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Abstract  

 

One of the main purposes of the classroom-based research featured in this article was to develop 

nine-year-old students’ visual meaning-making skills and competences by focusing specifically 

on elements of visual art and design in picturebooks. During the arts-infused Language Arts 

curriculum unit students read and discussed and wrote about picturebooks as art objects, as well 

as engaged in expressive arts by designing and creating their own multimodal products. The 

Studio Habits of Mind of the Studio Thinking Framework developed by Hetland, Winner, 

Veenema and Sheridan is used as an analytical structure to examine the nature of the pedagogy 

and the student learning opportunities that occurred during the research. 

 

Keywords: Language arts; literature; multimodal; art; pedagogy; picturebooks 

 

 

 

 

 

 

 

 

 

 

Ubiquity: The Journal of Literature, Literacy, and the Arts, Research Strand, Vol. 6 No. 2, 

Fall/Winter 2019 

 



Pantaleo  STUDIO HABITS OF MIND 

62 

 

Studio Habits of Mind, Picturebooks, and Student Multimodal Ensembles 

 Scholars have described picturebooks as “an art form” (Bader, 1976, p. 1), as “art objects 

to be experienced” (Marantz, 1977, p. 151) and as aesthetic objects (Sipe, 2001). Like Marantz 

(1994), I believe “picturebooks should be perceived and valued as a form of visual art” (p. 1).  

According to numerous researchers, knowledge and understanding of various principles and 

elements of visual art and design can cognitively and aesthetically inform and enhance students’ 

reading experiences of picturebooks (e.g., Arizpe & Styles, 2016; Martens, Martens, Doyle, 

Loomis, & Aghalarov, 2012/2013; Roche, 2015; Sipe, 2008). For example, Sipe (2008), whose 

research explored young children’s multimodal responses to picturebooks, described how “an 

important part of the [children’s] literary understanding of picturebooks was an appreciative 

comprehension of the form and content of the illustrations, and in learning the language of visual 

analysis, which enabled and expressed this understanding” (p. 126). Youngs (2012) described 

how intentional pedagogy about “the art of picturebook design and visual design elements” (p. 

384) resulted in Grade 5 students moving beyond factual description of historical fiction 

picturebooks “to critically analyz[ing] and articulat[ing] what the illustrator was communicating 

through design elements and visual systems of meaning” (p. 391). I have also reported how 

teaching elements of visual art and design to students in Grades 7 (Pantaleo, 2012, 2014) and in 

Grades 2 and 3 (Pantaleo, 2016, 2017) developed their visual competencies, and enriched their 

comprehension, interpretation, and analysis of picturebook artwork.  

 Picturebooks were the format of literature featured during a classroom-based study I 

conducted with Grade 4 students. One of the main purposes of the research was to develop 

students’ visual meaning-making skills and competences by focusing specifically on elements of 

visual art and design in picturebooks. The arts-infused Language Arts curriculum delivered 
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during the research involved students reading and discussing, and writing about picturebooks as 

art objects, as well as engaging in expressive arts by designing and creating their own 

multimodal products. 

 In this article, I use the Studio Habits of Mind of the Studio Thinking Framework 

developed by Hetland, Winner, Veenema and Sheridan (2013) as a lens to examine the nature of 

the pedagogy and the student learning opportunities that occurred during the research. As is 

described below, Hetland et al. (2013) refer to the Studio Habits of Mind (hereafter SHofM) as 

dispositions, which are “central to artistic thinking and behavior” (p. 1). However, Hetland et al. 

(2013) emphasize that the SHofM are not only important for the visual arts; indeed, “similar 

mental habits are deployed in the serious study of dance, music, theater, mathematics, history, 

literature and writing” (p. 7). Using the SHofM as an analytical tool revealed how the 

multifaceted arts-infused unit of study afforded the Grade 4 students with opportunities to 

develop particular attitudinal and cognitive dispositions through focused instruction on 

picturebooks, as well as through student creation of multimodal narrative representations that 

featured elements of visual art and design.  

 Information about research on arts education in general and the Studio Thinking 

Framework (hereafter STF) in particular is followed by a description of the theoretical 

frameworks underlying both the research by Hetland et al. (2013) and the study with the Grade 4 

students. I then describe the research context and procedures. Subsequently, I use the eight 

SHofM as an analytical tool to retrospectively examine the nature of the teaching and learning 

opportunities in the arts-infused Language Arts unit.  
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Research on Arts Education 

 According to Hetland et al. (2013), findings from the meta-analyses of experimental 

studies examined for the Reviewing Education and the Arts Project (REAP) were controversial 

because overwhelmingly, no evidence was found “that studying the arts, either as separate 

disciplines or infused into the academic curriculum, raises grades in academic studies or 

improves performance on standardized verbal and mathematics tests” (p. 2). Winner, Goldstein 

and Vincent-Lancrin (2013) updated and extended the meta-analyses of international empirical 

research focused on the impact of arts education, and found that “learning certain forms of arts 

instruction does indeed have an impact on the development of very [few] specific skills” (p. 9). 

However, Winner et al. (2013) stated that evidence “of any impact of arts learning on creativity 

and critical thinking, or on behavioural and social skills, remains largely inconclusive” due to the 

limited “volume of experimental research on these matters” and the challenges associated with 

accurately measuring such skills (p. 9).  

