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ABSTRACT

STUDY OF MENTORING AT A SITE PARTICIPATING 
IN A STAFF DEVELOPMENT PROGRAM IN THE ARTS,

THE CREATIVE ARTS LABORATORY

by

Lorenzo P. Martinez

Serving as backdrop for this s tudy  is the Creative Arts Laboratory 

(CAL), a staff developm ent program  that trains elementary and m iddle  school 

teachers to integrate the arts into the curriculum. This three-year project used 

m entoring as part of its program  design.

The question guiding the research was: In a site involved in a standards- 

based, arts-integrated , arts-correlated staff development program, how is 

mentoring used to effect program implementation? The case s tu d y  took place 

during  Year II of the project and focused on one m entor and five Year II teachers.

Methods for data collection included: a questionnaire sent to all 

mentors; observations (of all participating teachers) at workshops offered at 

Teachers College and  observations at Columbus Elementary School (in the 

selected teachers' classrooms); interview s (informal, as well as sem i 

structured) of teachers, students, and m entors assigned to Colum bus 

Elementary School, m entors w orking at other schools, CAL faculty members, 

CAL adm inistrators, and staff developers not connected w ith CAL; and 

docum ent analysis.

The data suggest that at this site, the m entoring relationship had all the 

characteristics of a successful alliance. They also suggest that the challenges 

faced by the m entor and the teachers during the im plem entation journey 

were: time and differences in pedagogical approaches. W hen the research 

question is analyzed, the following outcom es come forth: (1) m entoring was
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the key to im plem entation (2) the mentor's discipline tended to be 

incorporated into the curriculum — disciplines outside of the m entor's area 

of expertise tended to be ignored as a rule, and (3) w hen the frequency of the 

m entoring interventions decreased, or the interventions were m issing 

altogether, CAL activities decreased and in some cases disappeared from a 

teacher’s classroom.

The study  ends w ith the following recommendations: In fu ture  arts- 

integrated, arts-correlated staff developm ent program s, m entoring should be 

part of the program  design and mentors should be trained to bring all of the 

arts to the classroom, not just the mentor's own specialization.
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Chapter I 

INTRODUCTION

Overview

Art, no less than philosophy or science, issues a  challenge to the 
intellect. The great works of music, sculpture, painting, engraving, and  all 
other forms of artistic expression engage the m ind, teaching lessons about 
order, proportion, and  genius.

W illiam J. Bennett, U.S. Secretary of Education

A rt is hum anity 's m ost essential, m ost universal language. It is not a 
frill, but a necessary part of communication. The quality of civilization can 
be m easured through its music, dance, dram a, architecture, visual art and 
literature. We m ust give our children knowledge and understanding of 
civilization’s m ost profound works.

Ernest L. Boyer, President, Carnegie Foundation for the 
Advancem ent ofTeaching

This m om ent of m ounting concern about Am erican education is the 
time to help our dedicated teachers and our schools transmit the 
significance and common heritage of the arts, so that our young people 
will not be denied the opportunity to become citizens this Nation 
deserves.

J. Carter Brown, Director, N ational Gallery of Art

When m em bers of a society wish to secure that society's rich heritage 
they cherish their arts and respect their artists. The esteem with which we 
regard the m ultiple cultures offered in our country enhances our 
possibilities for healthy survival and continued social development 

Maya Angelou, Poet

These quotes (Toward Civilization, 1988, pp. 2-5) read like verses from an

ode to the arts. Their message is dear: the arts belong in our schools. The arts

have the ability to record history and if we w ant to secure the history of our

times, we m ust train our historians in them. Unfortunately, this message has

gone largely unheard by the American educational system  and the arts have not

played a prom inent role in our schools for a num ber of decades. Not only have

we ignored the arts as powerful anthropological tools, bu t we have turned our
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backs to their ability to promote learning. Today, among the efforts to bring the 

arts back into our schools, are program s that integrate the arts in to  core curricula. 

The purpose of these programs is to foster understanding of o ther subject matters 

through the arts. How ever, debate w ithin the world of arts education concerning 

the merits of such integration continues, due in large part to the lack of research 

studies docum enting how  these program s deliver their services.

Serving as backdrop for this study  is the Creative Arts Laboratory (CAL), 

a staff developm ent program  that trains elementary and m iddle-school teachers 

to integrate the arts into the curriculum. Begun in 1995, this three -year project 

uses m entors as part of its program design. The study examines how  m entoring 

facilitates program  implementation at one of the participating sites. The 

investigation reveals how  certain variables affect the m entor’s work, and how  

teachers and students react to the m entoring process. Furtherm ore, the inquiry 

addresses the significance of m entoring in the implementation o f new  ideas in 

the classroom and as a viable tool for school reform.

The study  explores the need of a staff development program  to fit into the 

school's culture and the belief that the arts are integral to the developm ent of our 

students.

For all these reasons and a thousand more, the arts have been an 
inseparable part of the hum an journey; indeed, we depend on the arts to 
carry us tow ard the fullness of our humanity. We value them  for 
themselves, and  because we do, w e believe knowing and practicing them 
is fundam ental to the healthy developm ent of our children’s m inds and 
spirits. That is why, in any civilization—ours included— the arts are 
inseparable from  the very m eaning of the term "education.” We know 
from long experience that no one can claim to be truly educated who lacks 
basic know ledge and skills in the arts. (National Standards for Arts 
Education, 1994, p. 3)
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Problem

In the 1960s, fearful that the Soviet Union was surpassing us in 

technological and scientific knowledge, this country m ade a concerted effort to 

support the study of m ath and science. In the process, the arts were neglected 

and all but disappeared from our schools (Fowler, 1977). A decade later, in his 

introduction to Can We Rescue the Arts for America's Children? Fowler (1988) said 

the arts "suffer all the indignities of the dow ntrodden—low status, neglect, 

poverty, and powerlessness" (p. xv).

Responding to the lack of arts program s in our schools, the arts-in- 

edueation m ovem ent was bom . Programs under this umbrella place artists in 

schools to work in  partnership with traditional arts teachers, send students out 

into the community to experience or view an artist's work, and sometimes do 

both (Briggs, 1991). Besides arts-in-education programs, other efforts are being 

m ade to bring the arts back into the schools. Some schools sell students' artwork 

to purchase musical instruments, or raise m oney from private sources to hire 

staff to teach the arts (Chira, 1993). In other schools, the arts are incorporated 

into the general curriculum , and regular classroom teachers—some w ith no 

previous arts experience— are held accountable for delivering arts services to 

students (Remer, 1982).

A lthough in the last decade we have seen a surge in professional 

development program s that help classroom teachers incorporate the arts into the 

general curriculum, there has been little documentation of how these program s 

plan and deliver their services (Eisner, 1979). As a result, we lack the knowledge 

and expertise required to replicate them. Yet, as Briggs notes, "Only by studying 

the process which creates successful program s can we...help students appreciate 

and understand the arts" (p. 4).
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The need to document how staff developm ent programs in the arts offer 

their services suggested this study. Indeed, show ing how the Creative Arts 

Laboratory uses mentoring to facilitate program  implementation will provide 

valuable information to the field.

The evaluation of arts program s is im portant to teachers who w ant to 

know "what to alter or w hat to m aintain in the course of teaching or in the design 

of the curriculum" (Eisner, 1979, p. 12). Eisner (1981) stated that we did not know  

enough about "whether experience in arts activities fosters the developm ent of 

imaginative abilities that transfer to other fields...[and] the extent to which 

teachers who themselves have lim ited backgrounds and abilities in the fine arts 

can teach them effectively" (p. 299). Docum enting how CAL helped teachers w ith 

little arts experience learn to fuse the arts into the study of other subjects will 

help other teachers and administrators who are interested in developing sim ilar 

interdisciplinary approaches.

Purpose of the Study

The purpose of the study is to examine how  mentoring is used in a site 

involved in a standards-based, arts-integrated, arts-correlated staff developm ent 

program. Specifically, the research explores the effect of mentoring on program  

implementation, with special attention given to the nature of the m entoring 

relationship. The study also investigates the im pact of mentoring on both adu lt 

and student learning. Designed to afford insights that could be useful in 

advancing delivery of service through staff development, the research attem pts 

to contribute to research on art education by offering recommendations to 

educators interested in arts-integrated and arts-correlated curriculum.

An integrated -arts curriculum uses the arts to illuminate a concept in 

another discipline. For example, music might be used to teach fractions or
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dance to dem onstrate the metamorphosis of butterflies from larva to full- 

fledged insects. The thing to remember is that these types of curricula use one 

arts discipline a t a  time to facilitate learning in other subject areas.

A correlated -arts curriculum, on the other hand, combines m ore than 

one of the arts to help students learn concepts in other areas of the 

curriculum. Music, dance, visual arts, and  theatre could be used in any 

combination to reinforce reading in a first grade classroom. These students 

m ight com pose and later perform an opera based on a story they have read, 

for which they've not only composed the  music and created the w ords bu t 

also w orked on  the sets. The challenge o f a correlated-arts curriculum is that it 

dem ands a lot of coordination on the p a rt of the teacher. Teachers need help 

from m ore than  one specialist and, often, specialists in all those disciplines are 

not available a t their schools. If they are, their time is often taken up w ith 

other duties.

Scheduling conflicts are not relegated to a correlated curriculum. This 

problem is shared  by an integrated program . The ultimate challenge, however, 

faced by these types of curricula—or any staff developement program , for that 

m atter—is actually to see the changes they prom ote taking place. CAL uses 

m entors to help teachers use the arts in an integrated and a correlated m anner to 

enhance academ ic learning.

To u nderstand  the mentoring design of CAL and to explore the effect of 

m entoring on  implementation, this case study employs an inductive approach to 

inquiry. Field m ethods involved participant observation at workshops at 

Teachers College and in the teachers' classrooms at Columbus Elementary School 

(these observations resulted in field notes); interviews of teachers, m entor, 

principal, and  another school adm inistrator; and document analysis (lesson plans 

and studen ts’ works). The above were used for the final data analysis. O ther data
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collected were: interviews of CAL administrators and  faculty; interviews with 

m entors assigned to other sites; and interviews of the second m entor assigned to 

Colum bus Elementary School, as well as observations of activities conducted by 

this mentor. These data w ere used only to reinforce the findings of the main data.

The central question g lid in g  the research was: In a site involved in a 

standards-based, arts-integrated, arts -correlated staff development program, how is 

mentoring used to effect program implementation? Later in the chapter, a description 

of the case is presented.

Personal Justification

The research question in this study was prom pted by the observation that 

teachers need in-classroom support to change classroom practices, particularly in 

the arts—an area that historically has been in the hands of specialists without 

much input from classroom teachers. This practical, in-classroom assistance is 

provided by CAL to the participating teachers through m entors. This study is of 

particular interest because a systematic analysis of the role of mentoring in the 

implementation of a staff developm ent program in the arts has not yet been 

done. Previous research in general education (Hoskins, 1993; Krajefska, 1982; 

H am ish & W ild, 1993) and  in business (Caldwell, 1993; Jeruchim, 1992) suggest 

that m entoring is param ount to the implementation of new  programs and ideas. 

Applying this insight to arts education is im portant for staff developers 

interested in bringing about educational reform through the arts.

My own ideas about the place of the arts in education, and in particular 

the strength of arts-integrated programs, helped to shape this study. The basic 

purpose of education is to nurture individual capacities so that students can 

m ake m eaning of their w orld. But without the arts, education shortchanges itself. 

As previous research suggests, the arts are fundam ental in helping to develop
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imagination, critical thinking, and self-esteem (Remer, 1982; Pogonowski, 1987). 

They provide opportunities for children to express their thoughts and ideas 

about themselves and their world, and contribute to other kinds of learning 

(Fowler, 1988; Chancellor's Work Group, 1990).

Schools tend to adopt an arts-integrated curriculum  for different reasons, 

For many, it is a way to make the arts part of the day’s curriculum, available to all 

students, and not something added on at the end of the day (e.g., an after-school 

activity for a chosen few— the artistically gifted). For others, it is a guarantee that 

the arts will not be extricated from a school's offerings in times of financial crisis 

(Remer, 1982). W hile these are valid reasons, I believe that the real pow er behind 

an arts-integrated curriculum is the different modalities the arts provide to 

facilitate learning. An eloquent spokesperson in this area is Howard Gardner. In 

his book Art, Mind and Brain: A Cognitive Approach to Creativity (1982), G ardner 

states that the arts contribute to the acquisition and expression of knowledge in 

unique ways. Building on his research, an arts-integrated curriculum can serve as 

a way of learning and knowing, a means of teaching children in ways that best 

facilitate learning.

While the arts assuage the cultural, ethnic, and personal isolation that 

some children feel (Fowler, 1988), they are also an im portant catalyst for 

cognitive growth. Therefore, to deprive students of the arts is to deprive them of 

an opportunity to define their role in society so they can develop into the best 

dtizens they can be. And because they are the most natural tools a child can have 

to access knowledge (Gardner, 1982), the arts m ust be to a school w hat books are 

to a library— an expected necessity.

In an  ideal d ty  in an ideal world, the arts would be present, audible, 
and visible in every school. The sounds of darinets would be heard  in 
some school entranceways; half-open doors would make poetry-readings 
audible; hand-m ade masks would line the stairways; posters w ould
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announce arts events around the neighborhood. No longer on the fringe of 
things, the solution of visual problems in the m aking of murals would tap 
the expertise of m ath  teachers. Leaf-drawings would surround those 
studying botany; stories of great scientists w ould stud the science 
curriculum; students would be given cameras to photograph the houses in 
the com m unity (and the empty lots, and the river views, and the shanties, 
and the shacks). There w ould be an ongoing dialogue among teachers and 
their students, am ong students and visiting artists.

(Maxine Greene, Institutionalizing Arts 
Education for New York City Public School, 
ArtsVision, 1996)

As a teacher of music, I have experienced the joy of opening people up  to 

feelings about them selves and their world. I have also seen how music and the 

other arts have helped children to make connections across disciplines. My belief 

that the arts can transform  education, and my hope that every school will one 

day look like Maxine Greene's ideal, motivated this study. Furthermore, I hoped 

to clarify certain assum ptions about the im plem entation of an arts-integrated 

curriculum. In particular, I questioned the understanding on the part of teac’ .ers 

and principals about w hat it takes to bring an arts-integrated program into a 

school. Planning and  adopting such a curriculum tends to interfere with the day- 

to-day activities of a regular school program. It is im portant that both principals 

and teachers acknowledge the demands of adopting an arts-integrated 

curriculum and m ake provisions for it. M arginalizing the program will not result 

in changed practice.

Steps that Led to this S tudy

In case studies, the researcher is the principal instrum ent in the collection 

and interpretation of data (Merriam, 1988). Therefore, the background of the 

researcher is critical in  these types of studies. This section discusses the 

professional background of the researcher, along w ith the steps that led to this 

study.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

9

My first job a t Bank Street College of Education in 1985 was as program  

coordinator for The Teen Father Collaboration, a national, multisite research 

project sponsored by  the Ford Foundation, aim ed at helping teen fathers cope 

with the pressures of fatherhood. Among the services these young fathers 

received were counseling, tutoring with school w ork, and day care for their 

babies. My responsibilities included gathering data from the various sites and 

working on the final report. The data were collected in the form of interview s of 

participants and providers, and surveys.

Later, as the founder and director of the Bank Street Center for the 

Performing Arts, I w as faced with the responsibility of writing proposals to 

ensure the survival of the Center. The Center offered an arts-in-education week

end program  to supplem ent the arts experiences of elementary students from the 

Bank Street School for Children and of children from  outside schools as well.

I looked for studies that dem onstrated how  the arts could transform  the 

lives of children, hoping for quotes and statistics to use in my proposals. One of 

the first books I read  was The Power of an Idea by Jane Remer (1982). From this 

publication, I learned that when the arts are integrated into the general 

curriculum, schools are transformed into powerful educational environm ents.

Because the Bank Street School for Children uses an interdisciplinary 

approach to arts education—every subject is w oven into a core social studies 

curriculum—and because I had access to the school, I decided to conduct 

informal interviews w ith the specialists and  some of the school’s adm inistrators.

I wanted to learn everything I could about the school's arts program . I realized 

that I was m oving aw ay from my initial purpose—finding quotes to support my 

request for money for the Center—but I em braced the enthusiasm  about 

interdisciplinary approaches to arts education that Remer's writings had 

awakened in me. In particular, I was thrilled at the possibility of the C enter’s
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becoming a partner w ith the school, connecting the Center's perform ances to the 

school's curriculum.

In my investigation, I discovered that teachers and adm inistrators at the 

Bank Street School for Children shared a comm itm ent to integrating the arts into 

the curriculum. Music specialists, however, commented that the am ount of time 

set aside for music kept diminishing, and  that collaboration w ith classroom 

teachers was not always possible. One specialist said: "Give me m ore time. I don 't 

care if the time I have is in collaboration w ith a teacher or just by myself. I need 

m ore time to do more!"

While I felt that the issue of time devoted to music deserved further 

investigation, I was not able to devote m yself to such a study at the time. The 

knowledge, however, that I gained about how the different arts disciplines were 

treated at the school, and the relationships I developed with specialists and 

classroom teachers, proved critical. As a result, I was able to choose 

performances for the Center that blended smoothly with the school’s curriculum. 

For example, during Black History M onth, the Center presented a musical called 

"Freedom Train," a piece that traced the story of Harriet Tubman through dance, 

dialogue, and music. The following season, the Center produced "Dream Alive:

A Celebration of Black History," a m ultim edia presentation that brought to life 

the stories of many black Americans from every walk of life and field of 

endeavor. As attested to by teachers at the school, both productions reinforced 

curriculum activities and inspired classroom discussions.

In spite of the curriculum  tie-ins for m ost of the performances, the Center's 

productions were designed to be enjoyed as arts experiences in their ow n right. 

This proved particularly helpful for students from the outside com m unity since 

curriculum links had not been m ade w ith their schools. Questionnaires provided 

to students at the end of each perform ance showed that 95% of the students, both
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from w ithin and outside of the School for Children, rated these performances as 

outstanding. As an arts presenter, my greatest joy was to see children respond 

enthusiastically to these performances, and to see the connections these arts 

experiences allowed them to make. Once, after a performance of Tom Sawyer, a 

musical adaptation of M ark Twain's coming-of-age classic, a little boy said he 

wanted to "go to the library to get the real book." And, he couldn’t wait to go 

back to school the following week "to tell [his classmates] about Tom." This child's 

mother was quite stunned at her son’s reaction. She had never seen him respond 

"with such interest to a m usical before." An adaptation of Mark Twain's story had 

triggered an interest for "the original work." Crediting the arts for this 

transformation, both m other and child became regulars at subsequent 

performances offered by the Center.

As an arts adm inistrator, I was greatly influenced by Remer's work, 

although her idea that education can be transform ed through the arts was not a 

new concept. Dewey (1958) had already argued that the arts deserved a 

prom inent role in our schools; his argum ent was recently supported by Gardner's 

research in 1992. W hat Remer’s work did for m e was to open a wide w indow  into 

the w orld of arts education, showing possibilities for a Performing Arts Center to 

influence and be influenced by a school's core curriculum. Through the Center, 

and my research in the Bank Street School for Children, I had experienced this.

In the Spring of 1993, for a class in M easurements and Evaluations, I 

developed an instrum ent (Arts in Education Test) designed to show how  a 

particular sample population felt about teaching the arts in our schools. The 30- 

item Likert instrum ent was administered to 20 students enrolled in an arts 

education course at Bank Street College of Education.

A single adm inistration of the test show ed that more than half of the 

sampled teachers had an erroneous understanding of what is entailed in teaching
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the arts. N inety percent of the respondents, for example, answ ered Strongly 

Agree to the following statement: A period in any of the arts is a good way for 

students to unwind after strenuous activities in math or any of the sciences. This 

indicated that these teachers believed that the arts were "frills," subjects that 

students did for fun and not w ith any serious intent. Yet, these teachers 

recognized the precarious state of arts education in this country. Most of them 

answered Strongly Agree to the following: Given the present state of arts education, 

by the year 2000 the arts will have vanished from most of our American schools.

Although this instrument show ed potential to serve as a barometer of the 

arts education climate among teachers and adm inistrators, the test was not 

developed further. Instead, I enrolled in a class in Ethnographic Research to hone 

my observation skills and to learn m ore about this research methodology. Since 

ethnographic research focuses on the behavior of an observed group, and I was 

interested in the "behavior” of classroom teachers and specialists as they worked 

together, this seemed a more appropriate line of inquiry to pursue.

Soon thereafter, at a dissertation seminar, my advisor suggested that I 

consider an aspect of CAL. I jumped at the idea. This project promotes an 

interdisciplinary approach to arts education and the program  design includes 

mentors working with classroom teachers. CAL w ould provide the dyad whose 

behavior I had  been interested in exploring. The only difference was that instead 

of a specialist collaborating with a teacher, the CAL dyad was composed of a 

mentor and a classroom teacher.

I felt that m y professional experience had provided me with an excellent 

education to conduct such a study. Adm inistering the Arts in Education Test 

had suggested that teachers needed support to understand the role of the arts in 

education. Therefore, the training and services that CAL offered to teachers was 

timely and welcome. I also felt confident that m y abilities as a researcher had

R eproduced  with perm ission o f the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

13

been strengthened by the inquiry I conducted in the arts program s at Bank 

Street's School for Children and  m y course in ethnographic research.

The Creative Arts Laboratory

The Creative A rts Laboratory (CAL), funded by  the U.S. Departm ent of 

Education, is a three-year professional development program  that trains teachers 

to integrate the arts in to  the curricula of six elem entary and two m iddle schools 

in New York City. Offered by Columbia University/Teachers College, in 

collaboration w ith  Lincoln Center for the Performing Arts and the N ew  York City 

Board of Education, the program  has the following goals:

C ontent S tandards in  the Arts Goals

Goal 1. Increase teacher knowledge of the arts across the disciplines of 
dance, m usic, theater, and visual art at the elem entary school level in 
accordance w ith  national, state, and New York City content standards in 
each art form.

Goal 2. Increase teacher capacity to provide instruction across the core 
subjects that is both arts integrated and arts correlated.

Goal 3. Link teachers, through partnerships w ith the arts community, with 
a w ide variety  of learning resources and provide increased understanding 
of the arts as both disciplines and potential careers with their students.

S tudent G oals

Goal 4. P rovide students with opportunities for active and experiential 
learning in an arts-integrated and arts-correlated curriculum.

Schoolwide Goals

Goal 5. Achieve schoolwide adoption of the arts-integrated educational 
model and  the  staff developm ent laboratory model.

Goal 6. Im prove school climate through strengthened teacher 
professionalism , increased planning and collaboration among teachers and 
supervisory staff, ongoing commitment to teacher planning research and 
developm ent. (CAL proposal, 1994, pp. 1-3)
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In pursuit of these goals, the program  offers training to participating 

teachers training byTeachers College faculty members, as well as artists from 

Lincoln Center Institute. The m entor is another component in the program ’s 

design and a valuable tool in the implementation of the program ’s goals. Also 

referred to as a teaching artist, the CAL mentor works w ith teachers in the 

participating schools. The m entor, a graduate student from one of the arts 

departm ent at Teachers College, provides in-classroom assistance so that teachers 

can implement in their classroom s the ideas they learn at the workshops. This 

m entoring aspect is w hat differentiates CAL from other staff developm ent 

program s in the country; CAL is not just about the "quantity of staff development 

the participating teachers receive," it is about "the quality of connection they (the 

teachers) are able to m ake from  their work with artist mentors" (Pogonowski, 

personal communication, 1995).

The m entoring piece of CAL grew out of a series of fifteen, two-hour 

workshops conducted at Teachers College for New York City classroom teachers. 

At these workshops, teachers w ere provided with creative music strategies for 

use in their classrooms. D uring those workshops, it became clear to the 

facilitators that

teachers required an explicit invitation to im plem ent w hat was 
presented in the w orkshops into their classrooms...[and] needed an 
opportunity to...brainstorm  possible adaptations of the workshops to 
satisfy the needs of themselves, their school environm ents, and their 
students...[also there were] num erous requests to go to their classrooms to 
share in the planning, implementation, and evaluation of their ideas with 
their students. (Robinson, 1996)

It was apparent that teachers w ere looking for and needed a mentor. So for those

workshop facilitators w ho later were involved in the developm ent of CAL, the

idea of including m entoring as part of the program's design w as a logical one.
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The program  coordinator (ibid.) defined a CAL mentor as a "trusted 

guide," a "helpful guest” in someone's classroom whose prim ary goal is "to 

create an environm ent that facilitates teacher empowerm ent and autonom y in 

developing and integrating arts-related interdisciplinary strategies" in the 

classroom. Towards this end, a CAL m entor m ay at times act as teacher, role 

m odel, sponsor, or confidant. No matter w hat role a mentor plays, research 

suggests that the m entoring relationship is not unidirectional—where 

information is passed on exclusively from m entor to men tee—bu t rather an 

exchange of ideas (Egan, 1986; H am ish & Wild, 1993). In CAL, this interaction 

is marked by "mutual respect and deep commitment" (Robinson, 1996).

The CAL m entors are selected from a pool of graduate students in the 

programs of music, dance, and visual arts in the Department of Arts 

Education at Teachers College. In order to be selected, mentors m ust meet the 

following criteria (Paper, AERA conference, April 1996):

(1) be knowledgeable and have command of subject m atter w ithin the 

subject-grade level they are working

(2) have sensitive, psychological social flexibility

(3) be team players, able to give, take and share

(4) possess a clear understanding of their role, that being to em power 

participating CAL teachers, and

(5) have obtained outstanding ratings in their completion of 6-9 hours of 

TC graduate methods courses which pedagogically parallel the CAL workshops 

(ibid.).

The selection process requires that a CAL mentor be both a practicing 

artist and a practicing teacher to make the necessary connections between his or 

her art form and the classroom curriculum. In addition to the meticulous 

selection process, w hich is designed to prom ote the effectiveness of the mentor in
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the classroom, CAL m entors receive substantial support after they are chosen. 

Through regular meetings w ith  the CAL faculty throughout the academic year, 

m entors discuss current activities in their schools, share arts-related ideas and 

brainstorm  possible solutions to questions or concerns they have. Research 

suggests that rigorous selection criteria and subsequent training of m entors are 

im portant factors in the success of any m entoring program  (Busby, 1989; Lenk, 

1989). This supports the design of the m entoring component in CAL.

CAL mentors work from  five to fifteen hours per week in their assigned 

school. The num ber of hours varies to accommodate the needs of both the m entor 

and the particular school. A lthough there are opportunities for mentors to work 

in teams, as was the case w ith the site selected for this study, most mentors work 

alone.

M entors represent only one tier in the "types of participants” associated 

with the CAL project. As Table 1.1 indicates, the administrative level is 

represented by a project director and a project administrator. The next level 

consists of the CAL faculty. Each member represents one artistic discipline.

Music, dance, and visual arts are taught by m em bers of the faculty at Teachers 

College, while theatre is taught by a m em ber of the Lincoln Center Institute. At 

the next level, the table show s eight CAL m entors. Three of them represent the 

discipline of music, another three represent dance, and two represent the visual 

arts. The next level consists of the participating teachers. Each year the project 

serves approximately forty-three teachers. O ver the course of its three years, the 

project will have served 126 teachers from eight participating schools. The 

schools represent three different school districts, two from M anhattan and one 

from Brooklyn. The final tier is represented by the students. The num ber of 

students involved in CAL is hard to quantify, since class size varies from teacher 

to teacher and from year to year. The data available indicate that 89% of the
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students served by the participating schools come from m inority groups and that 

28% show  lim ited proficiency in the  English language (CAL proposal, pp. 11-12). 

These students represent the larger pool from which CAL’s students are drawn. 

Because their parents cannot afford to expose them to the riches of N ew  York 

City's cultural resources, m any of the CAL students have never seen a 

professional play, attended a concert, or visited an art museum.

The program  is designed to em pow er children as creative problem  solvers. 

Towards that end, students are provided with a selection of music and arts 

m aterials in their classrooms that are developmentally appropriate. These 

include a variety of visual arts m aterials, percussion and keyboard instruments, 

videotapes, and  the equipm ent necessary for the children to record and play back 

these videos.
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Table 1.1

CAL PARTICIPANTS

Level Participants Description
Administrative 1 project director;

1 project coordinator
in charge of 
administrative matters

Faculty from Teachers College 
and Lincoln Center 
Institute

1 member per artistic 
discipline (music, dance, 
visual arts, and  theatre)

Mentors graduate students from 
Teachers College

3 in music; 3 in dance; 
2 in visual arts

Teachers 43 teachers per year approxim ately 
5 teachers per year per 
participating school.

Students 8 schools from 3 districts 
(2 in Manhattan, 1 in 
Brooklyn)

class size varies
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CAL has an Advisory Council, a group comprised of Board of 

Education staff, the CAL project director, arts coordinators from the three 

participating districts, and a site liaison (a teacher or supervisor) from each of 

the participating schools. The group meets regularly w ith the administrative 

and program  staff from Teachers College and Lincoln Center Institute to 

m onitor and evaluate program  progress.

The Case

Columbus Elementary School was selected as the site and unit of 

analysis for this study. Within this setting, the system was further bounded to 

encompass George, the mentor, and five Year II teachers. George had been 

w ith the school since the beginning of the program. Towards the last half of 

Year It, a second mentor, Carla, was assigned to the school. Because she was 

not there long enough to establish rapport with the teachers (Sipe [1996] 

suggests that mentors need at least 6 months to establish trust), data from 

interviews with Carla and observations of her CAL sessions were not 

included in the final analysis; these data were used only to corroborate the 

m ain findings.

The study took place during Year II of the project. To get a more 

complete sense of the culture of the school, I interviewed the principal and 

another administrator, bu t the m ain data collected at Columbus Elementary 

School were from interviews w ith Year II teachers and George, and from 

participant observations (field notes). To generate these field notes, I was at 

Columbus Elementary School three days a week, five hours a day, for five 

months, participating in CAL activities. Most of the interviews were 

conducted after school hours.
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In order to put CAL at Colum bus Elementary School w ithin the context 

of the w hole program , I attended workshops offered at Teachers College to all 

the participating teachers. These sessions generated field notes. In addition, I 

interviewed CAL adm inistrators, CAL faculty and mentors in o ther sites to 

achieve a holistic view of the program . Furthermore, I developed a 

questionnaire which was sent to all CAL mentors. All of this generated 

information that was used to support the findings derived from the main 

data.

The time I spent at Teachers College attending the CAL workshops 

served to bond me with the teachers I was observing at Columbus Elementary 

School. At these workshops, I w as another student, learning the sam e lessons. 

As a result, they did not see m e as a threatening force when I was in their 

classrooms. These workshops also helped me to form a meaningful 

relationship with George. After the workshops, he and I w ould often meet to 

discuss how  some of the teachers from Columbus Elementary School had 

done at these sessions, and w hat George’s plans were for w orking with these 

teachers. Because we were both doctoral students at Teachers College, and 

because he, too, was grappling w ith the issue of developing a research for his 

dissertation, George was very open with me. He understood m y purpose and 

m ade sure that my work at C olum bus Elementary School was obstacle free.

This dissertation is the p roduct of my work at Columbus Elementary 

School. Following is an overview  of this document in the form of a summary 

of the various chapters:
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C hapter I

This chapter opens with an overview of the study, followed by the 

problem and purpose of the research. In the latter section, the question that 

guided the study is stated: In a site involved in a standards-based, arts-integrated, 

arts-correlated staff development program, how is mentoring used to effect program 

implementation? After personal justifications, steps that led to this study are 

presented. In this category are the discovery that classroom teachers need help in 

integrating the arts into the curriculum, and  the tension caused by such 

integration—particularly the issue of time. A  description of the Creative Arts 

Laboratory provides the setting for the study, which is followed by an 

explanation of the case. The chapter ends w ith  a sum m ary of the chapters in this 

document.

C hapter II

This chapter reviews the related literature. First, there is an exploration 

of publications that deal with the State of A rts Education in this country; these 

documents suggest the need to bring the arts  into our schools. Then, there is a 

review of m aterials related to Changes in A rts Education.These docum ents 

present an overview  of programs developed to ensure that the arts are p a rt of 

our children’s education. Next, there is a section on documents related to the 

Philosophy and Design of CAL  Last, in Professional Development/Implementation, 

there is a discussion of materials pertaining to the implementation of staff 

development program s.

C hapter III

This chapter explores the nature of case study as a research design- It 

explains that a qualitative case study is an inductive, holistic description of a
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particular phenomeon, relying on process and interpretation rather than on 

hypothesis testing. The chapter explains the different types of qualitative case 

studies: particularistic, descriptive, and heuristic. It also explores the issues of 

validity and reliability in qualitative studies, followed by the methodology 

employed for the research: interviews of participant teachers, administrators, and 

mentors; observations of these teachers while they participated in workshops at 

Teachers College; school visits (field work); and docum ent analysis. Last, the 

chapter explains how data w ere analyzed.

Chapter IV

This chapter presents the case. First, the site is described and a profile of 

the acting principal is given. Next, profiles of George and Year II teachers are 

presented. The chapter ends with a description of Carla, a m entor who joined the 

site towards the end of the year. Although data collected from her were not used 

in the final analysis, it was im portant to explain her presence at the site.

Chapter V

This chapter explores CAL's philosophy and goals and explains how these 

elements were present at Columbus Elementary School. First, the proposal is 

analyzed, then the workshops at Teachers College. Last, the program 's activities 

at the site are compared to the proposal and the workshops to determine if CAL 

was indeed m aking its way into the school.

Chapter VI

In this chapter, the qualities that characterized the m entoring 

relationship at Columbus Elementary School are explained, as well as the 

challenges faced by the m entor and the teachers during the implementation
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journey: time and differences in pedagogical approaches. Also, in this chapter 

the research question is answered. The outcomes suggested by the data are:

(1) mentoring was the key to implementation; (2) the m entor's discipline 

tended to be incorporated into the  curriculum— disciplines outside of the 

mentor's area of expertise tended to be ignored as a rule; and (3) when the 

frequency of the m entoring interventions decreased, or the interventions were 

missing altogether, CAL activities decreased and in some cases disappeared 

from a teacher's classroom.

The chapter ends w ith the following recommendations: In future arts- 

integrated, arts-correlated staff developm ent programs, m entoring should be 

part of the program  design and m entors should be trained to bring all of the arts 

to the classroom, not just the m entor's own specialization. In addition, when 

these programs are based on standards, they should clearly articulate how 

standards will guide their practices but allow a time of practice and reflection 

before Standards are presented to  teachers.
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Chapter II 

RELATED LITERATURE

Few schools today have a com prehensive arts program . As a result, 

classroom teachers m ust rely on staff developm ent to bring the arts into their 

classroom. Because we know little about how these program s offer their 

services, replication is problematic.

This study explores the use of m entoring at a site participating in a staff 

developm ent program  in the arts, the Creative Arts Laboratory (CAL). This 

chapter presents a review of the related literature. To organize the m yriad 

materials available, the literature is presented under four m ajor headings. 

First, there is section dealing with the State of Arts Education in this country; 

the documents here suggest the need to bring the arts into ou r schools. This is 

followed by a review of materials related to Changes in Arts Education; these 

documents present an overview of program s developed to ensu re  that the 

arts are part of our children's education. In this section, the difference 

between arts-in-education and AGE program s is explained. Next, there is a 

section titled Professional Development/Implementation w h ich  rev iew s 

materials pertaining to the im plem entation of staff developm ent program s. 

This is followed by an exploration of docum ents related to the Philosophy 

and Design of CAL. Last, a section on Documentation of Programs: Periodicals 

and Other Documents reviews m aterials dealing with the need  to docum ent 

how arts program s deliver their services.

State of Arts Education

Much has been written about the dire state of arts education in this 

country. Most of these publications, which reveal a dearth of program s, blame
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this on our reluctance to view the arts as a necessary ingredient in  education. 

In this section, docum ents that stand out for their contributions to the field 

are reviewed.

The notion that the arts do not deserve a place in our schools was 

suggested by A Nation A t Risk (National Commission on Excellence in 

Education, 1983), although this publication only cemented a trend that was 

already under way. The report completely ignored the arts. Its m essage was 

that schools should focus on the "new basics," which was defined as a course 

of study encompassing "English, math, science, social studies, and  com puter 

science" (p. 23). Reflecting our feeling that we were loosing our suprem acy in 

technological know-how, the report blamed our schools for our w eakened 

position. "The educational foundations of our society are being eroded  by a 

rising tide of m ediocrity that threatens our very future as a N ation and a 

people" (p. 5).

Before A Nation A t Risk appeared, Coming to Our Senses (American 

Council of Arts, 1977) reported w hat was happening to arts education in this 

country. The publication stated that arts programs were disappearing from 

American schools and took a stand in favor of arts education, citing the ability' 

of the arts to contribute to children's cognitive, affective, and psvchom otor 

developm ent. Although the report was written in the 70s, little has changed 

since then. In spite of Goals 2000 demanding that the arts be treated w ith the 

same rigor as other subjects, the effect A Nation At Risk had on our schools 

is still being felt. Many educators remain unconvinced of the w orth  of the arts 

in our schools. Today, an em phasis on science defines most of o u r curricula, 

in spite of Fowler's (1988) w arnings that

Science is not the sole conveyance of truth. If hum ans are to
survive, we need all the symbolic forms at our com m and because they
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perm it us not only to preserve and pass along our accum ulated 
w isdom  bu t also to give voice to the invention of new  visions. (1988,
p. 11)

Toward Civilization: A Report on Arts Education (N a tio n a l 

Endowment for the Arts, 1988) explained both the absence of the arts from the 

curriculum  and our need to have them: "We have found a gap betw een 

commitment and  resources for arts education and the actual practice of arts 

education in classrooms." The report added:

The arts are [indeed] in triple jeopardy: they are not viewed as 
serious; knowledge itself is no t view ed as a prim e educational 
objective; and those who determ ine school curricula do not agree on 
w hat arts education is. (p. 7)

The m ost in-depth study commissioned by Congress in 107 years, 

Toward Civilization (1988), also explained w hat basic arts education is:

Basic arts education m ust give students the essence of our 
civilization, the civilizations which have contributed to ours, and the 
more d istan t civilizations w hich enrich world civilization as a whole.
It m ust also give students tools for recreating, for com m unicating and 
understand ing  others' com m unications, and for m aking inform ed and 
critical choices, (p. 1)

The study added:

There are four reasons w hy arts education is im portant: to 
understand  civilization, to develop creativity, to learn the tools of 
com m unication, and to develop the capacity for m aking wise choices 
am ong the products of the arts. (p. 2)

The report dedicated a section to recommendations for the future. 

