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Abstract  

The dominance of instrumentalism and utilitarianism in education today tends to 

reduce the value of dance. Research on dance in education is very limited. 

Recent reviews of research on the arts in education propose that research has 

to move from exploring transfer effects of artistic activity towards exploring the 

meaningfulness of the arts themselves. New researches as well as new 

theoretical approaches are thus called for (Winner, Goldstein and Vincent-

Lancrin, 2013). Hence my research question is: what are studentsÕ experiences 

of dance? 

 

Research on experiences in the arts is contested by the problem to verbalise 

lived experience. Therefore, in the thesis, a new method based on hermeneutic 

phenomenology (HP) and arts-based research (ABR) is developed. It includes 

artistic activity in three forms arts: dance, poetry, and visual art. An oral 

interview built on a circular structure gives the students a variety of 

opportunities to interpret and verbalise their experiences of dance. Twenty 

students, 18 years old, who regularly dance in school, participated. Answers 

were analysed following van ManenÕs (1990) method of structural analysis of 

themes, including poetic interpretations. 

 

The findings reveal that dance is experienced as very important for personal 

exploration and transformation. Experiences of finding Ômy homeÕ, security, 

freedom, authenticity, well-being, and happiness are most evident in research 
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participants. Dance strengthens studentsÕ motivation to take on the challenges 

of life and their ability to concentrate. The experience of dance is described as 

an extraordinary state of mind. Both participant evaluations and the analysis of 

results indicate that the method, phenomenology of artistic practice, was 

successful. Thus this thesis contributes to the development of ABR and HP. 

 

A theoretical perspective placing artistic activity at the centre of the creation of 

knowledge and based on GadamerÕs (1993) ideas on Bildung is presented. 

Recent educational discussions (Biesta, 2012) highlight the importance of 

interpretative activities and understanding of self in setting future directions for 

education. This thesis discusses dance in relation to this context and indicates 

that dance is an important school subject, being based on existential values. In 

concluding that dance has a positive influence on the life of the students and 

provides a unique opportunity to explore self, this thesis argues that 

educationalists should reconsider the value of dance in schools. 
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Chapter 1 - Introduction  
 
My main research question is: what are studentsÕ experiences of dance? 

Connected to this main question are the following questions:  

(1) What value do different theoretical and educational perspectives attribute to 

dance? 

(2) How can students be supported in verbalising their experiences of dance? 

(3) What is the educational significance of studentsÕ experiences of dance for 

themselves, teachers and the wider society? 

 

The instrumental and utilitarian aims of education that are predominant today 

tend to reduce the importance of the arts (Ravitch, 2010a). Recent reviews of 

existing research on the importance of the arts in education call for much more 

research to be done. Existing research on the arts in education occupy only a 

tiny share of educational research as a whole, and the need for developing new 

theoretical approaches placing the arts in education more centrally are 

highlighted (Winner, Goldstein and Vincent-Lancrin, 2013). Dance is the lowest-

ranked subject in school, indeed, lower than the other arts (Robinson, 2011). 

The recent instrumental changes in the American school system resulted in a 

major decrease in the amount of dance subjects offered in schools (Winner, 

Goldstein and Vincent-Lancrin, 2013). However, voices argue that dance offers 

a unique form of knowledge different from rational thinking (Stinson, 2004). The 

importance of meaningful body movements in the development of human 

consciousness is discussed in recent contexts (Gallagher, 2005; Johnson, 

2007; Shusterman, 2008). These holistic views of embodied experience and the 

interconnectedness of mind and body give dance a new position (Leavy, 2009); 

however, there is a reported lack of research on dance generally and on dance 
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in education specifically (Bagley and Castro-Salazar, 2012). Thus, robust 

arguments for the inclusion of dance in education are few. Researchers in 

dance and education (Engel and Schou Jeppesen, 2010; Nordaker, 2009) 

argue that a major reason for the difficulty to develop reliable arguments on the 

value of dance is the problem of verbalising experiences of dance. This is also a 

problem in research on the experience of other arts (Eisner, 2002; Gabrielsson, 

2011). This reveals the need to explore the value of dance in education, the 

need to develop new methods that can enhance studentsÕ abilities to interpret 

their experience of dance using verbal language, and the need to develop new 

theoretical approaches in this area. 

 

The gaps in knowledge that the thesis address are: 

1. The lack of studies done on the value of dance in education. 

2. The need to develop new methods to attain verbalised meanings of the 

experience of dance and to enhance the process of verbalization. 

3. The lack of theoretical perspectives to underpin the importance of the 

arts in a non-instrumental educational context. 

 

The aims of the thesis are to develop a method which provides rich verbalised 

material on what students experience when dancing, to expand knowledge on 

why dance is important to students, and to discuss a theoretical context that can 

include experiences in dance. 
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My Position  

I have worked with dance in the form of eurythmy for many years. I finished my 

eurythmy training in 1979, and since then, I have been active in teaching and 

performing eurythmy. (In the thesis I mostly use the general concept dance. It 

includes different forms of expressive movements, such as eurythmy). In the 

teaching practice, I have experienced that, when dancing, students can have 

strong experiences of high personal importance, experiences that transcend 

everyday experiences. In my artistic work, I have experienced situations that 

opened new perspectives about myself and my relation to the world. Because of 

that, I developed an interest in phenomenological perspectives. During my 

study, Goethe and his phenomenological approach to knowledge influenced 

me. My interest was later drawn towards music and movement, and I did 

phenomenological studies exploring the experience of the melodic intervals 

(Krantz, 2002, 2007; Krantz, Merker and Madison, 2003) and a quantitative 

study exploring psychophysical reactions to melodic intervals (Krantz et al., 

2011). In the phenomenological studies, I asked participants what they 

experienced when hearing a specific melodic interval and to capture the 

experience in a written language or in a movement. In my artistic and teaching 

practice, I have experienced integrating different art forms as most helpful in 

widening the experience of a specific quality. The principle of eurythmy is to 

integrate music and language with movement (Steiner, 1984, 1996). It rests on 

multimodal activities and integrates different arts.  

 

With these experiences in the background, my first ideas for the method in the 

thesis were to start with a dance then have some kind of a multimodal task to 

widen the experience and write about the impressions. As I describe in Chapter 
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4, the method I developed was new to me, and my expectation on what it would 

bring was based on my own ideas and on research in the field. I expected that 

the findings would consist of a variety of feelings and experiences of self. 

 

On my first reflections on the content of the thesis, I found it important to place 

the thesis into a broader educational context. My reason for this was that I saw 

the need to widen perspectives on the arts in education and especially dance in 

education to be able to develop reliable arguments concerning their contribution 

to education. In the wider reading of the literature, I searched for contexts that 

could contribute new perspectives on my field of research including theoretical 

and philosophical perspectives. My conviction is that the arts are important in 

the recent educational context because they offer alternative ways of knowing 

and can explore areas that rational knowledge has no access to. The increasing 

problem with the mental health of young adults and a school system that 

focuses on instrumental learning and cognitive results concerns me. Based on 

my own experiences, I argue that we have to reconsider what is happening in 

education and develop new ways of learning. We also have to address the 

socio-cultural situation in schools, and the arts can give specific contribution on 

this matter. In discussions about these themes, I have experienced that there is 

a lack of knowledge on what are the contributions of arts so far. Thus, 

arguments for the importance of arts tend to be weak in stringent discussions. 

In my work with this thesis, I wanted to question and deepen my understanding 

of the importance of dance in education, search for new ways of exploring the 

educational relevance of dance, and to find educational contexts to place dance 

in. In summary, I presented in this section my background as a researcher and 

my expectations on taking on this research. 
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Information on Context and Identification of Gaps in the Research on the 

Arts in Education  

Dance as a subject in school has been dismissed over a longer period 

(Robinson, 2011). To be able to understand the underlying factors that caused 

the dismissal of dance in school, a broader context on the importance of the 

arts in education is discussed in the thesis. Instrumental, rational, and utilitarian 

reasons dominate the recent educational context (van Manen, 2007). The 

neoliberal ways of thinking makes it difficult to develop projects that aim to 

contradict the instrumental paradigm (Thomson, 2005; van Manen, 2007). 

Instrumental, rational thinking only accepts the arts if they can deliver results 

that enhance instrumental academic achievement or capacities that are useful, 

such as innovative and motivational skills (Nussbaum, 2010; Lindgren, 2013). 

This places the arts in a position where the activities they offer are seen as 

positive only if their effect can be demonstrated as useful in another area of 

knowledge (Burnaford et al., 2007) and dismisses the specific knowledge 

developed in the arts themselves (Robinson, 2011). However, discussions on 

the aims of education include abilities that open and understand different 

cultural and social influences. The ability to interpret situations in life is seen as 

crucial for the individual today (Kemp, 2011). This includes ability to question 

existing situations, capability to see new perspectives, and formation of genuine 

opinions (Biesta, 2012; Kemp, 2011; Nussbaum, 2010). These perspectives 

include discussions on how education can be a preparation for responsible 

citizens and democratic abilities thus the focus is moved away from 

instrumental reason towards capacities of the individual (Nussbaum, 2011). The 

instrumental, technical development of education is seen as problematic 

because it leads the students away from developing their own judgement of 
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situations. A humanistic approach in education, including the arts, is seen as 

needed to develop this capacity and to be able to meet the demands of our time 

(Nussbaum, 2010, 2011; Ravitch, 2010a).  

 

However, recent examples show that decisions on whether the arts should be a 

part of education or not do not pay attention to these new ideas. They strongly 

rely on instrumental and utilitarian reasons. This is exemplified by keeping some 

arts in Swedish schools after the recent change of curriculum based on the 

ability of arts to develop creativity and entrepreneurship (Lindgren, 2013). In 

2009, the Swedish government proposed that the main aim of research in 

education is to develop an evidence-based school (Regeringens proposition, 

2009). This direction of research is not fully accepted by practitioners and is not 

in agreement with their everyday educational work thus the change in the 

direction of research is discussed (Levinsson, 2013). Researches on the arts in 

education mainly focused on transfer effects of artistic activities (Winner and 

Cooper, 2000). This kind of research has raised major arguments to include arts 

in education. However, this argument for the arts has been questioned recently. 

An overview of research aimed at exploring the causal effect between the arts 

and academic, social, and innovative capacities is found in the report Art for 

ArtÕs Sake? by Winner, Goldstein and Vincent-Lancrin (2013) and published by 

OECD, Organisation for Economic Co-operation and Development. The 

conclusion of the report is that there are no stable arguments that support the 

idea that the arts enhance these capabilities. Thus, it is not possible to state 

that the arts can improve learning in other domains. The well-known arguments 

based on transfer effects of the arts in education thus become weak. The report 

concludes that the arts might influence capacities on different areas of life, but 
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the arts mainly develop a knowledge within the own activity, create habits of 

mind, and are important for well-being, personal development, and good life 

(Winner, Goldstein and Vincent-Lancrin, 2013). This places research on the arts 

in education in a new situation. If the contributions of the arts deal with other 

ways of knowing, personal development, habits of mind, and good life 

(Koopman, 2005; Lindgren, 2013; Vark¿y, 2012; Winner, Goldstein and 

Vincent-Lancrin, 2013), how can we get informed knowledge on these issues? 

