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Abstract

Following in-depth professional development in the arts, staff at Paihia School, Northland, New Zealand worked with students on the theme of a local (unwritten) Māori legend about Maikuku, a girl of the area. Over a period of six months, the legend became the content and source of motivation for work in dance, drama, music, and the visual arts. This collaboration of the different arts culminated in three days of intensive art involvement for the whole school. 

The arts in context

“Ko to rourou, ko toku rourou – ka ora ai te iwi”

“With my contribution and your contribution the people flourish”

Māori proverb

The New Zealand Ministry of Education published The Arts in the New Zealand Curriculum in the year 2000 (Ministry of Education, 2000b). Since its publication there has been a considerable national effort supporting teachers to implement the arts using the curriculum as a framework from which to plan. The Ministry have also developed and implemented a parallel curriculum statement for use in Māori medium education, Ngā Toi i roto i te Marautanga o Aotearoa (The Māori Arts in the New Zealand Curriculum) (Ministry of Education, 2000a).

The Māori arts document is different from the general-stream document, having been written by Māori, in the Māori language, from a Māori worldview. This document provides for children learning in kura kaupapa Māori schools, where the Māori language is used and through Māori pedagogy and methodology. These schools are set up independently of general-stream schools, though most operate under the umbrella of the Ministry of Education.

However, at least 85 percent of Māori students in New Zealand attend general-stream schools. Māori have long been aware of the appalling statistics concerning Māori students failing the general-stream education system. Peter Witana, a Māori principal, states in his paper on raising Māori student achievement, “The statistics continue to illustrate an education system that does not work for certain sectors of our community” (Witana, 2004).

For some time now New Zealand educators in the arts have been grappling with the notion of bi-culturalism and how to best achieve, or at least work towards, a truly authentic bi-cultural education system. The arts provides opportunities to collaborate across cultures and explore endless possibilities to create whilst acknowledging and enriching understandings concerning cross-cultural perspectives.

The arts curriculum states, “Collaborative arts projects give students opportunities to extend their knowledge, skills, and experience within more than one arts discipline.

(Ministry of Education, 2000b). As arts advisers and generalist educators, we have long been aware of the many benefits of collaborating across the four disciplines of the arts curriculum. 

The Paihia School project started as a New Zealand Ministry of Education research initiative with the following five broad objectives:

· Increase teacher understanding of implementing the Arts in the New Zealand Curriculum document.

· Increase teacher confidence and competence in delivering the arts in all four disciplines through modeling and mentoring. 

Exemplify the importance and effectiveness of using Māori context in the arts across all four disciplines.

· Exemplify an integrated approach to student learning.

· Make links to family and community through the arts programme.

(Te Kete Ipurangi – The Arts Online Professional Development)

Arts research school
Throughout 2003, the principal, staff, and students of Paihia School were involved in professional development in the Arts. The facilitators of music, drama, and visual art for the Tai Tokerau (Northland, a district in New Zealand) and the national coordinator of ngā toi (the Maori arts in education) met with the principal and staff early in the year to discuss the project. Because more than 50 percent of the students enrolled at the school are of Māori descent, it was decided that the emphasis for the whole school staff professional development would be based on working the four arts disciplines in collaboration using Māori ideas, pedagogy, content, and resources. 

The first stage of development involved the facilitators working with the teachers supporting their growth and understandings of the relatively new arts document and modeling implementation processes in each of the four arts disciplines. Each teacher opted to participate using just one of the four arts disciplines as the basis for their professional development. 

At a second meeting mid-year, it was decided that the school staff would commit to a whole week of learning through the arts and build on to the prior professional development. A theme was chosen for this arts intensive so that the arts disciplines could weave amongst each other and still remain true to their own form. It was suggested that a local legend might be an interesting avenue to explore. The principal in consultation with the staff chose a local legend called Maikuku. A hui (meeting) to consult with the local iwi (Māori tribe) and the parent body was held so that the staff could express their ideas regarding using the arts to interpret the story of Maikuku and to gain support for this project. At the hui the tangata whenua (local indigenous people) aired their concern regarding the sacredness of their legend and that they wouldn’t be happy for the story to be published on the Internet. 

This meeting with the iwi not only shows respect through gaining permission to use the legend but highlights the intention of forming working relationships with school communities. From a Māori perspective whānau (the extended family) underpins every thing that happens within Māori society. Peter Witana acknowledges that as teachers, “vision for improving outcomes for Māori students can only happen when parents are empowered” (Witana, 2004). Upon further discussion with the local iwi regarding any issues they might have they gave their blessing for the school to interpret Maikuku through the arts. 