Among those recommendations was the need for more research in arts 

education, particularly  in the areas of "teacher training, curriculum  

developm ent and instructional m ethodology" (p. 29). The report noted that 

most schools do not have arts specialists and that although the responsibility 

of teaching the arts in those schools falls mostly to classroom teachers, these
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teachers "have had little formal training in the arts'' (p. 10). Figure 2 show s 

the percentage of elem entary schools served by visual arts and music 

specialists. While 45% of our schools are served by full-time music specialists, 

the chart indicates that only 26% percent are served by visual arts specialists. 

No percentage was given for any of the other arts. The docum ent advocates 

that "the arts...be taught by teachers knowledgeable in them" (p. 15). Because 

of the wealth of information found in its pages, this is an im portant w ork for 

the field.

The above docum ents expose our reluctance to view the arts as 

im portant elements in a student's education and the resulting lack of arts 

program s in our schools. Coming to Our Senses and Toward Civilization 

expressed the need to m ake the arts part of a school's curriculum. The latter 

stated that classroom teachers who are norm ally not trained in the arts are 

being asked more and m ore to teach them. If the arts are going to m ake their 

way back into our schools and classroom teachers are going to be held 

responsible for teaching the arts, we need to know  more about these 

programs: how they deliver their services and, in particular, the kind of 

training they provide for teachers.

To put the Creative Arts Laboratory in context and the case study that 

originated from that project, it is important to look at the different types of 

program s that bring the arts into our schools.

Changes in Arts Education

Many efforts have been made over the years to change the state of arts 

education in this country. These initiatives range from arts-in-education 

program s to the recent development of voluntary national arts standards. 

Furthermore, a num ber of school-based program s are being developed to
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Integrate the arts into core curricula. However, we know little about m any of 

these program s. The reason is sim ple. A lthough accountability is expected of 

our schools, accountability is a relatively new concern in the arts. A nd 

because accountability in the arts is so new, few evaluative stud ies of model 

arts program s have been conducted (Stake, 1975, p. 41).

Arts-in-Education

Lincoln Center Institute, Young Audiences, and Arts C onnection are 

three New York-based arts-in-education program s. Since all three have 

served as models for other program s, a review of their design will give us a 

glimpse of the type of arts-in-education projects spreading nationw ide.

Lincoln Center Institute "was started in 1975 to foster developm ent of 

aesthetic education as an integral p a rt of learning" (Briggs, 1991, p. 29). The 

program  helps teachers to "enrich their abilities to receive, process, and 

understand artistic information" (Briggs, 1991, p. 31). The program  consists of 

a three-week sum m er session for teachers to enhance their understand ing  

and appreciation of the arts. D uring this training, teachers learn ways to bring 

the creative process back to the classroom. Later in the school year, students 

attend performances by the sam e artists who worked w ith the teachers during 

the sum m er part of the institute (Lincoln Center Aesthetic Institu te  Brochure, 

1988). As a partner in CAL, the Institute helps to train participating  teachers in 

the integration of the arts into the curriculum .

W hile the Institute's w ork is m ostly teacher-centered, Young 

Audiences’ m ain focus is children. Founded in the 1950s, this program  sends 

artists into the schools to perform  for students. As a rule, it does not provide 

training for teachers on how to bring the arts experiences back to the 

classroom after a performance. Seeing the need to broaden their offerings,
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however, Young Audiences has expanded its m ission to include parents in 

the population it serves. Through a planning grant funded by The Lila 

W allace-Reader's D igest/A rts Partners Program , Young Audiences has 

developed a program  (ParentLink) in a num ber of public schools to help 

parents learn about the perform ing arts in a way that parallels the experiences 

of their children (Young Audiences Brochure, 1994).

Arts Connection/Y oung Talent was founded in 1979 in New York City. 

Its mission was to im prove school perform ance and self-esteem in studen ts 

through professional training in dance and circus arts. Over the years, Young 

Talent has evolved; presently  the program  excludes circus arts from its 

offerings. In Young Talent: The First Decade, Briggs (1991) offered 

docum entation and a detailed analysis of this arts-in-education program  in 

terms of its adm inistrative, financial, and program m atic make-up. H ow ever, 

she did not provide an empirical evaluation of the project:

It would be in Arts Connection's best interest to engage some 
renow ned educators to write about the developm ent and 
accomplishments of Young Talent. It would also be beneficial to retain 
graduates of the program  to formally docum ent their experiences; 
especially those w ho have been true "success" stories.

Once the data is collected and edited, it is fair to assume that a 
num ber of professional journals—in fields such as education, the arts, 
and gifted and talented program s—w ould seize the opportunity  to 
share information about a program  such as Young Talent, (p. 81)

Arts-in-education program s are brought into schools by arts or cultural

institutions. They either send professional artists to work in the schools or

bring students and teachers to outside performances. These types of program s

do not always get a chance to be institutionalized in the schools. They tend to

be short-lived due in large part to lack of continued binding. O ther program s

have and still are contributing to the health of arts education in this country.
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They create system ic changes and impact positively on a school’s culture. 

AGE program s are examples of those types of efforts.

AGE Programs

In Changing Schools Through the Arts , Remer (1982) described one 

such project. In this book, she wrote about the development of arts-in- 

general-education (AGE) programs in New York City and the creation of a 

national arts-in-education (AIE) network know n as the League of Cities for 

Arts Education. Because little else has been w ritten about AGE, few educators 

know that these program s have served as the foundation for m any arts 

programs operating in the country today. In explaining AGE, Remer said:

AGE is not a body of knowledge, a discipline or a subject....AGE is a 
concept, a philosophy, a way of looking at schooling and the arts in 
o rder to alter teaching and learning....It is a holistic or comprehensive 
w ay of dealing with a school and its community by studying  the 
institu tion s structure and operational patterns and figuring out how 
the arts and artists can become m ore prominent, m ore pervasive, and 
m ore useful in the education of the voung....It offers people in the 
schools a way of re-examining educational tradition, practice, and 
m andates in order to revamp the status quo. (p. 7)

According to Remer, all AGE program s exhibited the following criteria:

1) Interdisciplinary teaching and learning in which the arts are related 
to each other and to all subject areas.

2) Q uality instructional programs in all the arts for every student.

3) Effective and extensive use of school and com m unity arts and 
cultural resources.

4) Special arts opportunities for special populations w ith particular 
needs.

5) Use of the arts to help break dow n racial, cultural and  personal 
isolation, (p. 69)

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without p erm iss ion



www.manaraa.com

These objectives can be recognized in the goals of m any arts program s 

today. They inform ed the foundation of the Creative Arts Laboratory (CAL) 

and provided guideposts for data analysis in this study. Remer’s message was 

clear: The arts provide unique ways for hum an expression and children m ust 

be instructed in their language.

Believing that artists are poorly trained for teaching in schools, Remer 

proposed that w e develop

an AGE academ y or institute that addresses a broad audience of 
current and  potential practitioners and is staffed to some degree by 
current personnel in the field. It would combine on-the-job training 
w ith a structured study of the arts and education and offer 
opportunities for leadership, staff, and curriculum  developm ent...If 
such a pilo t venture were to prove successful, it w ould offer another 
model process for national replication, (p. 128)

Remer claim ed that the expectations of an artist working in a school 

setting should go beyond the artist's performance, and that artists should 

form partnerships w ith classroom teachers and schools to effect change 

through the arts:

In AGE program s, artists function as a m eans to a larger and m ore 
com prehensive end: the improvement of the whole school climate 
and environm ent and the upgrading of the quality and variety of its 
instructional offerings for all students. They also function as liaisons to 
the com m unity and help generate local support for the arts and the 
schools, (p. 115)

Through her work, Remer made an im portant contribution to the field 

of arts education: the use of a qualitative research m ethodology to evaluate 

programs. W hen Remer began her research, a study  that was not "scientific" 

in its design w as not considered valuable:

Let me state the case bluntly: I think I know and so do League 
M em bers that under certain conditions, AGE program s work. We have 
a lot of factual knowledge and general hunches why they do, bu t we 
cannot seem  to persuade "the field" to rely far less on pre- and post
tests, fancy instrum ents that cost a fortune to adm inister and decode,
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and a whole set of "scientific" formulae that treat schools and the 
people in them  as if they were so many dots on a graph or num bers on 
a com puter p rin tou t. We w ant them to rely far m ore on w hat is. Look 
at the schools, interview  the people, examine the program  and the 
process, observe classrooms. Record, analyze, and interpret w hat is 
actually happening, (p. 129)

Remer w as satisfied that her qualitative research provided enough 

answers to questions about the effectiveness of AGE program s. Her inquiry  

resulted in enough "goals, objectives, criteria, strategies, processes, and 

outcom es (actual and anticipated) to provide a framework for a 

com prehensive evaluation design” in the future (p. 130).

Remer claim ed that the quality of teaching and learning im proved 

dram atically for m ost students w hen the arts became part of their daily 

experience. How ever, she w arned that "It takes five to ten years for a new  

theoretical concept to become an accepted and effective educational practice" 

(p. 131).

The Getty C enter for Education in the Arts is an offspring of Rem er's 

work. In 1985, the C enter published a report entitled Beyond Creating: The 

Place for Art in America's Schools, which explained the concept of discipline- 

based art education, including training in production, historical context, 

aesthetics, and criticism of art. The report provided docum entation and 

analysis of discipline-based art education in seven schools and com m unity 

sites across the country. A lthough the docum entation is extensive, it is 

unclear w hat "formal m eans were utilized to assess the effectiveness of 

programs"(Briggs, 1991, p. 18). W hat these and AGE program s have in 

common is that both  are school based and interdisciplinary in nature.

Neither Remer's s tudy  nor the publication by the Getty Center elaborate on 

how these program s train  classroom teachers to work in the arts. A lthough 

Remer states that teachers and artists should form partnerships, she does not
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elaborate on the qualities that must be present in these collaborations. Also, 

while she acknowledges that change occurs slowly, she does not express the 

need to docum ent the partnership that can contribute to that change.

Professional Development

Since this study  looks at how m entoring affects the im plem entation of

a staff developm ent program  in the arts, it is critical to review the literature

on professional developm ent. While the need for professional developm ent

in education has long been recognized, researchers, staff developers, and

teachers agree that most professional developm ent programs are ineffective.

A num ber of solutions have been proposed to deal with their shortcom ings,

yet the dichotom ies offered by these solutions leave reformers at a loss. Some

researchers suggest that efforts to facilitate change must be teacher specific or

individualized; others indicate that efforts to prom ote change m ust focus on

the individual rather than the organization (Gueskey & Huberm an, 1995).

Some educators em phasize that reforms in professional developm ent m ust

be initiated and carried out bv individual teachers; others stress that the most
*  '

successful program s are guided by a clear vision that goes beyond the walls of 

individual classroom s and schools (p. 2).

All this suggests that there are various perspectives from which the 

professional developm ent of educators can be viewed. Each of these 

perspectives is informed by a whole body of research. In Professional 

Development in Education, edited by Gueskey and Huberman (1995) some of 

these perspectives are presented with the conceptual ground from w hich each 

is derived. The book is a collection of chapters written by researchers and 

theoreticians renow ned for their work in the area of professional and  career 

developm ent.
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W hile the ideas presented in this docum ent are diverse, two unifying 

themes em erged. The first was that every author believed in the importance 

of professional developm ent in education. The second was that the authors 

were optim istic about the future of staff development program s.

The authors claimed that there are, in fact, m any successful programs 

out there and  contended that those that have proven effective are the ones 

that directly affect students' behavior:

Teachers who im plem ented innovative m ethods and experienced 
positive changes in their students’ learning developed more positive 
changes in attitudes, beliefs and understandings (p. 153).

In this publication, we also learned about different stages that teachers

go through during  the implementation of any new program . During the first

few weeks of using a new m ethod, even expert teachers "face typical first-vear-

teacher problem s such as discipline, resource m anagem ent, and personal

frustration” (p. 156). This was labeled the "survival stage"—a critical point in

the im plem entation journey that can cause such feelings of inadequacy in

teachers as to cause them to w ithdraw  from the innovative method.

W hen teachers survived the entry stage, they m oved into a stage of

"exploration and bridging." The authors stated that a t this point "teachers

approached the new method more positively” but were still basically

preoccupied w ith themselves. The questions they asked of themselves then

were:

H ow  can I cope w ith the innovation? How will the implementation 
of the new  method affect my sense of adequacy? How will I utilize the 
innovative learning environm ent? (p. 158)

According to the authors, how  the innovation facilitated student learning

was not a teacher's concern at this point. Only when they entered the

"adaptation" stage, the final step in the implementation course, did teachers
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begin to examine the innovation and adapted it to the needs of their students. 

A t this stage, teachers were reflective and could "look at the entire un it and 

p lan instruction by considering children’s existing knowledge, 

developm ental stage, and motivational variables as well as the unit 

objectives" (p. 160).

The progression from survival, through exploration and bridging , to 

adaptation was a necessary part of the im plem entation of any innovation. 

According to this publication, it "[built] a readiness for conceptual change in 

teachers' pedagogical m ental model" (p. 161)

In the second edition of Staff Development for Education in the '90s, 

editors Lieberman and Miller (1991) also talked about stages that teachers go 

through during a staff development program , except theirs were stages of 

concerns rather than stages of doing. After arguing that change was a highly 

personal experience and that staff developers m ust pay close a ttention to the 

people experiencing the change rather than to the innovation itself, they 

identified those stages of concern:

6 REFOCUSING. Concerns focus on exploration of more universal 
benefits from the innovation, including the possibility of m ajor 
changes or replacement w ith a m ore powerful alternative. 
Individual has definite ideas about alternatives to the p roposed  or 
existing form of the innovation.

5 COLLABORATION. Concerns focus on coordination and
cooperation w ith others in use of the innovation in o rder to better 
m eet the needs of students.

4 CONSEQUENCE. Concerns focus on the impact of the innovation 
on studen ts in their immediate spheres of influence. The focus is 
on relevance of the innovation for students, evaluation of studen t 
outcom es, and changes needed to increase student outcom es.

3 MANAGEMENT. Concerns focus on the processes and tasks of 
using the innovation and the best use of information an d  resources.
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Issues related to efficiency, organization, m anagem ent, scheduling, 
and time are crucial.

2 PERSONAL. The indiv idual is uncertain about the dem ands of the 
innovation, his or her inadequacy to meet those dem ands, and his 
or her role w ith the innovation. Concerns focus on his or her role 
in relation to the rew ard  structure of the organization, decision 
m aking, and consideration of potential conflicts w ith  existing 
structures or personal comm itm ent. Concerns about financial or 
status implications of the program  for self and colleagues may also 
be relfected.

1 INFORMATIONAL. Concerns focus on developing a general
awareness of the innovation and learning m ore detail about it. The 
individual is interested in substantive aspects of the innovation 
such as general characteristics, effects, and requirem ents for use.

0 AWARENESS. There is little concern about or involvem ent w ith 
the innovation. (Lieberman & Miller, p. 20)

A teacher who showed a great deal of concern at level 0 was feeling 

very detached to the innovation and had not yet m ade any provisions to 

incorporate  the innovation into the classroom. As they m oved towards the 

top level, teachers' concerns evolved from worrying about their inadequcv to 

m eet the dem ands of the proposed change (level 2) to finding creative wavs to 

ad ap t the innovation to the needs of the individual classroom  (level 6).

The authors m aintained that developing teachers' profiles of concerns 

is a valuable tool in staff developm ent. They can be used to ’’plan 

in terventions, to evaluate progress, and to spot individual problem s” (ibid., 

pp. 25-26). The profiles, they claim, can be generated in one of three ways: (1) 

th rough  a questionnaire; (2) th rough  a written response to the question: 

"W hen you think about [the innovation], what are you concerned about?" or; 

(3) th rough  a "one legged interview ”—so-called because it can be done w hile 

"standing on one leg or taking a stroll down the hall" (pp. 23-24).
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Besides explaining the various stages of concerns teachers exhibit 

during an innovation, the authors explained their own concerns about w hat 

typical staff developm ent programs provide teachers: "simply putting 

teachers th rough  a course or an inservice program  does not change how  they 

approach instruction" (p. 199). They suggested that equipping teachers to 

adopt a d ifferent approach to instruction requires "time and attention well 

beyond w hat courses and workshops are designed to provide" (p. 200). After a 

staff developm ent program  is over, the authors explained, teachers need a 

support system , a sounding board to continue discussing ideas that cam e up 

during the staff development. The underlying message here was that change 

takes time, and  therefore, there is need for follow-up.

In Teacher Change and the Staff Development Process, R ich a rd so n  

(1994) described a different perspective. He believed that change was directly 

related to the involvement of the teachers in planning the innovation.

He described research conducted around the Reading Instructions 

Study, a process that engaged grade 4, 5, and 6 teachers of reading 

com prehension as they examined their beliefs with respect to teaching and 

learning. O n the basis of this research, Richardson has developed a 

descriptive and norm ative theory of teacher change.

The Reading Instruction Study grew  out of a disatisfaction w ith the 

traditional m odes of staff development, m odes designed to transmit specific 

inform ation to teachers for the purpose of changing their practices. The staff 

developers for the Reading Instruction Study were not interested in a top- 

dow n approach. They wanted a staff develpm ent that accounted for teachers' 

beliefs and provided opportunities for teachers to link those beliefs to practice. 

This approach  is based on Aristotle's notion of "practical arguments," a 

constructivist, collaborative process.
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Richardson argued that the relationship betw een w hat we believe in 

and the proposed staff development was critical to the success of the program :

No attem pt to change teachers that I am aware of, short of 
brainwashing (which of course defeats the very idea of being engaged 
in education), is likely to succeed if it ignores or tramples on the basic 
beliefs teachers have about their work and how they may best carry it 
out. (p. 38)

He said that one of the im portant aspects of this type of approach was 

developing "autonomy" in the teachers. In other words, rather than forcing 

teachers to follow a prescribed plan, they m ust be encouraged to determ ine 

their own course of action closely linked to their internal beliefs. Being 

autonomous, Richardson said, did not mean ignoring the m andates of others. 

What was im portant was how these mandates w ere adopted. He stated that 

the assum ption that teachers were resistant to change was false and claim ed 

that this sense of recalcitrance, "relates only to change that is externally 

mandated" (p. 200).

Richardson also argued that the reason m any staff developm ent 

program s are ineffective is that most are based on "one shot workshops" and 

follow-up evaluation occurs infrequently.

Yet another perspective was presented by McLaughlin, Baker, and 

H upert (1990) in Planning Guide for Arts and Culture Collaboration in 

Schools. This guide was the result of the School Partners Project, a three-year 

project to prom ote art and cultural education in New York City. The 

docum ent was designed to help school-based planning teams create effective 

partnerships by identifying the following: planning strategies that have been 

successful in the design of arts and culture program s; some obstacles to 

sucessful planning; and critical components of successful arts program s and 

m ethods for assessing and evaluating these program s. It provided
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inform ation about large-scale state-level arts education p lans and describes 

successful local- and school-based collaborations and som e state/local 

partnerships. It described the policy and advocacy environm ent that prevails 

nationally .

McLaughlin et al. concurred that change was difficult:

Change in school settings is slow in coming, hard  won, and dear. 
For change to occur, som e things have to be altered or eliminated. 
Those things som etim es represent the investm ent of a full career for 
some of your colleagues, (p. 4)

However, they believed that obstacles were overcom e through the 

developm ent of a com prehensive plan by a strong project team. They agreed 

that this plan m ust include staff developm ent for those w ho will be 

responsible for teaching the arts.

While all the above docum ents looked at various ways to ensure that 

change in the classroom w ould be long-lasting, none explored the use of 

m entoring to facilitate the im plem entation of a staff developm ent program 

in a school.

Philosophy and Design of CAL

...No one can be truly educated who lacks basic knowledge and skills in 
the arts.

National S tandards for Arts Education

This section reports on m aterials that reflect the philosophy and design of 

CAL. The intention is to give an overview of the program  that inspired this 

study.
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Content Standards

A recent and  im portant contribution to the field is a docum ent 

developed by the Consortium  of N ational Arts Education Associations (1994): 

What Every Young American Should Know and Be Able to Do in the Arts: 

National Standards for Arts Education. Since CAL's philosophy is based on 

these standards, it is im portant to review the work.

The C onsortium  that developed the standards was comprised of four 

arts organizations (American Alliance for Theatre and Education, M usic 

Educators N ational Conference, N ational A rt Education Association, and  

National Dance Association). Funded in part by the U.S. D epartm ent of 

Education, the Consortium  began a s tudy  in 1992 to determine w hat children 

should know and be able to do in the arts. The document that resulted was 

the product of an extended process that included review of state-level arts 

education fram ew orks, standards from o ther nations, and comm ents received 

at a series of national forums.

The docum ent expressed why the arts are important:

The arts are deeply em bedded in our daily life, often so deeply  or 
subtly that we are unaware of their presence. The office m anager who 
has never studied painting, nor visited an art museum, may 
nevertheless select a living-room picture w ith great care. The m other 
who never perform ed in a choir still sings her infant to sleep. The 
teenager who is a stranger to dram a is m oved by a Saturday n igh t film. 
A couple who would never think of taking in a ballet are nonetheless 
avid square  dancers. The arts are everyw here in our lives, add ing  depth  
and dim ension to the environm ent w e live in, shaping our experience 
daily. The arts are a powerful economic force as well, from fashion, to 
the creativity and design that go into every manufactured product, to 
architecture, to the performance and  entertainm ent arts that have 
grow n into multibillion dollar industries. We could not live w ithou t 
the arts—nor would we w ant to. (Consortium  of National A rts 
Associations, 1992, pp. 2-3)
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The largest portion of the docum ent w as devoted to presenting a 

detailed description of what students should know  and be able to do by grade 

levels K through 4 in four separate arts disciplines: Dance, Music, Theatre, 

and Visual Arts. Provided within each discipline were specific competencies 

or standards that the arts education com m unity, nationw ide, believes are 

essential for every student.

The standards presented in this docum ent have the potential to change 

arts education, to impact on public policy at all levels, and to change the way 

we think of education in general.

One by-product of adopting these Standards m ay be as revolutionary 
as it is exciting. Having the Standards in place m ay mean that teachers 
and others will be able to spend less tim e defending and advocating arts 
education and more time educating children, turning them tow ard the 
enriching pow er, the intellectual excitement, and the joy of 
competence in the arts. (p. 10)

Albert Shanker, President of the American Federation of Teachers, 

wrote in the New York Times (March 31, 1996) about a national education 

sum m it sponsored by the National G overnors’ Association. The them e of the 

gathering was "whether the states should continue w ith the process of 

developing standards." According to Shanker, the question was answered 

with a resounding yes.

At the m eeting, the governors agreed to continue developing "world- 

class standards and assessments designed to m easure w hether the standards 

were being met." Furthermore, they decided that a clearinghouse would be 

established so that each state could find out how  its standards fared w ith those 

of other states and countries. In spite of the breakthroughs, many questions 

rem ained. Shanker (1996) said:

State standards or local standards? Some are pushing for local, bu t 
that's w hat we have now; that's w hat brought us to this mess. Though 
localities are good at many things, they do not have the capacity to
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develop standards and assessments. As a result, instead of local 
standards, we actually have national standards determ ined by the 
textbooks we buy. These are low level and unfocused because textbooks 
were no t designed to be standards. Also, local standards imply that the 
m ath a studen t should know w ould  be different depending on which 
school district the student lived in. Is that what we want?

Shanker stated that standards should be m andatory and specific rather than 

voluntary and general. He felt that adopting  standards would guarantee an 

environm ent w here the arts could flourish, where students could hone their 

"multiple intelligences" (Gardner, 1982) and thus become better prepared to 

face the dem ands of a complex world.

Yet, as Shere (1995) discovered, adopting  national arts standards can be 

an elusive proposition. In a study of the visual arts program  at two 

elementary schools (one of them a CAL school), she suggested that "national 

standards for the visual arts are not a viable reform strategy for ensuring 

equitable or sequential art education" (p. 214). This, Shere claimed, was the 

result of people at the school level (principals and classroom teachers) not 

seeing art education reform as a priority. Also, at these two schools, there was 

a "philosophical disagreement on the benefits of standards reform, no shared 

rationale for the art program, contentm ent w ith the status quo, and limited 

professional developm ent and accountability mechanisms to support the 

im plem entation of arts standards" (p. 216).

Shere failed to elaborate on how the CAL school in her study used 

m entoring to prom ote the integration o f the arts into the curriculum  on 

National Standards.
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G ardner's Theory of M ultip le  Intelligence

The arts engage students in learning in a variety of ways that enable 
them  to develop m any areas of intelligence and different "habits of 
m ind ."

Goals 2000 Arts Education Action Planning Process (p. 21)

This docum ent referred not to the traditional notion of intelligence bu t 

to H ow ard G ardner's (1993) ideal. The term had  implied a single ability that 

defined a person—an ability that could be m easured by IQ tests. G ardner 

defined intelligence as an "ability to solve problem s or to fashion a p roduct to 

make som ething that is valued in at least one culture" (Moody, 1990, p. 23).

He claimed that IQ tests, as well as other paper-and-pencil tests, m easured 

only our talents to use language and to think logically. This, he believed, left 

un tapped  m any other competencies hum an beings have which are related to 

the w ay knowledge is acquired and expressed. He called these competencies 

"intelligences" and under his theory of m ultiple intelligences identified 

seven separate ones:

1. Linguistic (the kind of ability exhibited by writers);

2. Logical-m athem atical (the type of competence shown by scientists);

3. Spatial (the ability to understand and work w ith space—sailors, 

engineer, surgeons, painters and sculptors exhibit this particular 

competence);

4. M usical (the ability to perform or create music);

5. Bodily-kinesthetic (the ability to solve problems using the body);

6. In tra-personal (our capacity to understand others—teachers, 

therapists, and preachers manifest this type of competence);

7. In ter-personal (the ability to understand oneself and to use that 

knowledge to operate in the world).
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Most of G ardner's intelligences relate to artistic disciplines. He made it 

clear that all are of equal significance. W hile traditionally a person's 

intelligence was thought to remain unchanged throughout life, he believed 

that "intelligences" changed according to a person's training and education. 

Furtherm ore, he stated that every individual has a unique "profile of 

intelligences."

G ardner's research, conducted at H arvard ’s’ Project Zero, involved 

studying the learning responses in norm al and gifted children, and in 

children and adults who were brain dam aged. The research showed 

significant evidence that different areas of the brain were responsible for 

different abilities. W hen a person suffered a stroke, or a physical injury to the 

brain, for example, Gardner said that only the skills that resided in the 

dam aged areas were affected.

As a developm ental psychologist, Gardner expected his work to be of 

interest mostly to those in his field. However, he said

Frames d id  not arouse m uch interest w ithin the discipline. A few 
psychologists liked the theory; a som ewhat larger num ber did not like 
it; most ignored it. (Gardner, 1993, p. xii)

Instead, those w ho were interested in his ideas came from different fields:

So varied are the sources of interest in the theory that I have 
sometimes thought it a kind of Rorschach test, in which every observer 
projects upon  an am orphous inkblot the ideas w ith which he or she 
was already burdened w ith before encountering that ambiguous form. 
(Gardner, 1993, p. 65)

G ardner’s research endorsed the kind of instruction that is 

individualized rather than m ass-produced. CAL is grounded in Gardner's 

research. It supports individualized instruction to the extent that CAL 

activities in the classroom were tailored to the individual teachers. Also, 

through an integrated curriculum, CAL provides opportunities for children
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to access their natural "intelligences" while making connections across 

disciplines.

Besides its impact on CAL, Gardner's research influenced other 

initiatives, including Arts PROPEL in Pittsburgh (W ienner, 1991). Developed 

in collaboration with H arvard Project Zero and the Educational Testing 

Service, Arts PROPEL was guided by the belief that

individuals are constructors of knowledge. Knowledge is not sim ply 
transferred from the m ouths of teachers to the m inds of students. 
Rather, students in terpret information, integrate it w ith  their previous 
understandings, and construct new understandings of the world. 
(Wienner, 1991, p. 7)

This view of students as constructors of knowledge is based on research 

that grew out of the writings of Dewey (1958), Piaget (1972), and Vygotsky 

(Rieber & Carton, 1987). Arts PROPEL believes that students should be given 

questions and problems that are open-ended. By engaging in a process of 

discovery, according to PROPEL, students enjoy more opportunities for 

cognitive growth. In a PROPEL classroom,

the student assum es three roles: producer, perceiver and reflector. 
The name PROPEL is an acronym in which these three roles are 
embedded: PRO for production, which includes an R for reflection; PE 
for perception, and L for the learning that results, (p. 9)

Based on observations on how students learn in the arts, PROPEL

developed a type of assessment that is multidimensional—a way to assess a

variety of skills such as "inventiveness, willingness to pursue a problem  in

depth, critical ability, and ability to perceive qualities of w orks” (Wienner,

1991, p. 18). This assessment is done through portfolios. Traditionally, a

portfolio is a collection of a student's best works. A PROPEL portfolio,

however, contains evidence of the process of learning. In it, one can find

drafts at various stages, along w ith final works. In addition, students may

include their own reflections about these works. By using portfolios in these
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ways, A rts PROPEL addressed the concern that "assessment should serve 

rather th an  simply reflect learning" (p. 16).

For years, assessment in the arts has been a topic of debate (Brandt, 

1988; C am p, 1990; Camp & Levine, 1991). In Issues Concerning a National 

Assessment of Arts Education: National Assessment o f Educational Progress, 

(1996), w e learned that the NAEP project is expected to develop an assessment 

fram ew ork and specifications for a proposed national assessm ent of students’ 

know ledge and ability in four arts areas: dance, music, theatre, and art in 

grades 4, 8, and 12. The publication proposed alternative means of assessment 

in the a rts  similar to the w ay PROPEL conducts its evaluation of students' 

learning.

In the spirit of PROPEL, CAL provided opportunities for students, as 

constructors of knowledge, to experience different roles. These roles were 

prom oted and reinforced by the work of the mentor, and it is this work that 

this at the  core of this study. Although assessment in the arts is important, 

this au tho r believes that we need to know more about arts programs, 

particularly how teachers are trained to teach the arts, before we demand 

assessm ent of students' learning in this area.

Interdisciplinary

The adoption of interdisciplinary programs grew ou t of a dissatisfaction 

with the  ever increasing grow th of specialization and fragm entation in 

education. Jacobs (1989) believed that learning about our w orld is inherently 

interdisciplinary and defined interdisciplinarity as "a knowledge view and 

curriculum  approach that consciously applies m ethodology and language 

from m ore than one discipline to examine a central them e, issue, problem, 

topic, o r experience" (p. 8).
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She stated that an interdisciplinary curriculum  prov ided  a less 

fragm ented, m ore stim ulating experience for students, and  agreed w ith 

Meeth (1978) and Piaget (1972) that interdisciplinarity w orks best w hen it is 

student centered and inquiry based.

Because the arts hold promise for educating students in new  ways, they 

m ust be placed at the center of learning. Gordon M. Am bach, Executive 

Director of the Council of Chief State Schools Officers, said at a conference 

sponsored by the Getty Center for Education in the Arts: "If the place of the 

arts is to be central to learning, we m ust ensure that the arts are at the heart of 

American education reform" (February, 1993).

Ambach believed that the arts should figure prom inently  in (1) 

establishing new goals for learning and for creating standards; (2) developing 

new assessm ent tools and measuring progress against established goals; (3) 

prom oting h igher order learning through interdisciplinary studies and self- 

discipline; (4) applying the wizardry of technology to learning, using imagery 

and sound to com m unicate as never before; and (5) living the m otto e 

pluribus unum , "out of many comes one," celebrating both  diversity and 

unity through the arts.

W hile Am bach advocated the use of the arts to prom ote learning of 

other subjects, he, and others at the conference, acknow ledged the debate that 

these types of program s engender: Should the arts be taught as disciplines in 

their ow n right, or should teachers use the arts as vehicles for teaching other, 

higher o rder skills? W hen arts education becomes a vehicle to m eet overall 

goals, is education in the arts per se sacrificed?

The state of Minnesota seems to have m ade peace w ith these questions. 

In fact, the state has m ade considerable efforts to incorporate interdisciplinary 

learning into its schools through various pilot program s. The state-funded
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Minnesota Center for Arts Education, for exam ple, includes an arts high 

school for 270 eleventh- and twelfth-grade residential students and a 

statewide resource program  that provides services for teachers and students. 

The Minnesota Center "discovered that the success of interdisciplinary 

program s depends on several factors, am ong them the flexibility of teachers, 

num ber of students, am ount of planning tim e for teachers, quality of 

preservice and inservice education, use of participatory teaching and learning 

strategies, creation of adequate assessment procedures, and the willingness of 

teachers to relinquish som e control of instruction to students" (Perspective in 

Education Reform, 1993, p. 36). Minnesota also has sponsored a program  

linking teachers w ith m useum s and has helped these teachers to develop 

interdisciplinary curricula for their schools.

M entoring

This study looks at m entoring as used in a staff developm ent program  

in the arts, so it is im portant to take a look a t the origin of the term, as well as 

examples of m entoring to prom ote professional growth. Historically, the term  

"mentor" can be traced back as far as Hom er's Odyssey. In this work. M entor 

was a trusted guide who was given the task of helping Telemachus see the 

error of his ways—in the process allowing the young protege to grow in 

wisdom (Busby, 1989).

During the past decade, mentoring has gained in popularity as a m eans 

of im proving perform ance in a num ber of fields, and today a m entor is 

regarded not only as a guide but as a teacher, coach, trainer, developer of 

talent, and sponsor (Busby, 1989; Gaskill, 1993; Schwarz & Switzer, 1988). In 

education, in particular, m entoring is used in a variety of ways, often as p a rt 

of a staff developm ent program  available to teachers.
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Schwarz and Switzer (1988) conducted a study of a m entor teacher/new  

teacher program  in C om m unity School District 3 in M anhattan. The program 

was based on the concept that there are teachers who, besides their regular 

classroom duties, take it upon  themselves to act as mentors to inexperienced, 

new-to-the-profession teachers. The program  acknowledged both the often 

unrecognized w ork of those teacher-mentors and the need for support that 

beginning teachers crave. Developed by two teachers who helped train and 

support eight other teachers in the district, the program was conceived on the 

theory that experienced teachers—rather than principals or assistant 

principals—w ere better equipped to serve as mentors. Because of the great 

demands placed on school adm inistrators on any given day, the program  

contended that these adm inistrators could not provide consistent support to 

individual teachers.

The developers of the program  also argued that new teachers felt too 

vulnerable to reveal their weaknesses and discomforts to the boss. "Staff 

developm ent flourishes in an atm osphere of trust, not where the developer's 

prim arv role is evaluation" (p. 2). For new teachers, disassociating themselves 

from the notion that principals and assistant principals are in the business of 

evaluation, is a difficult undertaking. Schwarz and Switzer said that the 

project offered benefits to both m entor and the new teacher. The mentors 

raised their "sense of self-worth and professionalism as a result of engaging in 

a helping relationship w ith the novice" (p. 11). At the same time, the 

beginning teachers received beneficial "guidance in classroom techniques and 

m anagem ent, help with subject m atter content, and reduction of stress" (p.

11).

M entoring is cited often as one of the models used to assist beginning 

teachers during the first vear(s). Arizona State University, for example,
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provided the Arizona Departm ent of Education with mentors for 75 teachers 

in a pilot study. Virginia Tech established an Early Career Support Program  to 

train m entors for first-year teachers. This program  offered follow-up support 

to beginning teachers and provided a toll-free telephone line to help  both the 

m entors and the first-year teachers. Both program s professed that the 

m entoring relationship was beneficial to both the beginning teacher and the 

m entor (Holmes G roup, 1988).

Talbert and Cam p (1992) expressed concerns about a m entoring 

relationship involving an experienced teacher and a beginning teacher. They 

claimed that in this kind of relationship, m entoring will fail if the status quo 

needs changing. They believed that experienced teachers were passing on 

what they knew, and were not necessarily open to new ideas. A nother 

negative aspect of this kind of m entoring experience, according to Johnson 

(1988), was the possibility of a protege being paired with a m entor w ho is 

m anipulative, stifling, and over-protective.

In a paper presented at the Annual Conference of the N ational Council 

of States on Inservice Education, James E. Egan (1986) reported on 

observations made of fifteen protege teachers and six of their m entors. He 

indicated that the availability of the m entor was an im portant factor in the 

success of the relationship, and that a clear and ongoing two-way 

communication was a hallm ark of a good m entoring relationship. Schulak 

(1995) agreed. "Mentoring," she said,

helps us to focus on our strengths and weaknesses, im prove our 
failings, share our ideas, and increase our professional know ledge. 
Within the environm ent of a classroom, with the constant and  
unending needs and dem ands of the students, it is difficult to retain 
the self-consciousness that leads to growth. It is therefore helpful to 
regularly be observed by our colleagues and to discuss our m ethods, 
our teaching language, and our lessons, (p. 44)
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W hile the above studies involved experienced teachers helping 

beginning ones (adult-to-adult relationships), other studies have been done 

in which the m entoring process is represented by an adult-to-adolescent 

relationship. Such was the case w ith a study done by Public/P rivate  Ventures 

(P/PV), a nonprofit agency that seeks to improve youth policies and 

program s. Intrigued by the potential of m entoring on the healthy 

developm ent of adolescents, P /P V  embarked on a research agenda which 

embraced several studies and  took eight years to conduct (1988-1995). The 

variety of program s P /P V  looked at included program s of fifteen Big 

B rothers/B ig Sisters agencies, six of Campus Compact's C am pus Partners in 

Learning program s, four of Temple University's Linking Lifetimes program s, 

and two pilo t program s developed by P /PV  in the juvenile justice system.

The variety  of program s allow ed P /P V  to look at m entoring in a variety of 

settings: in schools, on college campuses, and in the juvenile justice system. 

Some of the program s w ere w ithout institutional affiliations. According to 

Sipe (1996) the questions that guided P /P V ’s research included:

1. Can participating in m entoring program s m ake im portant and 
observable changes in the attitudes and behaviors of at-risk youth?

2. Are there specific practices that characterize effective m entoring 
relationships?

3. W hat program  structures and supports are needed to maximize 
"best practices" am ong mentors? (p. 3)

In Mentoring: A Synthesis of P /PV’s Research, Sipe (1996) said that P /PV 's

study of Big Brothers/Big Sisters program s provided evidence that youth

benefited in a num ber of im portant areas. "They were 46% less likely than

controls to initiate d rug  use and 27% less likely to initiate alcohol use during

the study  period" (p. 5).
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Sipe sum m arized that P /P V ’s study suggested that the key to an 

effective m entoring relationships lay in the developm ent of trust between 

two strangers of different ages. "Our research also suggests that the initial 

approach of the m entor largely determ ines whether a m atch develops into an 

effective relationship" (p. 7).

Sipe added that one of the conclusions P /P V  reached from its research 

was that m entors needed support in their efforts to build trust. M entors and 

youth "cannot be sim ply matched and then left to their ow n devices; 

program s need to provide some infrastructure that fosters and  supports the 

developm ent of effective relationships" (p. 9).