Winner, Goldstein and Vincent-Lancrin (2013) call for much more research on 

the arts in education and especially on this new perspective. They also call for a 

new theory that can encompass new non-instrumental perspectives on the arts 

in education today. They argue that art is for artÕs sake, and we need to explore 

the importance of the activity in the arts. 

 

From an educational perspective Caterall (2009, p.31) argues that future 

research must focus on Ôphenomenological studies that probe the meanings of 

art experiencesÕ. From a health care perspective on education Theorell (in SFI, 

2005) specifies the need to do more research on the actual experience of doing 

art. These perspectives point out that the next step in the exploration of the 

importance of the arts in education is to do phenomenological studies on the 

experience of being in the artistic activity. What meanings are created? Are they 

important for personal development and good life? What ways of knowing are 

possible in the arts? 

 

The thesis answers the questions posted above by developing a new qualitative 

research method based on hermeneutic phenomenology that explores 

meanings created in the lived experience of dance. The method includes 
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different artistic activities and interpretations of the artworks. The capacity of 

arts to enhance the exploration of experiences is shown in a range of research 

using arts-based research methods. However, the use of different arts to 

explore the experience of dance in a comparative setting, as what the thesis 

does, is new. The method of the thesis is a development of the methods in 

qualitative research that make a deeper exploration of the experience in dance 

and the exploration of art for artÕs sake, in the case of dance possible. Findings 

show that the method was successful, and new knowledge on the importance of 

dance to personal meaning making and life is developed. Based on a 

discussion of the findings, a theoretical context that places the findings into a 

recent interpretation of Bildung is developed. 

 

As a result, I have identified key components of the thesis. Contextual 

information as well as a discussion, within the field of research, of important 

problems about the importance of the arts in education led to an identification of 

gaps in knowledge. The aim of the thesis, which is to contribute to knowledge in 

these areas, has been shown, and a brief description of the method has been 

provided.  

 

Overview of the Thesis  

Using the research questions as point of departure, Chapter 2 provides a review 

of different positions both on the importance of the arts in education as well as 

practice-based, qualitative research methods. Chapter 2 gives background to 

the thesis by showing that this research is important to the recent educational 

context seen both from methodological and educational perspectives. Because 

the research questions encompassed a wide area of knowledge, Chapter 2 
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discusses different relevant perspectives. However, the focus is on the main 

theme of the thesis, which is to explore the lived experience of being in the 

artistic activity, in the dance. The chapter starts with a general discussion on the 

importance of the arts, giving examples on how the dominating instrumental 

perspective on education place the arts in a position where they are seen as 

useful only if they can contribute enhancements of academic skills (Caterall, 

2009), innovative abilities (Wahlqvist, 2009), and creativity in business (Colby, 

Ehrlich and Sullivan, 2011). Without such clear evidence for the usefulness of 

artistic activities, the tendency is to reduce their presence in the curriculum 

(Lilliedahl in Lindgren, 2013) or to point out both the uselessness and the 

negative financial effects of the arts to the society (Fšlster, Kriechberg and 

SahlŽn, 2011). Discussing the role of art in education, Robinson (2011) 

concludes that the arts are low ranked. This mirrors negative culturally 

constructed views on the arts in western societies (Dissanayake, 2000). 

Extrinsic arguments for or against the arts in education are challenged by 

authors who claim that the arts are important in critical thinking (Nussbaum, 

2010), responsibilities of citizenship (Ravitch, 2010a), engagement in life 

(Robinson, 2009, 2011), enhancement of social inclusion (Sanderson, 2008), 

and architecting oneÕs life (Eisner, 2002). Humanistic arguments claiming that 

the arts develop intrinsic abilities in the human (Scruton, 2007) and claims that 

the arts enhance academic and other skills (AEP-Arts, 2014) have been 

questioned.  

 

Schwartz, Bransford and Sears (2004) highlight the problematic aspects of the 

idea that knowledge can be transferred from one domain to another. This view 

on knowledge tends to reduce the importance of forms of knowing that have an 
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authentic relation to the situation experienced (Schwartz, Bransford and Sears, 

2004). This put the focus on that knowing in practice, in specific situations 

(Billet, 2001; van Manen, 2007; Sennet, 2009; Lave, 2011) is an alternative way 

of knowing. Knowing as a process, learning from experience can expand 

theoretical knowledge. Biesta (2012) argues that education today should be 

based on an existential relation to the world. This relation is based on activities, 

to be in a situation. In the Swedish context, Dahlin (1993) points out the 

importance of an existential approach to education. This approach is opposed 

to the instrumental view and is focused on authenticity. This kind of 

understanding is process-based and appears in situations that suddenly open 

up new knowledge. Here, the questioning attitude is an important factor, and the 

ultimate end of education is the experience and exploration of oneself (Dahlin, 

1993). 

 

The discussion on different perspectives of knowing leads to a discussion on 

methods. Bruner (1990) mentions that human meaning is created in actions and 

is best expressed in narratives. Bruner (1990) thus argues that this kind of 

knowledge is of totally different nature compared to instrumental knowledge 

such as information or facts. Knowledge is created in the act of expressing it 

thus different forms of expression such as narratives, pictures, or dance are of 

interest in research. Methods that can capture experiences in specific situations 

and offer alternative ways of representing and interpreting them can be found 

within the qualitative research paradigm (Knowles and Cole, 2008). Arts-based 

research (ABR) methods have been useful in deepening experiences and have 

thus expanded the qualitative research context (Knowles and Cole, 2008). 

Many ABR studies have been conducted, and the positive contribution that the 
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activities in the arts have given to research has also been analysed from 

methodological perspectives (Leavy, 2009). ABR has developed mainly out of 

social research and has been used as effective tool to deepen the 

understanding and representation of educational, social, and healthcare issues 

(Knowles and Cole, 2008). Still in a recent overview of qualitative research 

(Denzin and Lincoln, 2011), ABR is not mentioned. This indicates that the arts 

are seen as useful in their instrumental value but not in their own rights. 

However, arguments have been raised against this idea. Baldaccino (2009) and 

Sullivan (2005) point out that ABR aimed at exploring the activities of the arts 

themselves would be the next step in the development of ABR. 

 

The following section reviews research on embodiment, dance, and education. I 

point out that recent research has re-evaluated the importance of meaningful 

body movement for the development of human consciousness. Dance is the 

most embodied art form where the expression is communicated through the 

movements of oneÕs body. Dance was regarded both by Aristotle and Plato as 

important in the educational process (Lazou, 2004). Dissanayake (2000) and 

Lynn Smith (2003) suggest that dance seen from a historical perspective has 

been central in earlier cultures and has been placed into existential dimensions. 

In modern western society and education, dance has been marginalized to high 

extent (Stinson, 1998; Leavy, 2009). This has led to few research done on 

dance generally and dance in education specifically (Cann, 2003). Faber and 

Bonbright (2004) conclude that the studies done are of low quality in terms of 

aims and method. The overview done by Winner, Goldstein and Vincent-Lancrin 

(2013) as well as the analysis of dance in education done by Bagely and 

Castro-Salazar (2012) shows that dance is the art that is far less researched. 
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However, the studies exploring the lived experience of dance in education give 

evidence that dance elicits experiences important to children and students. 

Basic experiences reported are feeling free, feeling authentic, being who I really 

am, and transformation (Bond and Stinson, 2000/2001). Frichtel (2012) 

summarizes the experience of dance in three words: freedom, transformation, 

and community. Bond and Stinson (2000/2001) point out that experiences in 

dance seem to be very different from normal life; the experiences are described 

by children as another place, another time, a spiritual/magic dimension. To find, 

reveal, and know oneself, as Miller (2010) concludes his research, seem to be 

at the core of experiences in dance. 

 

This chapter encompass different perspectives I found relevant for the thesis. 

The general discussion on the importance of the arts in education and the 

recent developments towards an understanding of the importance of deepening 

the experience and understanding of the artistic activity itself give the broad 

context to the thesis. The discussion on the arts-based methods shows the 

same trend as the general context: the move from searching for transfer effects 

of instrumental nature to a focus on how the arts themselves can develop 

experience and understanding of the human condition. Research on dance in 

education is reviewed. 

 

In Chapter 3, a theoretical framework is discussed. The chapter uses as its 

point of departure the short discussion of the historical context of Bildung. The 

main part of this section is a review of GadamerÕs position on Bildung. Gadamer 

(1993) rejects both a rationalistic as well as subjectivist perspective on 

education and expands the idealistic aesthetic position. He places knowledge 
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into a phenomenological context rooted in the encounter with the world and the 

possibility exploring the lived experience. Gadamer (1993) points out that 

knowledge is dialogical in nature and that meaning is created in an 

interpretative process where language is an important part of understanding. 

Education for Gadamer (2001) thus is rooted in oneÕs activities, and he argues 

that education is self-education. I see these ideas as most relevant in the 

current discussion on how to overcome arguments on educational beliefs based 

on rationalism and utility. 

 

In the following section, perspectives on the recent position on Bildung are 

discussed. Authors coming from different perspectives (Biesta, 2002; 

Masschelein and Ricken, 2003; Ruin, 2011) argue that we should leave the 

humanistic concept of Bildung behind. However, they also argue that it is 

possible to develop a new perspective on Bildung by focusing on the basic 

activity behind the concept, the interpretation of something factual, something 

experienced. Here, the arts are important because their activities both create 

and explore thus examining the process of interpretation (Eisner, 2002; 

Sjšholm, 2010). Kemp (2011) considers the ability to interpret situations in life 

as crucial in contemporary society. Wimmer (2003) claims that the ability to be 

in interpretative encounter with experiences in time is a way to expand the 

concept of Bildung. Wimmer (2003) and Kemp (2011) both see hermeneutic 

phenomenology as a way to develop the needed interpretative knowledge. A 

review of GadamerÕs philosophical discussion of the ontology of hermeneutic 

phenomenology (HP) closes this section. Gadamer (1993) gives the activity in 

the arts a prominent role in this discussion. 
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Chapter 4 discusses the ontological background of the methodological context 

in HP. This is followed by a description of considerations and practical steps 

taken to develop the research method: description of the method and 

procedures. A discussion on the validity and reliability of the research closes the 

chapter. 