School and teachers

Paihia School is a rural school set in the beautiful Bay of Island in New Zealand’s coastal Northland (see Te Kete Ipurangi – Schools’ Links page). At the time of this project the school had a roll of 166 students and six teaching staff. Although 57 percent of the students at that time were of Māori descent, the staff were all of European descent, a feature that is common throughout New Zealand in schools Zealand with a high number of Māori students. A very positive factor contributing to the success of the project was that the principal was Māori and very supportive of the project. As the staff became more involved in the planning of the project and their confidence and competency in working within their selected arts disciplines, their participation and sense of enthusiasm increased markedly. 

The process

The principal, staff, and facilitators planned a semester of professional development for Paihia School. 

The intention was that:

· each teacher would select a particular discipline focus of the arts from The Arts in the New Zealand Curriculum for their own intensive professional development

· within the goals of the three-day intensive all classes would experience each discipline, focusing on one discipline to develop ideas based on a theme.

The professional development program followed the 2003 action and reflection model as directed by the Ministry of Education. This model included meetings with teachers, modeling best practice, and team teaching.

The arts facilitators met first with the principal to discuss the overall project and the needs of the students.

A full staff meeting followed where a plan for a single semester project was established. The staff discussed possible themes and a local legend was chosen. The story had never been written down or published before so some consultation was needed with members of the local iwi to explain the project and to get permission to use the story.

The first experience for the students was to visit the local marae (meeting place) at Waitangi and the story was told by older members of the iwi at the whare (meeting house). From here the teachers and students walked to the headland (the exact setting of the story). Listening to the story again in this setting was a very positive experience for everyone as they could feel the wind and hear the sounds of the sea and see the story within the landscape.

In the following weeks the facilitators worked in the school, modeled lessons with classes, and gave support and encouragement to the staff to explore a variety of avenues – drawing ideas, emotions, and discussions from the students.

People with expertise in a variety of aspects of traditional Māori arts were invited to join the project and work with the children during the three-day session. These included working and weaving with harakeke (flax) and making traditional musical instruments.

The three-day intensive was timetabled so that all classes visited the five activities before the students focused on a specific discipline.

The beginning and conclusion of each day was a coming together and sharing time. The children and staff all gathered in the whare to start the day with a karakia (prayer), warm-up activities, a reading or retelling of the story, and a daily programme outline. To conclude the days work the whole group spent time on discussion and reflection. Waiata (songs) ended each day. 

Reflection in action, on action and as action is a particular feature of arts education. In this research it was noted that reflective questions were used specifically to generate new application or refinement of work undertaken by the students. Students themselves were observed refining and reflecting on others work as they generated and applied new understandings about their work.

(Holland and O’Connor, 2004)

I think giving children opportunities to create their own ideas… I think that’s what the arts do. It makes the children’s ideas relevant and in fact, it makes them necessary.

(Classroom teacher)

It was important that the school had ownership of the work – hence the daily morning sessions and afternoon reflections. Everyone collaborated on the project and throughout the project. At the conclusion of each day facilitators and staff met to discuss progress, student contributions, and planning to inform the next day’s emphasis. Each day’s work determined the direction of the next and timetabling arrangements were modified to reflect these amendments. Even though there was a framework in place it was recognised that this was a flexible arrangement.

A flexible approach was needed throughout the whole project and there was no room for one single vision to take over. As a group the facilitators weren’t always

certain where the work was heading but the overriding notion of ‘trusting the process’ became important and encouraged others to do so also. The facilitators had an understanding that they knew the collaborative exercise could work and that it was necessary to put trust in creativity and impulse. The facilitators acknowledged that they could tentatively plan but that within the arts it was recognised that there needed to be an allowance for the work to take on a life of its own and also an allowance for the imagination of the participants to come through. 

A mural was decided upon as a visual representation of the story and although suggestion of a possible performance on the afternoon of the final day was put forward, in which the other disciplines could showcase their work, this was not a directive. The resulting performance was therefore not product driven although process versus product was a constant consideration. 

The essence of the story had been explored in the workshop sessions rather than segments of the story and therefore the resulting performance did not show a linear representation. The staff was surprised with the success of the resulting ‘performance’ as linear approaches had previously been the norm. 