 Rather than focusing solely on transfer effects, Winner and Cooper (2000) cautioned that 

“any evaluation of the educational outcomes of arts education should be based on learning in the 

arts” (p. 67). Hetland et al. (2013) wrote that transfer effects can be explored after researchers 

have determined “what the arts can teach and what students can learn from the arts” (p. 4). 

Indeed, researchers have emphasized the need to “document the kinds of thinking that are 

developed through the study of the arts” (Hetland et al., 2013, p. 4). Eisner (2004) also wrote 

about the kinds of “thinking the arts evoke, develop and refine” (p. 10) and noted how these 

“distinctive forms of thinking … are relevant to virtually all aspects” of education (p. 4).  
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The framework of studio thinking. Hetland et al. (2013) conducted an ethnographic study of 

visual arts programs in two high schools with the goals of discovering “what excellent visual art 

teachers teach, how they teach, and what students learn in their classes” (p. 4). Data collection 

included video and audio recordings and observations of lessons in the five participants’ visual 

arts classes, as well as field notes and transcripts of teacher interviews. Complex data analyses 

resulted in the generation of the STF. Originally, the STF consisted of three Studio Structures for 

learning (a fourth structure was added in the second edition of their book) and eight SHofM, the 

“categories of ‘what’ art teachers intend to teach” (Hetland et al., 2013, p. 157). According to 

Hetland et al., the eight SHofM of develop craft, engage and persist, envision, express, observe, 

reflect, stretch and explore, and understand art worlds are non-hierarchical and interact 

generatively with each other. They describe the SHofM as “general cognitive and attitudinal 

dispositions” (Hetland et al., 2013, pp. 4 & 7) comprised of core skills, inclination and alertness. 

In the opinion of Hetland et al., a dispositional perspective on the habits of mind enables teachers 

to focus on particular dispositional elements, as well as specific SHofM.  

 Hunter-Doniger and Berlinksy (2017) used the eight SHofM as a lens to investigate the 

effectiveness of a project called Engaging Creative Minds (ECM), which involved students in 

Grades 3-8 learning “Common Core Standards through art infused lessons provided by artists-in-

residence” (p. 20). During the school year, 30 “different artists and community partners” 

participated in the ECM program with 24 classes of students (Hunter-Doniger & Berlinksy, 

2017, p. 20). Analysis of data, including surveys completed by participating artists, teachers and 

principals, and classroom observations pre- and during an artist-in residence experience, revealed 

significant increases in “students’ engagement and problem-solving skills,” as well as 

improvement in students’ “attention, motivation to learn, creative thinking and level of academic 
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achievement during the ECM lessons” (Hunter-Doniger & Berlinksy, 2017, p. 21). Data analysis 

also revealed the presence of the eight SHofM, even though they “were not formally integrated 

into the ECM program” (Hunter-Doniger & Berlinksy, 2017, p. 22). The researchers provided 

examples of how the SHofM were enacted during the ECM lessons. According to Hunter-

Doniger and Berlinksy (2017), application of the STF can reveal the “learning benefits of an arts-

integrated lesson or program” (p. 20), as well as provide insight into “the pedagogical practices 

during” arts-infused lessons (p. 25). 

 Sheridan (2011), one of the original authors of the STF, used the SHofM in her research 

that focused on “3D modeling and animation” (p. 19). She examined “to what extent, in what 

ways, and through what methods observe and extension were developed” in a digital high school 

arts classroom (Sheridan, 2011, p. 24). Focusing on these two SHofM for her data analysis, 

Sheridan reported how practices in the research context, which focused on digital and interactive 

media, differed from the original STF study, which focused on traditional visual arts media. To 

Sheridan, her findings underscored how student learning is significantly affected by teachers’ 

decisions regarding their emphasis on and connection of the SHofM. Sheridan (2011) also noted 

how the SHofM can be used as an “analytic structure for looking at diverse learning contexts” to 

examine and describe arts teaching and learning (p. 25). 

 Hogan, Hetland, Jaquith and Winner (2018) shared how the SHofM have been used 

widely by teachers “across all grade levels, in arts disciplines and other subjects, and in 

educational settings in and out of schools, such as museums and community arts centers” (p. 8). 

Below I use the SHofM as an analytic structure to examine the teaching and learning 

opportunities that occurred during the research with the Grade 4 students. 
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Theoretical Frameworks 

 Sociocultural theory. Essential to the development of the STF developed by Hetland et 

al. (2013) was the ecology of the classroom contexts. When considering the “semiotic 

landscape” of the research classrooms, Hetland et al. observed and documented the semiotic 

resources, “the actions, materials and artefacts” (Jewitt, 2009, p. 304) used for communication 

and representation, the degree and purposes of use of the semiotic resources, “people’s attitudes 

towards specific semiotic resources, and the way in which their use” was regulated and learned 

(p. 304). Although Hetland et al. do not explicitly situate their research in a theoretical 

framework, I believe the descriptions of the purposes and procedures of their study, and the 

nature of the STF itself, reveal a sociocultural perspective. Indeed, Hetland et al. describe how 

the participating teachers created a studio culture, refer to the physical space and social climate 

of the classrooms, and underscore the role of teacher discourse during instruction and in 

nurturing learning. A sociocultural theoretical perspective, which draws heavily on Vygotsky’s 

(1978) work, presupposes the socially situated nature of teaching and learning, which is a 

fundamental underlying premise of the STF. 