 

The ontological basis of HP is expressed by Heidegger (2010), when he argues 

that to exist is based on the concept of to be in the world, to be in time. Modes 

or ways of being are the basic element of existence, and these are connected to 

ways of understanding being. Heidegger (2010) places the searching, the 

interpretative activity, and the questioning of being at the centre of being. A 

phenomenon is something that appears to us, and in this appearance, there is 

something that shows itself in the situation. The truth in this situation reveals 

itself in the interpretative process. Heidegger (2010) argues that the arts, 

especially poetry, have a specific potential of revealing truth. Gadamer (1993) 

develops these thoughts and rejects rationalist, subjectivist, and idealist 

concepts of truth. He argues that truth is to be found in the lived experience. In 

Truth and Method, Gadamer (1993) establishes the ontology of HP in the 

chapter The Ontology of the Work of Art and Its Hermeneutic Significance. He 

uses a description of drama as an example on how truth is revealed. Here, the 

close relation between the arts and the ontological underpinnings to HP is 

evident. A critique on GadamerÕs philosophical position is provided. 

 

In next section of Chapter 4, I review the process of developing the method. 

The research question is to explore the lived experiences of dance. This 

includes the second research question: How can a method be developed that 
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improve the studentÕs ability to express the experience in words? In reading 

about experience and how language can capture experience, I was inspired by 

Dewey, Merleau-Ponty and Vygotsky. In their work I identified important aspects 

on how to approach lived experience later used in the method. The method 

starts with asking the students to express the importance of dance using dance, 

picture, and poem. The oral interview that follows explores the experience of 

being in these artistic activities and whether the experience is important in life. 

Questions evaluating the process and the contribution of the poem and picture 

in understanding the experience constitute the second part of the interview. 

Procedures and ethical perspectives are described in detail. A reflection on the 

process and quality of the research highlights the importance of the relational 

aspects. 

 

In Chapter 5, the findings are presented in a form of collected statements, and 

important themes found in the analysis are identified. Following van ManenÕs 

(1990) ideas on the value of poetic interpretations the findings are also 

presented in two poems. The four main themes developed based on the 

question about the studentsÕ experiences doing the dance proves that they 

experience security, freedom, well-being, and completeness. Students claim 

that they develop as persons and get new perspectives on life. They experience 

strong feelings, and the findings establish that the experience of dance is 

dynamic and built on opposites. The findings substantiate that the main theme 

is the exploration of self. The answers to the question on the importance of the 

experience of dance to life show that dance creates a secure centre, Ôa homeÕ 

that makes the students feel secure in difficult situations in life. Dance makes 

them calm and less strained. They experience that they develop themselves 
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and solve problems and questions in real life. Dance strengthens their 

concentration, endurance, and motivation to do things in life. 

 

The students evaluate the process of the interview as positive. The method 

makes the experience much clearer and gives a deepened understanding of the 

experience. The use of different types of expression is experienced to enhance 

the ability to explore and express the experience. The process makes them 

better understand why dance is important and meaningful to them and why 

dance is important in a wider context. The evaluation confirms that the method 

was successful. Statements on what the different arts expressed show that their 

contribution to the understanding of the experience differs. The picture is 

argued to express feelings while the poem explain and clarify what is 

experienced.  

 

Examples on the individual process of creating understanding are included. 

These examples give another perspective on the findings other than the themes 

and show that the interpretations of the picture and the poem are important for 

the understanding of the experience. It is important that the students develop a 

context of experiences to relate to and use when exploring self. 

 

In the last part of Chapter 5, a dialogue between the findings and perspectives 

drawn from the context of Bildung is presented. I argue that this dialogue gives 

a widened understanding of the findings. It also reveals correspondences 

between the findings and GadamerÕs thoughts and creates a link to Chapters 3 

and 7. 
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In Chapter 6, a discussion of findings is presented in two parts: first, a 

discussion of findings related to the method and second, a discussion of 

findings related to the experience of dance. 

 

The method is close to the aim of van ManenÕs (2007) phenomenology of 

practice therefore I called it phenomenology of artistic practice. The findings 

show that the interpretations of the artwork is important and that the method 

makes it possible to not only express the experience in verbalised form but to 

also compare experiences from different artistic expressions thus creating a 

meaningful context around the experience. Through this comparative activity, 

the students establish a dialogue within themselves in which they identify 

important aspects relating to these experiences. This activity makes them 

aware of what happens to them in the process of interpretation. The 

phenomenology of artistic practice thus expands the possibilities to explore 

lived experience.  Students claim that doing the interview was meaningful for 

them on different levels; the interview helps them understand the importance of 

dance in their lives as well as in society. Thus, some students believe that it 

would be an important part of education to explore oneÕs relation to dance in the 

way the method affords. A discussion on the consideration that the students are 

in the phase of creating their own identity follows. MarciaÕs (1980) ideas on how 

identity is developed are related to the findings. The main question is how to 

arrive at informed judgements about oneÕs self; the findings indicate that the 

method was helpful in this respect. A definition of the process the students 

experienced: existential self-understanding in the interpretation of activity in the 

arts is provided. 
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A discussion of the nature of the knowledge developed using the method 

highlights that this kind of knowledge is developed using a process. It is argued 

that the process can be seen as an apprenticeship in the exploration of self. 

This process is discussed in relation to van ManenÕs (1990) definition of 

phenomenological research as a theory of the unique and BiestaÕs (2012) 

arguments that we live in an existential relation to life and that uniqueness is 

explored in situations when we act. In practice-based research, knowledge is 

embedded in actions, and an interruption of the normal ways of being is needed 

to become aware of experiences connected to the action (KŸpers, 2011). The 

method includes moments of interruptions of normal ways of being. The artistic 

tasks are challenging; instantly interpreting the artwork and the own experience 

is clearly challenging. I experienced this process in which the students 

developed understanding as discontinuous and that understanding came 

suddenly. Therefore, I describe the nature of the method developing the ideas 

that an HP process can be described as a circle (Gadamer, 1993) or spiral 

(Ricoeur, 1998). I argue that this image does not capture the whole process and 

present an alternative description. I did this because I want to put attention to 

the dialogical nature of the method where the questions are caused by 

interruptions. The contribution of the different arts to this process is discussed.  

 

A discussion on the findings that confirm and expand the results from earlier 

research proposing that students in dance explore and transform themselves 

opens the second part of Chapter 6. The findings provide evidence that the 

experiences of dance are very positive for the students and to their lives; this is 

substantiated by the experiences of well-being, freedom, security, happiness, 

and hope. The reported problems in school concerning low self-esteem and 
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mental problems as well as the existential dilemma of the individual in relation 

to the current society are discussed in relation to the findings. Bauman (2006) 

argues that the recent challenge for the individual is to seek security and 

freedom. It is discussed how the experiences in dance establish security and 

freedom. The findings show that students experienced that they changed by 

being in the dance and that motivation and concentration are strengthened. 

Earlier research has shown that this is the case, and the thesis adds to it by 

drawing on examples from individual students. The nature of these experiences, 

which comprise a very dynamic state of mind that is different from everyday life, 

is discussed, as well as, the difference between experiences of physical 

movement and dance. The last part of Chapter 6 discusses findings from the 

contemporary educational perspectives. BiestaÕs (2012) argument that 

education is a meaningful process that rests on interpretation of specific 

situations in life is related to the findings. 

 

Chapter 7 opens with a theoretical reflection consisting of a new reading of the 

relation between art and education using GadamerÕs concept of Bildung. My 

argument is that a revised reading of the basic activities in GadamerÕs concept 

of Bildung can widen the understanding of the findings. Truth is found in the 

experience of art (Gadamer, 1993). It is not outside the human, and it is not 

purely subjective. Bildung has been seen as a transformation of self through 

encounter with the world, with Ôthe otherÕ. It has been seen as a travel out into 

the world where all encounters give something new. On the basis of the 

findings, I argue that another view of Bildung is as appropriate as the traditional. 

The students who participated in the thesis said that their main aim is to come 
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home, to return to oneself. To explore how I am in the world is the basic activity 

in this view on Bildung. 

 

In the following part, the contribution that the method gives to knowledge is 

summarized. It is argued, and the findings substantiate, that the method was 

successful based on its evaluation. It is argued that the method contributes to 

the development of ABR and HP and that the method could be used for 

educational purposes especially in adolescence when identity is formed. The 

method thus can be seen as a contribution to an educational form operating in 

an existential context. It is argued that the method makes it possible to expand 

a pure conceptual understanding of the lived experience. The findings 

contribute to a discussion on the role of different arts in an ABR setting. It is 

argued that the method can be seen as a practical way of exploring GadamerÕs 

ideas of Bildung and education as self-education. 

 

The findings contribute to knowledge by confirming and giving a wider 

understanding of experiences in dance that explore the self and elicit personal 

transformation and development of motivation. The thesis provides a strong 

contribution to knowledge that confirms the importance of dance for well-being 

and a positive relation to life, a good life. It also contributes to the understanding 

of how dance can develop individual security and freedom. The findings 

contribute to knowledge of how an existential approach to education, as 

discussed by Biesta (2012), can be practised in dance. It is repeatedly argued 

that a re-evaluation of the role of dance in education is needed. The chapter 

closes with recommendations for the future and concluding comments where I 

review the process and the moments I found important. 
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Chapter 2 - Research  Context . Literature Review  

Introduction  

The research questions address two problems: first, the need to expand 

research on the experience of dancing, and second, to develop a method that 

enhances the interpretative process of understanding that experience with the 

aim of arriving at deepened verbalised meanings. The research questions are 

framed by a general discussion of the importance of the arts in education. The 

focus is not exclusively on dance because arguments that influence views on 

dance in school depend on the general direction of educational aims. The 

literature on the importance of the arts in culture is huge, and the focus is 

mainly on recent literature discussing the arts in education and related 

research. Literature discussing different ways of knowingÑ arts-based research, 

finally, also literature on dance in education, and research on dance in 

educationÑ is reviewed. I identify gaps in knowledge that my research aims to 

address. 

 

A survey exploring the education system in 22 European countries identified 

similarities and differences among them (Robinson, 2011). One similarity is that 

Ôthe arts are on the edges of the school curriculumÕ and that artistic activities 

found in the formal curriculum of the educational systems mainly are visual arts 

and music, Ôhardly any provides dance lessonsÕ (Robinson, 2011, p.60). 

Accordingly, Robinson (2011) argues that there exists a hierarchy of subjects in 

educational systems today. This hierarchy is dependent on the instrumental and 

utility value of subjects. At the top are mathematics, language, and sciences, 

and at the bottom are the arts. In addition, there is a hierarchy within the arts: 

Ôart and music usually have a higher status than theatre and danceÕ (Robinson, 
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2011, p.60). Robinson (2011) argues that this hierarchy is easy to see when 

comparing amount of lessons offered: whether they are optional or compulsory 

or whether they are included in standardised tests or not. So seen from the 

perspective of how much time is allocated to the arts and academic position, the 

arts fail to position themselves at the centre of education. Robinson (2011) calls 

for viewing educational systems as a whole and that all subjects have their role. 

Robinson (2011) discusses that dance, although lowest ranked, offers a unique 

way of building a sense of self, and he gives examples of how students, 

especially through dance, can make strong personal progress. He uses the 

terms Ôknowing your mindÕ, Ôbeing creativeÕ, and Ôfeeling betterÕ for the 

contribution the arts can give to the educational system (Robinson, 2011, p.ix). 