The culmination of the three-day intensive resulted in the hanging of the mural, which became the backdrop to the students sharing their performance ideas with each other and their families. This sharing was considered a ‘work in progress’ rather than a polished production and was promoted to parents and interested observers as such. 

The staff continued with many aspects of the work after the intensive, sharing work between classes and completing the mural.

Discipline specific content
Dance

The Ngā Toi national coordinator, Rawiri Hindle, worked with all students throughout the three-day intensive. He worked from a Māori perspective, using dance as an expression of wairua (spirit). At the start of each day, the whole school joined together in the whare for karakia (prayer) and kanikani (dance) through music and movement. The four classes involved in other disciplines intensively were able to experience one dance session of one and a half hours, over the three days.

The two classes, who worked with this facilitator in-depth, were the new entrant/year one class (5-year-olds) and the year 3 and 4 classes (7- and 8-year-olds). 

With the new entrants, the movement of waves on the shore was the theme of the first dance. The dance was inspired by the movement of the taniwha (mythical, fearsome water monster) causing the swelling of the tide in the local story. The students were encouraged to develop spatial awareness as they explored the levels and rolling effect of the waves.

As they were waves going to and from the shore they used personal experiences to express ideas in dance. The second theme taken from the Maikuku legend was the taniwha moving around the cave. The students moved in formation, with several making up the taniwha form. They communicated the movement of the taniwha after practising the formation and timed steps.

The year 3 and 4 class developed movement motifs based on the notion of sorrow as they explored what it would feel like for the main character in the Maikuku story to be left alone in a cold dark cave. They were asked to move very slowly and to use facial expressions to enhance the mood or atmosphere they were creating. They also used a technique called ‘moving as one’ that gave the audience a strong visual image based on the performers’ interpretations of sorrow.

In both classes, the students were asked to draw on their personal experience and use elements of body awareness and space in each dance. While the classes were not product driven, the sharing time on Friday afternoon proved an ideal way to end the three-day intensive in dance. It gave the students a chance to share movement through informal presentation. They worked through the process of putting the dance together and then rehearsed the works before sharing it with others in a non-threatening performance.

Drama

The drama facilitator, Vivien Smith, worked with the year 5 teacher and her students (9- and 10-year-olds) during the in-depth stage of the professional development and during this phase introduced them to a range of drama elements, techniques, and conventions. 

Whilst all students were timetabled to have some drama experiences during the three-day intensive, it was this class that would become the eventual group who would perform their understandings through the use of drama.

The drama focus of the three-day intensive was to explore the human connection within the local legend of Maikuku. The human connection (what we want the students to learn about people and life) embedded within the story of Maikuku was the notion of degrees of love: parental love, unrequited love, love between a man and a woman, love for their own offspring, and ultimately the cyclical nature of love – the love between the two people in the legend resulted in the tangata whenua (the local people and the students themselves).

One of the conventions, or ways of working that was explored, was to create a ‘continuum of love’ based on objects of affection. Whilst this was not a drama convention itself it was a useful way to begin the work and illustrate to the students how we value the things that we love and where we universally tend to place our objects of affection. 

Students were asked to draw a quick pencil sketch of something they loved. One by one they placed these objects of affection on to our continuum as to where they saw their object sitting. Once all objects were placed the students were able to further juggle the placements by taking either theirs or someone else’s and placing it where they felt the object really should sit now that all objects of affection were placed. In doing so they had to provide a reason for the shift. 

Typical statements were as follows:

· “I’m moving this computer because it is a thing and I don’t think you can love things more than people” 

· “I’m putting my Mum right up here because I love her more than anything.” 

· “I think this vase should go in the middle because it’s a thing but a very special thing because it belonged to a special person and now they’re dead.”

The continuum ended up with objects at one end of the continuum; pets, soft toys, and family heirlooms in the middle; and family members at the end. 

The facilitator and the teacher had both put their children on the continuum and once the students had finished juggling the pictures the facilitator and teacher both expressed a wish to move their pictures. They then took their children right off the continuum and placed them beyond the continuum and explained to the students that the love of one’s child is the greatest love of all.

The students were now ready to work in groups of three as artist and clay to show the parents of Maikuku the day their special daughter was born. Each group had one artist whilst the other two students were to be molded by that artist to represent the parents. These were then viewed by the class and several groups were asked to hold their positions whilst others in the class stepped up behind them to share their spoken thoughts. There was a danger that the students may have been flippant with this activity if the previous activity had not already taken place. Consequently they treated the moment with the utmost respect it deserved.

