 

involving expert arts practitioners help to strengthen and sustain professional learning and 

education for pre-service teachers, in-service teachers, and other stakeholders? A review of the 

literature was conducted to (1) identify the relevant literature, (2) select studies for inclus ion, 

(3) review the selected studies, and (4) summarise the findings and report the results 

thematically. Conclusions were then drawn from these two phases and presented as 

implications for the research project that this literature review supports. 

Search Strategy 

Both phases of the literature review involved a database search for relevant articles. This 

included a search of peer-reviewed journals via Project MUSE and ERIC, as well as a 

companion search via Google Scholar that involved mining citations. The review was limited 

to research papers written in English during the period 2005-2021 (Phase One) and 2010-2021 

(Phase Two). It excluded theses or dissertations. This review, therefore, includes studies 

published before October 2021. Any studies published after this date are excluded. 



63 

 

Keywords in different combinations were used to search these databases. For Phase One, 

keywords drawn from the argument were used in various combinations to search these 

databases (r. . U“layeriyvcU  rlsivi ”U and “yerU lsyi”;U “rxprsyU lsyiU pslcyvyvfirsiU liUyrlcersi”U and 

“yerU lsyi”;U “rxprsyU lsyiUpslcyvyvfirsi”U and “yerU lsyi”;U “psf riivfil U lsyiUpslcyvyvfirsi”U and “lsyiU

rdaclyvfi”;U “ca yasrU brlsrsi”U and “lsyiUrdaclyvfi”;U “ca yasl U layeriyvcvy ”U and “lsyiUrdaclyvfi”;U

“layeriyvcU yrlcevi ”U and “yerU lsyi”).U FfsU eelirU Twf U kr U yrsii U iaceU liU “yrlcers-artist 

plsyirsievpi” U “lsyviy-iceff U plsyirsievpi ” lidU “lsyi-iceff U plsyirsievpi” U wrsrU airdU yfU

identify pertinent literature.  

Results 

Phase One generated a smaller number of articles, typically written ten or more years ago. 

Phase Two resulted in a significantly higher number of articles published since 2010. The mix 

of different terminology and keywords needed to capture literature across scholarly disciplines 

and areas of focus presented a challenge for this small-scale literature review. As a result, we 

sr vrdU fiUyerU vyrslyasrU rirs vi U yesfa eU lUpsfcriiUf U“srldvi  U yevikvi  U lpp  vi  U viyrspsry vi U

lidUwsvyvi U vyrslyver  ”U (Wvikrs U 2015 Up.U67). 

Abstracts of articles were reviewed and imported to Mendeley (© 2021 Elsevier), with articles 

selected for inclusion based on one of the following criteria: 

1. The article addresses the topics of expert arts practitioners and in-service professiona l 

development for generalist educators, as well as pre-service teacher training in arts 

education. 

2. The article makes a critical contribution to research about expert arts practitioners and 

arts education in schools. 

3. The article addresses knowledge, practice, and/or policy about arts-school partnerships. 

This literature review is concerned with arts education and partnerships, situated within the 

context of educational policy, curriculum, and directions in Australia. This includes the 

position of arts education in the Australian Curriculum and the implications for teaching 

practices and professional development. By necessity, the erosion and marginalisation of arts 

education are also implicated in the study. This means that we first address the background and 

context of arts education in Australia, starting with the Australian Arts Curriculum as 

background, followed by a brief overview of current movements in both Australia and 
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internationally. We then address some diverse understandings of the concepts, terms, and 

definitions that underpin this literature review. 

Context: The Australian Arts Curriculum 

This study is conducted in Australia, and the Australian Curriculum F-10 Arts is written mainly 

for 'non-specialist primary teachers' as a guide to what the best practices in the arts are 

(ACARA, 2016). As a methodology steeped in 'education' practice that promotes learning in 

the dimensions of arts practice (making and responding), it is designed to be delivered 

principally by teachers (specialist and non-specialist) who draw on a range of resources, 

including visiting artists and educational partnerships. As with the international literature, arts 

education advocacy groups clearly advocate that artists should not replace teachers (e.g., the 

National Arts Advocacy Fund, NAAF). However, there are currently significant gaps in the 

provision of both professional development in arts education for Australian generalist in-

service teachers, and pre-service teacher training in arts education (Kerby et al., 2021). 

In line with international trends, partnerships are likely to continue as a feature of arts education 

in Australia. For example, in 2019, NAAE launched a call for a National Artist-in-Residence 

Program (supported by The Greens). In 2021, the State Government of Victoria launched the 

Creative Workers in Schools Program. 

What remains unanswered is whether partnerships will continue to be an ad-hoc delivery model 

based on short-term interventions, or if they can be developed as a systemic response that will 

both strengthen arts education and build meaningful and culturally sustaining relationships 

between schools and the communities in which they work and exist. 

The Literature: Expert Arts Practitioners in Educational Settings 

For the past two decades, scholars have been writing about the benefits of inviting visit ing 

artists, teaching artists, or culture bearers into the arts classroom (Campbell & Lum, 2019b; 

Joseph & Southcott, 2013; Nethsinghe, 2011, 2013, 2016; Rabkin, 2012, 2013; Southcott & 

Joseph, 2010). This has been driven by two needs: (1) to increase diversity and representation 

in the multicultural arts classroom, and (2) to strengthen arts education in schools.  

Two broad themes relating to the role of the expert arts practitioner have emerged in the 

literature that coincide with these needs. Firstly, the expert arts practitioner as an educationa l 

resource, and second, the expert arts practitioner as an academic collaborator and partner. 
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Collectively, expert arts practitioners are depicted in the literature as playing an essential role 

in sustaining a vibrant arts educational ecosystem. 

Theme One: Expert Arts Practitioner as Educational Resource 

Benefits 

Two key benefits emerged in the literature relating to the expert arts practitioner as an 

educational resource. First, expert arts practitioners are considered to make a particular 

contribution by providing social and cultural context to the arts practices and traditions 

explored in the arts classroom. Second, they act as bridges between schools and communit ies. 

In combination, the expert arts practitioner can be considered an essential component of a 

culturally sustainable education ecosystem, with benefits extended well beyond the boundaries 

of the arts classroom. 

 

1. Providing social and cultural context to arts practices and traditions 
 

For all the value that print resources can afford instructors, there may be no adequate 
iabiyvyayvfiU  fsU “eailiU srifascri.U […]UNfyU fi  U cliU iaceU “ca yasrU brlsrsi”U psfevdrU
tangibility and creative energy, but they will additionally serve as human verificat ion 

lidU rxyriivfiU f U yerU iaivcU ca yasriU aidrsU iyad .U […]U Ca yasr-bearing community 
iaivcvliiU …UpsfevdrU viiv eyiU viyfU yerU cfiyrxys that formed the musical culture over 

time. (Campbell & Lum, 2019a) 
 

The idea of supporting increased diversity and representation by inviting expert arts 

practitioners or culture bearers into the arts classroom builds upon the field-defining work of 

scholars such as Olivia Gude (2007), Patricia Shehan-Campbell (2004), and Huib Schippers 

(2006). These individuals successfully established the role and value of expert arts practitione rs 

in the multicultural arts classroom. They led to an increased recognition of the role these 

individuals can perform in situating arts and cultural practices within historical, political, social 

and cultural contexts (Bradley, 2012; Campbell, 2017; Mellizo, 2017, 2019; Nethsinghe, 2012, 

2013). 

The presence of expert arts practitioners in the classroom has been found to play a significant 

role in contextualising diverse practices and traditions through the reproduction of cultura lly 

relevant transmission and pedagogical practices (Mellizo, 2017; Nethsinghe, 2012). Such 

contextually located arts learning experiences have been found to scaffold student inquiry and 

understanding across the curriculum, assisting students in better understanding the role and 

meaning of the arts in their lives (Bequette, 2007; Campbell, 2004). These experiences can also 
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offer young people the chance to encounter other perspectives and ways of understand ing 

(Carlisle, 2011) Uricfasl vi U iyadriyiU yfU“qariyvfiU yerUcriysl vy U fsUifsilyveririiU f Ufir'iUfwiU

(also culturally specific) point f U evrw”U (Gude, 2007, p. 10).  