The experience of oneself is emphasised: how to make choices, how to 

evaluate different situations. The arts give the student an opportunity to find 

meaningfulness in life, to find the passion and the motivation for life (Robinson, 

2009). 

 

One reason for the downplaying of the arts is that our current culture tends to 

value instrumental utility above other considerations. In educational contexts, 

this leads to losing sight of meaning when discussing the quality of education 

(van Manen, 2007). Quality tends to be interpreted in a purely quantitative 

context where measurable outcomes and standards predominate. Thomson 

(2005, p.56) argues that:  

Ôour technological understanding of being produces a calculative thinking 
that quantifies all qualitative relations, reducing entities to bivalent, 
programmable information.Õ  

 
Thus, educational aims today must contend with these technocratic 

presuppositions that form part of the cultural context. To develop perspectives 
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moving in a qualitative direction that can challenge this tendency to instrumental 

reduction requires a strong point of departure. Max van Manen articulates this 

problem:  

Ôthe dominance of technological and calculative thought is so strong that it 
seems well-nigh impossible to offer acceptable alternatives to the 
technocratic ideologies and the inherently instrumental presuppositional 
structures of professional practiceÕ (2007, p.19). 

 
Unfortunately, this succinct statement would seem to accurately portray the 

situation of the arts in education today. Their importance is marginal. Their 

relation to the current dominating instrumental thinking on education must be 

subjected to scrutiny, and our knowledge on what the arts can contribute to 

education must be enhanced. Research in this area is limited but is needed in 

order to identify the role the different arts can play in the educational system 

today (Winner, Goldstein and Vincent-Lancrin, 2013).  

 

In what follows, I will identify perspectives in the current educational discussion 

that strike me as significant. Their positions will be analysed, and critical 

reflections on them will be offered.  

 
Perspectives on Relevance of the Arts in Education  
 
The Swedish discussion on the value of the arts in society was strongly 

intensified due to a study based on a statistical evaluation of the financial 

benefit different studies have for society. Fšlster, Kreichberg and SahlŽn (2011) 

argue that financial support to universities should be grounded on utility needs, 

efficiency, and financial outcomes of studies. In their report, aimed at politicians, 

they argue that possibilities to study the arts should be restricted while their 

data show that these studies lead to low life-long income and low productivity of 

the individual seen in the perspective of useful contributions to society. The title 
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of the report, Konsten att strula till ett liv [The art of messing up a life], indicates 

that, in this view, the arts are seen both as useless and as a problem.  

 

Another Swedish report, Making art work (Wahlqvist, 2009), based on similar 

statistic material came to another conclusion. Wahlqvist (2009) is aware of the 

financial problems for people involved in artistic professions but acknowledge 

the value of abilities developed in higher artistic trainings. She argues that 

artistic activity is needed in a creative society and that artists can play a 

significant role in regional innovative development. The report questions 

traditional views on the role of art in society. However, there is no critical 

analysis on the new role artists could have. No research-based arguments on 

the relationship between innovation in society and arts activities are presented. 

Colby, Ehrlich and Sullivan (2011) discuss indications that recent business 

education in USA is too narrow and do not challenge students to question 

assumptions, develop creative thinking, or understand business in larger 

contexts. Working with finance today includes being part of complex decisions, 

and an ability to make ethically grounded judgements is needed. They, 

therefore, argue that humanities and liberal arts must be included in business 

education.  

 

These perspectives show that the arts are regarded as a waste of time and 

money or they are seen as important for the development of creativity in other 

fields of life.  Negative or positive, an instrumental, utilitarian perspective is 

dominant. Creative industries in music, fashion, and design are strong in 

Sweden, but still, the value of the arts in education is neglected. In the last 

Swedish reform of the upper-school curriculum, artistic activities were reduced 
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because no clear relationship between the aesthetic activities and innovations 

in market-economic perspective could be identified (Lindgren, 2013). Without 

this clear relationship to economic and utilitarian values, the arguments for the 

arts in education are vague and weak (Lindgren, 2013). Oscarson (2013) 

argues that the arts develop values that are contradictory to utility aims and 

when creativity is discussed as being part of economic growth, it limits the 

importance and possibilities of creativity. That these tendencies influence dance 

in school is convincingly shown in the decrease in the number of schools 

offering dance in USA after the last instrumental school reform (Winner, 

Goldstein and Vincent-Lancrin, 2013). However, Diane Ravitch (2010a) 

articulates a critique on the current instrumental school system in USA. She 

was active in reforming the school system but now sees that the reform has 

failed while instrumental and financial aspects dominate schools, and the tasks 

of school are not fulfilled. In an article in the Wall Street Journal, March 9, 2010, 

she summarises: 

ÔMost significantly, we are not producing a generation of students who are 
more knowledgeable, and better prepared for the responsibilities of 
citizenshipÕ (Ravitch, 2010b). 
 

Her conclusion is that a radical change of the system is needed and that the 

value of the humanities and the arts in school must be acknowledged. From a 

philosophical perspective, Martha Nussbaum strongly argues for the importance 

of humanities and the arts on all levels in culture. She warns about a new crisis:  

ÔÉI mean a crisis that goes largely unnoticed, like a cancer; a crises that is 
likely to be, in the long run, far more damaging to the future of democratic 
self-government: a world-wide crisis in education. Radical changes are 
occurring in what democratic societies teach the young, and these 
changes have not been well thought through. Thirsty for national profit, 
nations, and their systems of education, are heedlessly discarding skills 
that are needed to keep democracies aliveÉWhat are these radical 
changes? The humanities and the arts are being cut away, in both 
primary/secondary and college/university education, in virtually every 
nation of the worldÕ (Nussbaum, 2010, p.1-2). 
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Nussbaum (2010) suggests that education, primarily, is a development of 

human capabilities such as Ôcritical thinkingÕ, to approach problems as a Ôcitizen 

of the worldÕ and Ôthe ability to imagine sympathetically the predicament of 

another personÕ (Nussbaum, 2010, p.7). Her placement of the humanities and 

the arts at the centre of recent development in society is grounded on a detailed 

analysis of tendencies in different countries in the world. However, there is no 

detailed discussion on the specific importance of the arts, and references to 

existing research on how arts enhance basic democratic abilities are few in her 

book. These arguments for humanities and the arts in education (Nussbaum, 

2010, 2011; Ravitch, 2010a; Robinson, 2009, 2011) focus on the process of 

education, not only on the outcome and to make it possible for individuals to 

find and develop, maybe unknown, resources that they have. These 

perspectives focus on the need to develop educational systems where 

responsibility, citizenship, and democratic values are core values. They 

highlight that activities in the arts and humanities develop individual resources, 

basic functions in a democratic society, and a meaningful learning environment 

in education. An instrumental, utilitarian approach towards education is seen as 

a risk for society.  

 

Sanderson (2008) challenges the dominance of extrinsic arguments for art 

education in schools. The worth of experiences in the creative arts are 

dismissed and seen Ôprimarily as a means to other endsÕ (Sanderson, 2008, p. 

483). However, the artistic activity seen in its own right might change the 

educational value of it. Sanderson argues: 

Ôthe absence of a strong representation of the arts in general, and dance in 
particular within the National Curriculum may be contributing to the social 
and educational exclusion of some young peopleÕ ( 2008, p.482). 
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Buckingham and Jones (2001) discuss the value of cultural activity in promoting 

socially positive outcomes. However, they argue that there is a danger that the 

arts could be seen as a Ôquick-fixÕ solution that:  

Ôsomehow automatically transform education, and bring about broader 
forms of social and economic regeneration, in and of themselves' (2001, 
p.13).  
 

Houston (2005) argues against the tendency to make over-enthusiastic claims 

about the ability of art to transform peopleÕs lives. She also questions 

community arts projects claiming that transformation should always be good for 

individuals and society. In relation to the specific example of community dance, 

she notes that a romantic notion of arts as the means to self-discovery can be a 

danger because it confines the fluidity of art, the transformative dimension of 

experience, and it may cause other experiences to be overlooked (Houston, 

2005). She also warns that participation in community dance may be a road to 

transformation, Ôbut that road is far from straight and smoothÕ (Houston, 2005, 

p.176). These perspectives highly value the activities in the arts but also warn 

against over-enthusiastic claims on the importance of the arts. Such claims 

might restrict the development of the arts themselves and narrow down possible 

experiences in the arts.  

 

In the humanistic paradigm, the arts were seen as a most important part of 

culture and a way for the individual to develop humanity and be well educated 

(Read, 1974). Scruton (2007) argues that it is important to continue this 

humanistic relation in education where the arts are at the core of the culture and 

seen as a way to develop the needed non-instrumental values to keep the 

society human. He argues that we live in a civilization that is destroying culture. 

Perception and response are tied up in the external world, and instrumental 
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efficiency and relativism destroy inner values that can carry the judgement. 

ÔCulture issues from judgementÕ (Scruton, 2007, p.5). He argues that a change 

in our way of perceiving and Ôways of knowingÕ is needed (Scruton, 2007, p.68). 

In existential situations where we need to act, it is important to know what to 

feel, know what to do, and find the right motivation for doing something. He 

argues that this cannot be learned in an instrumental way; it is another kind of 

knowledge. Cultures keep and develop such knowledge, so it is there when we 

need it. Education is the arena where individuals can develop these abilities. He 

refers to SchillerÕs aim for culture:  

Ôthe repository of emotional knowledge, through which we can come to 
understand the meaning of life as an end in itselfÕ (2007, p.41). 
 

ScrutonÕs answer to how this shall be attained is through the aesthetic 

experience: 

ÔArt, literature, musicÉ. are interesting for their own sakesÉ They create 
a frame of reference, which permits us to communicate our states of mind.  
They offer consolation, amusement, enjoyment and emotional stimulation 
in thousands of ways. But we do not judge them by measuring the good 
effects. On the contrary, we judge them on their intrinsic meritsÕ (2007, p. 
49). 
 

He makes clear that the importance of the arts is to be found in their intrinsic 

value resting in the Western culture. However, the Western humanistic 

paradigm has been deconstructed by postmodern criticism (L¿vlie and 

Standish, 2002) and by postcolonial perspectives that acknowledge the relative 

value of all cultures (Jonsson, 2010). The situation for an individual today is 

often described from a world-citizen perspective (Kemp, 2011), in which the 

task to encounter and judge a variety of cultural perspectives is central. 