While the m entoring relationship usually involves an experienced 

person guiding an inexperienced one, H am ish and Wild (1993) wrote about 

the value of peer m entoring. Over a period of five years, twelve peer mentor 

projects were developed as part of a Title EH grant in a com m unity college in 

the state of Virginia. Although H am ish and Wild claimed that initially 

m entors and m entorees involved in these program s show ed hesitancy about 

participating and som e confusion about their roles, m any benefits resulted 

from peer m entoring:

1) Im provem ent of teaching effectiveness in the classroom  or lab for 
new  or inexperienced faculty; veteran, stagnated faculty; and 
adjunct faculty.

2) A cquisition and dissem ination of new /im p  roved teaching 
m ethods and materials developed and used by other faculty.

3) Enhanced teaching quality and improved studen t learning/success.

4) Revised and updated instructional materials used by faculty, (p. 27)

H am ish and Wild concluded:

Change requires a catalyst, and peer mentoring can be the catalyst to
individual and  curricular change. Beyond original project objectives,
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peer m entoring can im prove the climate and the effectiveness of a 
college through renew ed interest in instruction and increased dialogue 
am ong senior faculty, greater collegiality between and among 
departm ents and faculty members, and support for newly hired and 
adjunct faculty, (p. 27)

While m entoring has been an accepted practice in education as a tool to 

help beginning teachers and in-service support for seasoned practitioners, the 

literature revealed no formal study  using m entoring to bring the arts into a 

school curriculum. CAL is certainly a pioneer in this area.

Critical Thinking

Traditionally, schools have expected students to solve problems 

w ithout ever teaching them how to do it. In CAL, students are given 

activities designed to develop critical thinking skills—skills that will help 

them analyze problems, m ake decisions, and m ake inferences in other 

sim ilar situations or problem s. Because critical thinking is so m uch at the 

heart of CAL, reviewing the literature dealing w ith this topic is im portant.

While critical thinking has been described by some as a person's ability 

to "transfer" intellectual skills (Pogonowski, 1987), establishing consensus on 

what critical thinking is continues to be a subject of debate. Some educators 

refer to Bloom's Taxonomy (1956) when they talk of instruction that 

prom otes critical thinking, although the taxonomy was designed as a resource 

for educators to design and evaluate curriculum  and not as a way of 

evaluating a student’s thinking skills.

Pogonowski (1987) identified analysis, synthesis, and evaluation in 

Bloom’s Taxonomy as processes that describe and promote critical thinking in 

music. But higher order thinking processes, she believed, should be 

encouraged at all levels of instructions. Pogonowski felt that if students of all 

ages were allowed to be involved in the decision-making process, they would
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"begin to see themselves as designers of their own learning rather than 

viewing musical information as som ething to be gleaned strictly from a 

teacher or a textbook" (p. 9).

As Diane F. Halpem  (1990) said,

W hen we think critically, we are evaluating the outcom e of our 
thought processes—how  good a decision is or how well a problem  is 
solved. Critical thinking also involves evaluating the thinking 
process— the reasoning that w ent into the conclusion we've arrived at 
or the kinds of factors considered in making a decision, (p. 5)

There has been some debate about whether it is possible to improve

our abilities to think effectively (Cullingford, 1997; Dehrer, 1997; Frazier,

1997). Paul, Binker and Weil (1990) argued that critical thinking can indeed be

taught. "In form ing new beliefs," they said, "critical thinkers do not passively

accept the beliefs of others; rather, they try to figure things out for

themselves" (p. 71).

Paul et al. felt that these skills could be taught to children:

Rather than asking children to place objects or pictures into pre
existing categories, the teacher can allow children to form their own 
categories. They can then discuss the reasons they had for form ing each 
category. When different children have used different sets of categories 
to form groups, the teacher can ask such questions as these: "When 
would it be best to group things this way? When would that w ay be 
best? W hy would som eone else make different groupings?" (p. 71)

Documentation of Programs:
Periodicals and other materials

Research that is not theory driven, hypothesis testing, or 
generalization producing m ay be dismissed as deficient or worse. This 
narrow  conception does an injustice to the variety of contributions that 
qualitative research can make. (Educational Researcher, Vol. 22, No 2, 
pp. 24-30

There is an abundance of m aterials that report how arts education 

program s can improve the atm osphere of schools and the lives of children. In
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an article by Katherine Dam kohler and M atthew A. Blumenfeld (1995) in 

Chalkboard, published by the New York Foundation for the Arts, the authors 

talk about how  the arts served as an agent for renew al at the Sacred Heart 

School in M ount Vernon, New York. This was an institution in crisis, beset 

by declines in enrollm ent and low morale am ong the entire school 

com m unity. Slowly the arts were integrated into the academic curriculum  

and used as a vehicle for opening doors to other cultures and ways of 

thinking. Eight years later, the article reported, the school, which was once on 

the verge of closing its doors forever, had doubled its enrollment, added an 

early childhood program  for children aged three to four, and developed an 

arts-focused academic program .

In Dancing the Way to Reneival, another article in the same issue of 

Chalkboard, authors David Paciencia and Mary Ellen Shevalier noted how 

the arts turned  around the South Jefferson Central School System. According 

to them , students in this school system were not likely to form gangs or d rop  

out of school. The article claimed that attendance problem s in this county 

were nonexistent, and that on most days attendance topped 96%.

Chira (1993), in an article published in The New York Times, reported 

on an arts program  at Cutler Ridge Middle School in Miami, which sent 

students' grades soaring and improved the school’s morale.

None of these articles indicated the type of m ethodology used to arrive 

at their claims. Paul Lehman (1993) in Why Your School Needs Music: 

suggested that m ost of the gains attributed to arts program  are not based on 

scientific research:

It is claimed, for example, that music instruction contributes to 
learning the basic skills of reading, w riting, and arithmetic; develops 
m ental discipline that facilitates all cognitive learning and, in fact, 
teaches how to learn; promotes problem -solving abilities and higher
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order thinking skills; and helps significantly in enhancing children's 
self-esteem and their social and em otional growth. A lthough the 
experim ental research is inconclusive, the anecdotal evidence of these 
benefits is overwhelm ing (Ibid., p. 31).

To m any, research that is not experim ental is "ill-conceived" (Eisner, 

1979), although in recent years, the use of qualitative assessment in the arts 

has been gaining in popularity. A num ber of works deal with this issue, 

am ong them  Evaluating the Arts in Education (Stake, 1975). In this 

publication, Stake collected a series of essays by educators and well known 

aestheticians w ho pondered over the difficulties and importance of 

assessment in the arts. In the introduction, Stake said:

Evaluating arts-in-education program s is not the sam e as 
evaluating spelling programs...it requires different 
readiness...data...[and] different sensitivities.

Another im portant work that deals w ith assessment of school

program s in general is Eisner's (1979)The Educational Imagination: On the

Design and Evaluation of School Programs. In it, he explained the

advantages of qualitative inquiry to evaluate school programs and articulated

his thoughts on w hat he called the "art criticism" or "connoisseurship"

approach. This approach, qualitative in nature, is similar to the way an art or

a music critic evaluates a work of art or performance. Generally defined,

"connoisseurship" is the art of appreciation—a process that is highly

individualistic.

Closing Remarks

While by no means exhaustive in its presentation of the related 

literature, this chapter provides an extensive overview of m aterials that 

supported the preparation of this study. The writings range from publications 

indicating the im portance of arts education program s and the need to 

docum ent them, to m aterials supporting both the design of the CAL project 

and the design of this study. When appropriate, subheadings were used to 

facilitate reference.
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Chapter HI 

METHODOLOGY: CASE STUDY

This research uses a case study design to look at how mentoring 

was used at a site involved in an arts-integrated, staff development 

program. While case study is an ideal research design for understanding 

and interpreting observations of educational phenomena, few educators 

know w hat a case study is. Merriam (1988) explained:

Most teachers, graduate students, and researchers in education 
and other applied social sciences have encountered case studies in 
their training or work. But while m any have heard of case study 
research, there is little consensus on what constitutes a case study 
or how one actually goes about doing this type of research. Some of 
the confusion stems from the fact that various sources equate case 
study research with fieldwork, ethnography, participant 
observation, qualitative research, naturalistic inquiry, grounded 
theory, exploratory research, phenomenology, and hypothesis 
generation. The terms case history, case record, and case method, 
sometimes used in conjunction w ith case study, further confuse the 
issue, as do questions related to the case study's purposes, goals, 
and functions. Procedural confusion arises from questions about 
the type of data that can be used in a case study, how best to collect 
the data, and how to interpret them. (p. 5)

Since the nature of this research called for a qualitative case study, 

this chapter will define a case study design within the context of the 

qualitative paradigm .

Case Study as a Research Design

A research design is a plan of action, a blueprint or guide for 

collecting and organizing information (data) which is later analyzed 

(findings). There are two basic types of research designs: experimental and 

nonexperimental. In experimental research, the researcher manipulates the 

variables of interest in order to investigate a cause-and-effect relationship.
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LeCompte e t al. (1982) said that in these types of studies, "Analyses 

usually are quantitative. Such studies are ’qualitative' only in the sense 

that they collect qualitative data.”

H. Russell Bernard (1988) added:

The experimental method is used in laboratory sciences, and is 
the m ost powerful data-collection tool we have in all of science, 
because it allows us to reduce threats to the validitv of research.
(p -62)

A nonexperimental design, often called descriptive research, does 

not provide the researcher with variables to m anipulate—either because 

the variables cannot be identified or cannot be extracted from the context 

in which they occur.

Moore Cl983) stated:

The only criterion used to determine if a study falls under the 
category of descriptive research is the type of independent variable 
used. Specifically, if the researcher has no manipulative control 
over the independent variable, that is, the variable has already 
occurred, it is then a measurement type of operational definition, 
and it falls under the category of descriptive research, (p. 163)

Historical research, survey research, and case studies are all forms

of descriptive, nonexperimental research.

Eisner (1979) claimed that

Interest in qualitative forms of research and evaluation have 
increased in recent years, but little of the work that has been done 
has been related to the fine arts. Most of those who have used 
qualitative approaches have related their work to ethnography. Yet, 
there is no area of hum an inquiry that epitom izes the qualitative 
m ore than  w hat artists do when they work. Thus it seems to me 
that if we seek to know w hat qualitative inquiry consists of, we can 
do little better than analyze the work of those for whom it is a 
necessary condition, (p. 178)

This ignores the fact that the selection of a research design is determined

not by the field of study but by the questions the research asks and the
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end product desired. According to Merriam (1985), the following points 

must be considered when choosing a research design:

1. The nature of the research questions: What and how many are 
best answ ered by survey research. How and why are appropriate for 
case study, history, and experimental designs.

2. The amount of control: The more control one has, the more 
"experimental" the design. The least am ount of control characterizes 
historical research, since no treatm ent is manipulated and no 
observations are made.

3. The desired end product: This factor is linked to the nature of 
the questions asked. Will the results be presented as the end 
product of a cause-and-effect investigation? Will the end product be 
a holistic, intensive description and interpretation of a 
contem porary phenomenon? Or quantification of the extent and 
nature of certain variables with a population? Or a historical 
analysis? The questions come into play when one attempts to select 
the most appropriate research design, (p. 9)

Once a research design is selected, the next step for the researcher is 

identifying the bounded system. Merriam (1988) said:

The m ost straightforward examples of bounded systems are 
those in which the boundaries have a common sense obviousness, 
e.g., an individual teacher, a single school, or perhaps an 
innovatory' program, (p. 10)

Yin (1993) referred to this bounded system  as the unit of analysis 

and believed in identifying the "boundaries" of a study early on:

No issue is more important than defining the unit of analysis.
"What is m y case?" is the question m ost frequently posed by those 
doing case studies. Without a tentative answer, you will not know 
how to limit the boundaries of your study. Because case studies 
perm it you to collect data from m any perspectives—and for time 
periods of undetermined duration— you m ust clearly define the 
unit of analysis at the outset of your study- (p- 10)

In this studv, mv "unit of analysis" or "bounded svstem "was Columbus 
*  *  < «■

Elementary School, one of the sites participating in the Creative Arts Laboratory 

Program (CAL). W ithin this setting, the system  was further bounded to
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encompass George, the mentor, and five Year II teachers. Representing the 

discipline of music, George had been with the school since the beginning of the 

program. Towards the last half of Year II, a second mentor, Carla, was assigned 

to the school. Because she was not there long enough to establish rapport with 

the teachers, data generated from interviews with Carla and observations of her 

CAL sessions were not included in the final analysis. Sipe (1996) argues that 

mentors need at least six m onths to establish trust with their mentees.

After selecting a case study design, the researcher m ust determine 

the type of case study that will be the most appropriate for the research in 

question. Yin (1993, p. 5) explains that a case study can be (1) exploratory if 

the study is "aimed at defining the questions and hypotheses of a 

subsequent (not necessarily case) study"; (2) descriptive if the study 

presents a total "description of a phenomenon within its context"; or (3) 

explanatory if it gives "data bearing on cause-effect relationships."

According to Yin, defining the study in one of these three categories is 

necessary before choosing the type of data collection and analysis that 

would be appropriate to the case.

Unlike experimental designs, case studies do not adhere to a 

specific form of data collection or analysis. Any and all m ethods of 

gathering information are used. Since this study is based on the 

qualitative paradigm, characteristics of qualitative case studies will be 

explored below.

Different researchers ascribe different characteristics to qualitative 

case studies. Merriam (1988, p. 13) argued that qualitative case studies are 

particularistic, descriptive, heuristic, and inductive:
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Particularistic: A study is said to be particularistic when it looks at a 

particular event or phenomenon while taking a holistic view of the total 

situation.

Descriptive : A case study is descriptive to the extent that the end 

result is a rich, "thick" description of the phenom ena under observation— 

data are collected and presented in narrative rather than numerical form. 

The term "thick description" comes from anthropology and it m eans a 

total description of the entity under study. According to Guba and Lincoln 

(1981) the term means "interpreting the m eaning of....demographic and 

descriptive data in terms of cultural norms and mores, community values, 

deep-seated attitudes and notions and the like ( p. 119).

Heuristic : This means that the study provides insight into the 

phenomenon under observation and that previously unknown variables 

may emerge in the process.

Inductive : The term implies that case studies, as a rule, depend on 

inductive reasoning. In other words, generalizations or hypotheses 

emerge from the data— the emphasis being on discovery rather than on 

the verification of a cause-effect relationship.

Qualitative Inquiry

It is important to understand that no t every case study is qualitative 

in nature; some use quantitative data. It is also important to point out that 

not everv qualitative research uses a case-study design. While the prior 

section described characteristics of qualitative case studies according to 

Merriam (1988), this section explores the tenets of qualitative research in 

general— characteristics that may also apply to other types of research 

designs, not only case studies.
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According to Patton (1980), the purpose of qualitative research is

to understand situations in their uniqueness as part of a 
particular context and the interactions there. This understanding is 
an end in itself, so that it is not attempting to predict w hat may 
happen in the future necessarily, but to understand the nature of 
that setting—what it m eans for participants to be in that setting, 
what their lives are like, w hat's going on for them, w hat their 
meanings are, what the w orld looks like in that particular setting— 
and in the analysis to be able to communicate that faithfully to 
others who are interested in that setting, (p. 1)

According to Merriam (1988 ), the qualitative researcher wants to

know "how people make sense of their lives, what they experience, how

they interpret these experiences, how they structure their social worlds"

(p. 19). Indeed, observing action in the setting in which it occurs in order

to understand behavior is an im portant goal of qualitative research.

Behavior, as manifested in this natural setting, can provide important

revelations about the total phenom enon being studied (LeCompte, Millroy

& Preissle, 1992). These researchers explained that attention to the total

ecology of a place derives from holism in cultural anthropology'.

Scientific or quantitative research is based on the belief that there is

a single, objective reality that can be observed and m easured. Qualitative

research, on the other hand, endorses the concept of "multiple realities."

Bogdan and Biklen (1982) said that in qualitative research, the "researcher

is the kev instrument" (p. 27). Indeed, in these types of studies, the task of

discovering those "multiple realities" falls into the hands of the researcher.

While there is some danger that a researcher's bias can taint a study's

findings, there are ways that a researcher can protect the integrity of the

study. In the next section, m ethods to ensure "reliability" and "validity" for

qualitative research (Pelto, 1970) will be discussed. But, before doing so, it
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is im portant to identify instances that call for a qualitative m ethodology 

and data collection. Patton (1980) said:

In new  fields of study where little work has been done, few 
definitive hypotheses exist, and little is known about the nature  of 
phenom enon, qualitative inquiry is a reasonable beginning point 
for research. In the early part of qualitative fieldwork, the 
researcher is exploring, gathering data, and beginning to allow 
patterns to emerge. Over time, the exploratory process gives way to 
confirm atory fieldwork. This involves testing ideas, confirming 
ideas, confirm ing the importance and  meaning of possible patterns, 
and checking out the validity of em ergent findings with new  data 
and additional cases, (p. 178)

He added:

the em phasis in qualitative research is on illumination, 
understanding , extrapolation, rather than causal, determ ination, 
prediction, and generalization. The researcher uses qualitative and 
naturalistic approaches to inductively and holisticallv understand 
hum an existence in context-specific settings. Qualitative data 
collection is a painstaking process requiring long hours of careful 
work, going over notes, organizing the data, looking for patterns, 
checking em ergent patterns against the data, cross-validating data 
sources and findings, and making linkages across the various parts 
of the data and the emergent dim ensions of the analysis, (p. 379)

Reliability

Establishing the reliability and validity of a study is fundam ental to 

any research design (Campbell & Stanley, 1963). Qualitative studies, 

however, resolve these issues differently (LeCompte & Goetz, 1982).

Reliability refers to the replicability of a study (LeCompte and 

Goetz, 1982; Pelto, 1970). In other words, can different researchers produce 

the same results in similar settings? The problem with applying traditional 

methods for establishing reliability in a qualitative study is that qualitative 

studies take place in natural settings, em phasizing what is unique and 

individual, so that even the most exacting attempts cannot replicate a
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studv precisely as it occurred. As a result, reliability is never attained bu t 

rather approached in qualitative studies (Pelto & Pelto, 1978). Lincoln and 

Guba (1981) favored sidestepping reliability altogether in favor of internal 

validity. They believed that "since it is impossible to have internal validity 

without reliability, a demonstration of internal validity amounts to a 

simultaneous dem onstration of reliability" (p. 120). They encouraged the 

qualitative researcher to focus on "dependability" or "consistency" of 

results" instead of worrying about "reliability" in the traditional sense (p. 

288).

Krueger (1987) identified five steps to prove reliability in 

qualitative research:

(1) identification and description of the researcher's role, (2) 
description and background of the subjects, (3) descriptions of the 
settings in which observations take place, (4) identification of 
methods for data collection and analysis, and (5) explanation and 
outline of the theoretical framework guiding the study, (p. 72)

Krueger's suggestions were valuable and adhered to by this researcher.

Other techniques available to the investigator to make sure that a

research is reliable will be discussed next:

1) A udit trail. - This means leaving a trail of the research,

describing everything from how data were collected to how decisions

were made throughout the inquiry. The process helps other researchers in

case thev want to use the "original report as an operating manual by

which to replicate the study" (LeCompte & Goetz, 1984, p. 216). In my

studv, every decision and process has been documented and described in

detail. In addition, hard copies as well as audiotapes of all interviews were

kept to ensure accuracy of details.
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2) Triangulation. - This term applies to the use of different methods 

for data collection and for confirm ing findings. This process strengthens 

reliability as well as internal validity (Lincoln & Guba , 1981).

LeCompte and Preissle (1992) said:

Structural corroboration is similar to what is often know n as 
triangulation: the use o f  multiple sources and types of data to 
support or contradict an  interpretation. Acknowledging that 
qualitative research allow s more scope for researchers to see what 
they choose and, thus, greater chance for the intentional neglect of 
evidence contrary to one's values or interests, Eisner argues that "it 
is especially im portant not only to use multiple types of data, but 
also to consider disconfirm ing evidence and contradictory 
interpretations or appraisals when one presents one's own 
conclusions." (p. 748)

Throughout my study, I took data collected from participant 

observations, interviews, and record analysis back to the inform ants to 

make sure that they agreed w ith  my interpretations. I also shared findings 

with colleagues to get their feedback and help in "confirming" my 

interpretations.

3) The investigator's stand .- Explaining any assumptions or biases 

the investigator has about any  of the groups participating in the study is 

key to ensuring the quality an d  reliability of any qualitative research 

(LeCompte & Goetz , 1984). To reduce the possibility of any hidden biases 

on my part, I explained the basis for selecting my informants and gave a 

description of them. Also, in my notes, I identified personal feelings about 

situations and participants, an d  in Chapter I, gave a description of the 

training and experience that I brought to this study.

As Levasseur (1994) said:

In qualitative research, the credibility of the researcher is also 
dependent on h is /h e r  training and experience, and the perspective 
that he/she  brings to the field. The activity of the researcher could 
affect the study bv: (1) changes in the researcher during the
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research; (2) the bias of the researcher; (3) the incompetence of the 
researcher; and (4) reactions to the presence of the researcher, (p. 
40)

Validity

Lincoln and Guba (1981) insisted that before discussing the issue of 

external validity one must determine that the study is internally valid, 

because "there is no point in asking w hether meaningless information has 

any general applicability" (p. 115). M erriam  (1988) said that "internal 

validity deals with the question of how  one's findings match reality" (p. 

166).

According to Lincoln and Guba (1985), in interpretative research 

reality' is "a m ultiple set of mental constructions...made by' humans; their 

constructions are on their minds, and they are, in the main, accessible to 

the hum ans w ho make them" (p. 295). Determining the validity of this 

type of research, therefore, depends upon  the researcher's dem onstrating 

that "he or she has represented those m ultiple constructions adequately, 

that is, that the reconstructions...that have been arrived at via the inquiry 

are credible to the constructors of the original multiple realities" (p. 296). 

M erriam (1988) stated:

W hen reality' is viewed in this manner, internal validity' is a 
definite strength of qualitative research. In this type of research it is 
im portant to understand the perspectives of those involved in the 
phenom enon of interest, to uncover the complexity of hum an 
behavior in a contextual framework, and to present a holistic 
interpretation of what is happening, (p. 168)

LeCompte and Goetz (1984) exam ined four factors that give

credence to the high internal validity of ethnographic research:

First, the ethnographer’s com m on practice of living among 
participants and collecting data  for long periods provide 
opportunities for continual data analysis and comparison to refine 
constructs and to ensure the m atch between scientific categories
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and participant reality. Second, informant interviews, a major 
ethnographic data source, necessarily m ust be phrased close to the 
empirical categories of participants and are less abstract than many 
instruments used in other research designs. Third, participant 
observation— the ethnographer's second key source of data—is 
conducted in natural settings that reflect the reality of the life 
experiences of participants more accurately than do more contrived 
or laboratory settings. Finally, ethnographic analysis incorporates a 
process of researcher self-monitoring, term ed disciplined 
subjectivity, that exposes all phases of the research activity to 
continual questioning and reevaluation, (pp. 168-169)

External validity is concerned with the extent to which the results

of one study can be generalized to other situations. For Erickson (1986),

generalizing knowledge is an inappropriate goal for interpretive research.

He believes that instead of providing "abstract universals" by generalizing

from a sample to a larger population, the aim of qualitative research

should be to arrive at "concrete universals." He believes that this can be

obtained by "studying a specific case in great detail and then comparing it

with other cases studied in equally great detail" (p. 130).

Cronbach (1975) proposed "working hypotheses" rather than

generalizations in social science research:

Instead of making generalization the ruling consideration in our 
research, I suggest that we reverse our priorities. An observer 
collecting data in one particular situation is in a position to appraise 
a practice or proposition in that setting, observing effects in context. 
In trying to describe and account for w hat happened, he will give 
attention to whatever variables were controlled, but he will give 
equally careful attention to uncontrolled conditions, to personal 
characteristics, and to events that occurred during treatment and 
m easurement. As he goes from situation to situation, his first task is 
to describe and interpret the effect anew in each locale, perhaps 
taking into account factors unique to that locale or series of events. 
Generalization comes Iate....When we give proper weight to local 
conditions, any generalization is a w orking hypothesis, not a 
conclusion, (pp. 124-125)

Patton (1980) shared this view. Qualitative research, he said,
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provide[s] perspective rather than truth, em pirical assessment 
of local decision makers' theories of action rather than generation 
and verification of universal theories, and context-bound 
information rather than generalizations, (p. 283)

Choosing the Research Design

The need for discovery and the nature of my question (In a site 

involved in a standards-based, arts-integrated, arts-correlated staff development 

program, how is mentoring used to effect program implementation?) pointed to 

a case study as the appropriate research design (Merriam, 1988, p. 9). A 

descriptive case study would enable me to focus on the process-oriented 

nature of the mentoring experience and yet remain open to the possibility 

that other important issues could emerge. After attending the first session 

of the Creative Arts Laboratory (CAL) at Teachers College and talking to 

some of the participating teachers and mentors, I reread the CAL proposal 

and talked to the project director. Her enthusiasm about the focus and 

nature of my study assured me that I had chosen a w orthw hile topic for 

analysis and the appropriate research design. A lthough at this point I was 

uncertain what my study would reveal, I hoped that m y inquiry would 

reveal important information about the role that m entoring played in the 

implementation of CAL.

Once I had settled on a research design, I chose principles of the 

qualitative paradigm for my data collection and analysis. Although these 

principles were mentioned earlier in this Chapter, this section describes 

how they relate to this case study design and to my data collection.
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Naturalistic Setting

In qualitative research, natural settings (schools, neighborhoods, or 

families) provide a direct source for data collection and analysis.

Regardless of how data are collected, pad and pencil, or videotape 

equipment and recording devices, it is the setting that provides the context 

for the observed behavior (Bogdan & Biklen, 1982). In other w ords, action 

is best understood w hen it is related to the locale in which it occurs.

Going to "the field"—to the people, the setting, site, institution—is 

known as engaging in fieldwork or conducting the field study. Both terms 

imply activities such as observation, interviews and, to a lesser degree, 

document analysis.

One of the m ost difficult aspects of doing fieldwork is entering the 

field. Bernard (1988, pp. 161-162) provided five rules to facilitate entry:

1. Choose the field site that promises to provide easiest access to 
data.

2. Go into the field with plenty of written documentation about 
yourself and your project. You need to show what you are doing. If 
necessary get letters of introduction from people who know  about 
your work and the institution where you will be conducting your 
research.

3. Use personal contacts to help you make your entry into a field 
site.

4. Plan in advance what you would say when people ask you about 
vour research: "What are you doing here? Who sent you? W ho's 
funding you" What good is your research and who will it benefit? 
Whv do you w ant to learn about people here? How long will you 
be here?"

5. Spend tim e getting to know the physical and social layout of 
vour field site. If you are working in a village, walk around and get 
to know the locale. If you’re working w ith a group, make a chart of 
the key players and their relationships, (pp. 161-162)
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Bernard's suggestions provided valuable support while I 

negotiated entry. At the first CAL m eeting in Year II, I was introduced to 

the class bv the project director as som eone "doing research on CAL for his 

doctoral dissertation.” Afterwards, I had a chance to talk to the CAL 

instructors, participating teachers, and  the mentors to get a sense of how  

they felt about the project and, particularly, about my doing research at 

their schools. Later that week, w ith the help of my dissertation sponsor, I 

selected Colum bus Elementary School as the site for my fieldwork. 

Following Bernard’s suggestion to choose a site that promised an easy 

entry, I explained to my sponsor that teachers at Columbus Elementary 

School were open to the idea of being observed. This was not so of 

teachers from other schools, some of w hom  had actually said that they did 

not want me "snooping around."

By attending weekly CAL w orkshops at Teachers College, I was 

able to observe what the participating teachers were learning and their 

reactions to the learning process. In turn, observations at Columbus 

Elementarv School allowed me to determ ine which concepts made their 

way dow n from Teachers College into the classrooms. Both natural 

settings provided context for observed behavior (LeCompte & Goetz,

1984; Patton, 1980).

Holistic Approach

A holistic approach to research implies that the researcher attem pts 

to understand the situation as a whole. In a qualitative study, assum ing 

that the whole is greater than the sum  of its parts (Patton, 1980), the 

researcher describes a program 's social and political context as a way to 

understand the totality of the program . This research hoped to shed light
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on the relationship between the m entor and the classroom teacher. 

Furthermore, it attem pted to dem onstrate how this relationship impacted 

on the total CAL program. Using a holistic approach to data collection 

(collecting data from various sources and informants) provided me with 

very rich m aterial for analysis. Dewey (1934) believed that in order to 

understand the art of a society, we needed to understand the culture that 

created the art. By looking at and m aking meaning of the "total" program, 

I gained knowledge about the "specifics." In other words, I understood 

CAL as it w as implemented during  Year II at Columbus Elementary 

School by learning about the culture that created it (the total program). 

The knowledge of the total program  was obtained through interviews (of 

other m entors, CAL faculty members), observations of CAL workshops, 

and analysis of logs provided by all the participating teachers.

Inductive Analysis

Inductive analysis is an "important product of the evaluation of 

dem onstration programs" (Patton, 1987, p. 40). In ethnographic research, 

inductive analysis implies that the researcher does not start his or her 

study w ith a theory or hypothesis which then m ust be proved or 

invalidated. Instead, the researcher allows theories to emerge gradually 

from the gathered data.

A theory that emerges inductively is referred to as "grounded 

theory” (Glaser & Straus, 1967).

Yin (1993) explained:

For evaluations, grounded theory has a certain appeal when no 
particular prior theory appears relevant or is explicable. However, 
m any demonstration projects do not have the luxury of avoiding 
program  theory or implementation theory at the outset of their
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projects. Yet, grounded theory may be highly relevant when the 
program  theory is nevertheless poor and when funds may have 
been m ade available to develop such theory....Grounded theory's 
specific tactics for analyzing qualitative data also are helpful in 
doing evaluations. Nearly every evaluation has such data, even 
though the evaluations also may have other types of data. For 
qualitative data, grounded theory's coding strategies—breaking 
down, conceptualizing, and reconstructing data—m ay therefore 
resolve im portant problems, (p. 62)

Procedures

The study took place during Year 13 of the project. To get a sense of the 

culture of the school, interviews with the principal and another administrator 

were conducted. However, the main data collected at Colum bus Elementary 

School were from interviews with Year II teachers, with students and with 

George, and from participant observations (field notes). To generate these field 

notes, the researcher spent three days a week, five hours a day, for five months, 

participating in CAL activities at Columbus Elementary School. Most of the 

interviews were conducted after school hours.

In order to pu t CAL at Columbus Elementary School within the 

context of the whole program, the researcher attended w orkshops offered 

at Teachers College to all the participating teachers. These sessions 

generated field notes. In addition, interviews with CAL administrators, 

faculty, and m entors in other sites added to a holistic view of the program. 

Furthermore, a questionnaire —sent to all CAL mentors—was developed.

All of this generated information that was used to support the findings 

derived from the main data.

My m ethod for data collection (see Table 3.1) included: 

questionnaire to mentors; observations (of all participating teachers) at 

workshops offered at Teachers College and observations at Columbus
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Elementary School (in the selected teachers' classrooms); interviews 

(informal, as well as semi-structured) of teachers, students, and mentors 

assigned to Columbus Elementary School, m entors working at other 

schools, CAL faculty members, CAL administrators, and staff developers 

not connected with CAL; and document analysis (lesson plans, teachers' 

logs, and students' works). Below is a description of each method:

Questionnaire

Survey questionnaire data may be collected through one or more of 

the following methods: (1) personal, face-to-face interviews; (2) self- 

adm inistered questionnaires; and (3) telephone interviews. "There is no 

evidence that one m ethod of administering questionnaires is better overall 

than the others" (Bernard, 1988, p. 243).

To gather data from all the CAL teaching artists, I developed a self

adm inistered questionnaire (see Appendix A for cover letter and 

questionnaire). The strength of this particular method is that "all 

respondents get the same questions...there is no worry about interviewer 

bias" (Bernard, 1988, p. 245). Also, this method allows the researcher to 

reach respondents who would normally be difficult to reach. Since 

observing every m entor at his or her assigned school was beyond the 

scope of this research, a self-administered questionnaire, which I mailed to 

them, allowed me to collect data from a population I would not otherwise 

have reached Although my "unit of analysis" was Columbus Elementary 

School, and this study explores how mentoring was used to facilitate 

implementation at this site, data collected from other mentors were 

helpful. Thev added to the richness of the research by providing
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Table 3.1
Data Collection

Q uestionnaires

Eight questionnaires were mailed, 5 were returned 

Interview s

Five teachers (1 semi-structured, several informal interviews) 

George (2 semi-structured, several informal interviews)

Carla (1 semi-structured, several informal interviews) 

Students

Two mentors working in two different CAL schools (1 sem i
structured interview each)

CAL Project Director (1 semi-structured)

CAL Project Coordinator (1 semi-structured)

CAL Researcher (1 semi-structured)

Principal, Columbus Elementary School (1 sem i-structured) 

O bservations

Forty-Eight hours of CAL workshops at Teachers College

Two hundred hours of classroom observations at Columbus 
Elementary School

D ocum ents

Teachers' logs from Year I 

Teachers’ logs from Year II 

CAL proposal 

Lesson plans

Videotapes of children's performances 

Audiotapes of children’s performances
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information that could be used to corroborate findings from the main 

data.

Observations

In ethnographic research, participant observation is the primary 

mode of data collection Done over a period of time, participant 

observation helps to reduce the problem of reactivity, that is, people 

changing behavior because they know that they are being studied 

(Bernard, 1988). In other words, as the presence of the researcher becomes 

less and less a curiosity, the participants go back to behaving the way they 

normally do in that particular setting.

In this study, I expected my role to be that of a "nonparticipant 

observer", which LeCompte and Preissle (1992) characterized as a 

"researcher whose only position in a group is to document and record 

events." Or, as Junker (Merriam, 1988) described it, one "who participates 

in a social situation but is personally only partially involved so that he can 

function as a researcher" (p. 93).

Despite m y expectations, I discovered during my first day in the 

field, that I needed to become a participant rather than nonparticipant 

observer George needed my help lugging instruments around from 

classroom to classroom, setting them out before class, and helping with 

class activities. I embraced the role without hesitation. I believe that by 

becoming a participant observer, I was more readily accepted by the 

students, teachers, and the mentor. My notes reveal that the students saw 

me as "another teacher.” The teachers, although they knew of my research, 

welcomed me as a "helper," and saw me as a "nonthreatening presence" in 

their classrooms. And the teaching artists were happy to have the "extra
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pair of hands." On a day to day basis, because the m entors viewed me as 

an "assistant" rather than as a researcher, they were quite candid with me. 

I am certain that they would not have been so open had my role been 

defined differently.

As a participant observer, I knew I was relegating data collection to 

a secondary position. And generating data was ultimately the reason for 

my presence at the school. This is why the role of participant observer is a 

difficult one. It dem ands of the researcher both involvement and 

detachment—involvem ent in the activities at hand, and detachm ent to 

observe and record the behavior of others in the room. Patton (1980) 

talked about the challenges of being, simultaneously, an insider and an 

outsider in qualitative research:

Experiencing the program as an insider is w hat necessitates the 
participant p art of participant observation. At the same time, 
however, there is clearly an observer side to this process. The 
challenge is to combine participation and observation so as to 
become capable of understanding the program as an insider while 
describing the program  for outsiders, (p. 128)

I believe that during my observations I was able to remain

"detached" enough to be aware of what was going on around me.

Although writing dow n notes or key words to remind myself of what was

happening at the tim e was not always possible, as soon as I got home, I

replayed in my m ind the activities of the day. I then turned these

recollections into field notes. As Bogdan (1972) suggested, one should be

more concerned about remembering the substance of a conversation than

in producing a "flawless verbatim reproduction" (p. 42).

Besides w riting dow n my field notes immediately after an

observation, in order to recall data, I followed Taylor and Bogdan’s (1984)
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advice. They suggested that recall will be helped if during an observation 

the researcher follows these guidelines:

(1) Pays attention.
(2) Shifts from a "wide angle" to a "narrow angle” lens—that is, 
focuses "on a specific person, interaction, or activity, while mentally 
blocking out all the others."
(3) Looks for key w ords in people’s rem arks that will stand out 
later.
(4) Concentrates on the first and last rem arks in each conversation.
(5) Mentally plays back remarks and scenes during breaks in the 
talking or observing, (p. 54)

Appendix B show s field notes from a CAL workshop and from a 

session at Columbus Elementary School.

Interviews

In qualitative studies, interviewing is a major source of data 

collection. It provides information that cannot be obtained otherwise, 

information such as how  the participants think, feel, and make sense of 

the world around them.

Patton (1980) stated:

We cannot observe how people have organized the w orld and 
the meanings they attach to what goes on in the world— we have to 
ask people questions about those things. The purpose of 
interviewing, then, is to allow us to enter into the other person's 
perspective, (p. 196)

The strength of this particular m ethodology is that it questions the 

researcher's assum ptions by including the knowledge of the participants. 

In other words, interviews may reveal information that only the 

participants have.

During my study, I interviewed each of the teachers m ore than 

once. One interview w as a scheduled, sem i-structured probe of the
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teachers' experiences. These interviews were recorded. Choosing a semi- 

structured interview is beneficial to both to the interviewer and the 

informant.

Bernard (1994) stated that this type of interview

demonstrates that you are fully in control of w hat you want 
from an interview but leaves both you and your informant to 
follow new leads. It show s that you are prepared and competent 
but that you are not trying to exercise excessive control over the 
informant, (pp. 209-210)

Besides sem i-structured interviews, I conducted informal 

interview s with teachers at Colum bus Elementary School—normally after 

classes. I documented these interviews through descriptive jottings of key 

w ords, phrases, or im portant thoughts expressed by the participants, 

w hich I later transcribed into field notes.

Bernard (1994) said that "informal interviewing is the method of 

choice during the first phase of participant observation, w hen you’re just 

settling in and getting to know the lay of the land" (p. 209).

Merriam (1988) explained the advantages of this type of interview:

Unstructured interviews are particularly useful when the 
researcher does not know enough about a phenom enon to ask 
relevant questions. Thus, there is no predeterm ined set of questions 
and the interview is essentially exploratory. One of the goals of the 
unstructured interview is, in fact, learning enough about a situation 
to formulate questions for subsequent interviews, (p. 74)

Indeed, through informal, unstructured interviews, I gained 

inform ation which I used later in subsequent interviews and in 

determ ining whom to interview next.

Besides interviewing the participating teachers, I conducted semi

structured, informal interviews with the two mentors assigned to 

Colum bus Elementary School. Appendix C is a partial transcript of this
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type of interview w ith George. I also had weekly, informal interviews 

with both mentors. These informal conversations generated a considerable 

am ount of data. Normally, I jotted down "key phrases” during these 

conversations and turned these jottings into field notes as soon as I got 

home.