2. Building a bridge between school and community 

 

Scholars concerned with expert arts practitioners in arts education have also highlighted the 

way these individuals help to connect the arts classroom to the wider community in which a 

school is located (Carlisle, 2011). As Gude (2007) writes: 

Including the perspective of artmaking practices that arise from within local 

communities into the school curriculum honours the most traditional and the most 
progressive aspects of social life—preserving what is good, challenging the status quo, 

and imagining new artistic and social possibilities (p. 13-14). 

Collaborating with expert arts practitioners also connects schools, teachers, and learners to 

cultural knowledge held within their local communities (Bequette, 2007; Kukkonen, 2020). 

This opens up possibilities for forms of cultural mentorship (Burgess et al., 2020) and serves 

as a path to mobilise community cultural resources to support arts education (Brouillette & 

Burns, 2005). Importantly, for students, particularly those who may be members of 

marginalised or underrepresented or indigenous communities, the presence of expert arts 

practitioners in the arts classroom can create a bridge between their own cultural and social life 

and that of their school arts education (Brouillette & Burns, 2005). 

Challenges 

A spectrum of challenges emerged in the literature relating to the expert arts practitioner as an 

educational resource. Complicated ethical and social questions arise in relation to the process 

of cultural reproduction in the arts classroom, as well as the tensions associated with a shift 

from multicultural to intercultural arts education. While it is beyond the scope of this small-

scale literature review to resolve these questions and tensions, the literature supports the 

argument that expert arts practitioners should be conceived as more than a resource to support 

and enhance the objectives of the arts curriculum.  

1. The process of cultural reproduction in the arts classroom 
 

While there is no doubt concerning the importance of providing students with both contextua l 

understanding of diverse practices and traditions and insights into culturally relevant 

transmission and pedagogical practices, complex problems are still raised in the literature. 

These problems include ethical and cultural questions associated with the transmiss ion 
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(repetition/re-psririylyvfi)U f U liU lsyiU ysldvyvfiU fayivdrU vyiU ‘layeriyvc’U cfiyrxyU lid/fsU b U liU

individual who does not fully understand the arts tradition and practice for educationa l 

purposes. As Nethsinghe (2012; 2015) highlights, offering students insights into the contexts 

and conditions in which particular cultural practices occur requires representing, re-

performing, or reproducing arts and cultural practices in a context that is different from their 

original context. 

While the employment of expert arts practitioners may help to mitigate these complex 

problems, this requires that we understand their role and value as more than a resource to 

enhance culturally diverse arts curricula. However, this also demands consideration of how 

these contexts, practices, and traditions can and, importantly, can’t be reproduced in an 

educational setting. As Gude (2007) writes, efforts to foster diversity and representation in the 

arts classroom can rrvi fscrU “drrp  U psfb rilyvcU ivip v vclyvfiiU lidU ivisrpsririylyvfiiU f U

fyersU ca yasri”U (p.U 10), there remains an opportunity for further research that will deepen 

understandings of the processes involved in the reproduction of culturally relevant transmiss ion 

and pedagogical practices in the arts classroom.  

Theme Two: The expert arts practitioner as educational collaborator and 

partner 

Background 

The model of artist-teacher partnerships emerged as a means to advance arts education in the 

early 2000s (Burnard, 2011; Kenny, 2010). While the idea of artists performing a role in arts 

educational settings is not new4The framing of these artists as educational collaborators has 

become more common over the past two decades. As a result, artist-teacher partnerships have 

been extensively researched since the mid-2000s, with the benefits and challenges now well-

documented (Hunter, 2014). 

Such partnerships have emerged as a well-established response to policy and curriculum 

changes in many parts of the world, most specifically in support of the creativity agenda. Much 

f U yeviU wfskUeliU sria yrdU  sfiU GfersiiriyU vivyvlyveri U iaceU liUyerUnK’iUCsrlyverU elsyirsievpU

Scheme (2002-2011). However, partnerships are also associated with the need to address gaps 

in pre-service teacher training and in-service teacher professional development in arts 

                                                 
4 Kenny (2010) cites the work of Murray Schafer (1975) as the foundation to the idea of the role of the musician 

in the music classroom. 
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education, as well as the erosion of specialist arts teachers in schools. As Kukkonen (2020) 

wsvyri U yer U lsrU“firUf U yerUifiyU wvdr  U airdUifdr iU  fsUlcevrevi U lccriiUyfUev e-quality arts 

rdaclyvfi”U lidUf  rsU “lU iyslyr  U yfUsrevyl vzrU lsyiUrdaclyvfiU viU ClildlU lidUlsfaidU yerU wfs d”U

(p. 43). 

As a consequence, the partnership model of professional artists coming into a classroom for a 

limited time period to work alongside the full-yvirU yrlcersU eliU “brcfirU lUdr vers U ifdr ”U

(Burnard, 2011, p. 52) in the UK, USA, Norway, Ireland, Australia, Taiwan, and Hong Kong. 

However, there is some variation and inconsistency across what the actual delivery model and 

pedagogical approach look like. Hall and Thomson (2021) find that, despite great interest in 

plsyirsievpi U ifyU l  U elerU brriU “srcvpsfcl  U rdaclyvfil   U libvyvfaiU lidU c rls  U dr vird”U (p.U

101). 

Alongside this interest in partnerships, the benefits have been well-documented. Burnard 

(2017) ls ariU yelyU cf  lbfslyvfiiU brywrriU yrlcersiU lidU psf riivfil U lsyviyiU elerU “been 

associated with fostering positive learning relationships, fostering wellbeing and enhancing 

ri l ririyU l fi U wvyeU viifelyvfi U fsv vil vy  U fwirsievpU lidU cfiysf ”U (p.U211).UelsyirsievpiU

have been found to enhance resilience and confidence (Hunter, 2014); creativity (Burnard, 

2011, 2017; Colley et al., 2012; Craft et al., 2012; Hunter, 2014; Locke & Locke, 2011); 

learning environment (Aubrey & Dahl, 2013; Locke & Locke, 2011); engagement, motivat ion 

and learning of at-risk students (Hunter, 2014); professional development for teachers and other 

stakeholders (Carlisle, 2011; Catalano et al., 2021; Galton, 2010); and self-reflexivity and 

critical thinking (Hunter, 2014) 

Scholars interested in partnerships share many of the same concerns and beliefs as those 

discussed in the first phase of this literature review. However, a key point of difference is that 

the partnership model depicts the arts practitioner as more than a resource. As will be 

documented in the next section, the partnership model frames the arts practitioner as an active 

partner in all processes occurring within the education space. Establishing the claim for a 

decade of research contribution in Ireland, Kenny (2010) ia  riyiU yelyU“lUplsyirsievpU lppsflceU

appears to be the best way forward for arts in education practicr”U (p.U156).USerUl ifUdslwiUyerU

connection to the role these artists can play in creating context for the arts practices in the arts 

classroom. 

Importantly, the partnership model offers a well-researched and evidenced approach to respond 

to two key aims underpinning the research project this literature review supports: (1) to address 
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the two gaps in arts education: in-service professional development in arts education for 

Australian generalist educators, and pre-service teacher training in arts education, and (2) to 

contribute new knowledge about artist-school partnerships by advancing an ecologica l 

partnership model comprised of four key stakeholder and associated contexts. As Carlisle 

(2011)Ucfic adri U plsyirsievpiU iefa dU brUcfiivdrsrdU liU“viyr sl U liprcyUof P-12Urdaclyvfi”U (p.U

148), functioning as yerU ‘irxai’U f Ucfiiaivy U lidUiceff i. 

Benefits 

The literature reviewed presents a strong argument in support of partnerships as a pathway to 

build networks and communities of knowledge that will enhance and strengthen learning across 

the arts curriculum. While the literature engages with the need to increase diversity and 

representation, it places more emphasis on how partnerships can sustain and strengthen the 

provision of equitable arts education. In other words, the underlying rationale for change is that 

arts education models that capitalise on partnership opportunities will be more sustainable and 

encourage collaborative learning processes, allowing for increased diversity and 

representation.  