Acknowledging limitations of a particular cultural background is needed in order 

to be open for other cultural perspectives (Nussbaum, 2011). So the current 

situation includes tendencies to interpret the value of the arts in education 
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relying on old humanistic values as well as a critique on that a humanistic 

approach embody cultural power relations that are outdated (Biesta, 2002). The 

post-human critique of Nussbaum (2010) argues that she relied on a belief in 

inherent human moral goodness and trust in reason (Bradiotti, 2013). In the 

post-human context not only the Western cultural tradition is questioned but 

also the traditional position of man in the world (Wolfe, 2010). Old traditional 

humanistic values and a trust in reason are replaced by the awareness that 

man should not be seen, principally, as the centre of the world but as an entity 

living in relationship to other living creatures and technical creations. Wolfe 

(2010) points out that one aspect of this is that the human condition is seen as a 

living system as described by Varela. Such a system does not rely on essences 

but on self-organisation where relations and communication between the parts 

make a whole (Wolfe, 2010). Focus changes from essentialism or instrumental 

understanding towards what happens Ôin between,Õ in the relationships in 

specific situations. The view that communicative interactions replace 

essentialism has influenced the discussion on education in a direction where 

interpretation of lived experiences in action-oriented situations is seen as the 

core of education (Davey, 2012). A discussion on the role of the arts in 

education in the recent context thus cannot rely on traditional values but need to 

develop an understanding based on these new views.  

 

A short discussion on arts and health now follows because I argue that this is 

an important part in a discussion on education in the recent context. I will return 

to this in Chapter 6. Statens folkhŠlsoinstitut, SFI [The Swedish National 

Institute of Public Health], undertook (SFI, 2005) a research review arguing that 

the arts must have a central place in society and school. SFI has an integrated 
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view on health including physical, mental, social, emotional, cognitive, and 

spiritual health. The research which SFI base their arguments on shows that 

experiencing art, especially artistic activity, has specific effects on health. SFI 

emphasise the growing problems of physical and mental health especially in the 

younger generations. Burnouts, eating disorders, mental unstableness, the 

negative health effects of a sedentary lifestyle are factors that have been 

identified as important for the national health care system to address (SFI, 

2005). Recent research (Schraml, 2013) reports a level of serious chronic 

stress among adolescents in Sweden. Schraml argues that:  

ÔTo provide adolescents with the optimal preconditions for their future life 
and to maintain their health and well being in the long run, by preventing 
chronic stress is and, in fact, must be of great public concernÕ (Schraml, 
2013, p.1). 

 
Artistic activity has been identified as an important factor in reducing stress. 

Theorell, the main author of the SFI report, concludes that experience of the 

arts has specific health effects on many levels. However, he also argues that it 

might be even more important that the arts have a stimulating effect on people, 

so they can get a complete picture of their life, engage in social relations, and 

have the energy for their life project. Theorell argues that wider perspectives on 

health must be included in the discussion and Ôdefine health as a possibility to 

develop big parts of the desired life projectÕ (Theorell in SFI, 2005, p.80). From 

an educational perspective Eisner made a similar statement: 

ÕThe ultimate aim for education is to enable individuals to become the 
architects of their own education and through that process to continually 
reinvent themselvesÕ (2002, p.240). 
 

These perspectives put a focus on the contribution of arts to young personsÕ 

well-being and motivation for life. These perspectives add to the perspectives 

reviewed above that integrate the arts into educational and cultural contexts. I 

argue that both the utilitarian, instrumental aspects of education as well as the 
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humanistic, essentialist position fail to meet the demands of our times. 

Arguments reviewed above call for radical changes, for awareness of a crisis in 

society and culture. These claims include that the arts are important in solving 

the problems we face and that there is a need to re-evaluate the role of art in 

education. So the next step is to look at the arts in education, but first I present 

perspectives on limitations of the arts to provide a balanced view of their value.  

 

From an ethnological perspective Dissanayake (2000) shows that strongly 

negative culturally constructed views of the arts are prevalent in Western 

society. The performing arts, especially, are less valued than others. Robinson 

(2009) notes that the culturally constructed hierarchy between subjects in 

school is very strong, downplaying especially the performing arts. Dale (1990) 

analysed the historical background of the Norwegian school system and notes 

its clearly anti-aesthetic position. He concludes that this is due to a rationalism 

combined with a protestant view of life. He summarises the influence of 

Protestantism:  

ÔAll culture based on the senses is rejectedÉThe attitude was direct anti-
aesthetic. This applied especially to art that appeal to the senses. 
Aesthetic pleasure becomes suspect. Novels should not be read, that is 
Ówaste timesÓ. Poetry and drama are fading away in ascetic Christianized 
worldÕ (1990, p.22, my translation).  
 

Dale maintains, and I agree with him, that the different culturally constructed 

views on the arts still are part of the cultural context and a real hindrance for 

seeing new perspectives. I maintain that it is important to be aware of this. 

 

 

 

 



! %#!

Research on the Arts in E ducation  

In the following part, I will adopt a critical stance towards research on the arts in 

education. However, first, I want to make clear that I fully acknowledge the body 

of knowledge developed in this area. A number of studies show different 

positive effects of participation in the arts. This research has changed the view 

of the value of arts. Building on it and UNESCOÕs Road Map for Arts Education 

Parr (2008) argues that it is a human right to have access to artistic activity as a 

child. 

 

Two significant organisations in the field of Arts Education are The Arts 

Education Partnership (AEP) in USA and Cultural Learning Alliance in UK. On 

their homepage (AEP) claims that:  

A. ÔLearning experiences in the arts contribute to the development of 
academic skills, including the areas of reading and language 
development and mathematics. 

B. Arts learning experiences contribute to the development of certain 
thinking, social and motivational skills that are considered basic for 
success in school, life and work. 

C. The arts help to create the kind of learning environment conducive to 
teacher and student successÕ (AEP-Arts, 2014). 
 

Research behind their claims is summarised in a publication, Arts Integration 

(Burnaford et al., 2007). It concludes with a detailed summary how the different 

arts contribute to Ôcognitive capacities and motivations, attitudes and 

dispositionsÕ (Burnaford et al., 2007, p.103). The Cultural Learning Alliance also 

has a high profile on the value of the arts and culture in learning:  

ÔThere is clear evidence that cultural learning produces positive 
educational and social outcomes. It helps young people to learn more 
effectively, developing their cognitive skills and inspiring new ways of 
thinking. It also helps them to achieve more: participation in the arts helps 
children to do better right across the whole curriculumÕ (Cultural learning 
alliance, IMagineNation, 2011, p.9).  

 
These claims are not modest. One source, Cultural Learning Alliance (2011), 
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drew on is Doing Good and Doing Well by Doing Art by James Caterall (2009). 

The title is already an argument for doing art. Caterall grounds his analysis on a 

large statistical material from the National Educational Longitudinal Survey 

(NELS) in American secondary schools. Caterall identifies students of low or 

high socioeconomic status (SES) and low or high arts involvement:  

Ôour analysis found substantial and significant differences in achievement 
and in important attitudes and behaviours between youth highly involved in 
arts and those with little or no arts engagementÕ (Caterall, 2009, p.3). 
 

Caterall (2009) summarises the results in two categories: doing well and doing 

good. Doing well means that students with high arts involvement are reported to 

perform significantly better looking at academic development. Students from low 

SES with high arts involvement performed significantly better on almost every 

measured indicator compared to low arts students. He argues that the 

differences Ôin education success are dramatic by any definitionÕ and that the 

differences grows over time (Caterall, 2009, p.60). In reviews of CaterallÕs book, 

the statistical methods are questioned and how he argues on the basis of his 

material (Serig, 2010). Limitations of the NELS database were found to be 

crucial while a number of important indicators such as family life and social 

relations were lacking (Ruppert, Sikes and Smyth, 2010). Winner and Hetland 

(2002) argue that many studies in the field of arts and education are not clear 

enough to distinguish between correlation and causation:  

ÔA correlation between some form of study (here, the arts) and some kind 
of outcome (here, social or cognitive) offers no information about causalityÕ 
(Winner and Hetland, 2002, p.1). 

 
In Winner and HetlandÕs review of an AEP report in 2002, they comment after 

reading the reports: 

Ôa careful reading shows that many of the studies neither claim nor support 
a causal relationship, as discussedÉÕ (2002, p.1).  
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They see methodological weaknesses and the tendency to do sweeping claims 

as major weaknesses. The presentations above all highlight the instrumental 

perspective on the arts. A quote from Caterall makes his position very clear: 

ÔThe main implication of this work is that the arts appear to matter when it 
comes to a variety of non-arts outcomesÕ (2009, p.30).  

 
The arts are seen as a means for something else. Such arguments support the 

needs of people who want to see technocratic evidence of the value of arts, and 

these arguments have been used in political discussions on the value of the arts 

in school. Focus for the research on the arts in education has thus been on 

these issues. One well-known example is the research that stated that music 

enhances mathematical performance (Music Research Institute, 2014). 

 

Koopman (2005) challenges the dominance of extrinsic arguments for the value 

of the arts in education and argues that these claims are misguided and 

unsupported. He claims that research has not shown convincing evidence that 

the arts improve academic performance. He instead argues that we have to 

focus on what the arts, in themselves, are good for. His stand is: ÔThey are good 

for nothing. They are good life itselfÕ (Koopman, 2005, p.96). The attention 

moves from that the arts are of specific value for particular outcomes towards 

the importance of the arts themselves, the value of the experience of the artistic 

activity (Vark¿y, 2012).  

 

In the OECD report Winner, Goldstein and Vincent-Lancrin (2013) provide a 

review of researches from 1950 on the relation between the arts and non-artistic 

outcomes such as cognitive, creative, motivational, and social. The authors 

claim that they found few significant relations between the arts and these 

outcomes. The report concludes that the arts might influence capacities on 
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other areas of life, but the arts mainly develop knowledge within their own 

activity, create habits of mind, and are important for the well-being and personal 

development of the student. As a conclusion, the authors argue that the arts 

strengthen the well-being and happiness of individuals. The authors mention 

that the arts:  

Ôallow a different way of understandingÉ an arena without right and wrong 
answers, they free students to explore and experiment. They are also a 
place to introspect and find personal meaningÕ (Winner, Goldstein and 
Vincent-Lancrin, 2013, p.265).  

 
They argue that the perceived decrease of the arts in school has led the 

discussion on the value of the arts in their transferred effects to other more 

established disciplines. They conclude: 

Ôwe do not believe that the existence of arts education should be justified 
in terms or skills in other, traditional academic subjectsÕ (Winner, Goldstein 
and Vincent-Lancrin, 2013, p.262).  

 
They acknowledge that innovative skills might be enhanced by artistic activity. 

The authors also acknowledge other positive effects, but they argue that we 

should first look at arts for artsÕ sake and what artistic strengths can lead to. The 

arts make it possible for students to Ôdiscover their lifeÕs work or their life 

passion,Õ or Ôto find personal meaningÕ (Winner, Goldstein and Vincent-Lancrin 

2013, p.265). It can be argued that the authors, in their overview, emphasis 

cases where no transfer was observed; however, in my opinion, the material 

give evidence for statements that question transfer effects of arts education. 