I also interviewed CAL administrators, CAL faculty members, and 

the principal at Colum bus Elementary School. At these interviews, a list of 

questions served to guide me (see Appendix D). These interviews were 

tape recorded.

During the course of my study, I found it helpful to talk informally 

with arts specialists, school administrators, and staff developers at Bank 

Street College of Education. The purpose of these interviews was less to 

gather information and more to share my findings as a way to corroborate 

the interpretation of m y data.

The purpose of interviewing is to shift the focus from participant 

behavior learned from observation to participant meaning (LeCompte & 

Preissle, 1992). Bv conducting interviews of people who had different 

associations with the program—teachers, teaching artists, principal, CAL 

administrators, Bank Street personnel (some of whom were involved in 

staff development program s in sites all over the country)—a holistic 

picture of the program  emerged. Each person contributed to "the 

development of insight and understanding of phenomenon" (Merriam, 

1988, p. 77).

In sum m ary, the interviews helped to define how CAL mentors 

understood their roles in the implementation of a staff development 

program. They provided data about how teachers and teaching artists in
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the program  interacted and showed areas of concern about the long-term 

effectiveness of CAL.

Docum ent Analysis

The term documents refers to data obtained outside of interviews or 

observations; it applies not only to written materials, but also to "artifacts" 

and products made or kept "bv or on the participants in a social group" 

(LeCompte & Goetz, 1984, p. 153). According to Merriam (1988), 

"documents or artifacts have been underused in qualitative research" (p. 

105). There is no reason not to include docum ents in such studies. 

Merriam suggests that,

in judging the value of a data source, one can ask whether it 
contains information or insights relevant to the research question 
and whether it can be acquired in a reasonably practical yet 
svstematic manner. If these two questions can be answered in the 
affirmative, there is no reason not to use a particular source of data, 
(p. 105)

Documents are indeed a good source of data. They should be used 

when the investigator believes that they will yield "better data or more 

data or data at less cost than other tactics" (Merriam, 1988, p. 108). During 

my study, I looked at and analyzed lesson plans, teachers' logs, students' 

works, the CAL proposal, and musical instrum ents made by the students. 

These documents or "artifacts" were easily accessible and the information 

derived from them would have taken an enorm ous amount of time and 

effort to gather through other means. These products existed independent 

of my research agenda, therefore "they [were] non-reactive—that is, 

unaffected by the research process. They are a product of the context in 

which they were produced and therefore grounded in the real world" (p. 

109).
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Lincoln and Guba (1982) believed that using docum ents

helps to ground an inquiry in the milieu of the writer. This 
grounding in real-world issues and day-to-day concerns is 
ultim ately what the naturalistic inquiry is working toward, (p. 234)

Besides "grounding an investigator in the context of the problem

being investigated," Merriam ( 1988) argued that using docum ents to

gather data is not different from other types of data collection:

Tracking down leads, being open to new insights, and being 
sensitive to the data are the sam e whether one is interviewing, 
observing, or analyzing documents. Since the investigator is the 
prim ary instrument for gathering data, he or she relies on skills and 
intuition to find and interpret data from documents, (p. 115)

Timeline for the Project

In the fall of 1995 I entered the "field," starting w ith observations at 

Teachers College. Immediately, I began developing a relationship with 

George, w ho was initially the only m entor assigned to Colum bus 

Elementary School (my proposed field site), as well as w ith teachers from 

that school. The workshops at Teachers College also provided me with the 

opportunity to get to know mentors and teachers from other participating 

sites. By the time I visited Columbus Elementary School in January of 

1996, George, as well as the participating teachers from that school, felt 

comfortable enough with me as to accept my presence in their classrooms 

w ithout hesitation. Table 3.2 presents a timeline of procedures.

General Limitations of the Research

A research design has definite consequences for a study (Merriam, 

1988). I w ondered, early on, how my choice of a qualitative case design 

would affect my findings. What limitations would my design impose on
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the research? W ould the study yield different results if I opted for a formal 

quantitative design? W ould the results be the same if I were to conduct a 

longitudinal study instead?

Questioning consequences, however, is not the same as questioning 

the fit of a particular research design. As explained earlier, my study 

delved into uncharted territory. This, as well as the question the research 

asked and the end product desired (a descriptive narrative), were well 

suited to a descriptive qualitative case design. Furthermore, I was 

confident that my training and experience would serve me well in 

conducting a study in which the researcher was the key instrument 

(Levausseur, 1994).

While choice of a research design and the abilities of the researcher 

were issues that were addressed early on, questions about consequences 

concerned me for some time. In particular, I w ondered how my presence 

was influencing my data and how my personal biases were tainting w hat I 

was seeing, recording, and interpreting. If I were the good researcher I 

thought I was, could I still have "feelings" about behavior I encountered in 

the field? W ould my emotional reaction to the behavior I encountered 

compromise my data?

From Merriam (1988) and Patton (1980,1987,1990), I learned that 

affecting and being affected by the setting is a normal by-product 

encountered by those doing "fieldwork." Although they claim that having 

"feelings" about "observed behavior" is not unusual, they recommend that 

researchers learn to keep their emotions in check.

By being vigilant about my feelings, recording and identifying my 

personal comments in my field notes, and keeping a separate journal 

about my experience in the field, I was able to differentiate between my
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Table 3.2

Tim eline for Procedures

Questionnaire

Development of Questionnaire: February - March 1996 

Distribution of Questionnaires: April 1996 

Analysis of Questionnaires: May - June 1996

Field Notes from O bservations

Field Notes: September 1995 - May 1996 

Analysis of Field Notes: June - October 1996

Interviews

Development of Interview Questions: November - December 1996

Interviews: January - May 1996

Analvsis of Interviews: September - November 1996

Documents

Analysis of Documents: January - May 1996
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Table 3.3

Time-Line for Study

September 1995 - May 1996: observations

November - December 1996: development of interview questions

January - M ay 1996: interviews

January - M ay 1996: analysis of interviews

April 1996: distribution of CAL questionnaires

May - June 1996: analysis of questionnaires

June - October 1996: analysis of field notes

September - N ovem ber 1996: analysis of interviews

December 1996 - October 1997: writing the study
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own philosophy about teaching and learning and that of others. This 

technique gave me the freedom to disagree w ith behavior w ithout 

comprom ising interpretation.

While most qualitative researchers agree that the anxiety of being at 

once participant and observer can be very high, I was convinced that this 

method was best suited to my aims. As Lincoln and Guba (1981) stated:

In situations where motives, attitudes, beliefs, and values direct 
much, if not m ost of human activity, the m ost sophisticated 
instrum entation we possess is still the careful observer—the human 
being who can watch, see, Iisten...question, probe, and finally 
analyze and organize his direct experience, (p. 213)

Once I had resolved the issue of the researcher's bias affecting the

collected data, I had to determine what constituted the right am ount of

time in the "field.” I needed to limit my data collection to one year. Could I

trust my design to generate sufficient, reliable data in that period of time?

LeCompte, Millrov and Preissle (1992) said that "there is no hard and fast

rule regarding w hat constitutes sufficient time on the site" (p. 65). They

added:

Significant discoveries can be m ade in two weeks or less of 
ethnographic observation, but the valid ity  of ethnographic 
observation is based on observation that lasts long enough to 
perm it the ethnographer to see things happen not once but 
repeatedly. Of course, some things such as an earthquake, murder, 
fire, or mass hysteria are likely to occur only once during one's 
fieldwork, if at all, in which case we m ust do the best we can. But 
most of the things we are interested in happen  again and again. We 
m ust observe these happenings often enough so that finally we 
learn nothing significant by their reoccurrence. A researcher knows 
when that point has been reached. Then one should observe still 
longer, to be sure that one's sense of that point in time is not 
prem ature nor the result of fatigue. (Ibid.)

During mv fieldwork, certain incidents and comments repeated

themselves often enough to indicate valuable m eaning in their content.
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After a while (w hen these incidents had been recorded and analyzed), 

they m ade me realize that I wouid learn "nothing [else] significant by their 

reoccurrence."

While LeCompte, Millroy and Preissle's writings support the 

amount of tim e I chose to spend in the field (enough time to provide 

strong, reliable data), some critics may argue that my observations did not 

provide a representative sample of all the teachers involved in the CAL 

program. How ever, producing generalizations was never the concern of 

my study. Rather, I wanted to look at how m entoring played out at one of 

the participating sites, hoping for insights that would be helpful to future 

researchers and to educators interested in these types of integrated arts 

programs.

The Process of Analysis

Analvsis started the minute data collection began, for the two processes 

are svtnbiotically connected, each affecting the other. Looking over the data as 

thev were collected allowed me to determine where to concentrate my attention, 

whom to interview  next, what to ask. As Merriam (1988) said: "Hunches, 

working hypotheses, and educated guesses direct the investigator's attention to 

certain data and  then to refining an d /o r verifying one's hunches" (p. 123).

Nevertheless, when data collection stopped, analysis was far from 

complete; if anything, it became more intense. At that point, I examined the data, 

sorting out patterns and finding appropriate connections between them. Table 

5.1 shows the typology that guided the final analysis.

I looked for quotes from interviews and observations to support each 

"pattern" or "regularitv" (Yin, 1993). Each quote was written on an index card with 

an identifying label. Once this was completed, I began writing the case reports
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(narratives), illustrating salient themes and relating them to the initial research 

question: In a site involved in a standards-based, arts-integrated , arts-correlated staff 

development program, how is mentoring used to effect program implementation? In the 

process, I felt that som e themes needed to be consolidated. For example, while under 

Teachers and Mentors, Table 5.1 shows Expectations and Comfort with the Program as 

two separate ideas, I thought that they belonged under one major heading: Reactions 

to the Program. Once I started this consolidation, I found that most themes could be 

incorporated under either Reactions to the Program or Reactions to Mentoring. The 

result was Table 5.2, which became the final road map as I wrote the case reports.

Research discussed in Chapters I and II served to support the data 

analysis and to back up the study's outcomes. Of particular use to this researcher 

were studies that showed (a) why the arts are im portant to the education of our 

children (Briggs, 1991; Fowler, 1977); (b) why past program s have failed to give 

classroom teachers the know-how to infuse their curriculum  with arts-related 

activities (Eisner, 1979; Remer, 1982); and (c) how m entoring is used to enhance a 

program ’s outcomes (Egan, 1986; Fagan, 1988; G ardner & McNally, 1995; Gaskill, 

1993; Massey et al., 1995; Talbert, 1992).

Summary

This chapter has explored the nature of case study as a research 

design. A qualitative case study is an inductive, holistic description of a 

particular phenomenon. It relies on process and interpretation rather than 

on hypothesis testing. Qualitative case studies are particularistic (they 

focus on a specific situation), descriptive (their findings are presented in a 

rich, thick descriptive narrative), and heuristic (they explain a 

phenomenon and variables may emerge in the course of the study).
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T a b l e  3 . 4

INITIAL PATTERNS

Teachers:
Expectations
Comfort with the program 
View of "Standards"
CAL sessions at Teachers College 
Sessions with mentors 
Time devoted to CAL 
Feelings about mentor

Mentor's Reaction
Expectations
Comfort with the program 
View of "Standards"
CAL training (their own training and sessions attended by teachers)
Time devoted to CAL

Students' Reactions
Comfort with the program 
Reaction to CAL activities 
Reaction to mentor 
W orking with and without m entor 
W orking in groups

Program Goals
Definition of the program 
Implementation of all facets
Attempts to achieve consistency of delivery yet allow individual freedom 

across mentors 
across disciplines/facets 
across teachers 

Introduction of "Standards" to participants
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Case study does not imply a qualitative inquiry, tor some case 

studies use quantitative data. Qualitative research, w hether or not based 

on the case study design, assumes that there are "multiple realities." In this 

type of research, the researcher’s job is to describe those "realities" or 

perspectives as expressed by the participants. In a qualitative study, as in 

any research, validity and reliability are subjects of concerns. The 

difference is that in qualitative research, these issues are resolved 

differently. The issue of internal validity—the extent to which one's 

findings match reality—is resolved by triangulation, staying on-site over a 

period of time, involving participants in all phases of the research, and 

stating the researcher’s biases and assumptions. Reliability—the extent to 

which a study can be replicated consistently in sim ilar settings—is 

strengthened by the researcher’s leaving an audit trail, that is describing in 

detail how the study was conducted and how the findings were derived 

from the data. Finally, external validity—the extent to which the findings 

can be generalized to other situations— is still the object of considerable 

debate. To enhance external validity, some researchers endorse the use of 

"concrete generalizations" or "working hypotheses"

After reviewing the questions I hoped to answer, the end product 

desired, and bounding my system, I chose a qualitative case study as the 

appropriate design for my research. Through interviews of participant 

teachers, adm inistrators, and teaching artists; observations of these 

teachers while they participated in workshops at Teachers College; school 

visits; and docum ent analysis, a rich, thick description was generated, 

shedding light on the experience these teachers had had with CAL, and 

the relationship they developed with their teaching artists.
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While the choice of a research design impacts on the outcomes of 

the research, enough care was taken during this study to triangulize the 

data and to give a m eaningful explanation of the participants' behavior 

and perspectives. The chapter ends with an explanation of how the data 

were analyzed.
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Chapter IV 

THE CASE

Introduction

This study is an in-depth exploration of how mentoring was used at 

a site involved in a staff development program  in the arts—the Creative 

Arts Laboratory (CAL). The study took place during Year II of the program . 

While the m entor at the site also worked w ith Year I teachers— and the 

researcher observed the majority of these sessions—in the interest of 

manageability, interactions with only Year H teachers were used for data 

analysis.

To present a "slice of life” (Lincoln & Guba, 1985), this chapter starts 

w ith a description of Columbus Elementary School (the site). Profiles of 

the m entor and the teachers, and descriptions of how both sides 

participated in the m entoring relationship, follow. The chapter ends w ith 

a profile of one of the students who offered a special challenge to this 

researcher.

While complete anonymity of the site and all the participants has 

been adhered to in presenting this report, hard  copies, disks, and 

audiotapes have been preserved to guarantee the authenticity of the raw  

m aterial.

The Site: Columbus Elementary School

Located in a residential neighborhood on the Upper West Side of 

M anhattan, Colum bus Elementary school (K-5) is a three-story brick 

building, with a spacious playground on one side and Central Park half a 

block away. According to the 1994-95 Annual Report (see Appendix E),
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744 studen ts attend the school, and  the ethnic make-up of the student 

population is as follows: white 9.1%; black 31.8%; Hispanic 56.3%; Asian 

and others (Pacific Islanders, A laskan Natives, and American Indians) 

2 .8% .

C olum bus Elementary School (once known as the M agnet School 

for Arts and Sciences) has a history of participation in the arts. It has 

developed partnerships w ith the Guggenheim  M useum (artist-in- 

residence program s), the Children 's M useum  of M anhattan (teacher and 

student w orkshops), Carnegie Hall Link-Up (music appreciation program s 

broadcast on TV monitors), and the 92nd Street Y (visual arts and music 

program s for students). It has also enjoyed affiliations w ith the Lincoln 

Center Institute and Young Audiences, New York, both of which have 

provided artist-in-residence program s for the school.

This array of arts program s is not unusual for a school in a district 

that believes strongly in the arts. However, although m any of the 

program s developed by these cultural institutions for the d istrict are 

praised by teachers and principals alike, they often leave

teachers with too little confidence to mobilize w hat they have 
learned in order to infuse the curriculum with the various art 
forms. And, the occasional art or music teacher, hired at the 
discretion of the principal, continues to remain, in too m any cases, 
in the isolated music or art room, peripheral to the real work of the 
school. (Paper delivered by the district arts coordinator to the 
Am erican Education Research Association, April 11, 1996)

W hen asked to participate in CAL, Columbus Elem entary School

jum ped at the opportunity to w ork formally within an interdisciplinary

arts curriculum  since the arts had  always played an im portant part in the

school's culture. During the 1995-96 academic year, for exam ple, a teacher

who w as not a member of CAL used dance to study the social culture of
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different decades, from the 20s to the 70s. Indeed, looking at history 

through the arts had been typical of the kind of inventive strategies that 

teachers at the school had  used over the years.

Exhibiting such creative behavior is definitely the product of a 

school that believes in bringing a num ber of innovative program s to 

infuse energy and  fresh ideas into its staff, although the num ber of 

program s at C olum bus Elementary School can seem som ewhat 

overw helm ing to an outsider. The first tim e I visited the school, I w rote in 

mv field notes:

While I waited for George, I looked at the display board on the 
northeastern  wall of the entry way. A huge basket m ade of brow n 
paper w as overflowing with red apples (also made of paper). On 
each apple  w as w ritten the nam e of a different program  at the 
school. CAL was represented by one apple. I was going to count 
them, bu t George appeared. I couldn 't get it out of my m ind, and as 
we w alked upstairs, I wondered if the school viewed CAL as just 
another apple in the curricular basket. (Field notes, January 1996)

Since, historically, Columbus Elementary School had been the

home of m any arts program s, CAL walked confidently through the

school's door—greeted effusively by principals, teachers, and students.

During Year I, four teachers from Colum bus Elementary School

participated in CAL; during Year II the num ber went up to five. Year III

added five m ore teachers, making a total of fourteen teachers w ho would

have the CAL experience. This is certainly a "critical mass, a num ber that

could have the ability to affect the culture of Columbus Elementary

School]," according to the acting principal (CAL meeting, June 10, 1996).

Mary: The Acting Principal

During the 1995-96 academic year. Year II of the program , M ary 

served as Acting Principal of Columbus Elementary School. D uring her
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tenure, she had an open-door policy, where teachers could drop in to talk 

about their problem s or concerns, related or unrelated to CAL. Mary was 

an avid fan of the program, as was the principal before her. She was on its 

board of advisors and, in spite of her hectic schedule, m ade time to attend 

the m onthly meetings. That she w as such an advocate of arts education is 

not surprising  considering that she was at one point a professional pianist 

and the executive director of a national chamber music association.

At a m eeting between CAL principals and participating teachers, 

Mary led her staff in a discussion of how to mobilize the existing resources 

for Year III of the program. Her message was that CAL m ust rem ain a 

vital force at Colum bus Elementary School, not only the following year, 

but even after the program  was over. The following notes recorded that 

m eeting:

M ary listened attentively to Ana, who w orried that "she didn't 
have the skills yet." She nodded when Sue Ellen suggested that "it 
w ould be interesting to have a unifying concept in the school." She 
also wholeheartedly agreed with George, who said, "Planning time, 
having meetings with the teachers...this is a critical piece and this is 
a piece that has been missing."

To bring the incumbent principal, who joined the meeting 
halfway through, up to date, Mary said that "CAL goes very well 
w ith the school's philosophy." She suggested that doing more 
"buddy classes across grades," pairing up CAL w ith non-CAL 
teachers w ould help to dissem inate the program 's message. When 
Sue Ellen said that she "d idn 't understand the full comm itm ent 
that CAL required," and suggested that "new teachers should be 
told," Mary agreed that this would be helpful. Ana voiced her desire 
to rem ain in the program  during  Year III. "Two years is not 
enough," she said. Mary responded: "CAL is a w ay of approaching 
curriculum . That is why w e all need to come back. It's not a 
fo rm ula ."

Mary helped the group develop strategies that would have long- 
lasting effects: The teachers agreed to form a committee which 
w ould meet regularly, "come rain or come shine," and to create a 
resource center that would display materials a n d /o r  ideas being 
used in CAL projects. The group felt that the financial resources
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were not enough for everything they wanted to do—they 
m entioned wanting "mentors in other disciplines"— and M ary 
helped them see that there were ways to "seek out expertise without 
spending additional dollars." The most important message she left 
them with was: "The pedagogy is not what CAL is about. The most 
im portant skills are thinking skills, w hat thought processes you 
bring into the experience." (Field notes, June 10, 1996)

Mary had her fingers on the pulse of CAL at Columbus Elementary

School. Once, after attending a CAL session during which she had taken

copious notes, she told George and me: "I can't believe w hat those kids did

w ith the raps. This is so exciting. I've got to make time to come into the

classrooms more often. I just loved seeing those kids. They were so

engaged" (Field notes, April 1996).

Although I did not see her often in the classrooms, M ary seemed to

know what was going on with every one of the participating teachers:

I have seen a lot of grow th in Rita, in most of the CAL teachers 
for that matter. Did you see w hat Sue Ellen's students did? George 
has done such a wonderful job here. I love walking dow n the halls 
and hearing the music, seeing the art. (Interview, June 1996)

Mary was definitely a welcoming force for CAL and was committed

to its success at Columbus Elementary School.

George: Profile of a CAL Mentor

I remember the day last year when one teacher was, instead of 
yelling at the kids, on the carpet, rolling and laughing w ith the 
kids....My one teacher who, w hen I first came here said: "I have 
these band instrum ents over there." She w ouldn’t touch them 
because she d idn 't know w hat to do with them. By the end of the 
year, it was:, "Where are the instruments? Let's check it out, let's 
make instruments." Seeing how the kids could m ake instrum ents, 
especially this one kid w ho had a very rough home situation.... At 
first he was very disruptive. He had a poor attitude. He discovered 
music, discovered the keyboard. The change in this child was just 
like Jekyll and Hyde, it was just incredible. This kid w ould sit with 
his hands closed so tightly it would make his skin turn  white. He 
was so into it, raising his hand, waving, waving: "I know how we
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can do this, we can use our imaginations." This from a kid w ho at 
first couldn't have cared less. Seeing children so excited....Seeing 
the kids seeing themselves or hearing  themselves is very 
rew arding. Having them really understand  the quality of sounds 
on the instrum ents that they created. I guess a lot comes out to this 
Aha bit! You see a kid make a connection and smile and perk up, 
th a t’s just great! (Interview, December 1995)

This was George speaking, the m usic m entor assigned to Colum bus 

Elem entary School. His passion for and com m itm ent to the program  w as 

also dem onstrated by the am ount of tim e he spent doing CAL-related 

activities (see Appendix F for lesson plans he developed). In fact, du ring  

Year I, he gave so much to the program  that at one point he felt he had to 

pull back to save himself from burn-out:

I've got to find a way to m anage time better, not so m uch in a 
I'm -wasting-time way, but in taking on only that which is do-able. I 
keep saying that I can squeeze it in or work more, but in fact the 
hours are all used up. So I need to cut back and prioritize. That 
means (1) no more extra projects; (2) make a schedule at school, and 
that's it; (3) remember that your best doesn’t mean driving yourself 
to death or thereabouts; (4) you can’t do everything for everyone. 
Say no sometimes; (5) remember the long-range goals/priorities. 
(Log sum m ary covering period betw een January '95 and June ’95)

W hen asked how he had changed his approach, he said:

What I'm trying to do differently is really work on developing 
the teachers' confidence so they can take on more of this and I can 
do less direct modeling and be m ore of a sort of advisor. More co
teaching, instead of me teaching them. (Interview, December 1995)

During mv field work at Colum bus Elementary' School (three day's a

week for six months of Year II of the program ), I tagged along behind

George— rushing up and down the stairs, in and out of classrooms, to a

planning session, to a class, logging instrum ents here, there, everyw here,

helping George model lessons for the teachers, assisting in his w ork with

the students, "debriefing" about the d ay ’s activities. No m atter how  hectic
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the pace, George's attitude was consistently upbeat. As a result, teachers 

and students alike looked forward to w orking w ith him.

One teacher said:

Thank you for providing us w ith such a fantastic mentor.
George is the m ost wonderful, kind, always prepared person to 
w ork with. He has contributed so m any positive ideas. My children 
love him. He is just fantastic w ith them . He is a great hum an being. 
(Reaction paper, 1995)

A nother said:

The children adore George and so do I. He seems to enjoy 
w orking with the children and show s an experienced and deft hand 
in running our class lessons. (Reaction paper, 1995)

Indeed, I noted that the children enjoyed having George around.

One of them  said: "George is nice. He's not m ean like some teachers.''

Another student remarked: "I like George. W hen you and George come to

our class, we do fun stuff. "

A professional m usician and doctoral student at Teachers College,

37-vear-old George wore shoulder-length hair pulled back into a pony tail,

a full mustache, and a beard. George was soft-spoken, rarely raising his

voice in the classroom. When he did, it was only to be heard rather than

to discipline. While som etim es I wished for m ore fireworks from him, his

laid-back style seemed to work well with both teachers and students. I

noted that "teachers open[ed] up easily to him , and that, delighted by his

presence, students [ran] up to him to say 'hello' the m inute they [saw]

him ” (Field notes, 1996). The adm inistration at Colum bus Elementary

School also expressed its satisfaction w ith George. The following

comment, m ade by both the assistant principal and the adm inistrative

assistant, appeared in my notes a num ber of times: "George is wonderful.

He's contributed so m uch to CAL already."
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I, too, enjoyed working with George. While he knew that my 

involvement w ith CAL was motivated by my research, he m ade me feel 

valued and let me know that my presence helped him:

Once again George thanked me before we said goodbye. "O.K., 
guy," he said, "thanks a bunch. I really appreciate everything you 
did. It makes it easier to have you there." (Field notes, April 23,
1996)

George also worked well with Carla, a dance m entor who joined the 

program  during  Year II and came to Columbus Elementary School towards 

the latter p a rt of the second semester. Although she was at the school most 

often on days that George was not, when their schedules coincided, George 

tried to integrate the two disciplines into a classroom activity. The 

following vignette shows how he made use of her presence to 

accomm odate a teacher's request:

The children in Doreen's class were supposed to be w orking on a 
docum entary and had already done some videotaping, which we 
were going to watch and discuss today. Instead, w hen we walked in, 
Doreen said that the kids wanted to do some dance. Since Carla was 
with us, we divided into two groups. One group w as going to work 
on music and the other dance. While this was quite different from 
w hat George had planned, he d idn’t resist. George and I stayed in 
the classroom with one group, and Carla and Doreen w ent w ith the 
other to find a room where they could work undisturbed. (Field 
notes, April 24 1996)

Flexibility on the part of the mentor is often cited as key to the 

success of any m entoring relationship (Egan, 1986; Schwarz & Switzer,

1988; Sipe, 1996). George exhibited this quality in his dealings with Carla 

and in his w ork as a m entor in general. Writing about a p lanning session,

I said:

W hen we work with Doreen, George is very relaxed. W hile he 
tries to be accommodating and responsive to all his teachers’ 
suggestions, he seems to be particularly at ease w ith her. I wonder if 
this has to do with the kind of teacher Doreen is. She is process-
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oriented and very much in sync with George's ideas. Our planning 
sessions with her are tension free. This is not to say that she is 
passive. She asks questions until she understands what George 
w ants to do. If she wants to change a particular lesson plan, 
however, George accepts it willingly—ultimately, they are going 
after the same thing. "I don't want to push them, to make them feel 
that finishing this piece is what's important," she said today.
"We're not near where we should be if we re going to do this 
documentary. Let's just stay with the process and not have any 
preconceived ideas as to w hat the end result should be.” George 
answered: "Hey, I'm with you.” (Field notes, May 7, 1996)

W hen a class was not in or otherwise engaged, George found ways

to make his time at Colum bus Elementary School count, "offering

additional support to the teachers that were available" (Field notes, May 6,

1996). He also dealt w ith unexpected classroom situations with panache.

Once, discarding his lesson plan, he turned a teacher's birthday into a CAL

opportunity:

We waited outside Doreen's room for m ore than ten m inutes. 
The class had gone to Lincoln Center and was late getting back. At 
last, they arrived. "Do you know it's Ms. Caram ella’s birthday?" 
Melissa asked. George felt that, coming back from a trip, the kids 
would be too restless to concentrate on the lesson he had planned. 
While the students filed in and headed tow ards their desks, he 
asked Doreen w hat to do. She shrugged her shoulders. W ithout 
w aiting for everyone to sit down, he went into action, using the 
student's question as a springboard.

"So, today is Ms. Caramella’s birthday. W hat age do you think 
makes a person old?" he asked. The answers varied. Some said 
"twenty," others "forty," others "seventy." "What would be good 
about getting old?" he asked next. A boy answered: "Wisdom, you 
gain wisdom w hen you get older." ".And how  do you get wisdom," 
George asked. "Through experience," said another student. O thers 
nodded in agreement. By now, everyone was sitting down, all eyes 
glued on George. He asked the students to repeat the word 
"experience" forte, then to say it fortissimo, then piano, and then 
mezzo piano. Next, he asked them to say it allegro, andante ,and 
lento. When the class wasn't sure w hat one of these terms m eant, 
he w ent around the room asking questions until someone came up 
with the answer. He was careful not to give the definition away, but 
to have them arrive at it on their own.
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After he had exhausted the exercise with the w ord "experience,” 
George w rote on the board in big letters HAPPY BIRTHDAY, MISS 
CARAMELLA. Then, he asked the students to do a crescendo as 
they said "H appy Birthday," followed by another crescendo on "Miss 
C aram ella.” Next, he drew the musical sign for crescendo and for 
decrescendo. (Field notes, 1996)

While this dem onstrated George s ability to be spontaneous, he did 

not take being flexible for granted. As he wrote in his journal:

I found myself getting uptight that my plans were disrupted...bad 
attitude. Lesson Learned: stay loose, flexible, go w ith whatever, it 
will all am ount to something. Remember the m any possible routes 
to your destination. (Journal, 1995)

George knew  that his success at the school depended  on "a high 

quality /com m unication  dynamic betw een teacher and mentor" (Log,

1995). Research supports that this two-way comm unication is im portant 

to the success of any mentoring relationship (Egan, 1986; Ham ish & Wild, 

1993).

George w orked hard at m aintaining an open relationship with all 

his teachers, adap ting  his role to fit the individual practitioner. He never 

lost sight of the fact that his job was to "empower the teacher in a way that 

nurture[ed] h e r /h is  use of the creative arts and process-oriented learning 

in the classroom" (Interview, December 1995).

Even w hen George disagreed w ith a teacher's approach, he was 

there patien tly  w aiting to jump in w hen needed:

The students were rehearsing a piece they were planning to 
present in a few weeks to the whole school. As they repeated 
different sections over and over, Sue Ellen kept m oving about, 
veiling "louder, I can't hear you," or "a little m ore emotion. Say it 
like you mean it." Sometimes, she'd  say, "Slower, I can’t 
understand  a word you're saying." (The students seemed to be 
loosing their focus, and interest.) While Sue Ellen waved her arms 
around  in an effort to keep control of the students—"I don't w ant to 
have to tell you to keep still one more time"— George sat in the 
aud ito rium , silently, a passive observer. I sensed that this
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experience was difficult for him. His face was painfully contorted.
At one point he leaned over to me and said, "I hate this." (From 
previous conversations we'd had, I gathered he meant that he 
would have preferred  m ore "process” rather than this "product- 
oriented activity.") Yet, at the end of the rehearsal, when Sue Ellen 
turned to him and  asked for his opinion, he addressed the students: 
"You have to pay  attention to your teacher. Listen to what she’s 
telling you. She w ants your commitment, your commitment to the 
piece. You've w orked very hard and you've done a great job.
You’ve got to get out there now and make us believe in w hat you're 
doing. You can do it!" (Field notes, May 8, 1996)

George never let Sue Ellen or her students know that this was not

an activity he would have chosen.

His lessons w ere in fact determined or m odified by the students'

response to his teaching. Here's a typical entry in my field notes: "George

gets his cues from the children. If something is not working, he'll change

it until he gets the reaction from the students he wants" (Field notes

March 26, 1996). A nother time, I jotted down: "He's quite adam ant that

students should be the ultim ate barometer in determ ining what should

happen in the classroom" (Field notes, April 23, 1996). This was

corroborated during an interview. George said, "Sometimes, you just

know that the best th ing  to do is to leave. You know from the kids that

nothing is going to happen  that day" (Interview, 1997).

While students ' behavior affected how George proceeded in the

classroom, giving all the children an opportunity to experience the

creative process was at the core of his philosophy of teaching. "Music is for

everyone, not just the gifted," he said one day as we hurried from one

classroom to another (Field notes, May 8, 1996).

In his journal, George had also written:

The kids are m aking the creating here. This is a lot more of the 
kids, by the kids, for the kids, rather than teaching the kids the tools 
to appreciate the external work. I know that Lincoln Center starts
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w ith "here is the work." I start with "here we are." I’m not trying to 
create little performers. I don't know what other people are doing. 
But w hat I think makes us unique, and this is different certainly 
from any musical experience I ever had as a kid, is to make this 
about m aking music and then reflecting on what w e m ade so we 
can then make better music. (Log, 1995)

To provide these unique experiences for the children, George's 

activities fell

along a continuum  that roughly ran from m odeling by running 
a particular class to just being present as reassurance and an extra 
pair of hands. (Questionnaire ,1996)

This is what he had done w ith Sue Ellen. He was there to reassure, to

encourage and applaud her efforts.

W hatever the activity, George's lessons were never p lanned for the

sake of covering specific standards. In his view, standards were just "a list

against which to check activities that [theyj've done in the classroom, not

mandates." In his journal, he adm itted to being som ew hat baffled by the

"standards thing" and wondered how they were supposed to influence

assessment:

I’ve found myself questioning a bit what I'm doing...actually as I 
think about it, this started when I read the Standards thing. Maybe 
I’m falling into the coverage trap. I’m not piling up  a list of content 
covered in the traditional sense: Show what the children know. 
Maybe w hat I'm feeling is that the kids are learning, m any of them 
really are learning, but I'm not certain what. I know w hat they are 
thinking. I w onder if it might not be a valuable idea to get an 
assessment not just of, but from, the kids as well. Ask them what 
they have learned, liked, disliked. How their ideas or perceptions 
have changed. (Log, 1995)

George emphatically told me that he was not "about telling a 

teacher to cover Standard #2 today, and Standard #5 next week." His idea 

was to give the students and teachers alike an "active experience, to make
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them explorers in the creative process. Standards will fall w here they 

may" (Field notes, June 3, 1996).

George was convinced that the Teaching A rtist/M entor was 

param ount to the success of CAL. W ithout a mentor, he said,

very little would happen in the classroom. Some teachers would 
try som ething here and there b u t that's it. This gives the teachers 
the chance of being the kids. That's important...to give the teachers 
the perspective of their students. However, the stuff from here 
would not transfer well into their classroom w ithout our 
participation. I honestly believe that. If they can never come to TC 
but if they had us, the project w ould  still go—differently, perhaps 
not as effectively—but it would still go because I make the teacher 
participate. I don't let him just sit back and be a passive observer. I 
tell them: "What do you think, Ms. Smith? What's your sound? 
W hat's your idea?" This is not a passive experience for them. 
(Interview, December 1995)

In spite of the importance George placed on the m entor, his 

ultimate goal was to move the teachers toward independence. As he said: 

"When I can w ithdraw  from the process, yet the process goes on....then 

I'm happy” (Interview, 1997).

George was invited to join CAL in December 1994; he had not 

applied to it.

In meeting with [Project Director], she told me that this program  
was getting off the ground and she asked me if I w ould be interested 
in participating. I, of course, jum ped on it. It seemed that it w ould 
be good for me, because it was w hat I'd like to do. She, I m ust say, 
was very good in couching it in  these terms, that this was an 
opportunity to contribute. (Interview, December 1995)

Research suggests that the train ing  of mentors is im portant to the

success of any m entoring relationship (Busby, 1989). However, George did

not receive anv specific training to becom e a CAL mentor. In his view,

"this was not negative." He had m ade a living mostly as a perform er, but

had always taught—private lessons w hile he was in college and, from 1982
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to 1984, teaching music in an after-school program  for children on the 

Lower East Side in M anhattan.

Because teaching seem ed like a natural career for him, George had 

gone back to school to pursue graduate studies in music education. His 

experience at TC confirmed that he had m ade the right decision.

I came with a certain amount of trepidation. W hat would this be 
like? Because I felt in many ways I knew how  to teach, because I'd 
done it for a long time, since I was in college. I w as very pleasantly 
surprised that Lee s approach to teaching— even within this 
departm ent—is unusual, is very much like m y ow n approach to 
music-making and m y own approach to teaching. I think I’ve 
become more sophisticated. I have a broader palette as a result of my 
experience here. But the things she did w ere not a big surprise, 
except in the sense that, "Wow people are doing that in a school." 
For instance, [a music conservatory] was very  unsatisfactory, as far 
as I was concerned, in that it was rigid: "This is w hat we do, this 
how we do it." There was no room for ind iv idual take: "M emorize 
this. Bring this back." Even in the jazz pedagogy. I've always been 
an improviser. This way of teaching is very sim ilar to my way of 
playing. If w hen I'm playing I’m using certain structures, either 
initiating structures, or signposts, I call them . Teaching in the 
classroom is m uch the same and rather than  having this 
composition as a set thing, you have areas to connect in w hatever 
wav it seems right at the moment. (Interview, December 1995)

When George joined CAL, he was in his second year at Teachers

College. He felt that "things happened very fast" but was ready for the

challenge. In particular, he felt that his age was on his side:

I've been teaching and playing and dealing w ith people, and 
dealing with life, and dealing with my ow n child longer than a lot 
of the other m entors. Since so much of this, and I really believe this, 
is about people. I’ve had a lot more experience dealing with people 
than someone who is ten or fifteen years younger than I. And so, in 
that regard, maybe I had an advantage. (Interview , December 1995)

While he did not receive CAL-specific training, he certainly fit the

guideposts CAL had established for its mentors. As stated in Chapter I,

CAL expected its m entors to:
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(1) be knowledgeable and have command of subject m atter within 
the subject-grade level they are working;

(2) have sensitive, psychological social flexibility;

(3) be team players, able to give, take and share;

(4) possess a clear understanding  of their role, that being to 
em pow er participating CAL teachers; and

(5) have obtained outstanding  ratings in their com pletion of 6-9 hours 
of TC graduate m ethods course which pedagogically parallel the CAL 
w orkshops.

A lthough I was not privy to his ratings in TC graduate courses, I 

could see that George m atched well the other CAL m entors' requirements.

In my observations, I noted that he "knew his subject m atter” and was 

"flexible in his teaching approach." I reported that "he was a team player." 

This w as apparent in the way he interacted with teachers, w ith Carla, and 

with me. I also wrote: "Above all, he’s not interested in CAL for his own 

glory, but w ants to make sure that teachers are em pow ered to integrate the 

arts into their curriculum, ultim ately with little or no outside help" (Field 

notes, 1996).

If training and matching m entors to site are critical to the success of 

a m entoring program, so is ongoing support to m entors (Busby, 1989).

George felt that help was there for him when he needed it. During Year I 

(school vear 1994-1995), there w as a specific situation that prom pted him to 

seek advice:

There were things happening in a classroom that I needed to get 
guidance on—given who I am. If I was their principal I would know 
exactly what to do. If I w as their supervisor, their co-teacher, I'd 
know  what to do. But I'm  their guest. How do I deal w ith this 
situation? I had my ow n strategy, but I felt that I needed to alert my 
ow n supervisors, so to speak, that this was happening  and take 
advantage of their experience. [Project Director and Project 
Coordinator] were there for me. (Interview, December 1995)
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For additional support, George a ttended monthly CAL m eetings 

with other m entors. At those meetings, he shared his experiences and 

heard others elaborate on theirs. This, he said, was "invaluable” (Field 

notes, 1997).