The following themes have emerged in the literature that demonstrate how partnerships can 

enhance and strengthen learning across the arts curriculum. Partnerships have been shown to: 

1. strengthen the quality of learning relationships, 

2. offer students ‘srl Uwfs d’U cfiyrxyU  fsU rlsivi   

3. advance pedagogies for creativity and collaboration, 

4. expand professional development for in-service teachers 

5. build community relationships beyond the walls of the school.  

 

1. Strengthen the quality of relationships 

Burnard and Swann (2010), in their investigation of the ways in which primary and secondary 

school-aged students experience collaborative creative compositional workshops with 

teachers, musicians, and a composer, found a range of benefits for both students and teachers. 

These benefits included those associated with the quality of the learning relationships formed 

in the collaboration and the capacity for the collaborations to enhance the context for learning. 

Hunter (2014) in her work across the Australian Arts curriculum, observed similar 

improvements in learning relationships. Partnerships were found to build trust and foster and 

described liUliU“layeriyvcU  rr vi U f Ucfiircyvfi”U (p.U79)UviU yerUcf  lbfslyverU csrlyverU psfcrii.U
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Aubrey and Dahl (2013) dricsvbrU yeviU cf  lbfslyverU csrlyverU psfcriiUliUlU“cfip rxU yesrr-way 

learning relationship between children, artists, lidU yrlcersiU yelyU wliU evyl U  fsU cev dsri’iU

 rlsivi ”U (p.U1). 

2. Offer students a ‘real world’ context for learning 

Burnard and Swann (2010) describe how csrlyvi U lU‘srl Uwfs d’U cfiyrxyU  fsU  rlsivi U  rirslyrdU

contemporary experiences of artmaking, which were more likely to be individually meaningful 

lidUsr reliy.U IiUyervsU wfsdi U“[y]eviU wliUsrl Ucfipfivi  U wvyeU srl Uiaivcvlii U  fsUlUsrl Upaspfir"U

(p.U80).UWev rU yer U ripelivirU yelyU yeviU ‘srl Uwfs d’U cfiyrxyU viU ifyUbr fidU yerUsrlceUfsUclplcvy U

of the yrlcersi’U fwiU c liisffiU pslcyvcr U yersrU lsrU ili U  fscriU lidU psriiasriU yelyU psririyU

challenges to teachers that can be overcome through partnerships. From the perspective of 

educational partnerships between schools, museums, and professional arts practitioners, Chalas 

(2015) dfcairiyiU yerU “learning opportunities that could not be offered in any other learning 

rievsfiiriy”U (p.U 74).U iriyrsviriU ryU l .U (2017) observe that teacher collaborations with 

cfiiaivy U lsyiU plsyirsiU csrlyrdU “ifsrU layeriyvcU  rlsivi U rxprsvricriU  fsU iyadriyi”U (p.U231).U

When connected to industry partners, this learning can be enriched even further (Hunter et al., 

2018) Uilkvi U liU vipfsyliyU cfiysvbayvfiU yfU “lUevlb rU rcf f  U f U qal vy U rdaclyvfil U pslcyvcrU

viU yerU lsyi”U (p.U1). 

3. Advanced pedagogies for creativity and collaboration 

There is a long history of collaborations between teachers and professional artists in 
participatory arts activities in schools and communities. Models of pedagogic partnership s 

between artists and teachers vary considerably. However, effective partnership s between 
artists and teachers in schools suggest that it is in the classroom creativity that innovative 
professional practices emerge (Burnard, 2017). 

 

Burnard (2011) dricsvbriU yerU ‘csrlyvevy U l ridl’U liUlUcriysl U dsversU viU cassvca a and policy in 

education. She argues that various tensions and pressures hinder teachers' ability to teach 

creativity. In particular, tensions between educational policy and pedagogical practice create, 

ierU ls ari U lUpsfb riU f U ‘yslii lyvfi’U yelyU “viU irvyersU iyslv ey fswlsd ifsU aipsfb rilyvc”U (p.U

52).U Cf  lbfslyverU plsyirsievpiU brywrriU “prdl f vcU lidU ia yv-disciplinary artistic experts, 

pfivyvfirdU liU rqal i”U (Aubrey & Dahl, 2013) elerU brriU  faidU yfU  fiyrsU lU “ca yasrU f U

cf  lbfslyverU  rlsivi ”U (p.U12).USaceUplsyirsievpiU elee been found to generate high-quality arts 

curricula, design, and resources (Mellizo, 2019; Southern et al., 2020). Importantly, Vesterinen 

ryU l U (2017)U dricsvbrU plsyirsievpiU liU clplb rU f U  fiyrsvi U “viyrs-professional pedagogical 
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cf  lbfslyvfi”U (p.U231) that offers an approach to support 21st-century learning for students that 

is meaningful and connected to their lives.  

4. Expand professional development for in-service teachers 

Partnerships are recognised as a pathway for in-service teacher professional development, and 

a strategy for schools and universities to address the erosion of arts education in pre-service 

teacher education (Carlisle, 2011; Hunter, 2014; Hunter et al., 2014; Kenny & Morrissey, 2016; 

Morrissey & Kenny, 2021). Kenny (2010), in her interviews with eight musicians who had 

worked within the Irish music education system, found that partnerships offered a way to 

apikv  U bfyeUyrlcersiUlidUlsyviyiU “viU ‘srl U cfiyrxyi’U yesfa eU iayal U  rlsivi U psfcriiri”U (p.U164).U

Chalas (2015) describes how partnerships can address the gap in pre-service teacher training 

around teacher knowledge and skills in utilizing cultural resources in their teaching. She 

fbirseriU yelyU “yer courses did not adequately influence pre-service teachers to later structure 

art into their curricula—lU perifirifiU yerUlayefsU sr rsiU yfUliU lckUf Uyslii rsricr”U (p.U76). 

Snook and Buck (2014) make clear that the priority should always be on strengthening 

yrlcersi’U clplcvy U lidU cfi vdricrU viU lsyiU rdaclyvfi.U Wev rU plsyirsievpi U yer U ls ar U “iv eyU

f  rsU lU svceU rxprsvricr”U viU yerU c liisffi U yerU psvfsvy U iefa dU l wl iU brU yfU  fiyrsU yerU ikv  i U

capacity, and confidence of teachers. Their research suggests the merits of well-designed, 

researched, and resourced longer-term arts partnerships that can serve all these purposes, while 

also providing professional development to teachers. Working within the discipline of dance 

rdaclyvfi U yer U viysfdacrU yerUcficrpyUf U“dlicrU rdaclyvfiU lsyviyi”U (p.U25).UMfssviir U lidUKrii U

(2021) agree that partnerships should always consider their function in delivering effective 

teacher professional development, concluding that, in the absence of this function, partnerships 

“saiU yerU svsks of providing teachers (and children) with still very limited, project-based, 

fppfsyaivyvriU  fsU  rlsivi U viU yerU lsyi”U (p.U16). 