This change of direction regarding the discussion on the value of the arts in 

education is clearly articulated in the Swedish context (Vark¿y in Mathiasson, 

2013; Lindgren, 2013). That the September issue (2013) of the Swedish 

teachersÕ journal, Pedagogiska Magasinet, [Pedagogical Magazine] was 

dedicated to this theme give evidence of this development. In the Norwegian 

discussion on education, this perspective has been analysed by Vark¿y (2012). 
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These recent perspectives focus on the contribution of an artistic activity, in its 

own rights, to educationÑ the arts for artsÕ sake. However, Winner, Goldstein 

and Vincent-Lancrin (2013, p.256) argue that research on arts education 

represents Ôonly a tiny share of educational researchÕ and that research needs 

to take a new direction. So they call for more empirical research and better 

methodologies and also see the strong need to:  

Ôdevelop sound and testable theories about why and how arts education 
would have an impact on various outcomes of interestÕ (Winner, Goldstein 
and Vincent-Lancrin, 2013, p.256). 
 
 

Although advocating instrumental reasons for the arts, Caterall identifies a need 

for more phenomenological research done on the activity in arts. He argues that 

future research should Ôinclude phenomenological studies that probe the 

meanings of art experiences to individual children and educatorsÕ and Ôwhat 

learning in the arts has taken placeÕ (Caterall, 2009, p.31). What is important is 

to do Ôobservations of individuals in their high arts-involved statesÕ (2009, 

p.146). A way of doing that is to ask questions of Ôdepth and meanings of arts 

experiencesÕ (Caterall, 2009, p.31).  Theorell (in SFI, 2005) also argues that 

future research should develop new, more precise methods that can capture the 

lived experience of participants in specific situations and in multi-methods 

settings. He argues that the challenge is to find ways to explore these 

experiences that go beyond the normal and thus are typically non-verbal. Both 

Caterall and Theorell call for more research on the lived experience of being in 

an artistic activity. I argue that the research in the thesis met this call. It explores 

lived experience in art, and it does so by developing a method especially 

designed to enhance verbal expressions of the lived experience. The thesis 

discusses a theoretical context that can encompass the value of experiences in 

arts for their own sake. 
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Transfer of Knowledge and Different Ways of Knowing  

This subsection continues the discussion on transfer of knowledge and different 

ways of knowing and understanding. As discussed above these themes are 

important in the recent discussion about research on the value of the arts in 

education.  

 

Winner and Hetland (2002) launch a critique against the concept of transfer 

used in the arts and education context. They argue that we must stop requiring 

more of the arts than of other subjects and that research must find other ways 

of exploring the value of arts other than the instrumental way of searching for 

transfer effect. This does not exclude that experiences in one domain of life are 

important in another domain. It means that developing skills in one area must 

have its focus in that area, and different activities such as geometry, music, and 

dance must have their specific quality and develop specific skills (Winner, 

Goldstein and Vincent-Lancrin, 2013). Charles Desforges placed attention on 

the problem of the transfer of knowledge, and, together with co-authors, he 

gives examples on cases where no transfer occur (Hughes et al., 2000). The 

literature on transfer effects in education shows a variety of seemingly 

conflicting perspectives (Bransford and Schwartz, 1999; Schwartz, Bransford 

and Sears, 2004). A striking feature of the research studies in the area of 

transfer is the use of a final transfer task that tests the direct application of 

learning. Bransford and Schwartz (1999) argue that this excludes any process 

in doing the task. They call it Ôsequestered problem solvingÕ and argue that this 

might be responsible for much of the pessimism about evidence of transfer 

(1999, p.68). Schwartz, Bransford and Sears (2004) suggest that focus has to 
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be changed from outcomes towards alternative ways of learning. Bransford and 

Schwartz argue that this view may help us better appreciate:  

Ôthe value of a number of "humanistic" activities, including (a) "lived 
experiences" that introduce people to alternative perspectives and cultural 
assumptions and (b) studying the arts and humanities in order to better 
understand the nature of the human condition and oneÕs place within itÕ 
(1999, p.84). 
 

This liberates us from focusing on the transfer that has a tendency to 

misdiagnose and reduce important other forms of knowing (Schwartz, Bransford 

and Sears, 2004). Earlier discussions on a critique of transfer highlighted the 

need to go beyond the knowing that (replicative knowledge) and the knowing 

how (applicative knowledge) and move on to an interpretative approach, 

knowing with (Broady, 1977). In knowing with, we perceive, interpret, and judge 

new situations based on our past experiences and knowledge. Knowing with 

takes place through associative processes, which include:  

Ôan activation of non-logical relationships based on contiguity, 
resemblance, frequency, and other featuresÕ (Bransford and Schwartz, 
1999, p.70). 
 

Knowledge that supports knowing with is thus tacit and may be unavailable for 

recall except in very rudimentary form. This knowledge involves something else 

than logical or scientific validity, or as Broady put it: 

ÔPerhaps it is authenticity. Authenticity is the property of being genuine, 
non-fake, as really issuing from the source that claims to originate itÕ 
(Broady in Bransford and Schwartz, 1999, p.86).  
 

 

Billet (2001) articulates that knowing is based in practice in specific social 

situations and not only a cognitive capacity. He also views the ability to interpret 

actions and situations as crucial for this kind of knowledge. Billet draws on 

SchonÕs knowing in action where: 

Ôknowing is held to be an active process and reciprocal process engaging 
with the world beyond the physical self and drawing together both 
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knowledge ÒhowÓ and knowledge ÒthatÓ Õ(Billet, 2001, p.433).  
 
This makes knowledge a process of learning from experience, where learners 

actively construct their own experience and where learning is a socially and 

culturally constructed holistic experience influenced by the socio-emotional 

context in which it occurs (Boud, Cohen and Walker, 1993). Associative 

processes focusing on non-logical relationships and tacit knowledge that we 

carry into the interpretation are thus basic principles of knowing with or knowing 

in practice. Garrick (1999) notes that it is important to realise that there are 

problematic issues with this view on knowledge. Tensions within and between 

experiences make the process of learning through experience complex. van 

Manen (2007) points out pathic knowing as a new fundament for knowing. This 

knowing is based in practice. Whereas theory ÔthinksÕ the world, practice 

ÔgraspsÕ the world (van Manen, 2007, p.20). This grasping of the world is pathic. 

The pathic refers Ôto the general mood, sensibility, sensuality and felt sense of 

being in the worldÕ (van Manen, 2007, p.20). With this concept, van Manen tries 

to capture the embodied lived sense of being responsive to situations in life. He 

argues that this way of knowing is the major part of our experience but mostly 

overseen in research on education while it aims at cognitive outcomes. van 

Manen maintains that we understand the world and ourselves through the 

activities and through what we do. Thus he argues that the future of educational 

research is found in the development of what he calls a phenomenology of 

practice (2007). Through it, we may discover what we know Ôin how we act and 

in what we can doÕ (2007, p.22). To know in is different from to know of. van 

Manen accordingly argues that phenomenology today may more be seen as a 

practical reflective method on practice than a philosophy. It can be a way of 

being sensitive for practice thus it: 
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Ôoperates in the space of the formative relations between who we are and 
who we may become, between how we think or feel and how we act.  And 
these formative relations have pedagogical consequence for professional 
and everyday practical lifeÕ (van Manen, 2007, p.26).  

 
van Manen identifies ways of knowing that transcends the rational, instrumental 

reasoning in education. Lindstršm (2012) analyses different ways of knowing in 

artistic practice: to learn about, in, with, and through the arts. He argues that it is 

important to be aware of the different qualities that learning in artistic practice 

can develop. Eisner (2002) argues that in the arts we develop knowledge in and 

through processes.  

 

In studies on apprenticeship, Lave (2011) gives convincing examples on how 

another way of knowing and thinking is developed through practice embedded 

in social and cultural contexts. This challenges pure theoretical and rational 

approaches to research, which, she argues, can be hindrances to attain 

knowledge. Knowledge based in practice can uncover deeper levels of the 

experience of individuals and is thus of major importance in developing identity 

(Holland et al., 1998). Such research confirms that a practice-based approach 

exploring what is experienced in the activity of doing can approach themes 

Winner, Goldstein and Vincent-Lancrin (2013) identified as important to explore. 

One of them is that activity in the arts Ôis a place to introspect and find personal 

meaningÕ (2013, p.265). The research approaches of van Manen, Lave, and 

Holland give us examples on how their research is based in practice. In their 

works, the focus is on practical ways handling situations and not on knowledge 

outside of this process.  

 

From an educational point of view, Biesta (2012) claims that postmodernism 

criticised that our relationship to the world is a knowledge relationship, and he 
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argues that it is an existential relationship. Postmodernist thought highlighted 

the importance of being in time and being in the moment and deconstructed the 

rational, logic way of relating to the world (Wellmer, 1986). Discussing the 

condition of the individual in recent society, Bauman (2006, 2011) argues that 

the main challenge is to be able to live with change and uncertainty. This means 

to live in the event, in an existence that is in motion. Kemp (2011) argues that 

we live in a world of change, and the ability to interpret the experienced 

situations in life is crucial. These authors argue that our relationship to the world 

is existential, and this has consequences for education. Education is thus not 

mainly about acquiring fixed knowledge but is about someone who learns 

something in a specific situation and for specific reasons (Biesta, 2012). Without 

this existential framing of education, Biesta (2006) sees the concept learning as 

an empty phrase. Here the focus is moved towards the human being as subject, 

not as object. It moves towards exploration of meaningfulness and uniqueness 

of the individual. These ideas move in a similar direction as the changed 

understanding on the role of arts in education earlier discussed. How individuals 

create and deepen meaningfulness in their lives and create a good life can be 

seen in the existential perspective exploring uniqueness of the individual. What 

then is uniqueness? Biesta makes clear that uniqueness is not something 

essential. It is not about Ôwhat I have; it is not about some unique essenceÑ but 

is existentialÕ (2012, p.588, italics in original). The move is from what to when, 

from pre-given knowledge to lived experience in specific existential situations. 

However, this includes interpretation of situations. Biesta (2012) argues that the 

ability to interpret is at the core of education. This makes education weak while 

the focus is on open, still-not-conceptualised situations and not on strongly 

established knowledge. The focus is Ôthat students interpret and make sense of 
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what they are being taughtÕ (Biesta, 2012, p.585), and this is an open process. 

Biesta discusses that this openness excludes education as only a qualification 

to something, which turns education into training for a particular purpose. The 

interpretative stance also challenges education as socialisation, adapting to 

social circumstances. Biesta uses the concept subjectification for this open 

situation between mere qualification and socialisation. Subjectification is a way 

to approach the existential uniqueness, which Ôis as much about action as it is 

about interiorityÕ (Biesta, 2012, p.589). Individual knowledge thus is based in 

both actions in the world as well in interior judgements.  