 Vygotsky (1978) theorized the social construction of cognition explaining how “the 

process of the internalization of social speech is also … the socialization of children’s practical 

intellect” (p. 27). Through social engagement with others, people not only learn words, but also 

“grow into the intellectual life of those around them” (Vygotsky, 1978, p. 88). As described 

previously, data analysis by Hetland et al. (2013) revealed that students were learning “cognitive 

and attitudinal dispositions” (p. 7) through their direct engagement with teachers and peers, as 

well as with the art world.  
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 My research with the Grade 4 students was also situated in a sociocultural theoretical 

perspective. As is described below, student learning opportunities during the study were framed 

and shaped by teacher expectations and ideology, classroom discourse, “the selection of texts, 

and the pedagogic processes and practices within which” the texts were embedded (Jewitt, 2007, 

p. 276). When reading, writing, artistic expression and consumption, or multimodal designing is 

framed as a social practice, it is fundamental to consider how students’ choices and orchestration 

of resources (Kress, 2010) are affected by teacher pedagogy, the nature of the instructional 

materials, and the perceived purposes of the activities. The overall research goal of making 

explicit to the students the multimodal design of picturebooks with respect to elements of visual 

art and narrative structure affected the instruction about the literature and concepts under study, 

which shaped student learning and attitude, and thus student sign-making. 

 Social semiotics and multimodality. The multimodal nature of classroom environments 

is recognized by the ecological perspective of the STF. As discussed by Kress (2015), social 

semiotics is the overarching theoretical framework that provides the descriptive and analytical 

tools for the domain of multimodality. A social semiotic framing of multimodality focuses on 

issues about “meaning and meaning-making, about the resources for making meaning, about 

social agents as meaning-makers, and about the characteristics of the environments in which they 

act” (Kress, 2015, p. 55). Each of these aspects is fundamental in the STF and consistent with the 

tenets of sociocultural theory. 

 According to a social semiotics theoretical orientation, the meaning-making resources of 

a community are constituted by “all the modes,” together with the conceptual, “non-material 

semiotic categories” (Kress, 2015, p. 55). Each mode, such as still images, moving images, 3D 

models, layout, speech, sound, written language, and gesture, has its own set of distinctive 
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semiotic resources, organizing principles, and affordances (Bezemer & Kress, 2016). Kress 

(2010) uses the term multimodal ensemble to capture the “modal multiplicity” of a sign-complex 

or text. For Kress (2015), a sign-complex refers to “the semiotic work of design by its initial 

maker” (p. 57), and the term text refers to the fact that a multimodal ensemble “is subject to the 

subsequent semiotic work of interpretation-as-redesign” (p. 57). Kress (2010) uses the word 

orchestration to refer to sign-makers’ “processes of selecting/assembling/designing the semiotic 

‘materials’ which seem essential to meet the rhetor’s interests … through the processes of 

design” (p. 162). Emphasis on the socially contextualized and semiotic work of designing and 

interpreting multimodal ensembles is evident in the research procedures described below. 

Contextualizing the Research 

 The Grade 4 research classroom was in a Kindergarten-Grade 5 independent school in a 

city in western British Columbia, Canada. Informed consent was given by all of the 18 Grade 4 

students and their parents/guardians. During the 2017 Fall term, Ms. S., the teacher, and I 

worked collaboratively for approximately nine weeks during time scheduled for Language Arts. 

Our focused lessons were approximately 50-55 minutes in duration. In addition to exploring the 

development of student understanding and appreciation of elements of visual art and design in 

picturebooks, the research goals included extending students’ narrative competence, their “ability 

to produce and understand narratives” (Prince, 2003, p. 61), through a focus on metafictive 

literature, and developing students’ critical thinking and aesthetic understanding.  

 Research procedures. The picturebooks. Student participation in small group 

discussions was an important component of the research procedures. Instructional effort and time 

were dedicated to developing a collective understanding of the expectations, conduct, and 
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protocol of successful discussions with the goal of positively impacting student participation in 

peer-led, digitally recorded discussions of the focus literature.  

 The sequence of foci picturebooks used in the study was as follows: Flotsam (Wiesner, 

2006), Mr. Tiger Goes Wild (Brown, 2013), Voices in the Park (Browne, 1998), The Three Pigs 

(Wiesner, 2001), Ivan the Terrier (Catalanotto, 2007), NO BEARS (McKinlay & Rudge, 2011), 

and Snappsy the Alligator (Did Not Ask to Be in This Book!) (Falatko & Miller, 2016). In 

addition, each student read Tuesday (Wiesner, 1991) to develop background information about 

Wiesner’s flying pigs before they read The Three Pigs. However, no discussion transpired about 

Tuesday. To guide the small group discussions of the picturebooks, the students were provided 

with questions and/or topics that focused on the concepts under study.  

 As indicated previously, the students had opportunities to learn about metafictive devices 

and narrative structure through the study of the picturebooks. No information is provided about 

the pedagogy associated with these two particular research components (for details see Pantaleo, 

2019a, 2019b) because in this article I am focusing on the instruction of elements of visual art 

and design, student response writing, and student composition of their multimodal narrative 

representations. 

 Elements of visual art and design. Numerous opportunities were designed for the 

students to learn about physical aspects and layout characteristics of picturebooks, as well as the 

following elements of visual art and design: a) color; b) line; c) visual point of view; d) framing; 

and e) typography. Throughout the research, the students dialogued with their peers about the 

focus elements while engaged in various activities. Student participation in small group and 

whole class dialogic interactions was essential to their individual and socially situated 
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construction of knowledge about the concepts under study, including the learning and using of 

appropriate metalanguage. Brief descriptions of a few lesson ideas follow. 