5.  Foster community relationships beyond the school walls. 
 

Wev rU “plsyirsievpiU f  rsrdU ia yvp rU brir vyiU yfU iaivcvlii U teachers, schools, and arts 

fs livilyvfii/f  vcriU liU wr  U liU yerU drer fpiriyU f U iaivcU rdaclyvfiU fiU lU ilyvfil U  rer ”U

(Kenny, 2010) yer U l ifUf  rsU ‘kifck-fi’U r  rcyiU viU yerUwvdrsU cfiiaivy .U  

Kenny (2014), in her investigation of a partnerships between a higher education institution, a 

srifascrU l ric U lidU lUpsvils U iceff  U  faidU yelyU lsyiU pslcyvcriU cliU lcyU liU lU “ifcvf-cultura l 

psfcriiU wersrU  rlsivi U viU “ivyalyrd”U lidU “ielsrd”U (p.U 396).U HrsU  vidvi iU ia  riyU yelyU
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plsyirsievpiU blirdUlsfaidU “csrlyverU pslcyvcriU lidU ifcvl U viyrslcyvfi”U (p.U396)UcliU rirslyrU liU

“viyrs-sr lyrdirii”U yelyU fs riU aivqarU lidUvipfsyliyU cfiiaivy U sr lyvfiievpi.U TfUldelicrU yeviU

idea, Kenny and Morrissey (2016) dricsvbrU plsyirsievpiU csrlyvi U “caia lyverU cfiiaivy vri”U

wvyeU “ lsU srlcevi U viplcy”U (p.U 50).U TervsU srirlsceU  faidU yelyU yerU viplcyU f U yrlcers-artist 

partnerships extends to principals, schools, teachers, parents, local communities, education 

hubs, arts and cultural organisations, and the children. As Kukkonen (2020)  vidi U “lsyvit-

school partnerships can contribute to overall growth beyond what is observed within the four 

wl  iU f UlUc liisffi”U (p.U52)UlidU rirslyrU viplcyU yelyU pfyriyvl   U rxcrrdiU vicsrlirdU lcldrivcU

achievement or school attendance, or even creativity.  

Such partnerievpiU iappfsyU lsyUyrlcersiU viUifsrU yeliU yervsU “sf rU yfUviysfdacrU iyadriyiU yfUlUsli rU

of forms and genres and technologies; to help them develop skills and creativity, find 

meaningful forms of self-rxpsriivfiU lidUdrblyrUvdrliU lidUdv  rsriyU pfviyiU f Uevrw”U (2021). The 

sf rU f U lsyUyrlcersiU viU “l ifU yfUer pU iyadriyiU ilkrU ca yasl U cfiircyvfiiU fayU  sfiU lidUblckUviyfU

yervsU efiriU lid UifsrUwvdr   U yfUer pU yeriU brcfirUlcyverU ca yasl U cvyvzrii”U (p.U105).UHl  U lidU

Thomson conclude: 

Effective school arts partnerships explicitly support and enhance the brokerage element 
f U lsyiU yrlcersi’U sf ri.U Ter U psfevdrU yrlcersiU – and through them, pupils – privileged 

access to arts venues, skilled professionals and high-quality resources. They immerse 
teachers in arts learning at their own level and then encourage joint work on how 

resources can be made meaningful to school students. (p. 105) 

Challenges 

While the literature strongly advocates the benefits associated with partnerships involving 

expert arts practitioners, it also highlights challenges that need to be addressed. It is 

increasingly common for partnership programs and collaborations to be viewed as benefic ia l; 

however, the disadvantages are less often discussed (Hall & Thomson, 2021; Kenny & 

Christophersen, 2018). Given the challenges to sustainability, including problematic economic 

or political imperatives, it is unsurprising that there is a reluctance to acknowledge the 

“psfb rilyvcU dviriivfii.”U (Kenny & Christophersen, 2018).  

1. Relationship between time and sustainability: Short versus long-term programs 

Sustainability has been identified as one of the key challenges to arts partnerships. This begins 

with problems associated with partnerships as a delivery model designed to respond to 

government agendas and the progressive erosion of arts education. It is, therefore, not 

surprising that inadequate funding and support to ensure the sustainability of partnerships 
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emerge as a dominant problem (Kenny, 2017; Locke & Locke, 2011). This has resulted in 

short-term programs, which Snook and Buck (2014) argue, from the perspective of dance 

rdaclyvfi U “lsrU ifyU yerU liiwrs”U (p.U 25).U Oerswer ivi    U iefsy-term programs reinforce 

existing problems. They fail to strengthen teacher confidence and competence in teaching art 

forms, resulting in student experiences that are shallow and less connected to the tangib le 

benefits and educational gains that might otherwise be possible. Instead, longer-term teacher-

lsyviyU plsyirsievpiU lsrUcfiivdrsrdU “psr rslb rU yfUiefsy-term partnerships to maximise benefits 

and for sustainability.”U (Kenny & Morrissey, 2016, p. 93). 

The literature suggests that time is the single most important factor in ensuring sustainability 

and determining the success of partnerships. Developing and sustaining partnerships require 

long-term effort, rather than short-term, one-off projects (Kenny & Christophersen, 2018; 

Kenny & Morrissey, 2016). Time is required for pre-planning by partners. (Aubrey & Dahl, 

2013; Chalas, 2015) lidU  fsU yerUfi fvi U “drrpUdvl f arU fsUdrbsvr vi ”U (Chemi, 2019). Time 

is also essential to build the shared commitment and support systems required to establish and 

maintain partnerships (Bowen & Kisida, 2019; Kenny & Christophersen, 2018; Kenny & 

Morrissey, 2016). Galton (2015) found that, in addition to allowing for student participation in 

decision-making, the teacher-lsyviyiU plsyirsievpU srqavsrdU yvirU yfUbav dU “lUpfivyverU jfviyU wfskvi U

lppsflce”U (p.U 441)U yelyU l  fwrdU  fsU cf-teaching and regular reflection/discussion, both of 

which are critical to building teacher confidence.  

2. The teaching paradox 
 

A second key challenge to sustaining successful partnerships arises from the relationship 

between the teacher and the artist. Burnard (2011) dricsvbriU yeviU liUyerU “yrlcevi U plsldfx”U (p.U

53).UTeviU plsldfxUrirs riU  sfiU yerU “tension between their two different sets of tacit practices, 

br vr i U lidUpsf riivfil U prsiprcyveri”U (p.U54)UyelyU irrdiUyfUbrUsrif erdU v U liUr  rcyverU  rlsivi U

environment is to be created. Nethsinghe (2011) also explains that the tensions between 

teachers and artists arise when they work collaboratively. Burnard (2011) argues that we need 

yfUiferU br fidU “dveviverU iyrsrfy priU f U yrlcersU lidU lsyviy”U (p.U 55)U yfU csrlyrU “cf  lbfsly verU

plsyirsievpi”U yelyU elerU brriU  faidU yfU “csrlyrU ‘iplcriU  fsU yrlcevi ’U yelyU srif erU yerU teaching 

plsldfx”U (p.U55). 

This teaching paradox is exacerbated by what Kenny (2017) describes as the tendency to 

“dvcefyfivirU yerU sf riU f U lsyviyiU lidU yrlcersi’U (p.U256).UExlivivi U yerU sr lyvfiievpiU brywrriU

artists and teachers, Kenny and Christophersen (2018) document the problems that arise, 
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including asymmetrical power relations, opposing ideologies, and competing discourses 

connected to professional expertise, identity, and tradition. Writing about music, they describe 

yeviU liUyerU “prscrpyvfiU yelyU yerU  fsirsU bsvi iU ‘layeriyvcvy ’U lidU iprcvl viyU rxprsyvir”U (p.U6)U yfU

the creative experience U “wersrliU yerU  lyyrsU irseriU liU liU rdaclyvfil U  avdr”U (p.U 6).U riU

Christophersen (2013) ev e v eyi U yersrU rxviyiU lU psrelv vi U prscrpyvfiU yelyU yerU “ vbrsl ”U lsyviyU

 ridiU “layeriyvcvy ”U lidU iprcvl viyU rxprsyvirU yfU lsyiU rxprsvricriU wev rU yerU “cfiirsely ver”U

teacher merely facilitates these experiences, or worse still, takes on the role of a “ alsd”U yfU

manage behaviour. As Kenny (2017) wsvyri U yerirU “dvcefyfivriU lsrUf U cfasirU aier p a U lidU

vilccaslyr”U (p.U256). 

The teaching paradox appears to have a profound impact on both specialist and generalist 

teachers, with the literature suggesting that, rather than helping to build teacher confidence, 

partnerships may cause teachers to lose confidence. This problem is most closely associated 

with the predominant short-term models. These short-term programs are often delivered to fill 

gaps that have arisen due to the removal of specialist arts teachers, the erosion of pre-service 

generalist teacher training in the arts, and the inequities associated with socio-cultura l 

demographics and funding to schools. Instead of strengthening the competencies of teachers, 

such programs have been critiqued for marginalising and devaluing the work of teachers 

(Christophersen, 2013), which perpetuates the dichotomous idea of artist versus teacher, with 

teachers being sidelined and relegated to teaching or disciplinary roles and responsibilities. 