George certainly saw his CAL experience in a positive light. As a 

result of CAL, he said,

I will be a more cogent, articulate, and flexible educator. I’ve had 
the opportunity  to leam from m any devoted and experienced 
teachers. (Questionnaire, 1996)

This supports previous research, which suggests that a successful

mentoring experience is one that is beneficial to both parties (Schwarz,

1988).

Working with George

Normally, ou r day at Columbus Elementary School started in the 

main office on the first floor. George and I would meet there, say hello to 

the principal, if she was around, and check in with the adm inistrative 

assistant to make sure that nothing unexpected was happening that day. If 

a class trip or a test had been scheduled for one of our classes, we would 

check with other teachers to find out if they were available to meet with 

us. According to my notes, schedule changes happened often: "Sue's class 

was taking a test today. We were told to hang around just in case they 

finished early." Another time I wrote: "We only found out today that 

Doreen's class was at Lincoln Center." The same week I wrote: "Sue 

Ellen's class is not here. This is the third week in a row that we haven’t 

worked with her students." Sometimes the extra time provided by a class's 

absence benefited another class. "We had two hours to work with 

Doreen's students. What an exciting session this was" (Field notes, May 6,
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1996). However, often teachers could not accom m odate us at the last 

minute: "Today, we left early because Doreen's students were on a field 

trip and no one else was free to use that class period" (Field notes, May 21, 

1996).

In Rita's Room

As a rule, the first class we saw on M ondays was Rita’s. Beforehand, 

George and I would go to the CAL closet, dow n the corridor from Rita’s 

room, to get what we needed. Besides carting a couple of boxes filled w ith 

musical instruments, we w ould wheel a TV m onitor, a CAM recorder, 

and a tape recorder into Rita's room. George regularly brought blank audio  

and videotapes. While w e were collecting the instrum ents, George w ould  

fill me in on what he planned to do and w ould give me specific 

instructions: "Work w ith Keith. Let's give him  som e individual atten tion  

to see if that keeps him from acting out" (Field notes, April 22, 1996).

Rita was the nervous type. She often talked about her "lack of 

know ledge in the arts" and how awkward this m ade her feel. While I 

wrote in my field notes that "she needfed] a lot of hand-holding," her 

discom fort seemed to stem not so much from the new ideas that CAL 

proposed, but from her lack of confidence as a teacher. "I don’t know w hat 

to do w ith them to keep them  quiet," she said. H er frustration in class 

often resulted in her "raising her voice” (Field notes, 1996). Once, I wrote: 

"After yelling at the kids and getting nowhere, she seemed so defeated that 

I thought she might burst into tears (Field notes, May 6, 1996).

George was aware of Rita’s insecurities and  was gentle in guiding

her:
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After class, we sat dow n with Rita to discuss next week's lesson. 
"Where do we go from here?” George asked. She seemed unsure. 
"We could write a story,” George said. "I did a video with Alice's 
class last year about seeds sprouting. W hy don 't I show you that tape 
and have you decide if this is som ething you w ant to try." She 
nodded. I sensed that George realized she needed a boost. He told 
her: "You know, the kids are figuring out w hat we re doing and 
you 're figuring out w hat we re doing. Rem em ber at the beginning 
how  scared you were?" "You're right. I'm  beginning to feel a little 
m ore comfortable trying out these ideas,” she said slowly. Then, 
doubling her speed, she added, "although not totally yet." "Oh, but 
you are, you are," I added. (Field notes, M arch 5, 1996)

The students in Rita’s bilingual class w ere 6- and 7- year-olds. While

classroom m anagem ent was an ever-present issue in her room, students'

behavior fell w ithin the expected range of expression for children this age.

I noted that "the teacher’s and m entor's expectations of the students were

at tim es unrealistic":

Rita still has trouble controlling the children. True, they are 
fidgety, talkative, even wrhen they've been asked to remain quiet.
But I think the problem  is with the exercise. The exercise goes on 
too long and dem ands too much of the children. Students are not 
active enough. There is too much time spent listening and asking 
the children to be reflective. The teacher insists that the children 
rem ain perfectly attentive and still throughout. They can't. (Field 
notes, April 22, 1996)

These students, I noted, "enjov the process of discovery—e.g., 

exploring sounds on the instrum ents, m aking up pieces, working in small 

groups." Based on my observations, I concluded that these students were 

learning. "Construction and assim ilation of knowledge," I wrote, "is 

taking place, even though reflection and self-control are still difficult for 

them " (Field notes, May 6, 1996). The following vignette is a typical 

exam ple of how  students behaved in this room:

Keith did not act out today. My asking him  to help me lay dow n 
the instrum ents seem ed to have done the trick. He was busy and 
felt im portant. Also, because he was able to pick his favorite
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instrum ent (a small drum), he d idn 't get into a fight—as normally 
happens w hen he doesn't get the instrum ent he wants.

After everyone had picked out an instrument, George asked the 
class to m ake three different sounds, and to make the sounds "loud, 
soft, long, short." After that, he said, they were going to make a 
d raw ing representing their sounds. Scattered around the room, 
students explored their sounds. Rita and I handed out blank pieces 
of paper and color markers. Afterwards, Rita, George and I moved 
about the room to offer support. ”1 only have two sounds,” Mario 
told me, w aving his maracas at me. After he dem onstrated, I said, 
"What w ould  happen if you tried playing the handles together?"
His eyes lit up. "Yeah," he said, as he rubbed them against each 
other.

It w as pretty  noisy in the room by now, and everyone except 
Emma w as fully engaged. Students dem onstrated their sounds to 
each o ther and some borrowed their friends' instrum ents to try 
other sounds.

After a while, they worked on the drawings. When they 
finished, they formed a circle, ready to demonstrate. "No part of 
your body  can touch the instrum ent,” George rem inded them. 
Students w ere expected to pu t the instrum ents dow n on the floor 
and not to touch them until asked to plav. This was not easy for 
them, and  George had to rem ind them over and over to keep their 
"hands off the instruments."

Rita sat in the center of the circle now and asked one student at a 
time to come to the center, put up his drawing on the blackboard, 
and play the sounds represented in the drawing. H ands went up 
constantly. Everyone wanted to demonstrate. But if not called upon, 
they cou ldn 't sit still to hear the others. When Johnny took a turn, a 
big blue circle became a loud bang on his claves, a wigglv red line 
was a scratchy sound produced w ith one clave rubbing against the 
other, and  black dots were represented by tapping the two claves 
together softly and quickly.

W hen Rita realized that she couldn't keep the attention of the 
studen ts m uch longer, she said, "We ll continue next tim e.” She 
looked at George, as if asking for help. Then she said: "Let's choose 
one of these drawings and move to it. How can we make long and 
short m ovem ents? Let’s form five groups of five. Each group will 
come up  w ith an interpretation of this drawing." Again, she looked 
at George. He nodded. I interpreted this as his way of saying "go 
ahead." (Field notes, May 14, 1996)

It becam e clear that George s reassurance of Rita throughout the 

semester had had a positive effect on her. She tended not to panic when 

something d id  not work and, as the above example dem onstrates, found
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ways to keep things going. I noted that "her confidence in her ability to 

initiate and conduct CAL activities improved as the semester progressed" 

(Field notes, May 20,1996). As a matter of fact, when classes started  the 

following year, George show ed me an e-mail she had sent him: "I think I 

can do this pretty m uch on my own now. If I need help. I'll let you know ” 

(E-mail, September 1997).

This showed that Rita had moved tow ards independence. However, 

w hen I visited the school during  Year III of the program , I found that she 

had stopped doing CAL activities altogether. W hen asked to explain, she 

said:

I spent so m uch time last year doing CAL—som etim es a whole 
morning—I decided I couldn't do that again this year. It w as too 
much. I'm concentrating on reading, math. I had let all of that go. 
You know, w ithout George here, I found one day that I had  just 
suddenly stopped. Maybe, it's because I still don't feel I have the 
knowledge to do these things myself. Next year, w e’re going to be 
involved in a program  with the M useum of M odem  Art, and 
mavbe because of my CAL experience, I'll know better w hat to do. 
(Interview, May 1997)

At the same interview, when I asked if meetings of CAL teachers at 

the school were being held on a regular basis, as had been the plan, her 

answ er was "no." Then, w hen I suggested that this might have helped her 

to keep connected to CAL, she seemed unsure. "I'm really glad that I was 

part of CAL. I learned a lot. But it took too much time. I have to 

concentrate on other things" (Interview, May, 1997).

It seemed that she had not learned that the purpose of the program  

was to integrate the arts, rather than to use them in lieu of other 

disciplines. In other words, CAL did not need to take time aw ay from 

reading or any other subject. When I asked her about this, she said:
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But I d idn 't really integrate CAL into my other subjects last year, 
you know, because it was hard to plan my lessons and make them 
coincide with the CAL lessons all the time. (Interview, May 1997)

I w ondered if having a new  principal had som ething to do with her

decision not to continue using CAL in her classroom. H ad she lost the

kind of inpu t and encouragem ent she had received from the assistant

principal the year before? "Well, [the new principal] has her ow n agenda. I

think she's very interested in theatre, but I don't know how  she feels

about CAL in general. She hasn 't really told me what to do," Rita said

(Interview, May 1997).

A critical theme tha t came through in Rita's case w as the

im portance of the m entor's presence in the classroom. It seem ed that once

that presence was rem oved, teachers reverted to their old teaching styles.

Another them e that surfaced was time—how teachers reacted to the time

dem ands m ade of them  to integrate a new program  into their classroom

activities. Both themes will be explored further in Chapter V.

In Sylvia's Room

After working in Rita’s room, we normally went to see one of the 

Year I teachers. Afterwards, we would meet with Rita while her students 

were at lunch to plan for the following week. Then, after lunch, it would 

be Sylvia's turn.

W orking with Sylvia's students provoked very strong  reactions in

me:
I feel sorry for Sylvia. She can't keep her students ' attention for 

m ore than one m inute. She hands out pretzels w hen  they behave 
and threats w hen they don't. "You can't handle going to TC so 
vou're not going," she said, yelling. "I'm going to take one or two of 
you—those who prove they can handle it— and leave the rest of 
vou here. But you w on't be able to go to the playground. You'll 
have to stay in the room all day, until we get back from TC." Her
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voice seemed to be giving out, which was not so unusual, since it 
was 1:00 p.m. and she had probably been yelling at them since 
m orning.) As students continued to hit each other, her assistant 
yelled out: "You're anim als, you're all animals!"

Sylvia m ade several attem pts to get on with the class. After the 
students had calmed dow n, she asked them to name a favorite toy 
they could never p a rt with. Afterwards, she was going to have them 
represent those toys through sounds. George and I had the 
instrum ents ready. O ne student said "a sports car" but im m ediately 
changed his m ind. "No, I'll sell it for a million dollars," he said. 
"Well, I w ant you to nam e something else, som ething you 
w ouldn 't sell. Som ething you could never part with, even for a 
m illion dollars," Sylvia said.

Suddenly, in a com er of the room, a fist fight erupted. "He 
grabbed my toy," one of the two boys yelled out. Sylvia w ent over to 
stop the fight. "You are not supposed to play with a toy now. We're 
only talking about toys,” she said, the veins on her face popping  out. 
After she had calmed everybody dowm, including herseif, she tried a 
different tactic. "Instead of toys,” she said, "we're going to talk about 
experiences at the playground. We are going to choose a p layground 
activity' and then represent it through sounds w ith an instrum ent." 
She was breathing slowly now, and seemed to be regaining control.

This exercise, how ever, created the sam e mayhem. Some of the 
kids started hitting each other (again!) while others sw ung their 
instrum ents in the air and threw them on the floor. George took a 
drum  away from Gino, afraid that he would destroy the instrum ent. 
(Field notes. May 14, 1996)

Svlvia’s was a special education class: MIS II (Modified Instructional 

Setting II). Her students (10 boys), labeled "emotionally disturbed," had 

been referred to her by regular classroom teachers. Trained as a special 

education instructor, she had taught similar students for the past five 

years. But she hoped for a change. "This kind of work is very d rain ing ,” 

she said. "I need a break, som ething easier."

Com ing from a family of actors and she herself having been trained 

in dance, Svlvia w holeheartedly embraced the idea of bringing the arts 

into her classroom. How ever, she voiced concern that the process-oriented 

nature of CAL was causing problems in her room —although she m ade it
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clear that this was not the fault of the materials bu t of the type of students 

she had:

These kids need to be tapped into creatively, [but] you know it's 
the hardest to do because once you open up  the floor, they all want 
to express them selves at the same time. And that's kind of hard in 
any class, but especially in my class, because they all want center 
stage...and this alw ays leads to chaos! (Interview, June 1996)

M aintaining o rder in her classroom was indeed a constant

challenge. Once I wrote: " Mario wouldn't sit still and he and Sylvia got

into a scream ing m atch, which soon escalated and ended up with other

students joining the argum ent" (Field notes, May 14, 1996). On another

occasion, I jotted down: "Rick and Gino were having a fist fight when we

walked in. Sylvia took Rick out of the room. W hen Sylvia came back

alone, she tried to talk to Gino about the incident, bu t he was too upset to

listen. She spent more than fifteen minutes dy ing  to talk to him.

Meanwhile George and I w'aited to start our lesson" (Field notes, 1996).

Special classes are designed to accommodate children "whose

interference with learning is so extensive that norm al classroom

procedures are largely impossible for them” (Kephart, 1967, p. 128).

Kephart added that

educational aim s and objectives w ith respect to curriculum need 
to be revised in view of the probably lim ited attainm ent of basic 
skills by this group. (Ibid.)

Following K ephart's suggestions, George m odified his activities, 

keeping them short and  varied to maintain the students ' interest.

"George brought an electric keyboard and asked each of the students to 

plav a melodv on it. As long as we kept the exercise moving, it seemed to 

work well. 'One, two, three, plav, go. Next! One, two, three, play, go.

Next!'" (Field notes, February 7, 1996). Exercises that were long or required
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interaction among the students were less successful. "Thev seem[ed] to 

bring out the worst in them ” (Field notes, April 24, 1996).

Anker (1978) stated that "an emotionally disturbed child may be 

physically or verbally aggressive and hostile and considered harm ful to 

himself or herself or to others" (p. 190). This suggests that the kind of 

behavior exhibited by students in this classroom was not unusual for this 

population.

While I agree with Graham  (1975) that music and the other arts are 

wonderful outlets for self-expression, and that students w ith behavioral 

problems can benefit by learning through the arts, I felt "unprepared to 

handle Sylvia's students and  w asn't sure how I could be helpful to her or 

to George." My field notes reveal my discomfort: "I find this class so 

painful." "So much yelling, so much tension." "Once in a while they’ll do 

som ething wonderful— today, for example, John really got into his 

dance—but to get there seems so difficult." "Can these students be helped? 

If so, how?" "How' can we deal with the arts when they need so much 

else?” "George tries so hard. I don't know that 1 would, or that I could, if I 

were here alone."

Indeed, George was "extremely patient and accom m odating 

—always willing to try a new lesson, a new approach, hoping to engage the 

children, to find ways to motivate them" (Field notes. May 20, 1996). An 

example of this was w hen we went to see Sylvia to set a date for her class 

to go to TC. Sylvia was not sure that her students were up to the trip, but 

George believed that they would benefit from the experience:

As we approached, we could see Sylvia standing outside, leaning 
stifflv against the open door. When we got closer, I saw Carla inside 
collecting her m aterials as if she were getting ready to leave. 
Meanwhile, the students were sitting silently at their desks with
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hands folded on the desk tops. "They are pun ished /' Sylvia said, her 
face flushed. "It was terrible. They were O.K. for a while, but then 
suddenly, all hell broke loose." (Field notes, May 13, 1996)

In light of w hat had just happened, som eone else might have given

up. George did not, and w hen Sylvia suggested that another class

accompany them on the trip, George accepted the idea, in spite of som e

initial reservations:

George had never w orked with Mr. H opper's class, and he 
wasn't sure how these students would react to CAL. (Sylvia's class 
is challenging enough by itself, so I could understand why he w ould  
be afraid to throw an unknow n element into the pot. But he'll do 
anything to make things work, so we w ent dow n to Mr. H opper's 
room.) He invited us in and asked us to work with his class right 
then and there. Since w e had a free period—Sue Ellen's class was 
taking a test—George agreed. "Tell me," George said to the students, 
"What do you think the first instrum ents were?" Some said "the 
wooden flute." O thers responded "the voice," and others said 
"drums." George told them that "before there were instrum ents, 
there was the body” and that "you could make sounds with it."
Then he asked them to close their eyes and to imagine them selves 
in a plavground doing some kind of activity. They did so willingly. 
Later he told them they were going to represent those activities 
through sounds, using the body only. (Field notes, May 15, 1996)

There was a considerable difference betw een Mr. Hopper's and

Sylvia’s teaching styles. Mr. H opper never raised his voice to address his

students and was able to get their attention w henever he needed to.

Sylvia, on the other hand, had  problems not only in getting her students

to focus, but in m aintaining her composure. According to Dedrick and

Raschke (1990), this is not unusual among special education teachers. They

claimed that special education teachers exhibited a high percentage of

burn-out due to job stress, and  that as a result, their professional

performance was affected:

The teacher becomes quick to anger w hen students do not 
behave in appropriate ways. In matters of discipline there is a
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greater probability that a teacher experiencing job stress will resort to 
punitive  measures to keep students on task. These m ight include 
yelling at students, excessive time-out...the classroom  situation of 
the bum ed-out teacher is often one that is ou t of control, (p. 23)

D edrick and Raschke also wrote about the inherent frustration that

special education teachers experience at not seeing im m ediate results in

their students:

Teachers of behaviorallv disordered students rarely get to see the 
long-term  benefits of their ministrations. The input from other 
sources, in m any cases negative and self-destructive, chips away at 
their efforts. Yet there is always the professional hope that through 
good instruction, firm limits and genuine understanding , these 
studen ts will become less impulsive and m ore sociallv responsible, 
(p. 43)

A lthough the rew ards were slow in coming, there were positive 

outcom es observed in Sylvia's room. As I recorded in my field notes:

I had to face my ow n biases against w orking with this special 
population, and this in itself was w orth the experience. I realized 
that patience and flexibility on the part of the teacher and the 
m entor are key to w orking with these students. I feel a lot more 
comfortable w orking in this classroom. Jimmy has done so well that 
he is going to be transferred back to a regular class next year. Also, 
the trip to TC was very successful: Mr. H opper's class accompanied 
half of Sylvia's class and there was a lot of social interaction 
betw een Svlvia’s and Mr. Hopper's students. There is hope! (Field 
notes, June 16, 1996)

W hile Svlvia was a pretty  accomplished dancer and believed that 

the arts had  an im portant place in education, she d id  not use any of the 

ideas she learned at the TC workshops. I believe this was because of the 

tvpe of students she had  and the daily challenge that their behavior 

presented to her. "W ithout George's direct participation, she concentrated 

on other things" (Field notes, May 21, 1996).

In fact, when I asked Jimmy what they did w ith  CAL when we 

w eren 't there, his answ er w as "Nothing, we can't do anything when
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you’re not here. You've got the instruments" (Field notes, April 24, 1996). 

To him, the instrum ents meant CAL, although, in reality, the instruments 

were available to any teacher for use between CAL sessions. Furthermore, 

there were m any CAL activities that did not involve m usical instruments. 

The m essage here was the power of the mentor to m otivate a teacher to 

action. W ithout the fuel that he provided, the m achinery tended to stall. 

As Svlvia said:

H aving George come in, having Carla come in, having a 
specialist to work with—that m ade a difference. It's hard  to do it on 
your own. (Interview, June 1996)

H ow ever, she hoped that with her next year's class—an MIS I—she 

would be able to incorporate CAL into her lessons m ore often:

The students will not have the same severe problem s that my 
students now  have...I hope to be able to do some kind of real 
curriculum  and throw in some CAL stuff all the time, you know....I 
hope that I will naturally carry over some of w hat I've learned from 
George and from Carla, even if thev don’t come in. (Interview, June 
1996)

U nfortunately, during Year HI, Sylvia found her "new class just as 

challenging, and incorporating CAL was not a num ber one priority" for 

her (Interview, May 1997). Again, w ithout the weekly presence of the 

mentor, she concentrated on the "demands of the job" and CAL was not 

consistently part of her regular classroom activities.

In Letta's room:

O n Tuesdays, first thing in the morning, we w orked in Letta's 

room. Of m ore than average height, with perfect posture, and  wearing a 

nose ring, Letta, a thirty-something, African American w om an, possessed 

a powerful, theatrical presence in and out of the classroom. Normally clad 

in wild, colorful prints, she may have looked flam boyant, even aggressive
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to some people; in reality, Letta was a soft-spoken, attentive teacher who 

pu t the needs of her students first.

In my field notes, the word "nurturing" appeared frequently in 

describing Letta. When the w ord was absent, the sentim ent was the same. I 

wrote: "The interactions betw een her and the children are always marked 

by a loving, caring quality" (Field notes, April 9, 1996). The next example 

clearly demonstrates this:

Krista was crying because a classmate had pushed her, and Letta 
consoled her. "I don 't think she meant it. I'm  sure if you talk to her 
that she will agree she d idn 't mean to push you, that it was an 
accident." She seem ed to know just how m uch tim e she needed to 
spend with Krista w ithout jeopardizing w hat was going on with the 
rest of the class. By the time Letta moved on to som ething else, 
Krista was smiling and talking to the classmate who had made her 
cry. (Field notes, May 21,1996)

Relatively new to the teaching profession, Letta attributed her 

comfort in the classroom to her background as a dancer and working with 

children, although, she adm itted to a few "tricks” that she believed helped 

her to "feel and behave w ith a degree of ease":

The transition times, knowing when "that's it" w ith an activity. 
Know when it's over and move to som ething else. I do a lot of 
different things w ith the children. A lot of hand things, songs, 
playing detectives, trying to guess what I'm thinking about. 
Comparing my first year to this year, I find that I’m doing much 
better. I have a better handle on what to do with that dead time in 
between activities and knowing when it’s time to move on. When 
you learn how to do that, you’re comfortable in the classroom. 
(Interview, 1996)

The other factor that anchored Letta as a teacher was working with a 

mixed-age group (first and second graders). With the exception of two 

students, her second grade had been first graders in her classroom the year 

before. As she said: "This is nice...because they know w hat I expect of them 

and I know what to do  w ith them" (Interview, June 1996).
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Besides her physical appearance and  her aplom b in dealing w ith her 

students, w hat stood out for me whenever I visited her class was that 

"nothing was o u t of place— unusual for a classroom of 6- and 7-vear-olds" 

(Field notes, 1996). This was perhaps the result of years of working in the 

business w orld  as an administrative assistant to support her dancing 

career. H ow  she organized and m aintained her room was my only clue 

that she saw  herself as a "teacher who tried to be in control all the time" 

(Interview, June 1996). She so comfortably em braced CAL that I believed 

the process-oriented nature of the program  w as familiar terrain to her.

But Letta set me straight. CAL helped her see the value of 

"exploration in learning." She believed that w ithout CAL she would have 

continued "a ra ther rigid approach to education as a way to keep control in 

the classroom." She added:

I alw ays thought there were limits because of the age of the 
children you 're working with. I’m used to working with young 
adults, teenagers, and I found that there really aren't limits. You 
can’t th ink  that they can't do. It's just how do you translate all this 
to their language so they see things. And CAL has helped me w ith 
that. Because there's so much you can do. The music for example: 
"O.K. take an adjective and pu t a sound to it," and I was like "Wow, 
that's som e concept." And once you get into it, it’s so easy. So, w ith 
the little music I know and the African dance I know, CAL helped 
m e to open up. Now I can explore together w ith my students 
w ithou t being afraid of losing control. (Interview, June 1996)

W hen I pondered why I had thought that CAL's philosophy

resonated so clearly in Letta’s approach to education, I realized that at CAL

time, she norm ally took center stage. This is not to say that she ignored

George's suggestions, bu t in our CAL activities, she was unquestionably

the leading lady. Perhaps her background as a performer gave her the

confidence to take command of an activity, even one she was not fam iliar

w ith:
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Using discarded boxes, plastic bottles, and  cans, and filling some 
w ith rice, som e w ith beans, the class m ade musical instruments— 
m aracas, d rum s. Some were unusual looking and hard to label, but 
they all m ade interesting sounds. The children were extremly 
engaged in the creative process and very serious about choosing just 
the right m aterial in just the right am ounts to create the sounds 
they w anted. "Should I put beans or rice?" "Oh, I don 't like that 
sound, I’ll p u t m ore rice in.” "I'll take som e beans out, I like the 
sound better," w ere some of the com m ents I overheard.

Letta w alked around the room paying close attention to w hat the 
studen ts w ere doing: "That’s lovely," she said  to a little boy who 
proudly  show ed her his newly made drum . "Let me help you with 
that," she said to a little girl who was having problem s keeping the 
tape on so tha t the beans in her maracas w ouldn 't come through. 
George and I helped to cut pieces of m asking tape, which the 
studen ts used to seal their instruments. W hen they were done, at 
Letta’s suggestion, the class experimented playing five different 
sounds on their instruments. Most of the children were happy to 
dem onstrate their sounds to the whole class. Only two students, 
claim ing shyness, w ere reluctant. At Letta's encouragem ent—"you 
can do at least one sound"—they finally gave in and played one 
sound each. George tape recorded the children 's efforts. (Field notes, 
March 5, 1996)

H aving learned her role well, Letta perform ed it often. She did not 

restrict the application of music to CAL time, finding "many uses for it 

outside of the CAL period." She learned "to seize the moment" (Field 

notes, April 1996). Once, when George and I w alked into her room, her 

students were talking about trains (subways). A lthough she and George 

had planned a different CAL activity for that day, Letta suggested that since 

thev were already im m ersed in the subject, the students make up stories 

about trains and create music to fit those stories. George encouraged her to 

go with it:

"O.K.," Letta said. "Tell me some sounds that you connect with 
trains. Some of the answers were "choo-choo," "ding-ding," "plank, 
plank, plank, plank." "W hooosh-.that's opening the doors,” a boy 
said. "Stay clear of the closing doors," som eone piped in, imitating a 
conductor's voice. "Good," Letta encouraged them . "Now,” she
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added, "I'm going to m ake some sounds and  you have to tell me 
what it is that I’m trying to say." She w ent to pick out one of the 
instrum ents that George had laid out on a nearby table. "That's the 
train coming in,” yelled one girl even before Letta had finished 
playing.

Letta was very comfortable leading the class in this exercise. 
"What George, Lorenzo, and I are going to do now," she said, "is 
make up a story and play it for you. You have to tell us w hat you 
think our story is just by hearing it. You m ust pay careful attention 
because later you'll be making up your ow n story." After we 
dem onstrated and the students explained w hat they thought ou r 
story was about, Letta asked the class to divide into five groups, to 
choose an instrum ent "either from the ones George brought in, or 
your very ow n—the ones you've made. Then," she continued,
"each group has to come up with a story and portray that story  not 
with w ords bu t w ith music."(Field notes, April 9, 1996)

After class, w hen I commented to Letta how  impressed I was w ith

how she handled this im prom ptu lesson, she responded, "I now try to use

music w henever I see the opportunity, even w hen you're not here" (Field

notes, April 9, 1996).

Letta and George worked well together. She credited him for

encouraging her to take risks and giving her "the confidence to try things

that she would not have tried otherwise" (Field notes, June 3, 1996).

W hat w orked well for me with George was his help w ith putting  
things in perspective. He made a lot of suggestions. There w ere 
times w hen I was lost on where to take it, what level to go to, and 
he would just come up with ideas, or he would just suggest 
something. He d idn ’t come in and try to take anything over. He was 
more like a bystander in a sense, sort of helping me out w hen I 
needed help, instead of coming over and  saying "We have to cover 
this and that, one, two, three, at such and  such a time." It left a lot of 
room for exploring. (Interview, June 1996)

While she was now comfortable using music w ithout the m entor's 

presence, this confidence did not extend to the other arts. The year before 

she joined CAL, she had tried integrating dance into her curriculum , and 

in spite of her dance background, she had not known "how to bring  it all
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(Interview, 1996).

Even after a ttending  workshops in those disciplines at TC as part of 

her CAL training, Letta still lacked the confidence to bring what she had 

learned into the classroom  w ithout mentors.

On one hand it was great the rapport that George had w ith the 
children all year...but, on the other hand, I would have liked a 
storyteller...the o ther arts as well. I tried to do visual arts, but I’m 
sure I could have done something more fantastic. You know, my 
thinking is, it d id n 't go but so far in terms of w hat I could have 
done with the m urals, in trying to depict a story. I felt I could have 
used a little bit m ore help in those areas. It was great what we did 
w ith George in m usic. We needed sim ilar support in the other arts. 
(Interview, May 1966)

Letta was certain that after CAL, no m atter how m any of the arts she 

integrated into her curriculum  or how often, "the arts will be in my room . 

I will always use them  w ith my students from now on" (Field notes, May 

1996).

My observations in Letta's room pointed to the importance of 

having a m entor to help  w ith the im plem entation of an integrated arts 

program  in the classroom. It was clear that a music m entor had helped 

Letta eventually solo in  that discipline and that, w ithout mentors, she 

lacked the confidence to  fully integrate the other arts into her curriculum .

In D oreen's Room

After working w ith  Letta, we would have a planning meeting in the 

teachers’ lunchroom w ith  Doreen, which would last approxim ately half 

an hour. From there, w e would go to Doreen's second floor classroom to 

work w ith her students.
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Doreen, a bilingual 5 /6  teacher, was bom  in Puerto Rico. She came 

to this country w hen she was about 9 m onths old. Because her family 

spoke only Spanish at home and all her friends were of Spanish descent, 

she spoke no English when she entered first grade:

I d id n 't understand a w ord Sister Ana was saying, not one single 
w ord. I had  no idea what was going on. But I was savvy enough that 
I got m y friend—I met a friend, Frances—and I got her to do my 
w ork for me until I got caught. And that was the end  of that. I was 
then placed in a seat right in front of the teacher’s desk so that she 
could w atch every move I m ade. (Interview, May 3, 1996)

By th e tim e  sh e  w as in third g ra d e , and h av in g  b een  to ld  b y  teachers

not to speak Spanish at home, Doreen had lost her fluency in the

language. It w asn 't until high-school, through taking classes in Spanish

and with the help  of her mother, that she regained it.

In college, Doreen majored in Spanish. It was then that she

developed a sense of pride in her heritage. This cultural pride, and a strict

Catholic upbringing, informed her w ork  as a bilingual teacher. She loved

speaking Spanish to her students, although she was gentle w ith those who

were not fluent. "She made sure that they understood w hat she was saying

w ithout m aking them  feel stupid w hen they d idn 't” (Field notes, February

27, 1996). Most of all, she paid attention to w hat her students had to say. "I

listen to kids, I let them talk. I w on’t do to them what w as done to me. I

was never allow ed to speak, to voice m y opinion. Never" (Interview , May,

1996).

Because she listened to them, Doreen was well liked by her 

students. I often found them gathered around her, vying for her attention. 

"She’s the best," a student said. W hen I asked him to explain, he 

responded, "She’s kind, and she’s fair" (Field notes, March 26, 1996).
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At C olum bus Elementary School, Doreen's teaching assignm ents 

had been varied:

I taught first and second grade classes. I must have done it for 
about five years. Then Bemie, the principal, asked me if I was 
willing to take a fifth grade Spanish class because they w'ere having 
difficulty m aintaining discipline and  he thought that I w ould be 
able to do it. So that's how I got sw itched to a fifth grade. And the 
following year, I got switched to a 5 /6  English class. Then I went 
back to fifth grade English. Then I ended up with 4 /5  English. It was 
still a Dual Language program, bu t I taught the English com ponent. 
Then I ended  up with a fifth grade, the wav it is now. (Interview, 
1996)

The only grades she hadn 't taught were K indergarten and the 3 /4  

com bination.

Perhaps it was this range of experience that gave Doreen's teaching 

a certain patina. In the classroom, she conducted her activities w ith great 

ease, although w orking in and through the arts was a newly gained skill. 

She had lacked confidence in this area and  had joined CAL precisely to 

change that. N evertheless, she adm itted to not knowing initially "what 

CAL was really about, what it involved" (Field notes, 1996). "What I was 

told was, we dance, we paint, we sing, we plav. So I said I'll go for that. So 

that's how I go t involved" (Interview, 1996).

In spite of her affinity with CAL, Doreen still referred to herself as 

"not an artist"— probably because she had not taken any art or music 

courses in school. Certainly, CAL was no t her first experience in the arts. 

She had participated in a Lincoln Center Institute program the year before. 

While she found m any similarities betw een the programs, she said that 

the Lincoln C enter Institute was "geared tow ards seeing a 

performance...CAL is using the arts to integrate into your curriculum." 

CAL’s approach suited her best, she said (Interview, May 1996).
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Doreen was a process-oriented teacher and worked well with 

George. He very much fit her concept of what a mentor should be:

I don’t w ant a teaching artist coming around here and telling 
me, "This is w hat w e're going to do, this and this." One reason why 
George and I get along so well is that our thinking processes are 
very similar. I don’t like rigidity. I like to be flexible. George is very 
process oriented. He goes w ith the flow. If he sees som ething 
occurring w ith the children, he goes with it. If he sees that it's not 
happening, then w e’ll think about it and revise it, and that's 
generally how I do things. It's not a blueprint, it's not etched in 
stone. It's going w ith w hat the kids are able to do." (Interview, Mav 
1996)

It was quite apparent that Doreen took her cues from the students. 

At the beginning of the school year, for example, a prow ler had slipped 

into the school. Over the loudspeaker, the principal had instructed all the 

teachers to lock their doors until the police came and arrested the intruder. 

The students in Doreen's classroom were understandably very upset about 

the episode. Doreen felt it w as im portant for them to explore their feelings 

and asked George for his help. He suggested that they do  a video, and 

provided the camera along w ith m any suggestions: "You can interview 

the principal, other teachers, yourselves, follow the path  of the intruder" 

(Field notes, February 14, 1996). The students loved the idea.

Because of scheduling conflicts, however, George and I were not 

always able to meet with Doreen's class, and this affected the video project; 

it lost m omentum. Yet, Doreen maintained her enthusiasm  for using the 

prowler episode to generate CAL activities: "I'm not after a final product," 

she said. "Whatever we do, we can relate it to this incident. It doesn't have 

to be a video" (Planning session, May 1, 1996).

Although she took her students’ suggestions seriously, Doreen was 

not afraid to lead them, however gently, down a different path if she felt 

their dem ands or expectations were unrealistic. The following vignette
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shows how she convinced them to focus their attention away from 

m aking the video:

We watched some of the footage the students had m ade. First, 
shots of the playground show ed children engaged in various games. 
Then, jerking this and that way, images of the front door and school 
corridors w ent by at breakneck speed. (It seemed that the person 
holding the camera was videotaping while running to give the 
feeling of the intruder rushing w ildly through the school.)

A fterw ards, students spoke to the camera about their feelings 
w hen they heard of the prowler. "I was afraid," said one girl.” I 
w anted to go home," said another. A boy added, "I was just only a 
little scared."

After we finished watching the video, Doreen addressed the 
students: "You know, this is really great. How m any people agree?” 
Very few hands went up. "How m any of you think that w e have 
enough time to keep shooting, do m ore interviews, do the m usic 
you w anted to do, edit the piece?" Less than five hands w ent up. "It 
seems like most of you don't think we have enough time. And you 
know w hat, I don't think so either." She added, "I suggest that we 
continue doing stuff around this them e, but that we don 't w orry  if 
we don 't have a finished piece at the end. "Most of the class 
cheered. There were a few rumbles, however. One boy said, "I w ant 
to do the video." Another added, "This was fun." Doreen reassured 
them, "We can still videotape everything we do. Let’s see w hat 
happens. I just don't want you to be disappointed if we don 't have 
enough time to complete the video. You have enough pressure 
w ith all the end-of-the-school-year stuff."

After Doreen made sure she had everyone's attention, she 
continued, "O.K. what we are going to do today is divide into two 
groups: one group will work w ith Carla and Lorenzo, and the other 
group will work with George and me. My group will w ork on 
creating music with the instrum ents you made. Lorenzo's group 
will w ork on dance. Each group will work on a two-part piece. The 
first pa rt will reflect your feelings before you heard about the 
presence of the intruder in the school. The second part will be about 
your feelings when you heard about it." To make sure tha t her 
instructions had been understood, Doreen asked, "Can som ebody 
repeat to the class what I just said?" She selected a boy w ho had 
raised his hand, and he repeated her words almost verbatim . (Field 
notes, May 7, 1996)

While it m ight have seemed that Doreen guided her studen ts in an 

im prom ptu m anner, actually she had discussed her plans very carefully
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with George beforehand. She knew exactly where she w as going and had 

taken into consideration his suggestions. A lthough she took charge, being 

the leader was not som ething she felt "she always had  to do to make 

herself look good in front of her students.” In fact, "w hen working with 

George, she engaged in a choreography with him — each partner taking 

spontaneous turns at leading and following in a dance so precise that it 

looked carefully rehearsed" (Field notes, April 24, 1996).

Doreen show ed the sam e give and take in w orking  w ith me, 

although w hen asked about this, her answer surprised  me: "Well, when I 

first heard you were a researcher, I said, 'No way, I don 't w ant him in my 

room .’ But then, I found ou t you were a m usician and  I said, 'Put him to 

work'" (Interview, 1996). Obviously, I had only been aw are of the latter 

feeling.

Here is a typical exam ple of how we w orked together. We had 

divided her class into tw o groups, each group m ade up of dancers and 

musicians. While G eorge and  Carla went to ano ther room, Doreen and I 

stayed in her classroom to w ork with the rem aining students. Our 

musicians were adam ant about not changing their piece to accommodate 

the dancers, and Doreen gave me free rein to handle the situation:

Jerry com plained that the conductor w as not asking him to come 
in and stop in the right places. I told him  there w as no such thing as 
"right or w rong places. You come in w hen she points at you." I 
dem onstrated bv conducting while the dancers danced. The 
resulting piece w as totally different from w hat they had done 
earlier. I explained that the conductor's job w as to watch the dancers 
and to try to get the players' music to go w ith w hat the dancers were 
doing. At the sam e time, I said, "The dancers have to be flexible, 
they m ust listen to the music and adapt their m ovem ents to the 
sounds they hear. You're both leaders and you 're  both followers." 
When it was over, Jerry seemed satisfied that it w as O.K. to have a 
different piece each time. (Field notes, May 14, 1996)
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The following week, George and I worked together while Doreen 

teamed up w ith Carla to help the second group. When the two groups 

came together to show what they had accomplished, Doreen said:

Last week I told this to the group Lorenzo and I worked with. 
Today I told the other group the same. Now I want to tell you all. I 
w ant you to keep in mind that this is a collaboration and in a 
collaboration there are comprom ises. You are working with the two 
Cs, collaboration and compromise." (Field notes, 1996)

Certainly, collaboration was an im portant theme in this classroom.