 Color was the initial focus element. Lessons involved introducing, and in some cases 

reviewing, specific concepts and metalanguage associated with color (i.e., primary, secondary, 

complementary, warm, cool and tone). During a jigsaw activity, the students shared the findings 

from their independent research about the concepts, ideas, and emotions associated with 

particular colors. The information about the possible meanings of the colors was word-

processed, and the document was copied and distributed to students for reference throughout the 

research. The students also viewed two brief videos on color, created a color wheel, explored 

color tone by looking at paint chips and various illustrations in picturebooks, and discussed the 

use of color in several selections of artwork. 

 Instruction about the element of line included the introduction (and/or review for some 

students) of the terms horizontal, vertical and diagonal. The students drew an assortment of types of 

lines (e.g., curvy, straight, zig-zag) in their notebooks. They also experienced the potential for 

communicating a variety of emotions on faces by changing the types of lines used for eyebrows and 

mouths. Furthermore, the students examined picturebook artwork to explore how and why artists 

intentionally use the illusion of line (i.e., implied line) to lead viewers’ eyes in various ways. 

 After talking about the different points of view that can be utilized for narration, the students 

considered how painters or photographers or film directors or illustrators similarly use various 

points of view to position viewers in particular ways. Via a document camera, students looked at 

images from various texts and identified and discussed the meaning potential of different visual 

points of view (e.g., front, back, side, close-up, bird’s eye, worm’s eye).  
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 The students viewed and discussed examples of framing in several downloaded and scanned 

images and openings from various picturebooks. Visual framing methods featured in the images 

included the use of lines, objects, colors, borders, shapes and superimposition. When viewing and 

discussing the examples, the students were directed to think about what was being framed, the 

nature of the frame itself, and the effect or possible intention of the framing. 

 Typography can be defined as “the art or process of printing from type … the 

arrangement, style, or general appearance of matter printed from type” (Guralnik, 1976, p. 1539). 

Examples from picturebooks, magazines and other texts were used to introduce the students to 

various terms associated with typography, including typeface, font, width, height, weight, and 

posture. The students were to consider how meaning can be conveyed by various features of 

typography, including color and arrangement of letters and/or words on a page or screen. 

 Writing responses. For each picturebook, the students wrote a minimum of one response 

in their notebooks. When two responses were written about a particular picturebook, this text-

based writing was completed on separate days. The content of the students’ responses focused on 

the elements of visual art and design, and the metafictive devices in the picturebooks (e.g., 

narrators or characters who comment about their own stories, characters who directly address 

readers in words or image, multiple narrators or characters telling stories, disruptions of 

traditional time and space relationships in stories/narratives, nonlinear plots including narrative 

discontinuities, intertextuality). Response writing expectations required the students to engage in 

critical thinking because they were to provide both supported observations “(thoughts that entail 

an assertion that is grounded in evidence)” and speculation “(thoughts about a possible meaning 

or outcome based on evidence)” (Housen, 2001-2002, p. 106).  
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 Below, three students’ written responses about Voices in the Park (Browne, 1998), the 

third of the seven picturebooks used during the research, provide readers with examples of 

student text-based writing. As well, reference is made to the three responses in some of the 

discussions of the SHofM. The students’ names are pseudonyms and only the spelling has been 

conventionalized. The three students’ achievements in Language Arts at the end of first term 

represented a range from Approaching to Exceeding Grade 4 level expectations. 

I am writing about line because I noticed lots of examples of line. On opening five on the 

recto I noticed that the Dad’s body is leaning forward as well as the trees. I think this 

represents that everything is sad and the way Browne put the Dad’s body and the 

expression on his face is making everything gloomy. I think that he is feeling sad because 

on the verso he is leaning on his hand and his eyebrows are kind of saggy. I think this is 

important because the boy Charles isn’t happy either the way he’s living his life but the 

mom is. It is the other way around with the girl and dad because the girl is happy but the 

Dad isn’t. I think the Dad was happy the way he lived his life but not having a job was 

making him feel sad. (Parima) 

 

I notice that Smudge’s font is slightly bold and the posture is not straight up. That tells 

me that she’s sort of a carefree kid who wants to see the world as a fun place. An 

example of that is when Smudge wants to straight up play with Charles right off the bat 

when they meet. I notice that Charles’s font is more proper and straight with not much 

boldness. That tells me that he is more of a proper kid and doesn’t play much. I think he 

sees the world as a very boring place. (Torin) 
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I am going to talk about colour and I chose the recto of opening 12. I think the author 

used the color red for the lady’s hat because red can represent angry and she looks as if 

her head will explode! This is important to the story because the dogs are getting along as 

well as the children but Charles’s mom wants Charles to be proper and not to hang out 

with rough-looking kids. (Maxwell) 

 Multimodal composing. For the culminating activity, the students needed to apply their 

knowledge and understanding of elements of visual art and design, metafictive devices, and 

narrative structure and design and create their own multimodal books. A criteria sheet distributed 

to students included information about the number and types of metafictive devices and elements 

of visual art and design needed to be incorporated in the application of learning assignment. In 

addition, the students were required to design a narrative structure that featured the transgressing 

of the storyworld boundary. The students had learned about various ways to breach narrative 

boundaries between the “world in which one tells, [and] the world of which one tells” (Genette, 

1980, p. 236) through studying the picturebooks. Indeed, the violation of ontological boundaries 

in narrative representations is one device that reveals their metafictive quality. The students were 

directed (and prompted regularly) to refer to the assignment criteria when designing their 

multimodal work. The students were given a spiral bound sketchbook for planning and drafting 

their stories and they took these books home to work on their compositions. Overall, the explicit 

assignment criteria allowed for individual expression and required students to monitor and self-

evaluate their creative process and product. 