While the literature presents substantial evidence of the benefits of partnerships between expert 

arts practitioners and teachers, there remains an opportunity to examine the role that 

partnerships might play in strengthening both in-service professional development in arts 

education for Australian generalist educators and pre-service teacher training in arts education. 

As a step toward this goal, this next section presents the implications for advancing research 

into partnerships as a strategic intervention aimed at strengthening arts education. 

Implications for Future Research and Practice 

1. Increased recognition of the pedagogical aspects of the partnership 

The literature recognises the potential for expert arts practitioners to contribute to the 

development of pedagogies that will strengthen arts education. For example, Snook and Buck 

(2014)UdricsvbrU ‘dlicrUrdaclyvfiU lsyviyi’U wefU lsrUri l rdU fiUlU fi rs-term basis to work with 

classroom teachers to develop the curriculum and build a relationship with both teachers and 
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students. They argue that these educated artists will ensure sustainability and coherence around 

the program, including maximising the benefits of visiting artist programs. Burnard (2017) 

presents a case for pedagogical partnerships that can help to overcome the system-wide 

cel  ri rU f U “yslii lyvfiU f U rdaclyvfil U pf vc U viyfU prdl f vcU pslcyvcr”U (p.U212).UOicrUl lvi U

such partnerships involve artists and teachers co-constructing curriculum and pedagogy, 

requiring time, so they need to be approached as long-term initiatives (Burnard, 2017; Snook 

& Buck, 2014).  

2. Recognition of the importance of the place of teachers in the partnership 

The literature suggests that the role of teachers as both learners and educators has been 

overlooked in partnership research. Hall and Thomson (2021) argue that effective and 

iaiylvilb rU lsyiUplsyirsievpiU irrdUyfU“ylkrUpsfprsUlccfaiyU f UyerUvipfsylicrU f Uyrlcersi’Uwfsk”U

lidU srcf ivirU yelyU “rielicvi U prdl f  U lidU dvicvp vils U kifw rd rU lsrU lyU their heart and 

dr virU yervsU paspfir”U (p.U106).UIiUfyersU wfsdi UlsyviyiU iefa dU ifyU brUirriU liUlUsrp lcririyU  fsU

teachers or a solution to the lack of arts education, but rather as a means to enhance, facilita te, 

resource, and support teachers (Kenny, 2010; Kukkonen, 2020). This requires a shift in how 

the roles and professional identities of teachers and artists are understood. As Hall and 

Thomson (2017) clayvfi U plsyirsievpiU iefa dU ifyU iryU fayU yfU “vdrl virU lsyviyi’U yrlcevi U fsU yfU

suggest some deficit iiU yrlcersi’U pslcyvcr”U (p.U117)UbayUiefa dU srcf ivirU yelyU yer U rlceUprs fsiU

distinct roles. The roles of teachers and artists in partnerships are not interchangeable; their 

standpoints, their responsibilities, their training, and experiences are different. These 

differences are an important part of the case for artists to be featured, alongside teachers, in 

 fai U prfp r’iU rdaclyvfiU viU iceff i U yfUvicsrlirU yerUdversivy U f U yervsU rxprsvricri.U (p.U117) 

3. Stronger commitment from higher education to supporting teacher-artist partnerships: 

 
To facilitate the effective, creative and imaginative delivery of arts education in schools, 
fi fvi U psf riivfil U  rlsivi U lidU iappfsyU wevceU drer fpiU  rirsl viyU yrlcersi’U

professional competence, confidence and relevant knowledge, must be ignited at pre-
service level. (Fahy & Kenny, 2021, p. 10) 

 

The literature suggests that higher education has a stronger role to play in both preparing artists 

and teachers for partnerships and building relationships with other organisations in the 

ecosystem (Chalas, 2015; Fahy & Kenny, 2021; Kenny & Morrissey, 2016). A case is 

presented for increased pre-service teaching training in developing approaches to access, 

initiate, develop, and sustain partnerships. As Galton (2010) found, a characteristic of 
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successful teachers is that they tend to look for opportunities to work in collaboration with 

others. This collaborative or partnership willingness is, Galton finds, an attribute or competence 

that needs to be fostered from pre-service training through to professional practice. Looking 

beyond the immediate training needs of pre- and in-service teachers, Carlisle (2011) argues 

yelyU plsyirsievpiU cliU “iysri yeriU psf riivfil U drer fpiriyU f U l  U iylkref drsi U vic ad vi U

aiversivy U  lca y ”U (p.U148). 

LOOKING FORWARD: From partnerships to an ecological perspective 

Without respectful, reciprocal partnership then arts in education initiatives are in danger 

of becoming an act of misguided goodness where opportunities for deep engagement 
and learning can be missed. This is true not just for the children and young people for 

whom the initiatives claim to serve, but indeed for the teachers, artists, schools and 

organisations also involved. (Kenny, 2017, p. 256) 

There is a need to look beyond a narrow view of the benefits attributed to partnerships to 

critically delve more deeply into how they function (Vermeersch & Vandenbroucke, 2014). 

Kukkonen (2020) argues that the partnership model has over-emphasised student benefits, and 

overlooked the benefits and implications experienced by other stakeholders (teachers, schools,  

parents, community members) and the broader social, political, environmental, and cultura l 

implications. Partnership models have failed to recognise the fluid and interconnected roles 

and interrelational dynamic processes that occur between artists, teachers, and students, and 

the benefits that flow onto the community.  

Alternative sustainable models that address many of the challenges discussed in the literature 

are emerging. Since the early 2000s, Yamazumi (2008, 2013) has been calling for the 

developmriyU f U “e bsvdU rdaclyvfil U viifelyvfi”U yelyU vief eriU yerUdrer fpiriyU f U“ldelicrdU

networks of learning based on the principle of collaboration among a variety of participants 

bfyeU viivdrU lidUfayivdrU lUiceff ”U (p.U62).UJóeliiidóyyvsU (2018) proposes the idrlU f U “iceff -

cfiiaivy U irywfskvi ”U yelyU wv  U rilb rU lUiviv lsU rxpliivfiU f U “yerU fbjrcyUf U iceff U  rlsivi U

lidUbsrlkvi U fayU f Uvif lyrdU iceff U pslcyvcri”U (p.U298).U 

riU lUwl U  fswlsdU  fsU plsyirsievpi U KakkfiriU (2020)UpsfpfiriUyerU cficrpyU f U liU “rcf f vcl  U

perspective of artist-iceff U plsyirsievpi”U (p.U47)UyelyU ierUdricsvbriU liU“lUwrbUf U sr lyvfiievpiU

and multi-dvsrcyvfil U vi  aricrU brywrriU  fcl U lidU bsfldU lcyfsi”U (p.U47).USaceU liU rcf f vcl  U

prsiprcyver U ierUls ari U cliUer pU yfUdrer fpU lU“iaiylvilb rU lsyiU‘rcfi iyrii’U wersrUyerU lsyiUlsrU

viyr slyrdU viyfU yerUifcvl U lidUrcfifivcU  lbsvcU f U lUcfiiaivy ”U (p.U43).U  



77 

 

Conclusion 

Given the time constraints associated with this small-scale literature review and the iterative 

process employed the results and findings should be considered as a snapshot: one possible 

reading and interpretation of the literature examined. 

The literature examined in this review provides evidence that, at present, partnership models 

may offer an approach to enhance and sustain arts education. It includes some evidence that 

such partnerships can play a role in providing professional learning and education for pre-

service and in-service teachers. However, the literature also suggests that current approaches 

to these partnership models remain insufficient to address the scale of the systemic intervention 

required to address current gaps in arts education, particularly in relation to in-service 

professional development for Australian generalist educators and pre-service teacher training 

in arts education.  