 

Biesta approaches the question of truth. The exploration of the existential 

uniqueness can give us a new relationship to truth. Truth is, then, not an 

absolute knowledge given from outside and not an indifferent perspective 

among other possible perspectives but the unique truth of the individual. The 

discussion of truth is important Ôin order not to totalise communication and 

interactionÕ (Biesta, 2012, p.591). BiestaÕs idea of uniqueness underlying the 

truth was that a personÕs way of being is different from everyone else, but the 

question is not: Ôwhat makes me unique. The question rather is: When does it 

matter that I am uniqueÕ (2012, p.588, italics in original). This situates truth and 

uniqueness. BiestaÕs ideas come from exploring questions on democracy and 

social interaction. The thesis discusses the value of the arts in education. Still, I 

see the perspectives Biesta develops as important for my thesis and will 

continue this discussion in Chapter 6.  

 

Instrumental reasons for the arts aiming at specific academic, social, or other 

outcomes have lost some of their validity. Also, the move towards the opposite, 
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a pure subjectivist stance on the role of art in education, loses itself in Ôendless 

self-expression with little prospect of artistic advanceÕ as Abbs (2003, p.55) put 

it. Lived experience in the activities of art as a way of deepening the 

understanding of self and creating meaningfulness is shown in studies using 

arts-based research methods (Leavy, 2009). I will discuss these methods later 

in this chapter and in Chapter 4. Here, I want to put attention on that the artistic 

activity includes actions expressing interior meaning. The arts can thus be seen 

as Ôvehicles of human understandingÕ (Abbs, 2003, p.56) and promoter of 

cultural literacy, a capacity that makes it possible to change an individualÕs ways 

of thinking, acting, and expressing oneself (Bell, 2000). What is discussed here 

is not only about how to produce an artwork but how meaning is created 

through interpretation. In the case of the arts, it is a question of interpretation of 

something, formed and edited in a creative process (Eisner, 2002). To be able 

to explore the uniqueness of this process we need to interpret the process in 

itself, how we are in it. A method that can capture such experiences is needed. 

The distinction between being and becoming is discussed in the context of how 

to develop citizenship (Arthur and Croll, 2007). Becoming tends to be 

dominated by instrumental reason with a set of outcomes as aim. Being is 

situated in the actual process - the presence in the moment - and out of this 

judgements develop. Eisner (2002) argues that the way of knowing in the arts 

rests in being in the creative processes. This being in is based in an embodied 

action thus Ôsomatic knowledge must be employedÕ (Eisner, 2002, p.19). The 

following quote captures another perspective on this: 

ÔOne of the largest lessons the arts can teach is how to secure the 
feelingful experience that slowed perception makes possible; the arts help 
students learn how to savour qualities by taking the time to really look so 
they can seeÕ (Eisner, 2002, p.24). 

 
This is in opposition with pre-given instrumental aims or outcomes for the arts 
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and also to the arts as mere self-expression. Focus is put on the awareness in 

the action and how to perceive qualities. The discussion on the importance of 

being in the relation to the world, to the creative processes moves in the same 

direction as BiestaÕs (2012) arguments that education today should not rely on a 

knowledge-based relation to the world but on an existential relationship. The 

basis for an existential situation is to be aware of to be in that situation.  

 

In Swedish context, existential perspectives on education are discussed by 

Dahlin (1993). Dahlin argues for an alternative view of education that 

overcomes both the pure rationalistic view and the view that education is the 

development of something already existing in the child. Both perspectives see 

development as cumulative and as continuity. Dahlin points out that existential 

education is opposed to this and thus focuses on discontinuity and authenticity. 

Understanding can appear suddenly in a specific situation and transcend earlier 

understanding. Understanding is thus seen as a process based on the 

passionate questioning that can give opportunities for new understandings to be 

awakened (Dahlin, 1993). Dahlin argues, that in education we need to question 

and deepen dimensions on what ÔuppfattandetÕ [Swedish concept that covers 

the English words apprehend, perceive, and understand] is and explore what it 

can be (1993, p.95). The ultimate aim of existential education according to 

Dahlin is the experience of, I am.  

 

I have pointed out that existential perspectives on education are seen as a 

possible way forwards when leaving pure extrinsic or intrinsic positions behind. 

These existential perspectives also put a focus on understanding in itself as a 

reality in a specific situation. I see this relevant in the recent discussion on the 
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arts in education when the focus now turns towards being, good life, 

introspection, and exploration of personal meaning. This move is a move in an 

existential direction. Eisner (2002) makes clear that work with art is grounded 

on a focused perception of what is there in that situation. I argue that such 

experiences in the arts are existential in the sense that they both include an 

intensified awareness of action or perception in the present moment as well as 

a discontinuity, something that can transcend normal situations. In the arts, the 

crisis and the change happen in such situation. Thus, it is not pure subjective 

experience but includes the encounter with the artwork. From the position the 

thesis takes, the I am is experienced in specific situations where I experience 

myself in artistic activities. I will return to this discussion in Chapter 6, and in 

Chapter 7, where I position my thesis into a theoretical context based on an 

expanded reading of GadamerÕs ideas about Bildung that include existential 

perspectives. 

 

Arts -Based Research  

I used different arts in the thesis. The aim was to attain deeper and varied 

experiences of the lived experience. ABR is part of the qualitative research 

paradigm and uses the arts as a tool to investigate, analyse, and represent lived 

experience. I used the arts as a way of representing the lived experience of 

dance. The students did artwork, and I did poems as representation of 

experienced meaning. I see the interpretative part of the thesis based on 

hermeneutic phenomenology (HP) and the representative part based on ABR. 

In the process of interview, both aspects are intertwined. A discussion of 

perspectives raised by ABR is an important part of my thesis. Therefore, a brief 

review of the background of it is included. A review of the background of HP 
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follows in Chapter 4. The term ABR was first used in 1993 by Eliot Eisner in his 

work on the connection between the arts and education (Barone and Eisner, 

2012). McNiff (1998) wrote a book with the title Art-Based Research exploring 

this theme. Nowadays, this term is!widely!used for research that includes the 

arts to explore ways of expanding qualitative research (Knowles and Cole, 

2008). ABR includes methods that try to capture responses that cannot be put 

into words. They offer alternative ways of dealing with different parts of the 

research process such as data collection, analysis, and representation of 

findings (McNiff, 1998; Leavy, 2009; Barone and Eisner, 2012). ABR 

practitioners argue that the meanings created in working with art is a knowledge 

that might seem uncertain, but research shows that it can give unique access to 

engage with a deeper level of experience (Hogan and Pink, 2010). Sinner et al. 

(2006) argue that we need the ABR methods in situations where we cannot use 

other methods. Examples are mainly found in social research exploring power 

relations, social exclusion, and identity and when exploring extensive themes 

such as love, death, hope. These are typically something deep inside humans 

and something you are ÔinÕ (Sinner et al., 2006, p.1238).  

!

ABR is not focused on single facts but on multiple meanings that can be 

discussed and explored (Leavy, 2009). The ABR practices usually include 

narrative analysis, poetry, music, performance, dance, and visual arts. So a 

range of projects using ABR practices give evidence to the ability to access: 

Ôsilenced perspectives, evoking emotional response, provoking dialogue, 
promoting awareness, and cultivating increased social consciousnessÕ 
(Leavy, 2009, p.259). 

 
Baldacchino (2009) and Sullivan (2005) both argue that this form of research is 

different because it does not collect but generates data. A creative process is 
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needed. Such a process can develop the researcher and participants to be 

more open-minded and creative, to learn to see things differently (Knowles and 

Cole, 2008). New perspectives open up not only for the individual but also for 

the research community, and, thus, new research questions can be identified. 

Discussing ABR in this general context, Leavy argues that Ôusing the language, 

practices, and forms of the arts allows us to think and therefore see in new 

waysÕ (2009, p.258). Leavy maintains that the arts can contribute to different 

aspects of the research process: from finding new perspectives on a topic, new 

ways of collecting and creating data, to offering new ways of presenting the 

findings that can accomplish stronger resonance than the written form only: 

ÔThe arts simply provide qualitative researchers a broader palette of 
investigative and communication tools with which to garner and relay a 
range of social meanings. Moreover, the artistsÕ palette provides tools that 
can serve and expand the promise of qualitative researchÕ (Leavy, 2009, 
p.11-12).  

 
Leavy, therefore, suggests that ABR is especially useful in projects that aim «to 

describe, explore, or discoverÕ and Ôthese methods are also attentive on 

processesÕ (2009, p.12, italics in original). Her examples and the perspectives 

reviewed above substantiate that using art in research gives new perspectives 

on knowledge and a new way to deepen an experience. The question on 

validity and reliability of ABR will be discussed in Chapter 4. I argue that these 

perspectives support the use of the arts when investigating lived experience of 

dance and argue that this discussion on the creative aspect of research is 

important for the thesis.  

 

Reading ABR studies, the following questions became important to me: What 

kind of knowledge is developed in ABR practice, and how is it developed? The 

history of ABR shows that it has emerged out of practice as a natural affinity 
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between research and artistic practice. Art and science both, but in different 

ways, try to explore aspects of human situations and improve human 

understanding. They both can be viewed as ÔcraftsÕ (Leavy, 2009, p.ix). In a 

craft, the process is important. Knowledge is not only out there, but it is 

constructed in a creative process (Sennet, 2009). Seen from this perspective, 

the researcher is like a craftsman. Art and research intertwine, and data 

collection and data creation are both part of such a constructive process. This 

implies a break with methods conventions. It also rejects the idea of tools that 

are neutrally implemented because the researcher is a practitioner and thus is 

involved in the process. Hunter et al. (2002) stress that ABR is a process of 

meaning making. In the process, the meaning should be found, analysed, and 

presented. Eisner (1997) suggests that art is a process, and, as such, it is 

constantly changing and is dependent on the interaction between the artist and 

the material. He sees this as a counterpoint to positivism, which relies on stable 

facts and rational reflection. ÔKnowledge as a process, a temporary state, is 

scary to manyÕ (Eisner, 1997, p.7). The opposition between the practice-based 

ABR and positivistic rational knowledge is made clear here. 

 

ABR is not only exploring the what, but also how something is experienced and 

understood. ABR aims at finding out what way of knowing can reach deeper 

levels of experience and understanding. Sullivan did research in visual arts with 

the focus on this question. He argues that we, in the arts, deal with knowledge 

that is ÔtranscognitiveÕ and that is made up of different ways of knowing: 

Ôthinking in a mediumÕ, Ôthinking in a languageÕ, Ôthinking in a contextÕ (2005, 

p.125Ð128). Thinking is not activity in itself; it is, in the arts, a part of a process. 

Artistic activity links these different ways of knowing with one another and 
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establishes an in-between, where new thoughts can develop. In a state of high 

awareness, knowledge is developed through dialogue in relation to something 

in a specific process or situation. SullivanÕs focus is on exploring the artistic 

activity in itself. I will continue this discussion in Chapter 6. 