 High quality, letter size white paper was used for the pages of the students’ books. The 

artwork was drawn in pencil, outlined in thin black marker, and colored with pencil crayons. 

Overwhelmingly, the students printed the written text in their books, but a few word-processed 
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their text. In total, approximately 11 Language Arts classes were allocated to the design and 

creation of the multimodal books. In addition, several students worked on their stories at home. 

The students created covers for their books, and the final products were spiralbound. As well, the 

stories were scanned, compiled and published into a compendium. Each student purchased a 

copy of the anthology of metafictive tales, and a book launch was held to celebrate the students 

as authors. During an individual, digitally-recorded interview with me, the students described 

and explained how their work met the assignment criteria.  

 In the following sections I use the eight SHofM as a heuristic to consider the nature of the 

pedagogical practices and student learning opportunities during the arts-integrated unit. Readers 

are reminded to consider the interconnected and synergistic nature of the eight SHofM.  

The Eight SHofM  

 Develop craft. The descriptions of the research procedures convey how significant time 

was devoted to the studio habit of Develop Craft. Hetland et al. (2013) described how Craft 

consists of two components: technique and studio practice. They explained that as students 

“develop technique, they also learn about the elements of artworks” and how artists employ a 

range of artistic conventions to convey meaning (Hetland et al., 2013, p. 41). The lessons 

described above on color, line, point of view, framing and typography included opportunities for 

the students to learn about and experiment with these Craft elements. In their written responses, 

Parima, Torin, and Maxwell convey how they observed and interpreted Anthony Browne’s use 

of particular Craft elements, specifically line, typography and color, to represent and 

communicate meaning in Voices in the Park. 

 In addition, the Grade 4 students were required to intentionally use the same Craft 

elements in the application of the learning assignment. In the transcript excerpt below, Parima 
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explains two of her semiotic design choices for color to convey meaning about characters in her 

multimodal narrative. During the designing and completion of their artwork, Ms. S. and I 

reminded the students to use the color information document in their notebooks to ensure their 

choices were appropriately meaningful in order to meet the assignment criteria for this art 

element. Parima’s explanations indicate her referral to concepts, emotions and ideas featured on 

this document. She explicated how the use of green for the main character is creatively ironic in 

nature. Parima also explained the appropriateness of orange as the color for another character; 

she described how the character’s personality and actions reflect possible meanings associated 

with the color orange (i.e., joy, attention-grabbing, creativity, and self-confident).  

On the cover page, the main character, who says, “Go away!” telling readers, “No, I’m 

not going to give you a story!” I made him green because green can mean self-control but 

he’s not really controlling himself, he’s controlling the reader. He’s like, “Read the title 

and do it.” So it’s actually the opposite because he’s suppose to have self-control but he 

doesn’t …. On page 3 the orange guy who is walking by, I made him orange because he 

has joy and he’s attention-grabbing because he’s always in the background, like here 

saying, “Hi!” He has creativity and self-confidence like when he pours the water on the 

main character because he’s like, “I am going to get you [the green character] annoyed 

and maybe if I get you annoyed, you’ll walk out of the story so I can make a story.” 

 Studio practice, the other component of Develop Craft, involves students learning how to 

care for materials, tools, and space (Hetland et al., 2013). During the research, the students 

needed to handle the picturebooks and digital recorders in a responsible manner. They also 

needed to manage their work space, materials, and tools when designing and creating their 

multimodal stories. Resources were to be accessed from and returned to specific locations in the 
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classroom. As well, the students used twin-pocket folders for organizing the draft and final pages 

of their book.  

 Engage and persist. According to Hetland et al. (2013), “when one is engaged, one is 

intrinsically motivated to persist. Persisting for intrinsic reasons is what matters …. Personal 

engagement means that one gets pleasure out of the work itself” (p. 52). Classroom observations 

of and interactions with students revealed a high level of engagement during the creation of the 

multimodal narratives. The explicit assignment criteria provided students with guidelines while 

simultaneously allowing for individual choice and expression, important aspects for nurturing 

engagement and persistence. Furthermore, the students were to use the criteria to monitor and 

self-evaluate their products and creative process, which ideally fostered their autonomy and 

disposition to Engage and Persist. Teacher discourse, and the public sharing, discussing, and 

celebrating of student work emphasized how engagement and persistence can positively affect 

one’s accomplishments. Indeed, the book launch of the published compendium celebrated the 

students’ achievements as picturebook authors and artists.  

 Finally, student comments on the end-of-study questionnaire conveyed their feelings of 

pride about the completion of their multimodal books. When asked to describe three important 

learnings experienced throughout the research, Torin wrote,  

ALWAYS be efficient and never give up! This is important because if you give up, you 

won’t believe. The second most important thing to me is how I worked really well and 

tried again and again and again until I got it [my book] right. Last and fortunately not 

least is how I took all the time I could to think about the things I needed to put down and 

I USED the time. 
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 Envision. Hetland et al. (2013) noted how with envisioning, “the ability to imagine and 

generate mental images – is a disposition across domains” (p. 64). Envision involves students 

considering “what if?” scenarios such as imagining how they will design their work (Hunter-

Doniger & Berlinksy, 2017). Most Grade 4 students engaged in envisioning their final product 

well in advance of beginning the multimodal narratives in class, as they talked with Ms. S. and 

myself, as well as with each other, about ideas they planned to incorporate in their work. I infer 

the students were thinking in images as they mentally generated potential ideas for the artwork of 

their multimodal narratives. Furthermore, when designing their artwork and narrative structure, 

the students had to envision how they would meet the assignment criteria. The students 

concretely envisioned their ideas in the spiral bound sketchbook they were given for planning 

and drafting their stories.  