Instead, emerging research into models for ecological partnerships that better connect the 

various stakeholders and contexts involved in arts education appears to offer promise. The 

literature, therefore, provides a rationale for the development of ecological partnership models 

that engage expert practitioners to provide effective and authentic arts education experiences 

to all stakeholders.  

References 

r yrs U F. U Hl i U T. U  U O’Hlsl U R.U (2009).U TerU Cel  ri riU f U Iip ririyvi U esvils U rsyiU

Education: What Our Teachers Say. Australian Journal of Early Childhood, 34(4), 22-30.  

https://doi.org/10.1177/183693910903400404  

Aubrey, C., & Dahl, S. (2013). Building creative partnerships through image and text. Thinking 

Skills and Creativity, 9, 1–15. https://doi.org/10.1016/j.tsc.2013.01.001   

Australian Curriculum, Assessment, and Reporting Authority (ACARA). (2016). The Arts 

(Version 8.4). ACARA. https://www.australiancurriculum.edu.au/f-10-curriculum/the-

arts/  

Baguley, M. (2019). Issues, challenges and needs for government arts, culture and education 

policy: an Art Education Australia (AEA) perspective. 

https://nitro.edu.au/articles/2019/3/1/issues-challenges-and-needs-for-governmentarts-

culture-and-education-policy-an-art-education-australia-aea-perspective  

https://doi.org/10.1177/183693910903400404
https://doi.org/10.1016/j.tsc.2013.01.001
https://www.australiancurriculum.edu.au/f-10-curriculum/the-arts/
https://www.australiancurriculum.edu.au/f-10-curriculum/the-arts/
https://nitro.edu.au/articles/2019/3/1/issues-challenges-and-needs-for-governmentarts-culture-and-education-policy-an-art-education-australia-aea-perspective
https://nitro.edu.au/articles/2019/3/1/issues-challenges-and-needs-for-governmentarts-culture-and-education-policy-an-art-education-australia-aea-perspective


78 

 

Bequette, J. W. (2007). Traditional arts knowledge, traditional ecological lore: The intersect ion 

of art education and environmental education. Studies in Art Education, 48(4), 360–374. 

https://doi.org/10.1080/00393541.2007.11650114  

Bowen, D. H., & Kisida, B. (2019). Arts education partnerships: sources of harmony and 

dviifilicrU wvyeU ca yasl U viiyvyayvfii’U cf  lbfslyverU r  fsyi.U Cultural Trends, 28(5), 379–

390. https://doi.org/10.1080/09548963.2019.1679995  

Bsld r  U D.U (2012).U refvdvi U yerU “e”U wfsd:U ef vyvcl U cfiyrxyiU lidU ia yvca yasl U iaivcU

education. Theory into Practice, 51(3), 188–195.  

https://doi.org/10.1080/00405841.2012.690296   

Bslaid U M. U URrvii U M.J.U(2019)UTerU‘GsrlyUDvevdr’:U HfwUyerUrsyiUCfiysvbayrU yfUScvricrU lidU

Science Education. Canadian Journal of Science, Mathematics and Technology 

Education, 19, 219–236, https://doi.org/10.1007/s42330-019-00057-7  

Brouillette, L. R., & Burns, M. A. (2005). ArtsBridge America: Bringing the arts back to school. 

Journal for Learning through the Arts, 1(1). http://escholarship.org/uc/item/8nz0603h  

Burgess, C., Bishop, M., & Lowe, K. (2020). Decolonising Indigenous education: The case for 

cultural mentoring in supporting Indigenous knowledge reproduction. Discourse- Studies 

in the Cultural Politics of Education, 1–14. 

Burnard, P. (2011). Creativity, pedagogic partnerships, and the improvisatory space of 

teaching. In Structure and Improvisation in Creative Teaching (pp. 51–72). 

Burnard, P. (2017). Classroom creativities, pedagogic partnership and the improvisatory space 

of creative teaching. In Life in Schools and Classrooms: Past, Present and Future (Vol. 

38, pp. 433–449). 

Burnard, P., & Swann, M. (2010). Pupil perceptions of learning with artists: A new order of 

experience? Thinking Skills and Creativity, 5(2), 70–82. 

https://doi.org/10.1016/j.tsc.2010.01.001  

Campbell, P. S. (2004). Teaching music globally: Experiencing music, expressing culture. 

Oxford University Press, Oxford, NY. 

Campbell, P. S. (2017). Music, education, and diversity: Bridging cultures and communities. 

Teachers College Press. 

https://doi.org/10.1080/00393541.2007.11650114
https://doi.org/10.1080/09548963.2019.1679995
https://doi.org/10.1080/00405841.2012.690296
https://doi.org/10.1007/s42330-019-00057-7
http://escholarship.org/uc/item/8nz0603h
https://doi.org/10.1016/j.tsc.2010.01.001


79 

 

Campbell, P. S., & Lum, C. (2019a). School-community intersections. In World Music 

Pedagogy: Vol. VI (pp. 158–177). Routledge. 

Campbell, P. S., & Lum, C. (2019b). Teaching and Learning in Context. In World Music 

Pedagogy (pp. 1–24). https://doi.org/10.4324/9781315164076-1  

Carlisle, K. (2011). Arts education partnerships: Informing policy through the development of 

culture and creativity within a collaborative project approach. Arts Education Policy 

Review, 112(3), 144–148. https://doi.org/10.1080/10632913.2011.566088  

Catalano, T., Ganesan, U., Barbici-Wagner, A., Reeves, J., Leonard, A. E., & Wessels, S. 

(2021). Dance as dialog: A metaphor analysis on the development of intercultura lity 

through arts and community-based learning with preservice teachers and a local refugee 

community. Teaching and Teacher Education, 104, 103369. 

https://doi.org/10.1016/j.tate.2021.103369  

Chalas, A. (2015). The architect, the museum, and the school: Working together to incorporate 

architecture and built environment education into the curriculum. Teaching Artist Journal, 

13(2), 74–83. https://doi.org/10.1080/15411796.2015.997112  

Ceriv U T.U (2019).UrsrU  faU cfivi U blckU yfifssfw?U rsyviyi’U ia yvp rU efvcriU viU lsyviy/iceff  U

partnerships. Teaching Artist Journal, 17(3–4), 106–118. 

https://doi.org/10.1080/15411796.2019.1680237  

Cesviyfpersiri U C.U (2013).U Hr prs U  alsdU fsU irdvlyfs?U Trlcersi’U iplcrU  fsU lcyvfiU viU TerU

Cultural Rucksack, a Norwegian National Program for Arts and Culture in Schools. 

International Journal of Education & the Arts, 14(1.11), 1–17. 

https://doi.org/10.1177/1321103X0001500110  

Colley, B. D., Eidsaa, R. M., Kenny, A., & Leung, B. W. (2012). Creativity in partnership 

practices. In The Oxford Handbook of Music Education (Vol. 2, pp. 407–426). 

https://doi.org/10.1093/oxfordhb/9780199928019.013.0027  

Craft, A., Chappell, K., Rolfe, L., & Jobbins, V. (2012). Reflective creative partnerships as 

“irdd vi U viU yerU ivdd r”:U Drer fpvig practice. Reflective Practice, 13(4), 579–595. 

https://doi.org/10.1080/14623943.2012.670624  

Dinham, J. (2016). The features of authentic arts education. In Delivering authentic arts 

education. (pp. 23–24). Cengage Learning. 

https://doi.org/10.4324/9781315164076-1
https://doi.org/10.1080/10632913.2011.566088
https://doi.org/10.1016/j.tate.2021.103369
https://doi.org/10.1080/15411796.2015.997112
https://doi.org/10.1080/15411796.2019.1680237
https://doi.org/10.1177/1321103X0001500110
https://doi.org/10.1093/oxfordhb/9780199928019.013.0027
https://doi.org/10.1080/14623943.2012.670624


80 

 

Ellefsen, L. W., & Karlsen, S. (2020). Discourses of diversity in music education: The 

curriculum framework of the Norwegian Schools of Music and Performing Arts as a case. 