Voice and movement were used to explore the ideas surrounding the notion of protect. As a class a list of words and phrases were brainstormed and then in groups of approximately five students they were asked to take a phrase or a word to create two group sculptures. They needed to use their words to move from one sculpture to the next and were to play with the possibilities of voice and movement whilst doing so.

To further understand Maikuku, what it might be like to be like her and what motivated her, a role on the wall was created. Her possible physical characteristics were debated and noted, as were her internal characteristics – her feelings and wairua (spirit).

The physical landscape now drew our attention and collective mapping was used to help recreate the map and the journey that was ahead of the chief Huatakaroa.

Whilst each of these activities had varying degrees of success it was evident that there was limited time available to do so and other conventions which could have been explored would need to be left.

Other possible conventions considered but not allowed for within the time frame included:

· role on the wall of the taniwha and Huatakaroa

· blanket role of the members of Huatakaroa’s hapu (village) as he sets out on his journey to claim Maikuku for his wife

· defining space, to physically create the collective mapping with blocks, boxes, paper, material, cushions etc

· soundscape of the journey of Huatakaroa.

Students used prior knowledge from the professional development stage as well as their workshop sessions surrounding the story to formulate ideas for an eventual performance. The drama facilitator encouraged discussion of ideas on the morning of the afternoon performance and through trial, further discussions and reworking of these ideas an eventual performance was devised.

Music

Music facilitator, Gayle Dowsett, identified the achievement objective “Students will use musical elements, instruments and technologies to improvise and compose simple musical pieces” (Ministry of Education, 2000b, p 68) as the basis of student learning. 

Music for the three-day intensive grew from this objective. Room 6 were involved with rhythm work, developing listening skills, and practising playing in a class ensemble. Māori instruments were introduced and students explored different sound sources to duplicate the sounds and through this process, discover new sounds.

During the three-day intensive, Māori instruments were demonstrated and students were given an interesting insight into the making of and use of the examples through kōrero (discussion) and demonstration. 

Students made kououou (flute-like instrument) from clay on the first day of the intensive and these were left to dry to the hardness of leather, and were finished on the third day. While they were hardening, the students were able to practise their blowing technique, which came easy to some but proved difficult for others. Most students set themselves a challenge and practised endlessly, in break times and at home. The facilitator made every student a bamboo kououou, which were very popular as both practice instruments as well as instruments to be mastered.

Work on the class composition began with a brainstorm to break the legend into blocks. The students then decided on the cave as the motivation for their group composition.

Words were put on the board to show the sounds that might be heard in the cave over a 24-hour period, for example water, wind, silence of night, owls, and other birds. Emotions were discussed as to how a person alone would feel in the cave: fear, anticipation, loneliness, peacefulness, anger, joy. The question was asked, ‘How could we show these emotions through music?’

Students chose three sounds they would like to create music for and then chose the instruments to represent these.

Together the class created a soundscape to depict the sounds of the cave and the sounds of the emotions. Using the instruments as well as some traditional Māori instruments made by the students, found sounds, and also some conventional instruments, the soundscape was played and then recrafted. At this stage, some students decided to change their sound source. The re-crafting went on for several sessions, and the students could have continued this process much longer than time allowed.

The ‘performance’ on the Friday afternoon meant that the work in progress became the finished piece and in the interest of having all classes involved in the final performance, the year 1 and 2 class (5- and 6-year-olds) were brought in to play ‘stones’ in the final piece. While they had not been involved in the creating, they read and represented the soundscape easily.
The visual arts

The ultimate goal in the visual arts, after discussion between the principal, the staff, and the facilitator, Roslyn (Kathy) Spicer, was to create a mural involving the whole school to reflect a local legend using Māori design elements throughout the work.

A decision was made to give the completed mural a permanent position in the school whare (meeting house).

After the legend was read and discussed, staff decided to break the story into parts that could be developed at each separate level, taking into account the capabilities of the students.

The senior class and staff, after discussion and brainstorming, created an overview for the mural. This was recorded as a drawing and displayed. Developing ideas were added and subtracted from it. Each class teacher then set the focus for their own learning, involving research, discussion, story-telling, developing ideas, and exploring a range of different materials.

A sheet of plywood, 1200 x 240m was the base for the mural and other pieces were cut out to create relief effects. It was felt important that rather than allocate an area of the board to each class the work should flow through the whole mural, so themes and a variety of different media were decided upon.