 The creation and interpretation of implied line is a specific example of envisioning or 

imagining. As described previously, during the pedagogy on the element of line, the students 

were introduced to the concept of implied line. An implied line is not physically present in 

artwork; a viewer’s imagination (or mind’s eye, as we discussed with the students) fills in the 

line from one focal point to another. The students’ artwork for their multimodal narratives 

needed to include at least one intentional/purposeful example of implied line. During her 

interview with me, Parima talked about three examples of implied line in her book, “Don’t Flip 

This Page!” Below is Parima’s explanation of her use of implied line on page 2 (see Figure 1). 

On page 2 there is another implied line. Like these two characters are looking at each 

other because they are talking. The author [the girl] is making the story but the author put 

herself in the story and then she pops back out on the next page. Usually you look at 

someone when you talk to them and that’s why I made him [the green character] a back 
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view because they are talking to each other. The other character is looking at the green 

guy and talking to him too so I have another implied line there. 
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Figure 1. Parima’s Page 2. 
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 Express. The habit of mind of Express is about “meaning of all sorts—feelings, concepts, 

and ideas” (Hetland et al., 2013, p. 66), and since “works of art convey meaning through the 

symbol system of the art form” (p. 66), students can learn about how to express through 

engagement in slow looking and thoughtful consideration of artists’ work. The pedagogy about 

the elements of visual art and design featured discussions about artwork. For example, students 

discussed the use of color in Wassily Kandinsky’s 1913 painting Farbstudie Quadrate Mit 

Konzentrischen Ringen (Color Study: Squares and Concentric Circles). Selections of artwork 

were also featured when introducing Flotsam (e.g., The Great Wave by Katsushika Hokusai 

[1830-32]) and Voices in the Park (e.g., The Empire of Light [1953-54] and The Lost Jockey 

[1926] by René Magritte; and Laughing Cavalier [1624] by Frans Hals). Furthermore, as 

explained above, viewing, talking about and interpreting the picturebook artwork was a 

fundamental aspect of the research. 

 According to Hetland et al. (2013), “the most central support teachers can offer around 

the habit of Express is to keep meaning at the center of the art-making process, immersing 

students in ongoing discourse about meaning” (p. 72). During whole class and small group 

discussions, and when writing their responses, students were required to consider how authors 

and artists intentionally select and use semiotic resources of image, written language, and layout 

to communicate meaning in their picturebooks. The responses of Parima, Torin and Maxwell 

about Voices in the Park reveal how they used appropriate metalanguage for the mode of image, 

and engaged in critical visual analysis as they identified, described, and interpreted various 

affordances of line, typography and color. Similarly, Hunter-Doniger and Berlinsky (2017) 

reported how the writing of the Grades 3-8 students in the ECM program “was intensified 
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because they observed and took the time to think about why an artist used certain colors, shapes, 

lines, and shadows, while scrutinizing how those choices affected the end result” (p. 24).  

 Hetland et al. (2013) stated that when Develop Craft is used “in the service of 

Expression, students [can] learn to use techniques” to convey visual meaning (p. 71) and 

understand how they can make their artwork evoke thought and emotion. The Grade 4 students 

needed to engage in purposeful semiotic work when designing their multimodal narratives in 

order to convey their desired meaning to readers of their books, and subsequently explain their 

meaningful use of elements of visual art and design during their interviews with me. For 

example, in his book “Marty the Maggot”, Torin used a different color and style of font for two 

characters (see Figure 2). He explained the meaning of his design choices as follows: 

Orange for Marty’s typography. I selected orange for his typography because he’s 

enthusiastic. He jumps and he is excited and he’s friendly. He’s friendly to the alligator. 

Marty’s [typographic] posture is on a bit of slant to show he is carefree, causal, and doing 

his own stuff. I used red for the alligator because he’s angry and annoyed. I used capitals 

and underlined these words [on page 5] to show his meaning, to emphasize what he was 

saying. 
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Figure 2. Torin’s Page 5. 

 Observe. Scholars have written about the importance of teaching students how to “see” 

(Berger, 1972) and emphasized that “looking is not always seeing” (Hetland, 2013, p. 79). 

Garner (2013) stated that because most “students function in a world of media overload, 

bombarded by images, sounds, texts, and experiences, they tend to passively accept what is 

presented” (p. 51). During the research the students were prompted and expected to engage in 

thoughtful observation and slow looking (Pantaleo, 2020). As explained previously, the students 
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were to focus their attention on how artists use elements of visual art and design such as color, 

line, point of view, framing and typography to convey meaning, and to cogitate how the use of 

these elements affected their emotions, comprehension and interpretation. Indeed, the habit of 

mind of Develop Craft is intricately connected to Observe because as stated by Berger (1972), 

“the way we see things is affected by what we know or what we believe” (p. 8). The visual 

analysis of Browne’s meaningful use of line, typography and color evident in the responses by 

Parima, Torin and Maxwell provides evidence of the students’ careful observation.  