Research Studies in Music Education, 42(2), 270–290. 

https://doi.org/10.1177/1321103X19843205  

Engeström, Y. (2016). Studies of expansive learning: Foundations, findings and future 

challenges. In Studies in expansive learning: Learning what is not yet there. (pp. 100–

146). Cambridge University Press. https://doi.org/10.4324/9781315647654  

Ewvi  U R.U (2010).U ‘TerU rsyiU lidU raiysl vliU Edaclyvfi:U Rrl vivi U pfyriyvl ’.U raiysl vliU

Education Review. Australian Council for Educational Research.   

https://research.acer.edu.au/cgi/viewcontent.cgi?article=1020&context=aer  

Fahy, E., & Kenny, A. (2021). The potential of arts partnerships to support teachers: Learning 

from the field. Irish Educational Studies, 0(0), 1–15. 

https://doi.org/10.1080/03323315.2021.1929392 

Fiske, E. (1999). Champions of Change: The Impact of the Arts on Learning. Arts Education 

Partnership. 

https://www.education.sa.gov.au/sites/default/files/champions_of_change_the_impacts_

o f_the_arts_on_learning.pdf?v=1457323140       

Galton, M. (2010). Going with the flow or back to normal? The impact of creative practitione rs 

in schools and classrooms. Research Papers in Education, 25(4), 355–375. 

https://doi.org/10.1080/02671520903082429  

Gl yfi U M.U(2015).U‘Iy’iU lUsrl U jfasir U – lU v rU celi vi U rxprsvricr.’U rUcfiplsvifiU clirUiyad U

of Creative Partnership and other primary schools. Education 3-13, 43(4), 433–444. 

https://doi.org/10.1080/03004279.2015.1020657  

Gude, O. (2007). Principles of possibility: Considerations for a 21st-century art and culture 

curriculum. Art Education, 60(1), 6–17. 

https://doi.org/10.1080/00043125.2007.11651621  

Hall, C., & Thomson, P. (2017). Creativity in teaching: What can teachers learn from artists? 

Research Papers in Education, 32(1), 106–120. 

https://doi.org/10.1080/02671522.2016.1144216  

https://doi.org/10.1177/1321103X19843205
https://doi.org/10.4324/9781315647654
https://research.acer.edu.au/cgi/viewcontent.cgi?article=1020&context=aer
https://doi.org/10.1080/03323315.2021.1929392
https://doi.org/10.1080/02671520903082429
https://doi.org/10.1080/03004279.2015.1020657
https://doi.org/10.1080/00043125.2007.11651621
https://doi.org/10.1080/02671522.2016.1144216


81 

 

Hall, C., & Thomson, P. (2021). Making the most of school arts education partnerships. 

Curriculum Perspectives, 41(1), 101–106. https://doi.org/10.1007/s41297-020-00126-0  

Hess, J. (2015). Decolonising music education: Moving beyond tokenism. International 

Journal of Music Education, 33(3), 336–347. https://doi.org/10.1177/0255761415581283 

Hetland, L., & Winner, E. (2001). The arts and academic achievement: What the evidence 

shows. Arts education policy review, 102(5), 3-6. 

Howard, K., Swanson, M., & Campbell, P. S. (2014). The diversification of music teacher 

education: Six vignettes from a movement in progress. Journal of Music Teacher 

Education, 24(1), 26–37. https://doi.org/10.1177/1057083713494011  

Hunter, M. A. (2014). Rethinking industry partnerships: Arts education and uncertainty in 

liquid modern life. The Routledge International Handbook of the Arts and Education, 

2014, 361–370. 

Hunter, M. A., Baker, W., & Nailon, D. (2014). Generating cultural capital? Impacts of artists-

in-residence on teacher professional learning. Australian Journal of Teacher Education, 

39(6), 75–88. https://doi.org/10.14221/ajte.2014v39n6.4  

Hunter, M. A., Broad, T., & Jeanneret, N. (2018). SongMakers: An industry- led approach to 

arts partnerships in education. Arts Education Policy Review, 119(1), 1–11. 

https://doi.org/10.1080/10632913.2016.1163308  

Jóhannsdóttir, T. (2018). Creating a school that matters: Networking for school-community 

development. Journal of Curriculum Studies, 50(3), 297–314. 

https://doi.org/10.1080/00220272.2017.1337812  

Joseph, D., & Southcott, J. (2013). So much more than just the music: Australian pre-service 

iaivcU yrlcersU rdaclyvfiU iyadriyi’U lyyvyadriU yfUlsyviyi-in-schools. International Journal of 

Music Education, 31(3), 243–256. https://doi.org/10.1177/0255761411434254  

Karlsen, S., & Nielsen, S. G. (2021). The case of Norway: A microcosm of global issues in 

music teacher professional development. Arts Education Policy Review, 122(1), 32–41. 

https://doi.org/10.1080/10632913.2020.1746714  

Kenny, A. (2010). Too cool for school? Musicians as partners in education. Irish Educational 

Studies, 29(2), 153–166. https://doi.org/10.1080/03323311003779050  

https://doi.org/10.1007/s41297-020-00126-0
https://doi.org/10.1177/0255761415581283
https://doi.org/10.1177/1057083713494011
https://doi.org/10.14221/ajte.2014v39n6.4
https://doi.org/10.1080/10632913.2016.1163308
https://doi.org/10.1080/00220272.2017.1337812
https://doi.org/10.1177/0255761411434254
https://doi.org/10.1080/10632913.2020.1746714
https://doi.org/10.1080/03323311003779050


82 

 

Kenny, A. (2014). Practice through partnership: Examining the theoretical framework and 

drer fpiriyU f U lU “cfiiaivy U f U iaivcl U pslcyvcr.”U International Journal of Music 

Education, 32(4), 396–408. https://doi.org/10.1177/0255761413515802  

Krii  Ur.U(2017).UrsyiU viU rdaclyvfiU wvyeviU IsvieU ca yasl U pf vc :U TerU“vii”U lidU“fayi.”U Cultural 

Trends, 26(3), 254–258. https://doi.org/10.1080/09548963.2017.1343003  

Kenny, A., & Christophersen, C. (2018). Musical alterations: Possibilities for musician-teacher 

collaborations. In Musician-Teacher Collaborations: Altering the Chord (Issue 2018, pp. 

3–12). https://doi.org/10.4324/9781315208756  

Kenny, A., & Morrissey, D. (2016). Exploring teacher-artist partnership as a model of CPD 

for supporting and enhancing arts education in Ireland. Dublin: Government of Ireland. 

Kerby, M., Lorenza, L., Dyson, J., Ewing, R. & Baguley, M. (2021). Challenges, implicat ions 

and the future of the Australian Curriculum: The Arts. The Australian Educational 

Researcher, 48, 901-922 

Kukkonen, T. (2020). An ecological model of artist–school partnerships for policy makers and 

practitioners. Arts Education Policy Review, 121(2), 43–54. 

https://doi.org/10.1080/10632913.2019.1576150  

Lemon, N., & Garvis, S. (2013). What is the Role of the Arts in a Primary School?: An 

Investigation of Perceptions of Pre-Service Teachers in Australia. Australian Journal of 

Teacher Education, 38(9). http://dx.doi.org/10.14221/ajte.2013v38n9.7 

Lfckr UM. U ULfckr UT.U (2011).U Iiysfdacvi U lUiriyfsU viyfU lUcev dsri’iU cfipfivyvfiU psfjrcy:U

Reflections on a process. Thinking Skills and Creativity, 7(1), 8–20. 

https://doi.org/10.1016/j.tsc.2011.12.001  

Mellizo, J. M. (2017). Bridging theory, research, and practice: Eight teacher action steps 

towards multicultural music education. Topics for Music Education Praxis, 1. 