Examples of class activities

Years 4 and 5 (8- and 9-nine-year-olds) The Ancestors

The class focus was exploring the traditional Māori patterns of tukutuku and kowhaiwhai to use in their designs of cloaks and clothing. Students looked at the work of Robyn Kahukiwa (a New Zealand contemporary artist) in her book of Paikea and from newspaper photographs from her current exhibition. A body size to suit the mural was determined. The students worked first on paper and then transferred their piece onto the mural and completed it with paint.

Years 3 and 4 (7- and 8-year-olds) The Taniwha

The class focus was on drawing skills. The teacher stimulated the students through a variety of stories, pictures, and discussions. The students explored the use of pencil and crayon, pattern and texture, and did a number of drawings. Only one taniwha could be used on the mural so a voting method was decided by the students.

Although one was chosen for its fabulous shape, the students chose ideas, patterns, and textures from other drawings, to be incorporated into the final design. The artist (aged seven years) drew the piece onto the mural and enjoyed directing his classmates through the process of painting and decorating.

Year 0–1 (5- 6-year-olds) The Waves

The class focus was on the koru pattern and looking at paint. Lots of painting and experimenting with brushes, sponges, and fingers was explored. Finally the students drew their wave on paper. This was traced onto plywood and cut out. The wave shapes were returned to the children for painting and when complete were glued onto the mural.

During the intensive each class worked with the teachers and facilitators refining and enhancing their work. The timetable was arranged so that each class had time to work on the big mural. Students worked in the playground and some of the girls worked with the flax expert and then went on to share the skills with the younger children.

The mural, although unfinished was hung as a backdrop for the performance.

The completed mural now hangs in a permanent position in the school whare.

Conclusion

For teachers to gain increased understanding of implementing the Arts in the New Zealand Curriculum document, facilitators needed to model good practice. This good modeling and relationship building was imperative for the success of the three-day intensive. The trust and enthusiasm that the principal, staff, and students emitted throughout the process were largely due to the rapport built up during the earlier professional development. The one-to-one facilitator modeling to teacher relationship helped build confidence and competency in delivering the arts and is expressed in the following quotes from two of the teachers:

As a classroom teacher I’ve got to see these wonderful people coming in and making the kids follow them and try all these things and it has given me more confidence to try things myself and take more risks.

(Denise Hawton, teacher, Paihia School Project, 2004)

Usually with the PD that we go on, one person talks to us and we might dabble with it but we have been working with the children and with the facilitators and so we can’t lose.

(Jo Coxhead, teacher, Paihia School Project, 2004)

There were many positive outcomes to the thee-day arts intensive. The collaborative approach in the planning stages was very empowering for all involved. The four facilitators, who hadn’t worked together before the year began, were instantly engaged in a common goal of arts education. The power of professional kōrero (discussion) became evident as the year went on and conversations that were mostly based on organisation matters early in the year became conversations of rich collaborations and problem solving through the arts as the project evolved. 

As part of the collaborative approach the facilitator’s were keen to engage in research regarding Māori students in the general-stream education system. A prominent Māori researcher, Russell Bishop in a New Zealand video resource called Te Mana Kōrero , places emphasis on the importance of Māori content for Māori children. “They wanted their prior knowledge to be recognised – particularly their prior cultural knowledge” (Ministry of Education, 2003).

What was significantly successful with the Paihia project was the non-threatening nature in which teachers and students were totally immersed in an arts programme that incorporated Māori content, contexts, ideas, pedagogy, and traditional arts materials. 

Many teachers in New Zealand for a variety of reasons are intimidated by the notion of using Māori content in their classroom programmes. Through on-going professional development regarding working with the Māori students as exemplified in resources such as the Te Mana Kōrero videos will these fears be expelled and possibilities for new ways to work, open up. In a video interview one of the teachers at the school states, “It’s not pointed out that we are using Māori content, it’s just there, everything is immersed in it” (Denise Hawton, teacher, Paihia School Project, 2004).
The success of the Paihia School project was in some part due to the facilitators establishing common goals and creating a team approach through acknowledging and using each other’s strengths. Good communication between the facilitator’s and the principal was established from the beginning of the project and maintained by phone and email over the time frame.

Another factor that led to a positive outcome was that staff and students were actively involved at all stages of the process. The response from the students interviewed and in casual conversation with others, supported Russell Bishop’s findings and cemented the theory that Māori content gives students a sense of belonging and pride.