 The pedagogy about elements of visual art and design provided the students with specific 

foci for their viewing of the picturebook artwork and indeed provided purpose to their 

engagement in slow looking (Tishman, 2018). On the end-of-study questionnaire, when asked to 

identify three important aspects they had learned through their participation in the study, several 

students wrote about the importance of slowing down their looking and attending to details. Part 

of Prima’s answer was as follows: “Last but least, how I look at books and how I write. For 

instance I write with more detail and look for more details in books.” On his questionnaire, Torin 

wrote, “I have learned that reading picturebooks takes time. We see what we learn to see.” 

Maxwell also wrote about learning about slow looking: “Before Dr. Pantaleo I use to skim the 

pictures. Now I slow down and look at the details.” 

 Furthermore, the students were encouraged to consider how they could use what they 

observed in other images and multimodal ensembles in their own work, reflecting how 

“envisioning and observing are ends of the same continuum” (Hetland et al. 2013, p. 60). When 

designing their multimodal narratives, many students borrowed textual and visual ideas from 

picturebooks explored throughout the research, as well as from other selections of literature, 

transforming these appropriations in various ways, in addition to setting them into new contexts. 
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For example, Maxwell appropriated details from Jeff Kinney’s (2007) well-known Diary of a 

Wimpy Kid series. He parodied the title of the series, calling his book “Diary of a Snappy Kid” 

and included Kinney’s characters Greg and Rowley in his story. Maxwell also appropriated 

Kinney’s style of artwork when creating the painter character for his book and when choosing to 

include black and white artwork. In addition, Maxwell appropriated the character Snappsy the 

Alligator from the picturebook by Falatko and Miller (see Figure 3). 
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Figure 3. Maxwell’s Page 2. 
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 Reflect. In the opinion of Hetland et al. (2013), all of the SHofM “can link with Reflect” 

(p. 89). Hetland et al. (2013) described how Question and Explain, the two forms of Reflect, 

require the development of “the technical and expressive vocabularies needed to explicitly 

consider one’s goals, works and the working processes. It also requires the ability to think 

metacognitively, conveying that thinking by speaking and writing” (p. 84). During whole class 

and small group discussions, when writing responses and during the individual interview about 

their multimodal narrative, the students were expected to use appropriate metalanguage when 

referring to the elements of visual art and design. As is evident by the transcript excerpts of 

Parima and Torin, during their individual interviews, the students had the opportunity to talk 

about what they did, their reasons for using particular techniques and elements, and the meanings 

they were trying to communicate in their multimodal narrative representations.  

 Evaluate is when students “interpret and judge the aesthetic success of their own and 

others’ works” (Hetland et al., 2013, p. 81). Again, participating in the interviews and writing 

responses provided students with opportunities to Evaluate. Consistent with the fundamental 

skills of Evaluate, the response writing criteria required the Grade 4 students “to make 

interpretive claims and judgments about [the quality and effectiveness of] works of art and to 

justify [or defend] these claims using evidence” (Hetland et al., 2013, p. 89). The written 

responses of Parima, Torin and Maxwell feature evidential reasoning in their interpretation of 

Browne’s artwork.  

 Finally, similar to the procedures reported by Hunter-Doniger and Berlinsky (2017), the 

Grade 4 students engaged in various reflection activities such as self-evaluation, peer reflection, 

whole class discussion, reflective writing, individual interviews, and an end-of-study 



Pantaleo  STUDIO HABITS OF MIND 

88 

 

questionnaire. These activities involved student reflection on specific criteria or goals or 

experiences. 

 Stretch and explore. Hetland et al. (2013) described Stretch and Explore as “the core of 

creativity across all disciplines” (p. 97). This habit of mind involves students generating new 

ideas, expanding knowledge, “pushing at boundaries … play[ing], tak[ing] risks, explor[ing] 

novel associations, and mak[ing] mistakes” (Hetland et al., 2013, p. 91). Overwhelmingly, 

students’ behaviors, discourse and products revealed their knowledge was expanded by learning 

about elements of visual art and design and techniques to break storyworld boundaries. Hetland 

et al. (2013) wrote that teachers can encourage students to Stretch and Explore when they design 

“tasks that are clear enough to communicate a direction and open enough to allow infinite 

solutions” (p. 97). As described previously, the Grade 4 students could meet the explicit criteria 

for the multimodal narrative compositions in myriad ways. Furthermore, the students literally 

pushed at boundaries by designing a narrative structure that included the playful transgression of 

the storyworld boundary (Pantaleo, 2019b). For example, several violations of ontological 

boundaries are evident on page 2 of Maxwell’s book: the author directly addresses the illustrator, 

who is physically depicted in the storyworld created by the author; the author conveys his 

awareness of the reader; and the illustrator and reader share the same spatiotemporal world 

because the illustrator is creating artwork in the presence of the reader.  

 Understand art worlds. Understand Art Worlds consists of two components: Domain 

and Communities. The Domain element refers to “familiarity with the full range of” historical 

and contemporary works of art (Hetland et al., 2013, p. 98). During the research the students 

viewed reproductions of works of art and considered how artists, including picturebook artists, 

conveyed meanings in their work with reference to the concepts under study. By looking 
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carefully at the artwork of other artists, students can develop an appreciation for and 

understanding of the “potentials of artworks as sources of new ideas and standards of quality” 

(Hetland et al., 2013, p. 104), including learning “how to present themselves as artists” (p. 105). 