Mellizo, J. M. (2019). Demystifying world music education: From guiding principles to 

meaningful practice. General Music Today, 32(2), 18–23. 

https://doi.org/10.1177/1048371318805237  

McLaren, M., & Arnold, J. (2016). Transforming Pedagogies: Encouraging Pre-service 

Teachers to Engage the Power of the Arts in their Approach to Teaching and Learning. 

https://doi.org/10.1177/0255761413515802
https://doi.org/10.1080/09548963.2017.1343003
https://doi.org/10.4324/9781315208756
https://doi.org/10.1080/10632913.2019.1576150
http://dx.doi.org/10.14221/ajte.2013v38n9.7
https://doi.org/10.1016/j.tsc.2011.12.001
https://doi.org/10.1177/1048371318805237


83 

 

Australian Journal of Teacher Education, 41(5). 

http://dx.doi.org/10.14221/ajte.2016v41n5.2 

Morrissey, D., & Kenny, A. (2021). Teacher-artist partnership as teacher professiona l 

development. Irish Educational Studies. https://doi.org/10.1080/03323315.2021.1910972 

Nethsinghe, N. R. (2011). Teacher as an artist vs artist as a teacher: tensions between artists 

and teachers that affect multicultural music teaching. Music Education Research and 

Innovation, 14(1), 15-22. 

Nethsinghe, N. R. (2012). Attaining proximal simulation in multicultural music 

education (Doctoral dissertation, Monash University). 

Nethsinghe, N. R. (2013). The notion of authenticity in multicultural music: Approaching 

proximal simulation. International Journal of Multicultural Education, 15(2). 

Nethsinghe, R. (2015). Unraveling the Gordian knot: Multiple notions of contextualisation in 

music. Australian Journal of Music Education, (2), 118-126. 

Nethsinghe, R. (2016). Multicultural music education in Victoria and the efforts of Australian, 

Sri Lankan community artists to sustain cultural traditions. 

Ogden, H., DeLuca, C., & Searle, M. (2010). Authentic arts-based learning in teacher 

education: A musical theatre experience. Teaching Education, 21(4), 367–383. 

https://doi.org/10.1080/10476210.2010.495770 

Pagano, R. S. (2020). The Effects of University Dance Courses on Preservice Teachers 

Perceived Self-Efficacy [PhD Thesis]. Retrieved from 

https://acuresearchbank.acu.edu.au/item/8vzx6/the-effects-of-university-dance-courses-

on-preservice-teacher-perceived-self-efficacy 

Rabkin, N. (2012). Teaching artists and the future of education. Teaching Artist Journal, 10(1), 

5–14. https://doi.org/10.1080/15411796.2012.630633  

Rabkin, N. (2013). Teaching artists: A century of tradition and a commitment to change. Work 

and Occupations, 40(4), 506–513. https://doi.org/10.1177/0730888413503169 

Ruppert, S. S. (2006). Critical evidence: How the arts benefit student achievement. National 

Assembly of State Arts Agencies. 1029 Vermont Avenue NW, Washington, DC 20005. 

http://dx.doi.org/10.14221/ajte.2016v41n5.2
https://doi.org/10.1080/03323315.2021.1910972
https://doi.org/10.1080/10476210.2010.495770
https://acuresearchbank.acu.edu.au/item/8vzx6/the-effects-of-university-dance-courses-on-preservice-teacher-perceived-self-efficacy
https://acuresearchbank.acu.edu.au/item/8vzx6/the-effects-of-university-dance-courses-on-preservice-teacher-perceived-self-efficacy
https://doi.org/10.1080/15411796.2012.630633
https://doi.org/10.1177/0730888413503169


84 

 

Schippers, H. (2006). Tradition, authenticity and context: The case for a dynamic approach. B. 

J. Music. Ed., 23(3), 333–349. https://doi.org/10.1017/S026505170600708X  

Scevpprsi U H. U UClipbr   U e.US.U(2012).UCa yasl U dversivy :U Br fidU “ifi iU  sfiU rers U  lid.”U

In The Oxford handbook of music education 1 (pp. 87–104). 

Snook, B. U UBack UR.U(2014).UrsyviyiU viU iceff i:U “KvckU iylsyvi ”U fsU“kvckvi U fay”UdlicrU  sfiU

New Zealand classrooms. Journal of Dance Education, 14(1), 18–26. 

https://doi.org/10.1080/15290824.2013.835052  

Southcott, J., & Joseph, D. (2010). Engaging, exploring, and experiencing multicultural music 

in Australian music teacher education: The changing landscape of multicultural music 

education. Journal of Music Teacher Education, 20(1), 8–26. 

https://doi.org/10.1177/1057083710362461  

Southern, A., Elliott, J., & Morley, C. (2020). Third space creative pedagogies: Developing a 

model of shared CPDL for teachers and artists to support reading and writing in the 

primary curricula of England and Wales. International Journal of Education and Literacy 

Studies, 8(1), 24. https://doi.org/10.7575/aiac.ijels.v.8n.1p.24  

Vermeersch, L., & Vandenbroucke, A. (2014). Schools and cultural organisations natural 

partners in art and cultural education (ACE)? Procedia - Social and Behavioral Sciences, 

116, 1032–1039. https://doi.org/10.1016/j.sbspro.2014.01.341  

Vesterinen, O., Kangas, M., Krokfors, L., Kopisto, K., & Salo, L. (2017). Inter-professiona l 

pedagogical collaboration between teachers and their out-of-school partners. Educational 

Studies, 43(2), 231–242. https://doi.org/10.1080/03055698.2016.1277131  

Wriyrs aid U H. U U Kls iri U S.U(2015).U MaivcU yrlcersi’U srprsyfvsrU cefvcriU lidU yerU qariyU  fsU

solidarity. In The Oxford Handbook of Social Justice in Music Education (pp. 371–387). 

https://doi.org/10.1093/oxfordhb/9780199356157.013.24  

Westerlund, H., & Karlsen, S. (2017). Knowledge production beyond local and nationa l 

blindspots: Remedying professional ocularcentrism of diversity in music teacher 

education. Action, Criticism, and Theory for Music Education, 16(3), 78–107. 

https://doi.org/10.22176/act16.3.78  

https://doi.org/10.1017/S026505170600708X
https://doi.org/10.1080/15290824.2013.835052
https://doi.org/10.1177/1057083710362461
https://doi.org/10.7575/aiac.ijels.v.8n.1p.24
https://doi.org/10.1016/j.sbspro.2014.01.341
https://doi.org/10.1080/03055698.2016.1277131
https://doi.org/10.1093/oxfordhb/9780199356157.013.24
https://doi.org/10.22176/act16.3.78


85 

 

Wisker, G. (2015). Developing doctoral authors: Engaging with theoretical perspectives 

through the literature review. Innovations in Education and Teaching International, 52(1), 

64–74. https://doi.org/10.1080/14703297.2014.981841  

Yamazumi, K. (2008). A hybrid activity system as educational innovation. Journal of 

Educational Change, 9(4), 365–373. https://doi.org/10.1007/s10833-008-9084-8  

Yamazumi, K. (2013). Beyond traditional school learning: Fostering agency and collective 

creativity in hybrid educational activities. In Learning and collective creativity (pp. 61–

76). 

About the Authors 

Professor Nishantha Rohan Nethsinghe is a Professor in Creative Arts Education, currently the 

Vice Chancellor of the University of Visual and Performing Arts, Colombo 7, Sri Lanka. Rohan 

has more than thirty years of performing, teaching and researching experience in internationa l 

contexts and has worked as a teacher in Australian schools (p-12) and in the higher education 

sector (Technical and Further Education institutions and Universities). As a phenomenologist 

Rohan publishes in scholarly journals and presents his research nationally and internationa lly 

in the areas of Creative Arts Education, STEAM/Arts integration, Music Education, Arts 

Education and Higher Education. His research in Multicultural Music Education has 

contributed to the enhancement of the scholarship in teaching and learning and Rohan has won 

prestigious awards for his research in teacher education. Rohan is interested in understand ing 

how Arts Education contributes to human development and the effects of applied/authentic 

learning (WIL). 

Dr. Louise Godwin is a Music educator researcher from Australia. 

Dr. Amanda Edwards is an Assistant Professor in Science Education and an Associate 

Professor at the Center for Sustainable Communities from the Faculty of Education, Univers ity 

of Canberra. 

 

https://doi.org/10.1080/14703297.2014.981841
https://doi.org/10.1007/s10833-008-9084-8