 

The context of ABR answers the questions on how to explore experiences in 

the arts as discussed above. However, the view on ABR must also be 

discussed. I, therefore, would like to conclude this section with a discussion on 

the position of the arts within ABR. Knowles and Cole (2008) and contributors in 

their book on ABR argue that the promising possibilities for ABR are a part of 

the development of the qualitative research (QR) paradigm. QR originates in the 

ethnographic and social research. Research on the social justice movement 

and studies on equality of gender and ethnic minorities ask questions that are 

different from those used in positivistic research. Therefore, researchers saw a 

need for other methods. Alternative schools of thought, not the least the 

postmodernism, also pressed for developing alternative methods (Leavy, 2009). 

In The Sage Handbook of Qualitative Research, Denzin and Lincoln give a 

broad overview of the different phases of QR in USA: 

Ô1900-1950 the modernist or golden age, 1950-1970 blurred genres, 1970-
1986 the crisis of representation, 1986-1990 the postmodern, 1990-1995 
post experimental inquiry, 1995-2000, the methodologically contested 
present, 2000-2004, the fractured futureÕ (2005, p.2-3). 
 

In this overview, it is made clear that Ôthe crisis of representationÕ preceded the 

time when ABR began to be used, and ABR deals with alternative ways of 

representation and inquiry. In a later book, Denzin and Lincoln (2011) claim that 

new directions in QR are being developed. In their introduction, they mention a 

variety of new methods but not ABR specifically. In my opinion, this shows that 

ABR methods have been developed and can be seen as promising, but they 
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are seen as part of the social research paradigm. They are not acknowledged in 

their own rights but as a tool to investigate new perspectives on other fields of 

research.  

 

Baldacchino (2009) introduces critical comments on the use of ABR. He 

questions the basic assumptions regarding the relationship between art and 

research. He sees a danger in the success of ABR when it is used for purposes 

outside of the arts: 

ÔArts research does not need to gain further legitimacy by being part of 
another research paradigm whose raison dÕ•tre  is historically and 
politically distinct from that of the artsÕ (2009, p.10). 
 

He thus argues that, from a perspective, the move of ABR towards the centre of 

social research is good, but from another, it can be seen as problematic 

because it reduces the arts to Ôeffective tools for social outcomesÕ (2009, p.10). 

Research that focuses on the arts themselves and how they specifically Ôhelp 

enlarge human understandingÕ is needed (2009, p.10). Instrumental rationalism 

is the problem as Baldaccino sees it, and the arts must claim Ôtheir own 

autonomous ground of legitimacy as a distinct and specific research paradigmÕ 

(Baldaccino, 2009, p.2). So the future direction of research should include ABR 

on the arts themselves.  

 

I see this discussion as crucial. It shows how the purpose of research affects its 

direction and can do so over a long period. The arts have been successfully 

used in social research; however, to focus on the artistic practice itself is new, 

and this can explore what happens within the process of doing art.  This 

research put the focus, as SullivanÕs (2005) study indicates, on the 

consciousness, experienced situations, states of mind, and processes that all 
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are intertwined in the artistic practice. Using the arts in these ways is a new way 

of exploring the human condition in different contexts. From a methodological 

perspective, this puts the focus on the importance of exploring the experience of 

the arts using ABR. In this thesis, I did this by using different arts to explore the 

experience of one art, dance. The method thus rests on the ABR tradition and 

expands that tradition by adding a comparative element between experiences of 

different arts. This will be further discussed in Chapters 4 and 6. 

 

Embodiment , Dance and Education  

Dance can be seen as the most existential art form because it uses the whole 

body, and its movements, as an instrument. However, the body is no neutral 

instrument. Although physical, it is part of oneself, of ways of being and 

behaving (Merleau-Ponty, 1962 [2000]). To exemplify this, I will review one 

example of the importance of the lived experience of body movements. The 

philosopher John Dewey became connected to Mathias Alexander who 

developed a technique known as Alexander technique that heightens 

awareness and control of the body. Dewey reported that things he had known 

earlier, philosophical or psychological knowledge, Õchanged into vital 

experiences, which gave a new meaning to knowledge of themÕ through direct 

work with body movement (Dewey in Jackson, 1998, p.138). Dewey also 

experienced that all habits are present in every act, thus creating character. 

Dewey reported that he had tremendous difficulties in following AlexanderÕs 

teaching, but he also experienced: 

Ôthe great change in moral and mental attitude that takes place as proper 
co-ordinations are establishedÕ (Dewey in Jackson, 1998, p.139). 

 
I argue that this is a good example of the existential potential of the encounter 

and work with body movements. It is also an example of the complex nature of 
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the experience with basic body movements and how they affect us on different 

levels. Notably, Dewey experienced this knowledge in a different way compared 

to philosophical or psychological knowledge. It is vital knowledge. When he 

managed to be in the movement, he experienced a great change. These 

experiences are existential, and Jackson (1998) claims that they were important 

for Dewey himself and his philosophy. 

 

Examples in the history of dance in education and perspectives from recent 

research point in the same direction as DeweyÕs experience. There seems to be 

a close connection between human consciousness and dance. Reading the 

sources describing the education of the early Greek society, paideia, it is 

obvious that especially the performing arts were important in the educational 

process. Lazou gives examples of this: (dancing) Ôchoreia, includes the whole 

educational processÕ (2004, p.25). Aristotle (1998) claimed that true education 

does not mean learning particular skills for utility purposes but developing 

spiritual independence and a relation to the arts. In The Laws, Plato (1980) 

argued against an education focused on specific skills. Education shall focus on 

the development of the whole human being. Education shall awaken initiative 

and free judgement (Plato in Ernst, 1980). The early paidea consisted of 

gymnastics as education of the body and the threefold choros: the integration of  

music, poetry, and dance (Tatarkiewiz, 1979) as an education of the inner 

human being. Plato (in Ernst, 1980) summarised that a well-educated human 

being is a human being experienced in choros and on which choros has had its 

effect. So paideia was a non-specialised education where movement, both 

gymnastic and expressive movement, dance played a central role. This was 

natural in a culture where:!
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ÔMovement accompanied by music and song was part of almost every 
major event in their lives, from religious cults and rituals to the educational 
and athletic preparation and training of the youthÕ (Lazou, 2004, p.17). 

 
Lazou argues that dance is created in the tension between the embodiment of 

imagination and the action itself: 

ÔIf dance is exclusively human, in AristotleÕs account of the soul, through 
the rational employment of imagination in action, it is possible to explain 
the well known purifying and mental balancing function of certain ancient 
dances and theatrical formsÕ (Lazou, 2004, p.64). 

 
For Lazou, the educational effects of dance have to do with the specific 

knowledge and state of mind that is created in the dance performance.  

 

From an ethnological perspective, Dissanayake (2000, 2009) argues that the 

temporal arts are at the core of how to develop culture, and these are important 

parts of education. Dissanayake defines temporal arts as dance to music and 

words and argues that their importance is that:!

ÕparticipantsÕ gain a felt sense of social identity, and identificationÉand a 
felt sense of meaningfulnessÉ and a felt sense of competenceÕ 
(Dissanayake, 2009, p.542). 
 

She also focuses on the effect of the movement itselfÑ the experiences that 
originate in being in the movement: 
 

ÔThe effects of temporal arts is not only to be found in themes or subjects 
but more in the emotional effect they have on participants, how they are 
being moved in that movement. These emotional experiences are basic 
for belonging and identity of groups and strengthen individual identity and 
social competenceÕ (Dissanayake, 2000, p.133). 

 
Lynn Smith (2003) argues that the central placement of dance in many cultures 

is due to the fact that dance can open up deeper existential knowledge of self 

and world. In more recent context, arguments that dance can help to 

understand the complex relations between somatic experience and culture and 

thus articulate identity are proposed (Albright, 1997). Cancienne and Snowber 

(2009) argue that dance is a way of learning about the self and that body 
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movement is a locus of discovery of the self. Dance practice can thus be viewed 

as Ôhistorical, contextual, discursive, and interconnected domains of lived 

meaningÕ (Henry, 2000, p.253). Leavy notes that dance has a Ôtranscendent 

consciousness-raising potentialÕ  (2009, p.180, italics in original). This might be 

because dance can be a Ôtransformative human action that expresses the 

individualÕs being without purposive endsÕ (Leavy, 2009, p.180).  

 

DeweyÕs existential experiences in movement and perspectives reviewed above 

makes it possible to argue that the human being can find in dance what Dewey 

called vital knowledge. It can inform us about existential as well as emotional 

and cognitive aspects of being that cannot be accessed in any other ways. 

Dance theorist Stinson claims that dance teaches a person: 

Ôto feel from the inside, and correspondingly how to use the body as a 
source of knowledge and locus of meaningÕ (2004, p.163). 
 

Grosz (1994) distinguishes between two sides of embodiment research: the 

inscripted and the lived body. Social and cultural meanings are inscribed in the 

body movements, the behaviours. Through the lived body, we explore the 

reality from the inside. Our existence is based on that the body includes these 

two realities (Grosz, 1994). Merleau-Ponty considers how the lived experience 

of the body is a tool for us to experience the world and to function in it. The 

body is Ômy point of view upon the worldÕ (1962 [2000], p.70). But the body is, in 

his view, something active, a creation: 

ÔA novel, poem, picture or musical work are individuals, that is beings, in 
which the expression is indistinguishable from the thing expressed, their 
meaning, accessible only through direct contact, being radiated with no 
change of their temporal and spatial situation. It is in this sense that our 
body is comparable to a work of art. It is a nexus of living meaning, not the 
law for a certain number of covariant termsÕ (Merleau-Ponty, 1962 [2000], 
p.151). 
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These perspectives, collected from different contexts, highlight that, in dance, 

and in embodied movement we have a way of attaining knowledge that cannot 

be found in any other activity.  

 

Perspectives from current research and philosophical thought add a new 

dimension to this idea. Earlier, body movement and the human mind were seen 

as quite separate. But recent research shows that the body movements have a 

major role in developing the human mind (Johnson, 2007; Shusterman, 2008; 

Gallagher, 2011). Body and mind are integrated. The title of one recent book, 

How the body shapes the mind (Gallagher, 2005), tells the story. Sociological 

research explores how body awareness and movement are basic traits in 

establishing identity (Shilling, 2008). Early childhood research argues that the 

experience of dynamic movement patterns in music and body movement 

ground both emotional and cognitive development (BrŒten and Trevarthen, 

2007; Stern, 2010). Philosophic aspects on embodiment are getting much 

attention (Clark, 2008; Shusterman, 2008). Research shows that thought and 

gestures are strongly related, which means that gestures are not only body 

movements, but they also carry meaning, like verbal language, only in another 

form (McNeil, 2005). Understanding includes understanding actions, other 

personÕs actions, as well as my own actions in situations in life (Bruner, 1990; 

Gallagher, 2011). The development of intersubjective communication in early 

childhood rests on perceived and/or acted movement in voice and body 

(Malloch and Trevarthen, 2009). Researchers argue that the basic condition of 

human existence is found when dancing to music (Dissanayake, 2009; Merker, 

2009). Rittelmeyer (2012) notes, and in my opinion this is an important note, 

that researches done in this field are used in different disciplines that are not 






























































































































































































































































































































































































































