The way Doreen worked with George and me showed that she had

embraced m entoring as a process in which all participants were equal

partners. Furtherm ore, she had im parted these feelings to her students,

urging them to w ork and explore together in a fluid, collaborative

m anner.

Once, she asked her students to take collaboration to another step:

Doreen said, "We've talked about collaboration and com prom ise 
before; today we're adding critique to our list. Three Cs, 
collaboration (she made them repeat this with her), comprom ise, 
and critique. After each group performs, you are going to give them 
a critique. Do you understand w hat a critique is? Remember, it is 
not a put-dow n." Jerry answ ered, "A critique is a comment about 
w hat vou see that can help the artist make his piece better." Maria 
added, "It's a reaction to a w ork with suggestions for 
im p ro v em en t."

Thev seemed verv much at ease with this topic. I w ondered if 
they had  explored this issue before. After the first group finished 
their perform ance, one of the students commented that he w asn’t 
sure "w hat the dancers were doing at one point. I couldn't tell if 
they w ere sleeping or playing or what." When the second group 
finished, a student com m ented that the conductor had given 
"excellent cues to the m usicians and that she seemed to have 
followed the dancers very well." (Field notes, May 1, 1996)

Always in search of a new challenge, Doreen accepted the

assignm ent to serve as a cluster teacher during the 1996-97 academic year.

While this satisfied her need for professional variety, it left her unfulfilled
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because she "found it difficult to integrate the arts into somebody else's 

curriculum . I know I will, but it's hard" (Interview, May, 1997). When 

rem inded that as a cluster teacher she, in essence, was the m entor and, as 

such, could help som ebody else see the potential of the arts in education, 

Doreen answered: "That's an interesting thought. I'm not sure I'm there 

quite yet, but never say never."

In Sue Ellen's Room

On W ednesday mornings, we saw  two Year I teachers in succession. 

Then, after lunch, w e worked with Sue Ellen.

We met her students in the auditorium  and divided the class 
into three groups. George and I worked w ith a group in the back of 
the hall. On stage, in front of the curtain, Carla worked with 
another group, while behind the curtain, Sue Ellen took the third 
group through their paces.

George w anted our group to review last week's exercise. Many 
w aved their hands enthusiastically, volunteering to recap last 
w eek’s exercise. George pointed to Maya. "We played instruments," 
she said, "and everybody said the rap...one at a time...and we had to 
leave a gap between each person saying the rap...and we had to plav 
softly so we could hear the rap...and then we would all end 
together...and he (she pointed to a classmate) would play the 
cymbals loud...then I would do this" (she tapped her triangle 
gently).

Some of the students w’anted to change instruments. They d id n ’t 
like the ones they had chosen the previous week. George at first 
hesitated, bu t then agreed to it. Once they had settled on the new 
instrum ents, we practiced. George served as conductor. The ending 
was not smooth, so we repeated just the ending. Still it did not 
work. "Do you want to change the ending or do you want to do it 
the same as last week?" asked George. They agreed we would do it 
as before. "O.K.," George said, "but you m ust look at me, if we w ant 
to get it right." George led the group again. It was a little better. 
Although they were energetic and willing to participate, keeping 
these students focused was a challenge. Three of the girls were 
constantly looking at what the groups in front of and behind us 
were doing and were not paying attention to what was expected of 
them. This was disruptive to the others. George reprim anded the 
girls, "If you 're here, you have to be here. It’s not fair to Mr.
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M artinez or to me." At one point, he decided w e had had enough 
and stopped the practice. Later he told me, "Perhaps I could have 
done better, but it was becoming just an end-product thing, not 
creative any more, and they were getting very bored.”

I decided to check on the other groups. They were doing their 
m ovem ents and raps and seemed more involved in their activities 
and less distracted than our group.

George let Sue Ellen keep the instrum ents overnight so she 
could practice w ith  her students again the next dav. (Field notes, 
M ay 1996)

Sue Ellen had a strong personality. Always in charge, she used 

George m ostly as an extra pair of hands. "I w ant you to work with this 

group, w hile I work w ith  the rest of the class," is a typical example of what 

she w ould say to him. Or, "We need to rehearse the dance today. You go 

ahead and work with the musicians" (Field notes, 1996). George did not 

m ind being told w hat to do. After all, his aim was to em pow er teachers to 

take control. WTiat disappointed him was that Sue Ellen turned most CAL 

activities into performances, ignoring that process w as the more desired 

experience. George w ished the students to get im m ersed in the discovery 

of learning rather than in the repetitive business of perfecting a task, 

which Sue Ellen preferred.

Yet, Sue Ellen understood the place of the arts in the curriculum 

and believed that the arts facilitated learning in o ther subjects. She used 

The Second Voyage of the Mimi, an interactive educational package 

developed by Bank Street College, as the pivotal poin t from which her 

students learned m ath and science concepts. Through this instructional 

program , Sue Ellen’s students studied hum pback whales. They were 

encouraged to do further research and to report on their findings. The 

results w ere beautifully bound books:

Some had student-m ade paintings of w hales on the front cover, 
w hile others show ed artful collages of these aquatic mammals.
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Inside, som e students w rote about the feeding behavior of 
hum pback whales, while others wrote about how the w haling 
industry  hunted certain w hale species to the point of near 
extinction. (Field notes, M ay 15, 1996)

In follow ing the Mimi  th rough its marine research, Sue Ellen’s 

students not only explored the various whale species, but also learned the 

physical and m athem atical principles that keep a boat afloat. She 

encouraged them  to express their newly acquired knowledge in artistic 

ways, and w hen  the class stud ied  the characteristics of the three zones of 

the ocean, an expansion of their "whale module," the resuits were dances 

and raps accom panied by music. This became the core of m any CAL 

activities I observed in this classroom .

At a presentation they m ade to the whole school, a group of these 

students

carried a 10 feet-long whale they had made out of paper mache. 
In the foreground, others rapped while clicking their fingers to the 
beat, and  others presented a musical composition that represented 
the various zones of the ocean. (Field notes, 1996)

Sue Ellen understood, as d id  G ardner (1993), that knowledge can be

expressed in m any different w ays, and that these various forms of

expression— m anv of them artistic—can ignite a child's im agination and

facilitate interdisciplinary learning. This belief made her an avid fan of

CAL. "I see real change in the students," she said. "It's totally am azing

how the arts cut across disciplines and can make learning exciting for kids"

(Field notes, May 8,1996).

H ow ever, the "rote repetitions" that Sue Ellen's students engaged

in was, according to George, "antithetical to CAL’s philosophy," which

aimed at developing "creative thinking" and supported process learning.

R eproduced  with perm ission o f the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

132

In spite of their creative differences, George was supportive of Sue 

Ellen's needs and guided her activities as much as possible. W hen he 

found out that she w as interested in using music software w ith her 

students, he arranged for her to come to TC with two other CAL teachers 

from Colum bus Elementary School:

George guided them gently as they explored the program . He had 
them improvise a melody, and showed them how to record it and 
play it back. Then he had them create different types of 
accompanim ent, using broken chords, Alberti bass, and dotted 
rhythm s. As she worked on her accompaniment, Sue Ellen said, 
"This is exciting. My students will love this. Maybe we can get this 
program  through CAL next year." George said, "See how they can 
change the m elody through repetition, contrasts?" "I can 't believe 
this," Sue Ellen responded. "And of course we can prin t everything 
we've done," George replied. Sue Ellen could barely contain her 
enthusiasm . She smiled broadly as she printed her finished piece. 
George pointed out that using this program  might not be 
appropriate for every class or every student. "I see," said Sue Ellen. 
"This doesn’t integrate music into the curriculum , but it's fun." 
George added, "You can use a program  like this as a special project. 
Your students can play around with a piece they may have created 
already for a science project or an English project or a math project. 
In that sense, it is interdisciplinary." (Field notes, May 29, 1996)

George's other concern about working with Sue Ellen was what I

called in my notes her "conflict of interests." Often, her sixth graders were

involved in activities that interfered with our scheduled CAL time: a field

trip, a test, a concert they were either attending or participating in. "How

can we get anvthing accomplished with all these interruptions?" George

asked (Field notes, April 24, 1996).

Sue Ellen had voiced her feeling that "at the beginning [she] did not

know w hat participating in CAL really involved, particularly the amount

of time it would take" (Field notes, May 27, 1996). I w ondered if having

this knowledge w ould have changed the num ber of activities that she

scheduled for her students. One thing was certain, she d id  not mean to
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walk aw ay from the program. In fact, she wanted all "CAL teachers at 

Colum bus Elem entary School to form a network and meet regularly to 

share ideas.” She also wanted to develop a "CAL com er that would serve 

as a show -and-tell to the rest of the school." She believed that at Colum bus 

Elementary School, there was not enough "talking about w hat CAL [did] 

among the participating teachers. If we want to spread the word we can't 

be so quiet!" (Field notes, May 21, 1996).

George was in favor of regular meetings of all CAL teachers at 

C olum bus Elementary School: "This is a great thing, but look how difficult 

it is to schedule time with these teachers now. I don't know how they are 

going to find time for an extra meeting" (Field notes, June 1996).

The CAL com er did concern George. "We don't w ant people just to 

copy this lesson or that lesson. Every class is different, students are 

different, teachers are different. CAL is about allowing individualities, not 

setting up  cookie-cutter lesson plans " (Field notes, June 1996). In spite of 

his concerns, he vowed to give his support if teachers elected to have a 

CAL com er.

George did not have to worry, the CAL com er never became a 

reality. In fact, the regular meetings of all CAL teachers at Columbus 

Elem entary School had not gotten off the ground when I visited the 

school a year later.

I found out that Sue Ellen, like Doreen, had become a cluster 

teacher. In this new capacity, she was not using the arts in an integrated 

way on a regular basis. While she continued to advocate incorporating the 

arts into the study of other subject m atter, she had not yet had a chance to 

make this a part of her daily work. She believed that as she got more
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comfortable w ith her new  role "the arts would find their wav once more 

into [her] teaching on a more consistent basis" (Interview, 1997).

Profile of Carla

Apart from her reddish-blonde hair, the m ost striking feature about 

Carla was her smile. A recent mother of a baby boy, she seem ed 

constantly upbeat in my presence. I assumed her to be under thirty. A 

student in the M aster's Program  in Dance at Teachers College, Carla 

believed that w riting out lesson plans and handing them out to the 

teachers offered them  "some kind of security'." This provided a road map 

for the future, not only for the teachers but for herself as well. "Unless I 

write it dow n, it’s ou t of my head. I don’t rem em ber w hat I did"

(Interview, June 1996).

Carla joined CAL in September of 1995 and was assigned to work at 

a school that proved to be a wrong match. "At the time that I w ent to 

[name of school], I was seven months pregnant and verv large. And it was 

not a safe neighborhood," she said (Interview, June 1996). She asked to be 

transferred. To facilitate the shift, the program  adm inistrator took care of 

all the details, talking to the principal and the teachers at the old school, 

and arranging for a new placement.

Although she was convinced that leaving the old school was the 

right thing to do, Carla was haunted by the thought that in walking out, 

she ”mayr have failed the teachers.” Her old school had joined CAL in Year 

II (school vear 1995-96), while Columbus Elementary' School, her new 

placement, had been w ith the program from the onset (Fall of 1994). This 

did not necessarily help Carla. Joining Colum bus Elementary School late 

in the year m ade it difficult for her to build a solid relationship w ith her
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teachers. One teacher acknowledged that she d idn ’t know Carla very well 

"because she’s been here I think three times and I d idn 't really work w ith  

her." Others had similar comm ents. As Sipe (1996) claimed, it takes a 

m inim um  of six m onths for m entors to build trust w ith those who are 

being m entored.

Because of scheduling conflicts and the fact that the school year w as 

coming to a close, Carla and George were not able to correlate music and 

dance and integrate the two arts into another curricular discipline w ith 

any kind of frequency. Indeed, time was a big barrier in her work as a CAL 

mentor: "The am ount of tim e I spend at Columbus Elementary School is 

not enough to do a thorough job writh CAL. We are not paid to spend 

more than five hours a week here" (Interview, 1996).

In spite of this, Carla wras comfortable that she was still effective in 

her role as a mentor. This she attributed to her p rior teaching experience, 

and although she wished that there had been "CAL-specific training for all 

the m entors, she felt that her practical knowledge of the classroom had 

helped her w ith the m yriad situations she had encountered:

In the pool of my peers, I have much m ore teaching experience. 
Perhaps I have appropriate artistic philosophy w ith which to be in a 
program  like this. I d o n ’t need to make a leap in order to 
understand the child as an artist. (Interview', June 1996)

Sum m ary

This chapter presents the case. First, there is a description of the site 

followed by a profile of the acting principal. Next, profiles of George and  Year 

II teachers are presented. The chapter ends with a description of Carla, a 

m entor who joined the site tow ards the end of the year. Although data
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collected from her were not used in the final analysis, it was im portant to 

explain her presence at the site.
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Chapter V

IMPLEMENTATION OF CAL AT 
COLUMBUS ELEMENTARY SCHOOL

Introduction

This study explores how m entoring aided the im plem entation of a staff 

developm ent program  in the arts (The Creative Arts Laboratory [CAL]) at 

Columbus Elementary School. In this chapter, we will discuss how CAL's 

philosophy and goals were translated into arts-integrated, arts-correlated 

activities at C olum bus Elementary School.

Implementation of CAL at Columbus Elementary School

To determ ine if CAL was being im plem ented at Columbus Elementary 

School, the original proposal was analyzed and its goals and purposes held 

against lessons being taught to the participating teachers at the CAL 

workshops. Afterw ards, the data generated at Columbus Elementary School 

(field notes, interviews, documents) were reviewed to determ ine if the 

pedagogy and ideas presented at the workshops were making their way to the 

site. This "structural corroboration" (Eisner, 1981, p. 109), also known as 

"triangulation: the use of multiple sources and types of data to support or 

contradict an interpretation" (LeCompte et al.„ 1992, p. 748), suggested that 

CAL activities were indeed being incorporated into the classroom practices of 

the participating teachers, although usually by the mentor. They were not 

implemented by the teacher unless the m entor was there.
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Figure V.

Implementation of CAL at Columbus Elementary School

CAL Proposal

instruction across the core 
subjects that is both arts-inte- 
grated and arts-correlated 
experiential learning 
instruction linked to real world 
use of telecommunications to

body tor disadvantaged students

CAL Sessions at TC

arts-integrated and arts- 
correlated instruction 
lessons linked to the real world 
active, expenential learning 
use of communications media 
(audio and videotape) to elicit 
feedback based on reflection' 
fostering knowledge of the arts 
based on national, state, and 
citv standards

CAL at Colum bus 
Elementary School

• arts-mtegrated and arts-correlated 
instruction

• lessons linked to the real world
• active, expenential learning
• use of communications media to 

elicit feedback based on reflection
• fostering knowledge of the arts 

based on national, state, and citv 
standards

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

139

Proposal

The CAL proposal (1994) stated as one of its goals: "to increase teacher 

capacity to provide instruction across the core subjects that is both arts- 

integrated and arts-correlated" (p. 1). Another stated goal w as to "provide 

students with opportunities for active and experiential learning in an arts- 

integrated and arts-correlated curriculum" (p. 2).

To support its case for arts education, the document stated:

The arts engage students, develop higher order th inking  and 
communication skills, m arshal studen t interests and talents, build  self
esteem, teach disciplines, enhance concentration and foster the ability 
to work cooperatively with others, (p. 3)

Furtherm ore, it supported  the use of an arts-integrated curriculum  with

disadvantaged students: "Schools that offer arts education...can spark the

attention of disadvantaged youngsters by offering immediacy and active

involvem ent of mind and body" (p. 4).

The proposal claim ed that the project would increase teacher

knowledge of the arts in accordance with national, state, and  N ew  York City

content standards in each art form. However, it stated that the participating

teachers would be m ade aw are of flexibility in the use of standards—after all,

the arts are bv nature "creative" and "original" and cannot conform  to rigid

boundaries (p. 10).

As laid out in the proposal, the project's aim was to encourage teachers

to link arts instruction to the real world, and to use telecom m unications to

help students increase their artistic knowledge and skills. A ppendix G

contains proposal abstract and other CAL materials (newsletters, brochures,

workshop schedules).
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Teachers College W orkshops

Overall, the proposal's content was well reflected in the TC sessions. 

The following vignette is a typical example of w hat happened at one those 

workshops:

Dr. P. asked the class for nouns, and the responses were: tea, drink, 
house, school, bicycle, fire, Nezv York, fire truck. She then asked if they 
could think of sounds to go with these w ords. They couldn’t, so she 
asked them for qualifying w ords instead: adjectives to describe the 
nouns. Someone gave bitter as an adjective for tea. When Dr. P. asked 
for a sound for bitter, a few in the class m ade some lip-smacking 
sounds, accompanied by AGGHH! She then gave the noun people and 
asked that each student find an adjective to go w ith that and share it 
w ith a person nearby. I paired with Kevin. The adjective he gave was 
friendly; mine was angry. Dr. P. wrote the students ' responses on the 
board : steady, ivitty, adventurous, angry, exciting, friendly, etc. She read 
them out loud, making each sound different. She asked what m ade 
each sound different. Students agreed that it had to do with volume, 
tempo, and pitch. Then she asked students to "pick an instrum ent, 
choose an adjective from the board, and describe that adjective through 
sounds from your instrument." Afterwards, she had the students 
dem onstrate their sounds and asked the class to guess what adjectives 
those sounds might represent. Sometimes they guessed right; often 
they didn't. Dr. P. explained that a sound can be interpreted in many 
different ways. She then grouped people w ho used the same adjective 
into clusters and told the class that we were going to participate in the 
"creation of a piece," which she would conduct. Everyone seemed eager 
to do this. She motioned for the rushing section to play and then asked 
the steady group to come in, or the angry group. Throughout, the 
students maintained intense eye contact w ith  Dr. P. Moments later, 
while listening to a tape of the piece we had just created, I noticed that 
some students were m oving to the beat and m any were smiling 
broadly. Dr. P. asked for adjectives to describe the piece. Students gave 
titles to the piece rather than adjectives. She accepted that. (Field notes, 
CAL session, October. 6, 1995)

As Dr. P. explained later, this lesson

could be adapted to any teacher's classroom. A teacher working with 
young students on reading could use music to make this activity more 
engaging. With these students, music could be used to describe specific 
words, or underscore the feeling of particular sections of a story you 
have read to your kids. O lder students w orking with more complex
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gram m ar concepts (e.g., nouns, adjectives, verbs) would use sounds in 
a similar way. (Ibid.)

TC sessions in the other arts m ade similar connections: dance, theatre, 

and visual arts were all dem onstrated to support learning in other areas of 

the curriculum .

Field notes reveal that the train ing of the participating teachers 

emphasized experiential, active learning. Typical entries read: "Students 

dipped their brushes into the paint to find out 'what paint can do '”; "Students 

took turns conducting the piece"; "The last dance exercise was 'sculpting in 

clay.' Class divided into pairs. Person A became the sculptor, and person B the 

clay. Sculptor guided clay into a particular pose. Then they traded roles";

"Find yourself a partner. Person A is going to tell Person B a story of 

something Person A lost. Then you will trade partners" (Field notes, 1996).

Most of the workshops, regardless of the arts discipline, dem anded 

reflection from the participants: "What d id  you hear?" asked Dr. P. after 

listening to an audiotape of the studen ts’ performance; "What is a story?" 

said the theatre person to the class; "How would you describe the m ovem ents 

you just made?"; "How did you get th is color to come through?"(Field notes, 

1996). These open-ended questions fostered high-order thinking skills 

(Pogonowski, 1987) and reflected "constructivist learning" as endorsed by 

ArtsPROPEL (Wienner, 1991). M odem  technology was enlisted at these 

workshops to encourage post-perform ance reflection, or looking back. Most 

musical sessions were audiotaped or videotaped, sometimes both. These tapes 

were played back to elicit students' comm ents; in the other arts, sessions were 

often videotaped and the resulting tapes shown to class to generate 

discussion.
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The workshops encouraged teachers to connect their lessons to the real 

world. A music session based on Memorial Day, for exam ple, em phasized 

howr a current event or holiday could be used as a springboard to create a 

music strategy and, in the process, help students "to m ake connections, 

conceptualize points of view  from a variety of perspectives, and gain a m ore 

personal, in-depth understand ing  of subject matter" (Field notes, May 20, 

1996).

Other sessions dem onstrated how various arts could be used together 

to illustrate a concept or an idea from another discipline:

Under Verb, students had written, wiggle, travel, swing, etc. U nder 
Adjectives they had  chosen slowly, quickly, lightly, strongly. They w ere 
to use one part of the body to demonstrate each verb accompanied by 
an adjective. Then they were to use an instrum ent to depict the 
movement they had  made. (Field notes, April 20, 1996)

While CAL intended to increase knowledge of the arts according to

national, state, and New York City content standards in each art form, only

one TC session was openly devoted to standards. At this workshop,

participating teachers w ere provided with copies of New York City's

Curriculum Framework and the National Standards for the Arts. After being

given a chance to peruse the documents, teachers were asked to give

examples of activities they had learned and were already im plem enting in the

classrooms that exemplified one or more of these standards:

"When we im provise pieces with our instrum ents, that's certainly 
what Music Standard N um ber Three is all about, which calls for 
im provising m elodies, variations, and accom panim ents," said 
Doreen...."Content S tandard Num ber Seven calls for ’Evaluating 
music and music performances,"' said Rita...."Isn't that w hat we do 
when we hear our ow n performances and we describe them?" Sue 
Ellen then piped in: "Let me read Standard N um ber Seven for Dance, 
'Making connections betw een dance and other disciplines.' We do 
that." (Field notes, CAL workshop, May 20, 1996)
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After class, I asked one of the teachers from Columbus Elementary 

School w hat she thought of the session on standards:

T ruthfully, I think that they could spend a little m ore time on it. 
There are two schools of thoughts on that. There are people who are 
very test oriented: "We have to do  this, we have to m eet the standards. 
We have to be here by October 31." And then there are people who say: 
"I'm going to get the job done, I don 't care about the calendar." You do 
get those divergent groups. I think, perhaps, if a m ajor objective of CAL 
is to address standards specifically, then they should place m ore 
em phasis on them. If that is not the main objective, then they are 
do ing  all right. (Ibid.)

A lthough standards informed CAL, dissecting them one by one was 

never the program 's intention. The proposal had called for "flexibility." The 

im portant thing, as the Program C oordinator explained, is that "teachers 

know they exist...that they know w hat kind of higher o rder thinking the 

governm ent is asking them to teach" (Interview, April 24, 1996). W hether or 

not the use of standards was overtly explained at each w orkshop, CAL had in 

fact accom plished its mission: to make sure that teachers knew  about them 

without feeling burdened. As George said: "Any more than that would be too 

restrictive. Imagine, 'Tomorrow, page three, Standard Four. Next week, page 

seven, S tandard  Five. Forget it!”' (CAL session, April 22, 1996).

CAL at Columbus Elementary School

O bservations at Columbus Elementary School indicated that at this site 

CAL was im plem ented with integrity and  a sense of purpose. In other words, 

the p rog ram ’s aims, stated in the proposal and clearly supported  by the 

training sessions, were faithfully translated into developm entally appropriate 

activities in the participating teachers' classrooms, with the m entor's help. 

Because Carla joined the site tow ards the middle of the school year and did
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not have enough tim e to develop trust w ith her mentees (Sipe, 1996), only 

sessions that involved George were used in the data analysis.

Based on observations and teachers' interviews, there was strong 

evidence that the arts were being integrated into and correlated with the study 

of other disciplines. In Rita's room, students "used music and dance to 

dem onstrate how seeds grow into flowers and plants" (Field notes, March 19, 

1996). At another tim e they created a musical composition to accompany a 

reading of Sendak 's Where the Wild Things Are:

When we did that in one of the workshops, I said why not do it in 
my class. I had  already read the story to my kids. The story really came 
to life and the kids were so excited. (Teacher interview, May 2, 1996)

In Sue Ellen's room, also, there was evidence that the arts were both

integrated into and  correlated with the learning of other subjects:

George doesn 't like the way Sue Ellen deals with the arts. "It's all an 
end p roduct with her," he says. My feeling is that they are all there. 
Music, dance, visual arts, theatre. The students are telling a story about 
the different zones of the ocean through rap. As part of this 
presentation, they are also dancing and playing instrum ents. And they 
are m aking a paper mache whale. True, this is a performance but, as 
the CAL coordinator said during an interview, "There is a place for 
perform ance in CAL." Mary, the acting principal, had stopped by the 
rehearsal earlier and had been pleased at what she saw: "I get such a 
kick out of seeing the kids engaged in the arts this way. Isn't this 
wonderful?" (Field notes, May 8, 1996)

Integration and correlation of the arts across the core curriculum  were 

evident in other classrooms as well. Letta's students used music and dance in 

manv of their CAL activities—"in their lessons on subways"; also "while they 

studied insects" (Field notes, 1996). The same was true of students in Sylvia's 

and Doreen’s room s. The former reported their many field trips "through 

sounds and m ovem ents. As the music started, Ricky dashed across the room 

executing pirouette-like movements and w aving a piece of fabric above his 

head. 'That's w hat it's like to glide dow n the water ramp,' he said” (Field

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without p e r r n is s i^



www.manaraa.com

1 4 5

notes, May 7, 1996). For an American History project, Doreen's students m ade 

"early American flags out of old pieces of fabric Doreen had brought in. While 

some wrote vignettes based on different episodes of the Civil War, others 

worked on dioram as” (Field notes, April 30, 1996). Also in this room, students 

had combined music and dance to explore their feelings about a "real live 

incident in the school" (Field notes, 1996; see Chapter IV).

In fact, many of the arts-integrated and arts-correlated lessons at the site 

were linked to the real w orld. Not only were Doreen's CAL activities around 

the "prowler incident" a reflection of the "real w orld"—a violent world that 

her students, by virtue of living in New York City, knew  well—but "Letta’s 

subw ay conversations and activities" mirrored a com m on occurrence in 

urban living. Many of her students took trains every day  to come to school or 

afterw ards to move around the city. Also serving as catalysts for CAL 

activities in many teachers' rooms were trips to playgrounds, Central Park, 

the Zoo— "places that are im portant in children's fam iliar, everyday world" 

(Field notes, May 10,1996).

CAL instruction at Columbus Elementary School focused for the m ost 

part on process-oriented, experiential learning. My field notes abound w ith 

entries tvpifving this pedagogical approach. In some instances my jottings 

relate to the making of instrum ents: "She kept pu tting  beans inside until she 

got the sound she w anted from her maracas." Often, they reflect other 

activities:

Students were encouraged to get involved—no answer was wrong.

Mary represented the short sounds with sm all blue dots on her 
paper.

"Tell me class, w hat makes Spring different from other times?"
Some of the answ ers were: "The days are longer”; "The sun feels 
warmer"; "The leaves are coming out"; "Insects are coming back";
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"Birds are com ing back"; "Tulips are out"; "It's warmer." Then they 
played their instrum ents to represent w hat they associated w ith  Spring. 
(Field notes, 1996)

Many of the CAL activities involved a "thinking-and-response" 

segment that served to propel forward the exercise. The following vignette is 

a typical exam ple of one such activity:

[In R ita’s room] George played a CD of South Am erican m usic, 
featuring a variety of prim itive Indian instrum ents. He asked the 
children to reflect on w hat they had  heard: "Are the instrum ents 
playing together all the time?” "W hat do the instrum ents sound  like to 
vou?" "Do you recognize any of the instruments?" One girl said  it 
rem inded her of "Peruvian music" (she was from Peru). A nother boy 
said that "the instrum ents sounded  Indian." Apart from these two, 
most of the children had trouble articulating their thoughts. As the 
session continued, it generated a discussion of what instrum ents do. 
George said, "When instrum ents plav, sometimes they m ake short 
sounds rather than long ones, and  often w hen one in strum en t is 
playing long notes, the others are playing short ones." George and I 
dem onstrated this, and so delighted were the children that they  burst 
into spontaneous applause w hen we finished. George played the CD 
again. S tudents now  had an easier time responding to his questions: 
"The flute is doing a long laaaaaa, and underneath, the d ru m  is doing 
ra, ta, ta, ta, ta, ta, ta, ta, ta!" said Sunny smiling. (Field notes, M arch 26, 
1996)

These kinds of activities, which encouraged higher order th inking  

skills, were usually a preamble to w orking in small groups, w hich in turn 

fostered social growth. As they learned to work cooperatively w ith others, 

students' self-esteem im proved. So did group dynamics. A studen t in Rita's 

room, who tended to act out at the beginning, couldn't w ait to participate in 

CAL activities by the end of the semester:

"Who can show me three different sounds on his instrum ents?" 
Before George finished his question, hands went up, including  Keith's, 
who so desperately wanted to be called on that he alm ost fell out of his 
chair w aving his hand. "Me, me, me," he kept saying. (Field notes,
June 10, 1996)
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Students in Sylvia's special education class also showed signs of 

improved group dynamics. While it is not possible to attribute this change 

completely to CAL (a m ore in-depth study of this population would be 

required), it was clear that their involvement in the arts superseded their 

social problems. So engrossed would they become in a CAL activity that 

behavioral problem s w ere kept to a minimum or alm ost disappeared. In fact, 

students in this class had  participated in a joint field trip with another 

teacher's classroom, during  which there had been m any examples of positive 

social interaction:

Jimmy played the big drum  and then let Carlos try it. They delighted 
in show ing each o ther w hat sounds they could make.... Desi worked 
well w ith his group. He paid careful attention to the conductor....Gino 
listened carefully to the instructions and cooperated well with the 
others in his group. (Field notes, May 30, 1996)

Special education students were not the only ones to show cognitive 

and social growth during  their year-long involvem ent in an arts-integrated, 

arts-correlated curriculum . Doreen s students show ed consistent 

im provem ent in their socialization skills, learning to critique each other's 

work with respect:

A student com m ented that the conductor had given "excellent cues 
to the musicians and that she seemed to have followed the dancers 
verv well." (Field notes, May 1, 1996)

In Letta's room, there were also many exam ples of positive social 

interaction: "They helped each other as they w ere making their instruments"; 

"They worked effectively in small groups"; "Tanya was showing her insect to 

Maria, explaining carefully the many parts of the insect"; "They took turns 

plaving conductor, bu t w hen it came Cynthia’s turn , she had trouble giving 

the cues. So Raul cam e to the rescue and show ed her how"; "Using Renee’s 

drawing as a score, Ana played short and long sounds, fast and slow. Then
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Ana played her interpretation of Renee's picture. When they finished, they 

gave each other a big smile and a high five" (Field notes, 1996).

Sue Ellen's students often w orked in small groups as well. This gave 

them an opportunity to respond to and leam  from each other:

"You, you, you, and you," she said, pointing to four students, "go 
over there and work together. I don 't w ant to hear com plaints. No 
nonsense. This is your piece, so you have to work everything out 
among yourselves." They moved to the far end of the room  and started 
practicing their dance. At first, Eli seemed reluctant to participate. 
Gradually, the other students brought him in. Fiona, in particular, took 
the time to show Eli the steps. Eventually, Eli could keep up  w ith the 
others. They rew arded him w ith compliments: "That's it." "You got it." 
"Fantastic." "We're really gonna kick [expletive deleted]." (Field notes, 
May 8,1996)

When it came to standards, I wrote: "Standards are like the unw anted 

pounds we all hate to acknowledge" (Field notes, April 23, 1996). George was, 

for the most part, reluctant to discuss his CAL strategy in relation to them. 

Teachers felt uncomfortable talking about them: "Don't ask me to follow 

another thing....Good teaching, that’s the standards I follow” (Teacher 

interview, May 3, 1996).

Yet they were there, "softly illum inating the classrooms w ithout 

blinding its denizens" (Field notes, May 13, 1996). At a CAL session devoted to 

standards, the teachers concluded that they were the basis of m any of the CAL 

activities they tried w ith their students. The fact that CAL was an 

interdisciplinary arts program  in itself reflected many of the aims addressed 

by Standards:

One of the m ost im portant goals the standards can achieve is to 
help students make connections between concepts and across 
subjects....But the standards do not create these connections 
automatically, sim ply by their existence; making the connections is 
always a m atter of instruction. (National Standards for Arts Education, 
1994," p. 14)
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At Colum bus Elementary School, making those connections was the 

responsibility of George, the CAL m entor, and the classroom  teachers—a 

responsibility they took very seriously. Working together, m entor and 

teachers helped students to m ake connections "from a d raw ing  to musical 

notation”; "from music to nature  and vice versa"; "between dance 

m ovem ents and the ways butterflies move their wings"; "between music and 

dance and a science lesson"; "between musical sounds and w ords in a story"; 

"between art concepts and lessons from the real world" (Field notes, 1996).

M aking bridges across the arts disciplines, and ultim ately creating 

gateways from the arts to other subjects, gave students at Colum bus 

Elementary School the opportunity  to understand a topic in its totality, and to 

see how the parts fit the whole. In the process, they w ere com plying with 

Music Content Standard No. 8 (K-4): "Understanding relationships between 

music, the other arts, and disciplines outside the arts" (National Standards for 

Arts Education, 1994).

But this was not the only music standard present. In fact, five out of the 

nine music standards in the K-4 grade level were reflected in CAL activities at 

Colum bus Elementary School. The others were: S tandard # 3: "Improvising 

melodies, variations and accompanim ents" (in all the teachers' classrooms); 

Standard #4: "Composing and arranging music w ithin specific guidelines" (in 

all the teachers' classrooms); S tandard # 6: "Listening to, analyzing, and 

describing music" (in four out of five teachers’ rooms); and Standard #9: 

"U nderstanding music in relation to history and culture" (in Rita's and 

Letta's rooms) (ibid.).

The following scenes provide examples of each of the above standards:
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Standard # 3 (Improvising m elodies, variations, and accompaniments):

M ark and Luis shared an electronic keyboard and created a piercing, 
som ew hat eerie melody. Against it, John, using his body, and Linda 
and Alice, playing two different types of drums, provided an ostinato 
accom panim ent of considerable charm . (Field notes, May 23, 1996)

Standard #4 (Composing and arranging music within specific  
guidelines):

Today, I'm going to read you a story you already know , Where The 
Wild Things Are. But w e're going to do som ething different w ith the 
story. Think of some sounds that you could make with the 
instrum ents you have that w ould fit w ith a particular line or part of 
the story. Since you know the story, can you think of som e sounds you 
can m ake for the different parts? (pause) O.K., while I’m reading, I'm 
going to point to some of you, and  as I point, you will play whatever 
you th ink  goes w ith w hat I’m reading. (Field notes, March 5, 1996)

Standard # 6 (Listening to, analyzing, and describing music):

Today the class listened to the tape they made last week. Rita asked 
each group  to comment on w hat they liked or d idn ’t like about their 
piece and w hether or not they w anted  to change it. Most groups said 
thev d id n ’t w ant to change anything. However, when Rita opened up 
the discussion to the whole class, one girl said, "I think they should 
change it because they played the sam e melody over and over." "And 
whv should  they change that?" asked Rita. "Because it w as boring." 
George dem onstrated w hat could be done to take care of that: "You 
could change the rhythm." He also show ed them how one could get 
varietv by playing the same interval relationship but starting on a 
different note each time. (Field notes, May 30, 1996)

Standard # 8 (Understanding relationships between music, the other 
arts, and disciplines outside the arts):

Half the class made up sounds that represented things in the forest 
(thev had  just read a story about the forest): sounds of footsteps, leaves 
blown about by harrow ing w inds, wolves howling. The other half 
m oved in reaction to those sounds. Some students m oved quickly, 
others froze as though in fear, and  others walked slowly in circles (bent 
over, w ith  their noses close to the ground, as if through smell they 
could unveil the secrets of the forest). The class was quick to respond 
w hen asked w hat a sound represented or what a m ovem ent meant. 
"Now let's pick out w ords from the story we read and see if we can
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represent them  through sounds and dance." (Field notes, March 20, 
1996)

Standard #9 (Understanding music in relation to history and culture):

"So how  do you think they m ade music before they had any 
instrum ents?" asked George. "With their hands,” said Keith. "Yes.” 
"With their voices?" asked Mario. "Yes.” "With their bodies!" 
exclaimed Emma. "Yes, and what do you think those sounds may have 
been like?" "Like this," said Keith, drum m ing furiously w ith both 
hands on his thigh. "And what do you think they were trying to say 
w hen they m ade those sounds?" asked George. "They told stories." 
"Right, w hat else?" "They made music." (Field notes, M arch 26, 1996)

Summary

This chapter explores CAL's philosophy and goals and explains how these 

elements were presen t at Columbus Elementary School. First, the proposal is 

analvzed, then the workshops at Teachers College. Last, the program 's activities 

at the site are com pared to the proposal and the workshops to determ ine if CAL 

was indeed m aking its way into the school. In the next chapter, we will present 

outcomes and recom m endations for the future.
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Chapter VI 

OUTCOMES

Introduction

This study  explores how mentoring aided the im plem entation of a 

staff developm ent program  in the arts (The Creative Arts Laboratory 

[CAL]) at Colum bus Elementary School. While analysis was based on data 

collected at the site, data collected from other sources— interviews w ith 

CAL faculty and m entors assigned to other sites, m entors' questionnaires, 

and teachers' logs from all the participating schools—served to support 

the study 's outcomes.

This chapter presents the qualities that characterized the m entoring 

relationship at the site. Next, it describes the outcomes generated by the 

study, and then offers recommendations for the future.

Characteristics of the Mentoring Relationship 
at Columbus Elementary School

The tasks assigned to mentors vary from program  to program . 

Although m any people still believe that a m entor is no more than a 

cheerleader shouting encouraging words while his or her team struggles 

to break new records, successful mentoring is an art requiring more than 

the chanting of a few slogans or cheers (Busby, 1989). As evident in CAL, 

mentoring is a delicate and sensitive undertaking. By design and by 

invitation, a CAL m entor is a guest in someone else's classroom, there to 

model or assist, to plan or accept a teacher's plan—the dem ands constantly- 

changing from teacher to teacher, from day to day. In spite of this ever

present negotiation, CAL mentors are expected to focus on their goals: to
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assist teachers in adapting  arts-integrated lessons to the developm ental 

needs of their students.

Not only w ere these aims fully realized at Colum bus Elementary 

School, but in the pursu it of these goals, George engaged in practices that 

according to previous research characterize an effective m entoring 

relationship .