Essentially, the picturebooks served as mentor texts for the students to learn about elements of 

visual art and design and narrative structure. As noted previously, Maxwell, among many 

students, appropriated visual and textual ideas from the focus picturebooks when creating his 

own multimodal narrative. Furthermore, the processes involved in the designing and creating of 

the multimodal narratives, the publication of student work as a published print book, and the 

book launch celebration enabled the students to make connections between their learning and 

what professionals, in this case picturebook authors and artists, “are doing and why” (Hetland et 

al., 2013, p. 109).  

 Due to the nature of the research, attention was not devoted to students participating “in 

the discourse community of artistic practice” or learning about gatekeepers (Hetland et al., 2013, 

p. 98). However, the “community component of Understand Art Worlds also includes working 

with peers” (Hetland et al., 2013, p. 98), sharing tools and materials, and providing suggestions 

and learning by viewing one another’s work. The Grade 4 students had multiple opportunities to 

engage in all of these particular experiences during the study. For example, when working on 

their multimodal narratives, the students selected a page of their work and identified a particular 

aspect they wanted their peers to attend to as they engaged in a gallery walk. As well, the 

published anthology of the students’ metafictive tales can be viewed as an example of a 

collaborative community project. 
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Discussion 

 As explained previously, Hetland et al. (2013) identified the eight SHofM by analyzing the 

experiences and opinions of visual arts teachers and students in particular sociocultural contexts. 

Similarly, the descriptions of the teaching and learning activities with the Grade 4 students 

contextualize their experiences and convey information about how the semiotic landscape 

(Jewitt, 2009) of the research classroom afforded the students with opportunities to develop the 

eight SHofM. Like the research conducted by Hunter-Doniger and Berlinsky (2017), the 

purposes of the study with the Grade 4 students did not include the intentional integration of the 

SHofM. However, the students were immersed in a particular classroom culture through their 

experiences and interactions (Ritchhart, 2015), and application of the SHofM as an analytical 

framework revealed that through the multifaceted instruction on picturebooks and the creation of 

multimodal narrative representations, the Grade 4 students had multiple opportunities to develop 

particular attitudinal and cognitive dispositions associated with the eight SHofM.  

 Application of social semiotics theory to the domain of multimodality recognizes the 

multiple modes available to sign-makers for making meaning in a particular sociocultural 

context. Engaging in visual arts practices “occurs through the use of multiple modes and multiple 

literacies or symbolic representations” (Barton, 2014, p. 12). Developing knowledge and 

understanding of the semiotic resources and affordances of modes is fundamental to any 

consideration of “meaning, meaning-making, meaning-makers, [and] agency” in the domain of 

multimodality when embracing a social semiotics theoretical framework (Kress, 2015, p. 53). 

The students’ responses and interview excerpts demonstrate how explicit instruction about 

elements of visual art and design can afford students with the requisite knowledge and 

vocabulary that can enrich their responses (Hunter-Doniger & Berlinsky, 2017) by increasing 
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their competences to comprehend, interpret and systematically analyze what they see, as well as 

develop their abilities to intentionally design multimodal ensembles to convey particular 

meanings. 

Conclusion 

 As noted above, the SHofM can serve as a conceptual framework to examine and describe 

practice (Hetland et al., 2013; Sheridan, 2011), to explore how to promote transfer of learning 

across contexts, and to contribute to the development of a particular type of “intellectual life” in 

classrooms (Vygotsky, 1978). Hetland et al. (2013) explained how each studio habit of mind “is 

a general way of approaching thinking that can be seen in all art forms, [and] not only the visual 

arts” (p. x) but also in non-arts disciplines. In their book, as well as providing multiple examples 

of how the SHofM exist in various curricular areas, Hetland et al. described one high school 

community’s use of the STF across subject areas to guide curriculum planning, instruction, and 

teacher and student self-assessment.  

 However, although the conceptual language, the underlying educational philosophy and the 

associated pedagogical practices of the STF are applicable across disciplines, Hetland (Heller, 

2017) emphasized how the studio structures/classroom formats and habits of mind will be 

enacted in distinct ways across subject areas. Hetland et al. (2013) also acknowledged that the 

habits can be learned in academic subjects and then transferred “to learning in the arts,” but 

stressed that “explicit efforts to link subjects must be made regularly if transfer is to occur 

reliably” (p. 7). Indeed, a variety of research possibilities exist with respect to the nature of the 

enactment and transfer of learning of the SHofM across curricular areas in both elementary and 

secondary classrooms. As well, researchers could explore how the deliberate planning for, the 

nurturing of, and the metacognitive reflection on the implementation of the SHofM affect teacher 
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pedagogy and students’ learning experiences in the arts (see Hogan et al., 2018), as well as 

across subject areas.  

 In the opinion of Winner et al. (2013), “the main contribution of arts education to innovation 

societies lies in its development of broad and important habits of mind” (p. 3). Hetland et al. 

(2013) noted how the enculturation of dispositions such as the SHofM that develop students’ 

abilities to “become active learners and effective thinkers” (Ritchhart, 2015, p. 34) needs to 

occur in classrooms across all subject areas. As teachers and researchers explore the teaching and 

learning of diverse arts and integrative arts curriculum in various contexts, the use of the STF 

and specifically the SHofM can serve as analytical structures and metalanguage to not only guide 

and assess pedagogy but also to enrich such endeavors. 
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