“The legend belongs to the children. It has never been seen or written down before. They have got something to remember for the rest of their lives” (Dianne Neumann, teacher, Paihia School Project, 2004).

Paora Trim, Kapiti College, articulates the importance of students knowing about their heritage and having a sense of ownership in their learning. “Finding out where you come from can very often lead to other things – having a sense of pride in self, being more understanding of other cultures and other people” (Te Mana Kōrero, 2003).
During the three days it was noted that some students found a platform for learning, which is not always catered for in a classroom programme. The three-day intensive was a positive aspect for many of the students. There was ongoing interest and commitment beyond the school hours for both teachers and students, with many sharing the learning with their families. 

The stimulating environment with so much activity meant students were learning without realising they were working and listening to their conversations and reflections indicated higher-level thinking. 

There were a few issues to note for future reference from the three days. One being that the desire for all students to experience all disciplines meant that time was limited for intensive work in each. It was not apparent from the students’ perspective however, as they were willing to put 100 percent of their energy into whatever they were doing. It was also noted that pressure was put onto the students as artists because of the expectation of a performance at the end of the three days. This performance focus put each discipline into a product versus process dilemma, which, in the end, was not an issue because of the obvious joy of the performers. 

The Māori culture is deeply entrenched in spirituality – their stories and teachings are often oral not written. It was very important that the local iwi (Māori people) were fully involved in the planning and that they granted permission to use a local legend. 

“We thought this was a good opportunity to pass those stories on so that not only the children here at Paihia Primary School can understand part of their heritage, but also so that our grandchildren and children who aren’t born yet would be part of the whole community of Paihia in the future” (Jacob Hakaraia, local elder).

The consultation was a wonderful experience and permission was given to use the local legend for the arts intensive, provided it was not published in written form. During this time the staff and community worked together and made compromises to reach a common goal. 

Through art traditions, Māori give expression to all the forces within the total environment. Their art, whether it is dance, drama, the visual arts, or music, invokes the aesthetic dimensions of wairua (spirit), mauri (life force), ihi (power), wehi (fear), and wana (authority). Alan Armstrong in the book Māori Games and Haka (1964), describes the haka (Māori dance) as:

... a composition played by many instruments. Hands, feet, legs, body, voice, tongue and eyes all play their part in blending together to convey in their fullness the challenge, welcome, exultation, defiance or contempt of the words. It is disciplined, yet emotional. More than any other aspect of Māori culture, this complex dance is an expression of the passion, vigour and identity of the race. It is at its best, truly, a message of the soul expressed by words and posture.

Essential elements to the ultimate expression of haka are pūkana (dilating of the eyes, performed by both sexes), whētero (the protruding of the tongue) and pōtētē (the closing of the eyes at different points of the dance). Tïmoti Karetu (1993) states in his book Haka:
To the Māori mind the dance is mediocre or substandard if pūkana and whētero are absent …

As Māori prepare and present art forms, they are ever mindful of the wairua (spirit) and are respectful of their part in the cycle of life. They represent their tūpuna (ancestors), they are their faces, and they have been gifted with the many traditions passed down from them. As educators it is important to nurture and develop these traditions.

It is essential that Māori students in general-stream education be given plenty of exposure to Māori cultural experiences through the arts. The opportunities for Māori students to connect with what is essentially their birth rite is sadly lacking not only in their home environments but also in their schooling environments. Projects such as what happened at Paihia School encourage collaborations and provide opportunities for all New Zealand students to be fully self-expressed through our richly evolving arts.

The New Zealand curriculum recognises the values and unique positions of Māori in our New Zealand society. All students will have the opportunity to acquire some knowledge of Māori language and culture… The school curriculum will acknowledge the importance to all our New Zealanders of both Māori and Pākehā traditions, histories and values.

(Ministry of Education, 1993)

The intensive was challenging, and at times frustrating, but the enthusiasm and reflection each day from the children made the whole project a very rewarding experience. Their infectious greetings set the scene for each day. 

(Gayle Dowsett, music facilitator)

From my experience, in the schools that I have worked in, I have never seen such a thing happening and I would urge and encourage teachers and principals to look at our case study, and if they can implement the Arts the way it has been done here, I think it is a wonderful experience that everyone can learn from.

(Ian McCormack, principal, Paihia School Project, 2004)
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