Sipe (1996) stated that the "key to creating effective m entoring 

relationships lies in the developm ent of trust betw een two individuals” 

(p. 7). She added that effective mentors

involve [their mentees] in deciding how the pair will spend 
their tim e together....make a commitment to being consistent and 
dependable...and recognize that the relationship may be fairly one
sided for som e time. (Ibid.)

George was aw are of the need to develop trust betw een him  and his 

teachers, and their testimonies indicate his success in this area: "George is 

w onderful w ith me and with the children"; "W ithout him, I don 't know 

what I w ould have done"; "He guides me gently w hen I need it, and 

leaves me alone w hen I w ant”; "I’m not afraid to fail, because I know he's 

there for suppo rt”; "He's really fantastic...if I forget som ething in the 

m iddle of a class, he's right there. He jumps in but in a such a nice way, 

never in an in trusive manner" (Interviews, 1996).

George involved his mentees in deciding w hat activities they 

would do in the classrooms. He spent prep time w ith all of his teachers, 

often following up  w ith  telephone calls or e-mail m essages to make sure 

thev were on the sam e page with him:

Oh, George is always at my door. Out on the street. If I’m coming 
back from lunch and he's leaving. He makes sure  we touch bases. 
(Interview, May 3, 1996)
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Another teacher said, "He'll call me Sunday night if he has to. He's 

very good that way. He w on't leave me w ondering w hat we re going to 

do" (Field notes, April 9, 1996).

Not onlv w ere teachers’ input considered in the activities George 

planned, but he carefully monitored the students ' reactions during the 

actual activity: "You have to see how the kids deal w ith it—are they 

responsive? Are they interested, bored?" (Field notes, May 1, 1996).

The teachers felt he "would be there for them, no matter what, no 

m atter when. He is consistent in his caring ways, his availability" (Field 

notes, Mav 2, 1996). No teacher ever said a d isparaging word about him. In 

fact, his outstanding  reputation had reached the ears of Year II teachers 

even before he began working with them. Year I teachers had already said: 

"George put a lot of time into this project. He helped me so much with 

lesson plans. He w ould type them up in the com puter. I have them all and 

I still use them"; "He's so reliable and easy to work w ith”; "The impact of 

George was verv positive and wonderful"; "I feel blessed having had 

George as a mentor" (Logs, 1995; Interviews, 1996). These teachers' 

experience had cushioned the process of gaining the trust of the Year II 

teachers.

George's aw areness that the m entoring relationship might be "one

sided for some tim e” also contributed to his effectiveness as a mentor. 

W hen Rita felt insecure about trving new CAL activities in the classroom , 

he accepted that, vet encouraged her: "You're doing O. K."; "It takes tim e”; 

"I see vou growing"; "You're learning to take over" (Field notes, 1996). 

Although his ultim ate goal was to em pow er teachers to be on their own, 

he d idn 't "m easure success or failure by reaching that goal— because it
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may not happen with certain teachers in X am ount of time" (Interview, 

February 20, 1997).

Egan (1986), and Schwarz and Switzer (1988) concluded that effective 

m entoring relationships were characterized by flexibility on the part of the 

m entor and by a reciprocal, give-and-take relationship in which both 

members of the pair benefited from the experience. George's m entoring 

practices were both flexible and reciprocal.

Narratives in Chapter IV give examples of George's flexibility. If 

teachers were not available, he did not berate them. Instead, he found 

other teachers to work with. When Letta w anted to change the direction of 

his lesson, he accepted it. W hen Doreen said, "Let's stay with the process 

and not have any preconceived ideas as to w hat the end result should be," 

he obliged (Field notes, May 7, 1996). When Sue Ellen used a different 

pedagogical approach from the one he preferred, he still offered his 

support. W hen Doreen's students were too stimulated after a field trip to 

respond to his planned activities, he turned her birthday into an 

im prom ptu CAL lesson.

To George, the m entoring experience was a two-way street, which 

supported the project's expectations. As the CAL adm inistrator said:

We are concerned about the teaching artist having a good 
experience and are verv invested in w hat they are learning 
themselves and how they can work in schools. (Interview, April 24, 
1996)

Although he was in the classroom as the expert, George believed he 

was also there as a learner. He never shied away from praising a teacher's 

work: "I would like some day to be the kind of practitioner she is" (Field 

notes, March 6, 1996). In fact, when asked w hat long-term effect CAL 

would have on him, he gave credit to the teachers: "I will be a more
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cogent, articulate, and flexible educator. I've had the opportun ity  to learn 

from many devoted and experienced teachers" (M entor questionnaire, 

1996).

Part of having both a learning and a good m entoring experience is 

feeling supported. George had established good relationships with the 

acting principal at Columbus Elementary School, the project director, and 

the CAL coordinator. There was no situation for which he could not get 

help, if he needed it, from one or all of these people. D uring an interview, 

he spoke of a particular instance that had prom pted him  to seek support: 

"Dr. P. and Dr. R. were there for me" (Interview, 1996). He also attended 

the regular CAL meetings to share his experiences w ith  other mentors, 

and was an enthusiastic reader of the CAL newsletter (see Apendix G). All 

this contributed to his positive experience.

Challenges During Implementation

While Colum bus Elementary School came across as an ideal site 

(the arts had been an important part of the school's cu lture for more than 

two decades), George faced challenges, or bum ps on the road, as he drove 

CAL through the school. Although classroom behavior tended to slow 

down the flow of a CAL activity, the data suggest that the real hazards to 

im plem entation were the "amount of time" the m entor could devote to 

CAL, com pounded by the commitment teachers had to other activities and 

programs, and differences in pedagogical style betw een the m entor and the 

participating teachers. George said,

Well, I w ould definitely like to have more time....I think there is 
a tension betw een this idea that we're som ehow changing the way 
we teach the world, trying to work on a new paradigm ...and yet, by 
the necessity of circumstances, we're forced to try to do that in a
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school environm ent that is not necessarily conducive to that. So 
we re trying to do this more open, explorative, in-depth kind of 
thing, and yet teachers have standardized tests that they are very 
concerned about and all the other stuff that thev have to 
do....Scheduling at Columbus Elementary' School is a nightm are. It s 
verv, very' difficult. They work very hard....I’ve seen the kind of 
dues that the adm inistrative assistant pays for trying to p u t that 
together. Still, there's a lot of squeezing in, and that's frustrating for 
all of us, and I th ink the program could be more effective if we 
could get past that. (Interview, February 20, 1996)

George's rem arks support what was reported in the field notes: "Sue

Ellen’s class was taking a test"; "Doreen's students were out on a field

trip;" "They had to rehearse for their graduation exercises"; "Sylvia's

students were taking a test. Last week they were too restless, so this makes

two weeks in a row that we haven't been able to work with them" (Field

notes, 1996).

George worked hard  at making his time at Colum bus Elementary 

School fruitful. W hen a teacher's class was unavailable, he tried to engage 

another class in a CAL activity, which was not always possible because 

"teachers were pulled in m any directions— from other program s or 

adm inistrative tasks" (Field notes, April 24, 1996). This frustrated him: "I 

w ant to work w ith all of them, but I'm only here three days a week. I can't 

accommodate them all if they don't cooperate" (Field notes, February 14, 

1996).

George was not alone in this sentiment. In fact, time seem ed to be a 

CAL m entor's nemesis. In the Teaching Artist Q uestionnaire, the question 

What is the greatest challenge that you have faced or still face as a CAL 

teaching artist? elicited the following responses: "Time"; "Not enough 

tim e in the schools"; "Insufficient planning time and research time."

When I interview ed other mentors and asked about the am ount of 

time they spent at their schools, they said they were there on an  average of
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five hours a week. This, they said, gave them  little elbow room in which 

to work with the teachers and, in particular, to do the necessary planning:

The planning time with the teachers is as im portant as the actual 
activity. It's a time that teachers get to think, to invest in the 
program , to create: "Oh, we can do this, or we can do that." And 
teachers need to spend as much time doing that as they need. 
Because that’s w here they can change their thinking. Because that's 
where they can find solutions to integrating the arts into their 
program , into their curriculum...[But] m entors don't have enough 
time, because there are other things that need to happen.
(Interview, 1996)

However, a CAL faculty m em ber felt that most mentors in her 

discipline understood the time dem ands of their job and m anaged that 

quite well. When vou are involved in a project like CAL, w orking in 

schools, "you do the job, whatever it takes," she said (Interview, May 3, 

1996).

Year II teachers at Columbus Elementary School were cognizant of 

the time problem. Doreen, Sue Ellen, and  Rita had mentioned that from 

the onset thev were "unaw are of the am ount of time CAL would dem and 

from [them]" (Field notes, June 10, 1966). Rita cited this as her reason for 

not continuing to use CAL during Year III: "It took too much time" 

(Interview, Mav 1997).

It was clear that managing their tim e vis-a-vis the im plem entation 

of CAL, concerned these teachers:

You spend two hours on M ondays at TC doing those w orkshops. 
This is after you've worked a full day  already. You get home late, 
vou have to cook dinner, you have to correct papers. The next 
m orning vou’re back in school. You w ant to do what you learned, 
but it's hard because the kids have to take this or that test. If it 
w eren’t for George, I don’t know w hat would happen. You don 't 
have time. And you're expected to reflect on what you've learned 
and keep those logs. When? It’s a little overwhelming! (Interview, 
May 3, 1996)
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Data suggest that being open to new ideas, to process-oriented 

teaching, and to collaboration was im portant to the incorporation of CAL 

into Colum bus Elementary School. In other w ords, when teachers openly 

embraced CAL’s pedagogical approach, they only needed to learn how to 

incorporate the arts, as was the case with Doreen and Letta. In many wravs, 

this m ade George's work less complex. On the other hand, when teachers 

tended to be more traditional, they needed to reconceptualize the role of 

teaching before thev could learn how to integrate the arts into their 

curriculum . This was the case w ith Rita, Sue Ellen, and Sylvia to a great 

degree— although Sylvia was less traditional in her teaching style than the 

other two. It was, perhaps, the kinds of students she had that determined 

how she dealt with them and how she approached various activities in 

the classroom.

W ith teachers who conformed to this traditional mold, the process 

of integration, of mentoring, was definitely harder. With Sylvia's 

students, George had to adapt his plans to the needs of this special 

population, which was, of course, different from the needs of students in 

other classrooms. While Rita's children were "not used to the active, 

experiential learning that CAL promoted" and at first had "trouble 

expressing their views on w hat thev were learning," eventually they 

show ed marked im provem ent in their com m unication skills. Sue Ellen's 

class often spent their CAL time practicing for a performance, and the rigor 

of this "affected students' behavior" (Field notes, 1996).

George did not try to push or impose his way of doing things; 

rather, his aim was to help transform teaching behavior through the arts, 

and then to integrate those arts into other subjects. While his openness to 

w orking with all teachers, w hether or not they came from his same
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pedagogical space, and his flexibility in adap ting  to different needs were 

commendable, this created a subtle conflict. The more diversity in 

demands, the m ore time required to prepare.

During Year II, George spent three days a week at the site, contacting 

his teachers in the evening during the w eek, and on Sundays, attending 

the weekly CAL workshops at TC and the  m onthly meetings. He had 

expressed feeling "burned out" during Year I, when he had put in a lot 

more time on the project (Log, 1995); now , because of other professional 

and personal com m itm ents, he could n o t see himself increasing the 

number of hours he was devoting to CAL.

In spite of the challenges, George believed that, ultimately, all the 

teachers came out w ith a "sense of the value of process and creative 

activities in the developm ent of critical thinking skills" (Questionnaire, 

1996).

O utcom es

The central question guiding the research was: In a site involved in 

a standards-based, arts-integrated, arts-correlated staff development 

program, how is mentoring used to effect program implementation? T h is 

section will a ttem pt to answer the question.

After attending a staff developm ent program and then 

returning to the classroom, teachers face the same old issues: discipline, 

overcrowded rooms, not enough time to  cover basic curricula. As a result, 

the energy needed to try something new  is spent dealing with these 

problems. If they can muster the courage and the focus, teachers may try to 

incorporate a few of the newlv-leamed ideas into classroom activities. 

Typicallv, w hat is reported is that they tend to wait until "there is more
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time to plan,” until they "have had a chance to digest the new concepts," 

when "perhaps the students will be more receptive" or "the classes 

smaller" (Field notes, 1996; Interviews, 1996-97). With a m entor in the 

classroom, however, the story changes. Teachers are forced to look 

im plem entation squarely in the eye. A CAL adm inistrator said it 

succinctly:

The m entor provides that constant nudge, otherw ise you 'd  pu t 
it off until tom orrow. But when the m entor is there at your 
doorstep saying, "W hat are we doing today?" you just do.
(Interview, April 1996)

Incorporating a m entoring component into the design of CAL was 

seen bv one teacher at Colum bus Elementarv School as
j  «/

a stroke of genius on the part of the writers of the grant! It’s 
w onderful to be a participant in the workshops and  then have 
a m entor who can guide, encourage, and nurture you while you 
attem pt to im plem ent some of the newly learned concepts. (Teacher 
log, 1995)

There are many exam ples of successful program s that use 

m entoring to bring about professional growth in business (Caldwell & 

Carter, 1993; Gaskill, 1993) and in education (Egan, 1986; Paisley, 1990; 

Talbert, 1992; Sullivan, 1992; Valadez & Duran, 1991). However, the 

literature show s no staff developm ent program aimed at integrating the 

arts into a school curriculum  with mentoring as the centerpiece of the 

program  design. In this sense, CAL has broken new g round—indeed, "a 

stroke of genius."

Supporting previous research (Busby, 1989; H am ish  & Wild, 1993; 

Paislev, 1990 ), data from this study indicate that m entoring prom oted 

professional growth. At Colum bus Elementary School, George, the 

participating teachers, and the students agreed that the CAL m entor was 

indeed the "nudge," the im plem entation catalyst. They agreed that,
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Figure VI.

Columbus Elementary School: 
Mentoring as a Catalyst to Implementation

M entor

George: Without a mentor "very 
little wouid [have happened) in 
the classrooms."

Jimmy tin Sylvia's room;: 'We 
can't do anything when you're not 
here. You've got the instruments." 
Students' responses to "Do vou do 
CAL when George is not here?”: 
"\'o"; "We re busy": "We had to 
prepare tor the test": "We nave to 
wait for vou."
Emma i In Rita's room): "We do other 
stuff."
In Sue Ellen's room: "We watched 
the video...and then we 
practiced."

Rita: "I couldn't have done it 
without George."
Svivia: "It's hard to do it on your 
own."
Doreen: "How to use things in the 
classroom wouldn't have come as 
creatively as it did."
Letta and Sue Ellen: "[CAL 
happened] because of our 
working with George."
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w ithout the mentor, CAL w ould have had a harder time making it into 

the classrooms. Figure 6.1 show s how data were triangulized to support 

this notion.

George said that w ithout a mentor "very little would [have 

happened] in the classrooms" (Interview, February 1996). Among the 

teachers, Rita believed that the mentor was "the best part of CAL...I 

couldn't have done it w ithout George." Sylvia said that "having a mentor 

made a difference. It's hard to do it on your own." Doreen said that she 

"would have tried some of the things that [she] saw  at CAL, but the piece 

of how  to use things in the classroom w ou ld n ’t have come as creatively as 

it did." Letta and Sue Ellen attributed the success of their CAL activities to 

"working with George" (Interviews, 1996).

And the students concurred. Jimmy, a student in Sylvia's class (see 

Chapter IV), believed that with the musical instruments we brought CAL 

along everv week. Without us, he felt, there were no instruments and, 

therefore, no CAL. Mv notes reveal that w hen I asked other students in 

different classrooms if they did CAL without George, the responses ran 

along these lines: "No"; "We're busy"; "We had to prepare for the test"; 

"We have to wait for you” (Field notes, 1996). Emma supported these 

reactions. She told me that, without us, they did "other s tu ff  (Field notes, 

May 22, 1996). Only in Sue Ellen's class did I hear that the students were 

involved in CAL activities when we were not present:

We watched the video and then talked about what we could  
improve, and then w e practiced and practiced. But, they (she 
pointed to Claire, a classmate) were not doing the dance right. They 
kept making mistakes, so we had to watch them until they got it 
right. (Field notes, May 15, 1996)
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Another student in this class said, "Miss Monroe (Sue Ellen) had us 

practice the raps over and over." However, according to George,

"practicing for a performance [was] not the same as doing CAL” (Field 

notes, May 1, 1996).

The fact that arts disciplines outside of the mentor’s area of 

expertise were not as a rule incorporated into a teacher's curriculum, in 

spite of the teachers' attending workshops in those disciplines, further 

indicated that mentoring facilitated the implementation of CAL at 

Columbus Elementary School. In Chapter V, w e saw  that Letta felt she 

could have done more in "the other arts" had she had mentors in those 

areas. Doreen agreed that a mentor in theatre and the visual arts would  

have helped:

I don't want to sit [at the workshops] like I sit in a college course 
and have to figure out, "Wow, how am I going to use this in the 
classroom?"....I need it individualized to m y needs. That's where 
the mentor comes in. I leam by watching and doing. I don't learn by 
sitting dow n and hearing you talk. (Interview, May 3, 1996)

Rita, Sue Ellen, and Sylvia agreed that it was "hard to do the other

arts without a mentor" (Field notes, June 4, 1996). Yet, in Sue Ellen's

room, there were plenty of signs that the visual arts, dance, and music

were being integrated into the curriculum: a paper mache whale,

bookmaking, dancing, and playing to raps. In spite of these

accomplishments, at a CAL session she expressed her desire for "a CAL

mentor in every one of the arts" (Field notes, June 10, 1996).

When the frequency of the mentoring interventions decreased or

w hen the interventions were missing altogether, CAL activities decreased

and, in some cases, disappeared from a teacher's classroom—another sign

that mentoring facilitated the implementation of CAL at Columbus
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Elementary School. During Year ID, Rita reported not having included any 

of the CAL ideas she had used the previous year: ’CAL took too much 

time." Also during Year III, Sue Ellen and Doreen found them selves 

"willing to use the arts but, because [they were] now cluster teachers, still 

trying to figure out a way to do it." Sylvia had not m anaged to get "the 

easier" class she had expected so that she could work more freely in the 

arts. The result was "little or no CAL." Only Letta still used CAL on a 

"somewhat regular basis" (Teachers’ interviews, 1997; M entor interview, 

May 1997).

W hile the reasons for the changed practices during Year III varied, 

all the teachers had one thing in common: the mentor w as no longer at 

their doorstep week in and w eek out saying, "It's CAL time"; his attention 

was diverted to Year III teachers. Time and scheduling conflicts made it 

impossible for him to support Year II teachers in the sam e manner as 

before.

The fact that m entoring w as the link to im plem entation at 

Columbus Elementary School cannot be generalized to other sites. 

However, data from other sources seem to indicate that m entoring is an 

important part of implem entation. When asked to rank the follow ing  

CAL com ponents in order of importance (Content Standards, Teaching 

Artists [mentors], Teacher Journals, Instruments and Other Teaching 

Materials, and CAL sessions at TC), 90 percent of the respondents placed 

Teaching Artists at the top of the list. One mentor wrote:

Consistent presence in the classroom by the m entor means a lot 
to the teacher and kids. The teachers are very concerned about being 
abandoned in mid-stream and feel that this is the rule with most 
programs, not the exception. ( Log, 1995)
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George said that a "mentor's presence in the classroom makes a 

difference between a haphazard attempt and a systematic approach to 

implementation" (Interview, December 1996). This point of v iew  was 

shared by others.

A teacher from another school agreed that the mentors were 

facilitators of learning for both teachers and children: "The mentors really 

provide the support system  needed to make the program work. You don't 

feel that you're left on your own to carry the program out" (Reflections on 

CAL, 1995-1996). And the principals agreed. A CAL administrator said:

Principals are very impressed with the mentors. They know that 
the teachers...some of them have been to a lot of other kinds of 
professional developm ent programs and they have not seen  
change. So they know something is different about CAL, and the 
mentor com ponent is what makes a big difference. (Interview, April 
24,1996)

In answering the research question: In a site involved in a standards- 

based, arts-integrated, arts-correlated sta ff development program, how is 

mentoring used to effect program implementation? , the data suggest that 

at this site

(1) mentoring was the key to implementation; (2) the mentor's discipline 

tended to be incorporated into the curriculum— disciplines outside of the 

mentor's area of expertise tended to be ignored; and (3) when the 

frequencv of the mentoring interventions decreased, or the interventions 

were missing altogether, CAL activities decreased and, in som e cases, 

disappeared from a teacher's classroom.

Recommendations for the Future

CAL's intention is: (1) to expose classroom teachers to the 

disciplines of dance, music, visual arts, and drama; and (2) to help these
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teachers develop an integrated, arts-correlated curriculum via strategies 

that take into account that learning at its best is active and exploratory 

(Dewey, 1958; Piaget, 1972); that students construct knowledge based on 

information they already have (Shapiro, 1991; Vygotsky, 1987), and that 

education must aim at developing higher order thinking skills, because a 

truly educated person is one who has mastered the art of critical thinking 

(Halpem , 1990; Pogonowski, 1987).

Mentors are expected to keep CAL's philosophy in mind as they 

translate workshop experiences into activities that are developm entally  

appropriate for each teacher's class. As suggested by the data, at Columbus 

Elementary School, im plem entation rested "heavily" on the mentor. This 

meant that the mentor’s presence affected the frequency of CAL activities 

in the classroom. It also meant that the arts discipline represented bv the 

mentor tended to be incorporated into CAL activities, sometimes to the 

exclusion of others.

In light of that, future arts-integrated staff development programs 

would do well to train a mentor in all of the arts disciplines, not just in 

h is/h er  ow n area of expertise. This would guarantee that all of the arts 

would have an equal chance of being integrated into a teacher's 

curriculum. When this issue was addressed at a CAL session, one teacher 

suggested "having a different mentor, in each of the arts disciplines, every  

few months" (Field notes, June 10, 1966). However, this solution has a 

downside. As Sipe (1988) discovered, it takes at least six months to build 

trust between mentors and mentees, and this trust is an important 

ingredient in an effective mentoring relationship. Consequently, my 

suggestion is to give mentors the tools to bring all of the arts to a teacher's 

classroom, not just h is /h er  specialty.
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Even teachers without previous background in the arts are 

expected to integrate all of the arts into their curriculum. They gain the 

knowledge that w ould facilitate this process though staff developm ent in 

the form of workshops or mentoring interventions. Professional artists 

w ould do well to receive staff developm ent that w ould give them the 

knowledge to work in arts disciplines outside their ow n.

Because the data so strongly support the role o f the mentor in the 

implementation of CAL, I recommend that future staff developm ent 

programs in the arts (1) offer practical support, in the form of mentors, to 

help teachers translate theory into practice; and (2) that teachers commit to 

a program for its duration so they can benefit fully from a mentor's 

presence.

A mentor can determine where teachers are in the 

"implementation stages" (Guskey & Huberman, 1995) and in their "stages 

of concern" (Lieberman, 1991)— information that w ill help a mentor’s 

work and ultim ately benefit implementation. W ithout a mentor, teachers 

must rely on workshops alone to im plem ent a new idea in their 

classrooms. This can be very frustrating for the teachers and, as a result, 

they may reject the staff development program altogether.

When teachers are not committed to a program for its duration, 

there is a tendency for them to revert to their old w ays once the frequency 

of interactions w ith the mentor dim inishes or disappears. As w e saw in 

Chapter II, change happens slow ly (McLaughlin, et al., 1990). Therefore, it 

is important for teachers to remain active participants throughout a 

program's duration; change is not likely to occur in a year or less.

But, staff developers beware. Even if a mentor works with the 

same cadre of teachers throughout the life of the program, there may still
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be barriers to implementation. According to George, planning between  

mentors and teachers before the school vear gets under wav w ould  remove 

many obstacles:

I wonder if w e can som ehow work out a mechanism whereby 
there would be contact between mentors and prospective teachers in 
August....The teachers often don't know what this is going to be 
about, how this is going to work, if it's going to work. They don't 
know what this is, except what they've heard from their 
colleagues...if w e could meet with them in a planning, in a 
formative position, instead of in a retro position. They've already 
mapped out the year in a way. (Interview, February 20, 1997)

I agree that advance planning would give both mentors and

teachers a sense of what lies ahead and take the edge off implem entation.

As w e saw in Chapter II, Richardson (1994) believes that change is directly

related to the involvem ent of the teachers in planning the innovation.

Incorporating new ideas that a teacher has not vet had the time to digest

could slow down progress. Therefore, to future arts-integrated, arts-

correlated programs, I recommend a preplanning seminar or time before

school actually starts where teachers and mentors have the opportunity to

talk about expectations and to plan a course of action.

Although CAL is designed to address national and city standards for

arts education, most participants at Columbus Elementary School did not

agree on, or understand, the role that standards were supposed to play in

CAL. George was not convinced that they were a viable reform strategy,

and the teachers agreed that standards were irrelevant to the goals they

had set up for their students. Yet, standards were reflected in the teachers'

activities. This reminded m e of a story a friend once told me:

When Juan was a little boy, his mother told him she w as taking 
him to the doctor to have some X-rays taken. Since he had had X- 
ravs taken before, he was not worried. But, suddenly, he found 
himself not in front of an X-ray machine but in a room filled with
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white, bright lights and doctors in surgical masks. Next thing he 
knew, he was awakened by a discomfort in his lower abdomen. 
"They took your appendix out," his mother whispered as he fell 
into a stupor induced by the lingering effects of the anesthesia. For 
years, he told me, he hated going to the doctor because he was afraid 
they were going to "sneak som ething out of him without his 
knowledge."

Juan's astonishment at having his appendix removed parallels the 

surprise the teachers felt when they realized they had been using standards 

all along; they had participated in something without their full awareness. 

It is true that flexibility has been an important issue in dealing with 

standards. The project director said:

You have to be consistent with your philosophy. If, when you 
teach music or visual arts, you act one way, and then you take a 
book out like the Standards and you say, "O.K., you have to believe 
in this. You must do it this way." You can't do that. [Teachers] either 
believe in it because they see some meaning in it in terms of their 
behavior and experiences in CAL, or they don't. (Interview, 1996)

But it is important that flexibility does not embrace confusion.

Accountability' is at the heart of the of the National Standards for Arts

Education (Ravitch, 1995), and no mechanism was set up at Columbus

Elementarv School to achieve "systemic accountability." For most

participating teachers, standards remained a daunting document, one that

yvas "only referred to once at one of the workshops," an "obscure

proposition," "like the in-laws you have to be nice to even when you

don't w ant to" (Field notes, 1996).

These feelings about standards supports Shere's (1995) findings. In

her research to determine if visual arts standards reform efforts affected art

education practices in two elem entary schools (one of them a CAL school),

Shere reported:

Schools that do not have art curriculum and assessm ent 
resources and trained arts specialists to help decode the standards at
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the school level have the potential for great difficulty in making the 
arts standards accessible to the art and classroom teacher, (p. 219)

She added that

the reform of teacher education on the many levels necessary to 
equip both the classroom teachers and art specialists with the skills 
they need to utilize art standards will be difficult at best, even if 
university decision makers adhered to the philosophical concept of 
standards to represent a viable reform strategy, (p. 221)

Students learn differently and at different rates. They are not em pty

vessels that can be filled with know ledge from the outside. Instead, they

construct know ledge based on experiences they already have (Dewey, 1958;

Mitchell, 1950; and Shapiro, 1991). In CAL, having firsthand experience in

an arts-integrated curriculum and the time to reflect on what they were

learning before standards were explained served teachers well. Other

programs should take note of that. A llow teachers to learn and reflect on

their know ledge before presenting something (in this case standards) that

might interfere w ith the learning process.

Future programs should also realize that through standards, schools

have the potential to form partnerships that will support the study of the

arts

If our young people are to be fully educated, they need 
instructional programs in the arts that accurately reflect and 
faithfully transmit the pluralistic purposes, skills and experiences 
that are unique to the arts— a heritage that also deeply enriches 
general education. What happens in the school will require the 
active support of arts organizations, trade and professional groups 
in the arts, educational organizations, performers and working 
artists. Without question, the standards presented here will need 
supporters and allies in improving and changing how arts 
education is organized and delivered. But they themselves contain 
the potential to act as a lever on public perception and teacher 
preparation as well, to change education policy at all levels, and to 
make a transforming impact across the entire spectrum of
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education. But only if they are implemented. (National Standards 
for Arts Education, 1994, p. 16)

Through CAL, partnerships were formed between teachers and 

mentors. These collaborations brought the arts into the classroom s and 

integrated them into other subject matter. To continue the trend that CAL 

has started, to abolish once and for all the "isolated arts experiences" that 

most students have, a great deal of restructuring must take place at the 

university level. Arts education departments must collaborate with  

general education departments to bridge the gap that historically has 

separated them in terms of teacher training. If the arts are to plav a major 

role in the education of children, not only as separate entities but as 

vehicles to facilitate all learning, collaboration between specialists and 

generalists needs to occur. When teachers and specialists are trained to 

work together through the arts students can learn problem -solving  

techniques and experience the type of learning that w ill be long lasting:

Courses in the arts should be part of every child’s basic 
schooling. They shouldn’t be cut as if they were nonessential 
luxuries....In the short time I taught, I saw that arts education could 
help young children feel good about themselves and about their 
accomplishments. When they played a new song, or recited new  
lines, I saw their self-esteem  grow, and discovered that personal 
growth and learning go hand in hand....Research show s that arts 
education is our real stealth weapon against crime, illiteracy and 
mediocrity. I am now  aware of the "B" word— the budget. But I am 
also aware of the consequences of the "C" word— com placency. 
Without a strong education in the arts, our entire society shall be 
poorer and weaker. (Hamlisch, article in The New York Times, 
February 16, 1997)

Future research should focus on docum enting what kinds of 

professional developm ent services have successfully helped classroom  

teachers integrate the arts into their curriculum—and the focus should be 

on how implementation was facilitated. This could be accom plished by
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collecting profiles of schools and districts from around the country that 

have adopted interdisciplinary arts programs.

Schools that have participated in CAL should not be ignored. They, 

too, should be the subjects of future research. Their progress should be 

followed up and documented. It w ould  be valuable to the health and 

future of interdisciplinary arts programs to establish how  these schools 

have fared after CAL. In particular, the following questions must be asked:

(1) H ow are teachers continuing to integrate the arts into other subjects?

(2) What kinds of collaboration have they formed with arts specialists at 

their school? (3 H ow  is curriculum in and through the arts determined? 

(4) What kind of feedback or support do teachers receive from their 

principals in integrating the arts? (5) What kind of professional 

developm ent program in the arts are these teachers still involved in? and 

(6) What kind of support do teachers feel they need to keep the arts alive 

and connected to other subjects in the classroom?

It is m y hope that the thick, descriptive data generated from this 

research are used to help teachers, specialists, and program designers in 

the developm ent and implementation of interdisciplinary arts programs. I 

also hope that this research will generate a trove of future studies. Arts 

educators agree that the arts are important to our developm ent as human  

beings. But it is clear that bringing the arts to our schools is a complex 

process that cannot be left in the hands of the policy makers alone. These 

folks are not aware of the efforts and the resources required at the school 

level to put the arts at the center of the reform m ovem ent. Only when  

resources are matched to the culture of an individual school do the arts 

become an integral and effective part of that school. One by one, school by 

school, w e can create a national quilt of schools committed to raising the
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consciousness of our students in and through the arts. Individual practice 

rather than general policy is the solution for bringing the arts to the 

forefront of education.

Final Thoughts

In schools and society, the creative arts are media that serve us as 
bases for perceptual explorations, acting as expressive agents for the 
projection and clarification of thought. They are media of 
expression w e use not as a substitute for verbal and other means, 
but because they serve needs for the transmission of thought not 
met by other communication processes. (Pogonowski, 1995)

From the beginning of civilization, mankind has communicated its

beliefs, hopes, and fears through the arts; therefore, knowledge in the arts

can provide us w ith knowledge of human history. Because of their lore

and the vocabulary they provide for our discourse in society, the arts

belong in our schools. To gain a better understanding of themselves and

others, students m ust learn to converse fluently in the language of the

arts. Unfortunately, educators have not valued the arts as resources of

knowledge, and for decades the arts have been absent from the school

curriculum. When the National Standards for the Arts first came onto the

scene, arts educators cheered. The arts would finally get the recognition

they deserved. They w ould be taught sequentially, with the same

seriousness and rigor w e give to the study of mathematics, geography, and

the sciences. Standards, however, did not account for the wide disparity

between policy and practice. Good intentions are not enough to bring the

arts out of their step-child role in education. As we have seen in the

research conducted by Shere (1996), "arts provision remains a personal and

isolated affair" (p. 216). Her results support prior research (Fullan &

Stiegelbaurer, 1991; Goodlad, 1964, 1984, 1994; Stake et al., 1991), which
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indicate that reform efforts must be adapted to the needs and resources of 

the individual school.

CAL not only recognized the need to bring the arts into the schools 

but it acknowledged that the needs of every school and every teacher w ere  

different—seeing the role of the mentor as a translator, someone who 

would interpret the program's ideas to suit those unique demands.

In addition to transforming a school culture through the arts, the 

program has m ade som e indelible changes in the participating teachers. 

Sylvia said:

It is m y feeling that a large percentage of learning that goes on  in 
schools involves the creating of "shields" of information. These 
shields block us from ourselves. Teachers and students depend on  
fact output and intake and, consequently, lose sight of individuality  
and creativity. The Creative Arts Laboratory seem s to be calling out 
to teachers and students by saying, "Hey, look inside yourself. That’s 
where learning lives!" I feel that CAL offers a chance to learn 
through the energy and experience inside us, and helps us teach 
children to understand and love them selves as they discover their 
own creativity. CAL teaches us to remove the shield and look 
within. (CAL reflections, 1996)

Sue Ellen stated, "CAL changes teachers...and when you change 

teachers, you’re bound to change children" (Field notes, June 10, 1996).

Letta said: "Because of CAL, I now believe there are no boundaries in what 

students can learn (Interview, June 1996). Rita saw changes in her students 

as a result of their CAL experience: "They are able to analyze more what 

they are doing” (Interview, May 2, 1996). Doreen felt that CAL validated  

her process-oriented approach to learning: "I don't like rigidity. I like to be 

flexible....[CAL] is not a blueprint, it's not etched in stone. It's going w ith  

what the kids are able to do" (Interview, May 3, 1996).

These teachers' stories of transformation are supported by remarks 

made by Year I teachers at this site. One said, " We have learned to change
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our own classrooms into discovery and exploration of the arts of dance, 

art, and music." Another said, "Process has become m ost important to me 

since becoming a Creative Arts Laboratory participant" (Teachers' logs, 

1995). Yet another stated:

CAL solidified everything that I have been taught and made it 
more of a w hole. Som eone mentioned this in connection with  
something else— that w hen you take water and flour and you make 
bread, you can't pull the flour and the water apart. This is what I 
feel CAL is: the bread for me. All the ingredients came together, and 
I feel there is a w hole product there. (Interview, May 14, 1996)

The Columbus Elementary School teachers’ positive reactions to

the program were supported by teachers from other sites. The following is

a typical comment:

The way in which the Creative Arts Laboratory has most affected 
me is by giving m e the ability to see the teaching/learning of every  
art form as a process, and thereby to plan lessons that encourage 
students to create and really have ownership of their work. It has 
freed me of the need to know a particular art form before being able 
to teach it. This year, I found myself learning about the arts right 
alongside my students. (Reflections on CAL, 1996)

Summ ary

This chapter explains that the mentoring relationship at Columbus 

Elementary School had all the characteristics of a successful alliance, and 

that the challenges faced by the mentor and the teachers during the 

implementation journey were time and differences in pedagogical 

approaches. In answering the research question, the data suggested the 

following outcomes: (1) mentoring was the key to implementation; (2) the 

mentor's discipline tended to be incorporated into the curriculum—  

disciplines outside of the mentor's area of expertise tended to be ignored; 

and (3) when the frequency of the mentoring interventions decreased, or
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the interventions were m issing altogether, CAL activities decreased and, 

in som e cases, disappeared from a teacher's classroom.

The study ends with the follow ing recommendations: In future 

arts-integrated, arts-correlated staff developm ent programs, m entoring 

should be part of the program design and mentors should be trained to 

bring all o f the arts to the classroom, not just the mentor's ow n  

specialization. In addition, when these programs are based on standards, 

they should clearly articulate how standards will guide their practices, but 

allow a tim e of practice and reflection before standards are presented to 

teachers.

This study supports the hard work of all those who have 

contributed or are still contributing to the CAL project, and hopes that the 

data and outcom es will be of help to others involved in similar programs 

or studies.
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April 20, 1996 

Dear CAL Mentor:

As part of my doctoral dissertation at Teachers College, I’m looking at the 
relationship between the CAL mentor and the classroom teacher. I would  
appreciate it if you would take a few minutes to complete the enclosed 
questionnaire and send it back to me in the provided stamped before May 20.

If you have any questions, feel free to call me at (212) 875-4598.

Thank you for your assistance.

Sincerely,

Lorenzo Martinez 
c /o  Bank Street College 
610 West 112th 
Mew York, MY 10025
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MENTOR
QUESTIONNAIRE

Name (optional):__________________________________

1) a) When did you join CAL?

b) How long do you anticipate staying with CAL?

2) a) How do you view your role as a teaching artist in the classroom?

b) What are you actually doing?

3) What is the greatest challenge that you have faced or still face as a CAL teachin 
artist?

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

4) What do you think is the long-term effect that CAL will have

a) on you?

192

b) on the teachers?

c) on the students?

5) Rate from 1 to 5. in order of importance, the following elements of the CAL 
program! 1 being the most important, 5 the least important):

content standards _____

mentors _____

teacher journals _____

instruments and
other teaching materials _____

CAL sessions at TC _____
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Appendix B 

SAMPLES OF FIELD N'OTES
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F ield  notes taken during a VISU A L ARTS W orkshop  
O ct. 6, 1996

The room was set up. W hite paper; a tray containing three prim ary 
colors plus white; a sponge; and two big brushes waited at every 
seat. Students sat down. I rem ained standing, talcing notes, since 
there were only enough places set for the participating teachers.
L.L. sat down and asked students to gather around her. She started
dipping the brush in paint while she said: "What can paint do?"
Student I: "It can drip."
Student 2: "It can mix"

L.L. demonstrated both things. One of the students said; "a 5 year old 
w ill not sit still to watch a dem onstration. They must be engaged, 
involved from the beginning." L.L. agreed.

L.L. then asked students to explore shapes and lines and told them  to 
sit at their places and experim ent with the amount of w ater they 
added to the paint. Teacher w alked around the room m aking 
students articulate what they w ere doing.

LL: "How did you get this color to come through?" 
student: "I added more w ater."
LL: "How did you create that color?" 
student: "I put blue and pink together"
LL: "And how did you get the pink?" 
student: "I mixed red and w hite."

L.L. said: "This is the process you must follow with young students: 
make them articulate their choices.w hat is happening on the page. 
Don’t ask them: 'WHAT IS T H A T?’"

L.L. explained that the reason for the big brushes was that ch ildren  
tend to draw rather than pain t with smaller brushes. L.L. helped the 
class articulate some of the decisions the students were involved in 
while making their paintings The responses were:

"which color to use"
"how m uch water to use"

"how to fill space (paper has boundaries)"
"what comes out of a teacher's mouth."

R eproduced  with perm ission  o f the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

195

L.L. tried to get the student who made the last comment to explain 
what she meant. "Teacher m ust be aware of what he or she is telling 
the students and how that is helping or hindering the artistic 
experience," student said. L.L. nodded her approval. This led to a 
discussion about how to ask a child about his or her painting. "'Tell 
me about your picture,’" L.L. said, " is different from, is that a bird?"

L.L. then asked each student to look at his or her painting and to 
think o f  something the painting brought to mind, a feeling, an event. 
This brought the class to a discussion about representational art. L.L. 
said: "sometimes the m aterial gets you to the idea, sometimes it’s the 
other way around." In o ther words, "after you paint you may think 
the painting reminds you of the wind. O r you can start painting with 
the w ind in mind and try to capture that with the art m aterials. This 
representational thing, som ething standing  for something else is not 
alw ays done by the very young children , particularly at the 
conscious level. A very young child doesn 't always start with a house, 
or a chicken or a cat in mind. But the results may inspire him to say 
'here is a dog.' "

L.L. had xeroxed an article on children 's art written by Judith Burton 
and asked everyone to take a copy on the way out. She also 
recom m ended a book for those who w ere interested: Experience a nd  
art: teaching children to paint  by Nancy R. Smith: Teachers College 
Press, 1993.

Before the class was over, there was a discussion about what to do 
when a student is not pleased with his or her artistic results. "One 
way around that", L.L. said, " is to ask another student, tell me 
Johnny, what do you like BEST about M ary's painting?" Teacher 
claim ed that this will alw ays elicit a positive response about a 
studen t's work and helps the student feel better about his or her 
w o rk .

A fter the class was over, we went back to Horace Mann.
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Field notes at Columbus Elementary School 
April 24,1996

In  Rita's Room

Rita's class had gone to the park earlier that day. She asked them to talk about 
w hat they had seen. Their responses varied: "Big trees," "Benches,” "Branches 
w ithout leaves," "Droopy branches." The answ ers came m ore easily than 
usual.

Rita still has trouble controlling the children. I think it’s really her rather 
than the children. The children's behavior I don 't find so unusual. True, they 
are fidgety, talkative w ith one another w hen they've been asked to remain 
quiet. But the problem  is really w ith the exercise and the teacher's 
expectations. The exercise goes on too long and dem ands too m uch of the 
children. The teachers insists that the children remain perfectly attentive 
throughout. They can't.

Emma still refuses to participate. W hen the dass was d iv ided  into small 
groups, and each student wrote a representation of their sounds, she sat there 
and did nothing. I still don't know w hat's going on w ith her. W hat makes 
her tick?

Each child had to go up to the board, post his or her representation and then 
play it to the class, having each child take a turn at doing this is a good thing, 
bu t again it takes too long and it's hard for these kids to sit still.

Rita really w ants to understand (needs to understand) w here she’s going w ith 
this. George lent her a book, which she read over the vacation, about spiral 
curriculum , and process-oriented instruction. She's eager to embrace the 
philosophy but is not comfortable enough to make decisions on her own. I 
don 't believe this has anything to do w ith the material. I th ink she is still 
uncomfortable about being a teacher. She relies heavily on George for ideas as 
well as for the actual instructions. He's there in the classroom  doing, not just 
inspiring or supporting.

In Letta's Room

Letta treats her children very lovingly, and the results show . The students in 
her class behave quite well. At the beginning of the period, the class was 
sitting in a circle and she was talking about a student w ho had been absent 
and had returned  to school while Letta was on jury duty. The kid was very 
upset and had had  a "terrible day. Letta suggested that perhaps next time, 
someone in the class could call him to w arn him if Letta was going to be out
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on the dav he was returning to school. She then asked a student if she would 
agree to do this, someone who had volunteered in the past to do something 
sim ilar.

While she was handling this issue, a couple of students at the other end of 
the circle started talking and being fidgety. Letta called their attention, and 
immediately, they became quiet. "This is not how  I expect you to behave 
while I’m talking to one of you," she said softly.

We started the music exercise. The students were first asked to close their 
eyes, to go back to the playground and then to imagine an experience they 
could have in a playground. "I slide down a slide and fall in the water." "I 
ride and ride on a horse." Letta wrote on a flip chart all the responses. Then in 
groups of fours, the students had to choose som ething from the chart and 
represent it with sounds m ade with their bodies. As each group took a turn, 
the rest of the class listened and then tried to guess w hat it was the group was 
trying to represent. The class seemed to enjoy the activity judging by the 
enthusiastic responses. An hour had gone by the students were still quite 
engaged in the activity.

In  Doreen's Room

Doreen has definite ideas as to what she wants to do in the classroom with 
her students. This morning, she wanted them to try the keyboard. George had 
som ething else in mind, but when she insisted, he went to get the keyboards 
and came back with two of them. He placed one in the middle of a circle the 
students had formed, and left the other one inside the box. Each student was 
then asked to go to the keyboard choose a sound, punching the num ber in for 
sax, or piano, or organ, etc. and then to experiment playing something. Most 
seemed eager to do this. A couple of them, however, were too shy, but Doreen 
insisted. "You m ust try it," she said. They did.

After we finished with this, we went back to the exercise we had done the 
week before. We had both groups perform to show  w hat they remembered. 
They seemed pleased at w hat they had accomplished. We reminded them 
that thev were going to deal with the three C’s again today:

Collaboration

C om prom ise

Critique.

I spoke a lot more to the class today. I'm participating more as a teacher in 
this class, giving suggestions when I find them appropriate. In the past, I felt
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this was not my roie, that I w as there only to help George and the teachers.
But since I have worked closely with these students, and I knew some of the 
problems they encountered, I felt I could talk to them  about collaboration and 
com prom ise:

Before they commented on the performances, Doreen had asked them if they 
understood w'hat a critique was. "Remember," she said, "a critique is not a put 
down." Their responses were articulate:

A student said: "A comment about what you see th a t can help the artist make 
his piece better."

Another student responded: "reaction to a work w ith  suggestions for 
im provem ent."

It seemed they had explored this issue before.

W hen Group One had perform ed, one of the students commented that he 
wasn't sure "what the dancers were doing at one point. I couldn't teil if they 
were sleeping or playing or what?"

When Group Two perform ed, one student com m ented that the conductor 
had given excellent cues to the musicians and that she seemed to have 
followed the dancers very wrell.
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F ield  notes taken  at a TC workshop on Oct. 13, 1996

George and Dr. P. cam e in together, each playing an instrum ent. Each 
handed the instrum ent to a student and asked the student to start 
playing. Dr. P went over to the piano. She started to play the CAL 
them e song. G eorge kept on retrieving instrum ents from  the back 
and bringing them  in, handing them out to different students. Class 
now started to  sing the theme song while students p layed on their 
in s tru m e n ts .

N.R. conducted the students, urging them to give m ore, both with 
their voices and  their instruments. After the song concluded Dr. P. 
asked the class: "W hat is CAL?"

Kevin said: "W hat is the question?"

Dr. P.: "CAL. Now that you’ve had a week of thinking about, o f  being 
involved with CAL, if  . anyone comes to you now, a fellow' teacher, 
your principal, if  this person asks you, 'Hey, Joe. tell me about CAL.’ 
W hat would you say?"

Student: "It's a way of integrating the arts into the curriculum ." 
A nother student: "It's a way of nurturing everyone's natural ta len ts.” 
Third Student: "It's a lot of collaboration."
Fourth student: "A lot of what you said and did rem inds me of what
Oprah W inffrey  w ould call em otional education .”

Dr. P. expressed her appreciation for both, CAL being considered 
em otional education, and for her being compared to Oprah. "She’ll be
our guest next M onday." she said jokingly.

Dr. P. continued: "Often we separate thinking from feeling. Getting
our bodies and m ind integrated into everything we do is our purpose
here. W e're going to bathe in and relax into the arts. Eventually we'll 
integrate the arts together. The final step is integrating the arts into 
the core curricu lum ."

She added: ”It is perfectly natural to have a preference for a 
particular art. That's O.K. So, if you find that you really enjoy the
music part, o r the dance part, that you really can't w ait to do theatre.
Fine. We, as teachers need to have experience in all four so that you 
find m eaning in all o f them and bring them into the classroom . As a
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result, kids may get the notion. 'Gee. maybe I'll becom e a dancer like 
Lauren, or a guitar p layer like Michael or Sam."'

Dr. P. continued: "Evaluation has been a thorn in schools. 'Teach for
the tests.' That has to change. Sam and Sharon have very special
attitudes and skills about a new approach to determ ine what is going 
on in the classroom . T hey won't sit in the back of the room taking 
notes, judging you. T hey  will be participant observers, helping you 
in the classroom. They will want to know:
• W hat your p e rcep tions are
• How CAL im pact on the school, or the school impacts on CAL.
• How teachers feel about it
• or. how m entors feel about it

I have come to love them  both and I'm sure that as time goes on. I'm 
going to love them even more. I want them to talk to you now.

Sam and Sharon w alked to the center of the class. Sam spoke first.
Sam: "I want you to think of us as an extra pair o f hands. W e are
there to get our hands 'd irty .' Sharon reinforced Sam ’s m essage that 
they were to participate , to help the teachers, not to judge. A fter 
Sam and Sharon fin ished talking to the group, one o f the students 
wanted to know w hat was T C ’s commitment to this project.

Student: "I know people who were in this program  last year, what 
happens to them ? W e've been in so many w onderful program s and 
then they are dropped."

Dr. P. : "We don't want to abandon you. We know that's what
norm ally happens. W e are relentless in our efforts to constantly
improve and get support. It's a money issue. We want to be in every 
school."

Another student: "Are you coming to Brooklyn? W hat is your criteria  
for choosing schools. Do you work with kids with problems or kids 
w ithout p ro b lem s.”

Dr. P.: We work w ith everyone.

Third student: "I w asn’t even aware that CAL was in my school last 
y ear."
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Dr. P.: "We started late last year. We already learned som ething. We 
didn't meet with your principals as often or as soon. W e want to 
keep you going as long as we can. We are not thinking o f this as a 
short term project."

A student: "Is it your intent to have people return to have workshops 
like Lincoln Center?"

Dr. P.: "Not quite. We work well with Lincoln Center because we have 
similar goals but we are also different. You will have a teaching artistw C
working with you. Lincoln C enter doesn't spend that much time with 
you in the classroom . ’’

Dr. P. now asked Group I to stay in the room for a session in music 
and Group 2 to go across the hall for a session in dance. I followed 
group 2.

DANCE SESSION

The instructor was L.B. First she apologized for not being around for 
the first session the week before—she had been at a conference, 
doing a workshop. Then, she tried to put everyone at ease.

She said: "I'm a learner, both as a student here at TC and as a 
teacher. As a teacher. I’m constantly  learning from my students. I 
want you to know that I w on’t do anything here that will make you 
feel em barrassed. I am here to enable and to em pow er you. I want 
you to know that you have the right to be here, to renew yourself, to 
hear your own voice. We will always start in a circle exploring ideas. 
Let's see, what dance experience do you have?"

Student: "Social. We dance a lot. I'm Puerto Rican.”

Another student: "I’ve had experience with Buto dance (a form of 
Japanese dance). This is very abstract, slow motion. Often 
participants wear white faces."

Third Student: "I’ve learned to do African dances."

Teacher: "As you see. dance takes place in different settings: social 
contexts or cultural. It can be culturally coded. Dance is feeling, 
thinking, and. motion. Dance is a cognition. Dance is learning."
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Teacher continued: "I'll be asking you to do m ovement ideas w ith me. 
Never alone, but in groups. M ovement is made up o f action. A ction is
made up of verbs. W alking is a verb. I’m first going to have you walk
through this room . Try to keep an equal distance between you and 
every person you walk near to. You can walk in any direction, 
forward, backw ards, sideways. O.K.?"

Students proceeded to move through the room as instructed. L ater, 
teacher told them they were to basically do the same. This tim e, 
however, she to ld  them that they could change the pace: fast, 
medium fast, slow , or very, very slow.

After this exercise, teacher showed the class how each part of the
body moved. She showed a neck roll: how the elbows can bend; how
the body can move forward, back and all around at the waist; how 
the shoulders can go up all the way to the ears, how the fingers can 
move quickly, how the wrists can roll. etc. W hen teacher finished 
with this dem onstration, she said that she was going to teach the 
class a dance using parts of the body. The different body parts were:

r i b s
v e r t e b r a e

r a d i u s
u l n a

f e m u r
c l a v i c l e

ph a l a n x e s
s c a p u l a
pelvi s

Each part of the body had a specific movement that went with it. 
Teacher dem onstrated first and had students imitate her. The w hole 
exercise was done first sitting down, later standing up. T eacher 
showed another movement exercise using the letters O I C U in that 
order. Each letter was called outloud as the m ovement that w ent 
with the letter was executed. After learning this, teacher asked them  
to do the w hole exercise backwards (retrograde).

Teacher: "There's not ju st one way of solving problems. Som etim es 
you can do som ething from the end to the front."

The last exercise was "sculpting in clay, or sculpture garden" C lass 
divided into pairs. Person A became the sculptor and person B the
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clay. Sculptor was supposed to gently guide clay into a particular 
pose, which clay had to hold. Clay's role was to be m olded. He or she 
could not resist sculptor's m olding. At the end, all the sculptors 
w alked away from the garden and enjoyed the sight.

Teacher asked the pairs to change roles. Sculptors becam e clay and 
clay became sculptors. This tim e, teacher asked sculptors to give a 
name to their sculptures. "Rodin's The Thinker." was one reply. "At 
the Beach," was another.

W hen class was dism issed, I overheard several com m ents.

"That was great." "Fun." "I w ant to teach my students the body parts 
dance ."
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Appendix C 

PARTIAL TRANSCRIPT 
OF 

INTERVIEW WITH GEORGE
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This interview took place on Feb. 20. 1997

L: What is it like to be a CAL Mentor?

M: Well, my experience has been positive because it's varied and in a sense it's open- 
ended. Those ideas are connected to the fact that you’re going to work with a specific 
teacher and her or his specific curriculum and her or his specific kids, like I do. like most 
of the people involved with this do. But no two people are the same. Even if you have the 
same sort of rough...I don't want to say rough draft.. There’s a certain series of tool- 
building steps that I might do, for example, a certain progression of elements in order to 
facilitate the kids and the teachers working in this way...showing the teachers how to help 
facilitate the kids. There's a loose set of things you want to do. but beyond that everything 
fits into the kids and the teachers and the teachers' curriculum and the teachers’ 
temperament.

L: What are the joys of being a CAL Mentor?

M: Well, when it works, it’s super! And I guess Til have to define working by ...seeing the 
kids making discovery, seeing the teachers make discovery, seeing the teachers interact 
with the discovery process of her kids. You know, the teacher takes pride in the 
accomplishment of her pupils, specially those teachers who already lean towards 
discovery -based learning. They love to see their kids do that. They love to come across 
new things themselves. With that kind of people, it makes kind of sense to them that they 
do that with their kids because that's the kind of people they are. So. you know, that's 
great, and I share in that too. So there's the joy. number one. And number two, when I see 
the teacher get an idea, put it together with whatever degree of input, and then make it go 
with the kids. Well, that's super, 'cause that's why I'm there. That happens to varying 
degrees. I don't know if I would measure success just in that way, but it certainly makes 
me really happy when I can withdraw from the process, yet the process goes on. I always 
understood that to be the ultimate goal. Although, again. I don't necessarily measure 
success or failure by reaching that goal, because it may not happen with certain teachers 
in x amount of time. But movement along the path towards this actually being a reality, 
devoid of my presence, that's what makes me happy. And like any teacher. I just get off 
by seeing the kids do the light bulb thing.

L: Are there any frustrations in being a CAL Mentor?

M: Well. I think, there’s probably frustrations on two levels. It's just like anything, I 
couldn't possibly say that it is frustration free. I guess, as I think about it. two levels. 
Number one. just...can we say ?...every day nonsense. You know, stuff that happens. 
Somebody doesn’t show up. We're going to do this, suddenly schedules change, 
somebody is in a bad mood. There's sometimes when the kids really need something 
really different and there's a funny tension. "Well, it’s CAL time, so we need to force the 
issues." I guess. But that's not a big thing. It's everyday reality. I would say. as far as 
bigger piece frustradons. probably the biggest thing for me, the thing that I usually feel 
frustrated by is the rime thing. Not just that...I feel that it becomes very difficult to 
do...really looking at the curriculum piece, and looking at the art piece, and doing some 
creative work, and doing the reflecting in our week...and having rime with the teacher, 
even if it is a little more than an hour a week, that's frustrating.

L: So if you had control over that, what would you do to make it different, to make it 
work for you?
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M: Weil. I would definitely like to have more time. I think there is a tension, and I think 
we've talked about this before, certainly something that I’ve talked about before. In 
journal # 1, if you read that. I’ve...I think there is a tension between this idea that we re 
somehow changing the way we teach the world, trying to work on a new paradigm, that 
we’re trying to do it in a different way. and yet. we're by the necessity of circumstances 
forced to try to do that in a school environment that is not necessarily conducive to that. 
So, we're trying to do this more open, explorative in-depth kind of thing and yet still 
teachers have standardized tests that they are very concerned about and all the other stuff 
that they have to do...and scheduling. [CES’s] scheduling is a nightmare. It's very, very 
difficult. They work very hard. I mean...I’ve seen the kind of dues that Stella pays for 
trying to put that together. Still, there’s a lot of squeezing in, and that's frustrating for all 
of us. and I think the program could be more effective if we could get pass that. And I 
think it is really a lot to expect, and maybe we don't even know this, maybe we don’t have 
the right to pursue this, although I believe it to be true. But, it's really a lot to expect the 
teachers say, "allright. I'll kick back and let this happen and won't worry about all the 
stuff that my administrator says that I have to cover. I’ll have the faith that I'll cover it 
here and get done what needs to be done." That's a lot and teachers are...not that people 
have necessarily expressed this, but it is my sense that people are afraid...and I don't 
blame them. And number two. it's connected to this, if you can control the time. I wonder 
if we can somehow work out a mechanism whereby there would be contact between TA's 
and prospective teachers in August. In other words, yes...and this is a difficult situation. 
The teachers don’t know often what this is going to be about, how this is going to work, if 
it's going to work. They don't know what this is. except what they've heard from their 
colleagues, which may or may not work for them. If we could meet with them in a 
planning, in a formative position instead of in a sense in a retro position. They’ve already 
mapped out the year in a way. I’m sure most teachers have not said "this is what I'm going 
to be doing March 23." but most teachers know what they need to do next year...and 
worked out a progression of events. And if we could be in on that progression of events, 
perhaps it could be not only more effective planning in terms of arts integration and 
interdisciplinarity, but it could be more effective in terms of creating a model whereby it 
may be more obvious to the teachers that...."I see that by following this thread I can cover 
everything I'm expected. I’m responsible to cover and yet still have this." In a way we 
have two things going on at the same time, and that's difficult.

L: You talked about the tension between our wanting to change the way we teach in 
schools where the expectations are different, where teachers are expected to follow 
the status Quo. Do you feel that for a program like CAL to succeed, it is important 
to change schools first.

M: Well, as a practical reality that's not going to happen. I mean if it was a pretend world. 
I could say. "allright, let’s try it a different way." We need to have everyone involved in 
this kind of decisfon. For example, the parents need to be consulted. How would a parent 
feel, if they suddenly got a note "oh, and by the way. your son or daughter is now in a 
new experimental school, and everything is going to be different now. Our experience 
indicates that this is going to work much better. " Some parents may not want that. 
Certainly, it’s going to take...and I don’t know what is involved. You know they have 
those charter schools, or something, I don’t know what they are called. But those schools 
where they say, "O.K.. the situation got so bad in terms of the score or something, we'll 
give you half "a million, you do your thing to see if you can turn it around. We'll stay off 
your back." But are they going to take [CSE] which is not a bad school and do that? So, I 
guess rather than the whole revamping what we do is....a middle ground would be to 
work within the school with the CAL'teacher Cadre or the present year, then you’re 
talking five teachers, and to try to find the flexibility to allow these five teachers to work 
in a different way. And then you have last year’s five teachers working in a different way,
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and all of a sudden you have a pool built up and then they can make a more informed 
judgment in that school as to whether or not they want to do this in a radical...by that I 
mean an absolute shift. I know it has been frustrating for the teachers, and I know for 
Stella as the administrator, who is with the program supportive of the program and who 
knows what needs to be done. And it’s been frustrating for her to tell other CAL teachers 
her fellow CAL teachers, "Well let's see I have your prep here, I got your lunch here. I 
got your this here." So, that's been difficult. And I think that's a place where the principals 
can help us beyond their support of the program....or their signing off on grants, which of 
course, helps. Their having us in their schools, which is not an easy thing to do. You 
know, I appreciate that. It’s their schools, it's not our schools. It takes a certain amount 
of...what’s the right word?...a belief in yourself.

L: Have they tried to help in that area, the principals that you've worked with?

M: I have not worked with my new principal in a direct way, although I know she is a big 
supporter. You know she came in mid-way. I did try some last year with the assistant 
principal and we didn’t get too far. And I've talked about these issues a lot with Stella, 
who is the administrator responsible for all this. And, we've managed to come up with 
little things here and there. "All right, we can move this one’s prep by twenty minutes." 
Little things that she can do. she just takes on the responsibility. "I’ll just deal with the 
repercussions later." And it that sense...she doesn't have to do that....it’s not her job. But 
she thinks it’s worth it. That. I think would be, if it can somehow be worked out...fully 
cognizant of the complexities of it. I think that would be a good thing. There’s a message 
to that too. "We, as an institution are trying to do something different. We re going to 
make some kind of a leap to another place.”

L: What would you say to a new CAL Mentor to prepare him or her for the CAL 
experience?

M: You’ve got to be flexible. You've got to remember why you’re there. You have to be 
secure in who you are and what you do. I think you have to be very patient. Right now, 
I’ve got a situation which is really very testing of that, and it takes a lot...at least for 
me...maybe for other people is easier. Sometimes, it takes a lot of patience. Don’t be 
afraid to speak the truth, but know when it’s the right dme to speak the truth. Sometimes, 
it’s better to keep your mouth shut. Although when somebody asks you something, be 
honest. I think it’s really, you know...you are an example. You really need to set an 
example. You’re there to do all this modeling, you know. So. modeling is not only what 
you do when you’re teaching a class. It’s what you’re doing when the other teacher is 
teaching a class, what you’re doing in the hallways. It’s always, in a certain way it’s 
always being on. You know what I mean by that?

L: Absolutely.

M: And that's why sometimes is very exhausting.

L: How would you prepare a new Mentor to deal with the frustrations that you 
mentioned before? Time, etc. You talked about schools being accepting of the 
programs but not allowing the teachers to have the flexibility ...to do the kind of 
thing....

M: I must say that allow is a word that has to be defined.

L: Yes.
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M. Because the schools want to. It's that the odds are against it. If you have 60 teachers, it 
just becomes...you change one teacher and the whole house of cards comes down. It’s a 
nightmare. I don’t know what the solution is.

L: So, how would you prepare a CAL mentor for that challenge?

M: I don’t know that you can. It’s a very difficult thing. I think...I think you have to 
probably be very selective. I think you have to have people for whom those kinds of 
things can be more or less natural behaviors . And then, this is at the top of my head, and 
then, by sharing experiences....not the faculty telling you how it's going to be, but by 
sharing the real experiences: "this is what I did, etc.” And by keeping open ways of 
communication. And that's also a tough thing. And we have the meetings, and that serves 
in one way. I guess I often found my own ways of dealing with that stuff. I tended to go 
talk to one or two of my fellows, or talk to Nath. I guess what I’m trying to say is...you 
can't teach people who otherwise are not so inclined to begin with. I think, probably 
trying to find people who are so inclined, which is a complex thing to do. of course, is 
one piece. Sharing real experiences, rather than saying "this is what you need to do" and 
let people sort of come up with their own set of guidelines, is another way. Certain key 
points, maybe, need to be made clear if the program is to be defined. And when we 
started out, it really wasn't defined, in a certain sense.

L: What does music mean to you?

M: To me, personally ?

L: Yes.

M: To me, it's life's force, it’s part of who I am. It's one of the ways I go in the world. Was 
and continues to be... in my career...although now is more....well I use it in a different 
way that I did when I was playing all night.

L: Based on what it means to you, how do you use it in the classroom?

M: I think I use music in the classroom in a couple of different ways, just as I use music 
as a musician in a couple of different ways. When I'm doing my trio and I’m playing my 
art music, you know, that's mostly an expression...the aesthetic objects, that kind of thing. 
When I'm playing, specially in an improvised setting, I’m not necessarily using music as a 
means to exploring an idea in that same kind of way that I might use it in the classroom. 
But ultimately. I suppose it is the same, really. You take something in and you’re putting 
something back out. Music is based on what's come in and filtered and then gone back 
out in your life. It’s not someone else's music. It's not something that comes out of your 
brain devoid of any experiences. So. in that sense is similar. But what I’m doing with the 
kids, mostly is using music in a specific context, exploration...so there’s the creative...how 
should I say...there's a little more deliberate explorative nature to what I do. It's...in a way 
it's not so different, but the mechanics of it are quite different. They're just mirroring 
life...and in this case life may have to do with a Japanese garden, which we are looking at 
now. Their life, which is their life in school, or my life which is my Iife...I mean...when 
we do a set, for example, with the trio often we do an encore based on audience 
suggestion. And then were doing the exact same thing with children. Someone will say 
"New York subways." (interview continues).
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INTERVIEW QUESTION'S 
used tor first interview  with George 

and with m entors outside 
Columbus Elem entary School

1) How did you get involved with CAL?

2) W hat kind of training did you receive?

3) What is vour professional background and how did that help vou with 
CAL?

4) How do you see the role of the mentor?

5) How im portant do you feel the role of the m entor is in this project?

6) How did vou work with your teachers to prepare your curriculum?

7) What kind of assistance did vou get if and  when you needed help?

8) W hat was vour greatest satisfaction, your best moment with the project?

9) In what wav has your experience with the project last year changed you as 
an educator?
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INTERVIEW QUESTIONS
used for second interview with George

a) What is it like to be a CAL mentor?

b ) What are the joys?

If you were to tell a new CAL mentor what to expect, what would you say?

a) What is music to you?

b) What are some of the ways that you've used music to explore other areas of the 
curriculum?

How do you begin your lesson plans?

a) How do you describe the pedagogy that you use when you work with kids and 
music?

bj How do you think CAL would describe the pedagogy it advocates for working 
with kids and music?

What were some of the "unexpected" lessons that you feel you have learned by 
doing this kind of teaching?

Based on vour experiences, what suggestions would you give to a new CAL 
mentor to prepare for this kind of teaching?

a) What does learning mean to you? How did your cocenpt of learning change 
after your experience with CAL?

b) As a CAL mentor, how do you measure your teachers' learning?

c) Your students?

a) Given the unpredictable, and usually the exuberant results of the kids’ sound 
explorations, what kind of management issues do you feel teachers and mentors 
new to this process should be aware of before starting?

b) In terms of helping the teacher with classroom management issues, what do 
you think the role of the mento should be?

c) What has worked for you? Do you have any concrete examples?
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d) Based on your experience, how do you think a new mentor should prepare to 
deal with these management issues?

10) a) In the CAL model, there is an emphasis on groupwork. how do you feel this 
approach facilitates learning?

b) What kind of management issues arise when you use groupwork?

What kinds of management issues come up when using group work
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INTERVIEW QUESTION'S FOR TEACHERS

1) Why did you become a teacher?

2) How long have you been teaching?

3) What is your educational philosophy?

4) Where did vou train to be a teacher and how did your training influence 
your philosophy?

5) Have vou ever used the arts in the classroom beiore< if so how?

6) How do you feel about working with CAL?

7) What do you get out of the workshops?

8) What do you think about the mentoring component?

9) What do you think would happen if you didn't have a m entor w orking 
with you in the classroom?

10) What's the best thing that has happened in vour classroom as a result of 
CAL?
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STUDENT QUESTIONNAIRE
used in follow -up interview  with Emma

1) What are your favorite school activities?

2) Wliat are your least favorites?

3) W hat kinds of after school activities do you enjoy?

4) Who  are your three best friends in your class?

5) Do you ever meet with them  after school?

6) What activities do you like to do w ith your family?

7) What CAL activities did you enjoy doing last year?

8) WTiat CAL activities do you enjoy doing this year?
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INTERVIEW QUESTIONS 
used w ith  CAL Faculty

1) W hat is CAL's philosophy to you?

2) W hat do you think the role of the CAL mentor is w ithin that philosophy?

3) H ow  are the mentors chosen?

4) Did you meet with other CAL faculty to develop criteria for mentor 
selection?

5) How' are the mentors trained to take CAL's philosophy to the schools?

6) How are the mentors supported in their work?

7) How is the number of hours a m entor spends in a school determined?
'  L.
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1994-95 ANNUAL SCHOOL REPORT
NEW YORK CITY BOARD OF EDUCATION

Pricciuai

32 WEST 922TD STREET 
NEW YORK. N.Y. 10025

Chancellor's Statement:

(212) 67S-2S23

I The 1994-95 Annual School Reports are being issued to tell the citizens o f N ew  York about the progress o f ± c  children in our public
I schools. Tnese reports, one for each o f  ± e  schools in die New York City public school system, show how smdents are performing on 
! standard tests and how then achievement compares with die aahonai avenge m reading and mathematics.

! Our task is to prepare our students to take them place in a world full of challenge - a worid which will demand great dungs o f  those
j  children when the'/ become adults. Since me world ’will demand high achievement o f  these students, we mo must demand high achievement.

! This Annuai School Report is intended to provide information about the performance of students in this particular school. I hope you
J  will examine me tnrormanon in tins report car;hilly, and I hope this review wili snmuiare conversation and dialogue about how best to 
! improve performance of mis school. We must all safve for continuous improvement, and I hope that this Report will stimulate interest ar.c 
! lead to action. Workms toeether. we can make sure that each chiid in New York receives the kind o f educanon he or she deserves.

Rudcich F. Crew, Ed. D. 
Chancellor

Principal's Statement:
M P  is die recipient of many special grants and projects. It is the oniy school in NYC to be in the Seifcome Project.

It is one o f nine schools in the Creative Arts Laboratory and one o f 15 schools in the Instrumental Music Initiative.

M l  has an active Scnooi-3ased Management Committee. The Reading Committee has published its own handbook for teachers.

The Office of Educational Research compiled this report mom central databases and information provided by this school’s principal. 
Throughout the report, NVa  indicates rhnr information was not available or did not apply to this school.

School Description

What are some important statistics for this school?

Grace levels: PreK through 5

This Schcol All Schools*

Number ci students, October 199*: 
Number cf students, March 1995 : 
Average number of students in d;

Kg through grade 3 :

Grades 4 and ue :

752
744

25
N/A

Students' average daily attendar.be "  
Teachers' average days absent 
Ratio of students to computers 
Percent of students who started 

and finished the year in this school

Suspensions (per 100 students) 
Incidents (per 100 students)
Percent of students promoted_______

87.3 90.5
N/A 7.3

29 to 1 15 to 1

78.9 73.9

2.0 1.5
0.1 0.7

98.3 973
* Throughout fas report all schools refers x  ail elementary schools in 
New York City.
** The attendance sxrdard for elementary schccis Is 90%.
*** No Information is available as X how the computers are used.

Eierr.' 1.03.084-1
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School Description (continued)

What support does this school receive from parents?

During the 99-1-95 icncoi year seme o f  the parent acnvines at this 
school were:

PTA neecrgs:
Classmen vciuneers: an;
Assistance n the rsrar/, ccrcuccrg scrcci tours arc 
neicirg wtn scecai everts.

What support does this school receive from com m unity  
organizations/agencies?

There were rtc oata onr/tcec cn this scrcci's crganizancn/agsrr/ 
oarrersncs.

W hat special academic programs are available to students 
in this school?

This scrcci's sceca scscerr.c programs rcucec: A -nacre: crcgrsn. arc a 
cssr taring srcgrHTTi.

W hat non-academic programs are available to students in 
this school?

Durrs the '991-9= scrcci year. 3ns scrcci's rcn-acacemc accvttes 
Incucec: 5cc.cs tearrs arc a rcmai ccrfic: rescluccr. oregmn.

Teachers and Other Staff

W hat are the experience and educational background o f the 
teachers in this school?

This Scrtcci All Scrccis 
__________ Percent_____Percent

Fuiiy licensed enc permanently
assigned :o this scncci 59.1 81.3

Less than 2 years in the scncci 9.1 13.2

Mere than 5 years teaching 70.9 74.2

Percent Masters Degree cr higher N/A 73.4

Student Information

What student groups are in this school?

Beicw are me numbers and percentages o f  some srucer.t grcuns in this 
scbooi. Scudents may be mciudec :n more man one group.

~hs Scrcci All Scrccis
NurCSr * 3er~ar** — ?®fC2rT

Resource Rccrn ’ 27 3.5 2 3
Scecai Ecucaccn ~  2S 5.1 5.7
Limited English Prcficem

(L=P) 191 25.4 15.0
Eligible for Free Lunch N/A 73.1 75.0
Recent Immigrants within 2 yrs. of

arnvaf in the U.S. ~= 10.4 11.1
Stucents living outside of

scrcci's regular enrcilmerrr
area 2*“ 4 — — n 4

•  7ce cancers n me tane accve cone com caterer: sourzss mar these
cn cage' arc therefore nay ret -af.se me same tctais cr percentages.
* Resource rccrn screens are general ecuoaccr ascems .vrc -ecsive
auoorememar/ rsoucccr n a scecai-ecueaccr -escurce mom.
”  Scecai ecuoaccr soicers -ecaive -res: c: treir rsoucccr r caeca;
ecuoaccr cassrccms.
*** ~r.s arges: -cr-5rg::sr arcuace crcuc r tris scrcc: S Sr-NISH.

What ethnicity and gender are the students in this school?

“■’is Scrcci 4ii Scrccis 
^Lfrcsr * êr c s ^ r ?°rc2rr

White 55 9.1 17.4

Slack 22S 31.3 25 5
Hispanic 402 35.2 37.3
Asian and Others' or o ■* 9.2

Male 257 4S.9 4S.3
Femaie 259 507 s i c
t  The accve tacie cces net ncuce ere -uncerganen stucerts. In accccr. the 
numcers :n the tacie cone hem cifferert scurcss than trcse cn cage * arc • 
therefore may ret rsfiecthe same totals cr ceres mages.
* Ctrers ncucss 3acnc Islancers. AJaskar N eaves anc Anercar .'rears.

What percent of the students in the school received honors 
by the end of the school year?

Numcer Percent
Academic Hcncrs N/A N/A
Attercarce Honors N/A N/A

What are the schools to which most of this school's
graduates were admitted?

Por-srt cf
Scrccis Sere District Scrcci Gracuares '
WILJAM CSH5A Mar 03 C44 31.3
JOAN CF ARK Mar 03 847 1 7.5
ECCK5? * WASHIMGTCM Mar 02 0=4 ': 3

£!sm * 1.03.084-2
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Student Achievement
W hat percent o f the students m et standards set for academ ic performance by >'ew York State and by the Chancellor?

In 1994 and in 1995, ail New York C ity  public schools were required to meet standards for student performance set by N ew  York 
State and by the Chancellor. N ew  York State set minimum standards for student scores m reading and mathematics. Chancellor's 
standards were set for all students to improve in reading and mathematics (growth o f  one year for the middle and the high scoring 
groups and more than one year for the low scoring groups), and for students who are limited in Fnghsh- tanguage proficiency (LE?) 
to improve their Fngfish language acquisition. Table I shows this school’s performance in relation to the N ew  York 5 cate minimum  
standards; Table 2 shows this school's performance in relation to die Chancellor's improvement standards.

Table 1 Percent of Students Meeting New York State 
Minimum Standards in 1994 and 1995

0RP Reading *• V

i 43-2%

Grace 5* J

"J ✓

Grade 3* | “ 1 9 9 4

PEP Mathematics 57.7% B 1  9 9 5  |

Grade 5 " i
I

0% 20% 40 %  60% 30%  1 0 0 %

7ns syrrcci icentrfas me eercent of samaras in me scncc: recured to meet each ssncarm Fcr -seeing, grace 3 = 53%. pace 5 = 55%. grace 3 = 35%;
Fcr Math, grace 3 = 75% and grace 5 * 70%.

' These starcarcs may to genera education stucents. acucng .•escurce man smceras. tesec ar gram 3 arc accve.

Table 2 

DRP Reading

Percent o f Students Making 
Required Improvement on Chancellor's Standards in 1994 and 199:

LowScoring Gap**
1 - 25 % de

Hdde Scoring G ouT
2S-74%ie

Ugh Scoring Gum"
75 - 99 % 1e

U S
English Language Acquisition—

CAT-5 Mathematics
Low Scoring from “
1 -25%]e

Mode Scoring G a p  "  
25 - 74 % fe

rtgn Scoring Gtoup ”
75 - 99 ".fe

449%

h — r : ---------- i 4 5 %
^7

j
I

•S7

7sn%
!•&»

f
I SS%  

i 53u8%

S7
| 343%

•w
........  "" ' " “ |4oe%

77.3%

Z 1994  

■  1995

0% 20% 4014 60% 80% 100%

This syrcccl identifies lie percent of students in the scticci rscuired to meet earn standard. For racing arc mathercarcs He rsquirec percsrt fcr lie  
lew scoring group is 70%, lie  middle sccring grcup is 50% arc the high sccnng group is 50%. Fcr Engnsn Language Acaasittcn 50% cf the LE? 
studeras is requirec.

"  These standards apply to general education students, inducing resource ream students. Scnocl performance is net ccrrcuad .f fewer man 20 smcems in a 
group were tested for two consecutive years.
*** This standard applies a  general education and resource rccrn LE? stucents. Scncci performance is .net corrected if fewer Iran 20 LE? stucents were tessd .

Eem 1.03.084-3
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Student Achievement (continued)

Mathematics
The rryw-.de resting program in •nath includes two difreranr m ss. rfae 
CAT-5 and the Performance Asscsmcnt in Marfa. (PaM). The CAT-5 
is a muinpie choice test given to students in grades 3-3. The ?AM is 
designed :o see how weil smdenrs solve compiex marncraancs 
problems and explain their answers :o die problems. The PAM is 
currently given to students in grades 5 and The graph and rabies 
beiow snow this school's smdenrs" results for each o f these tests ana a 
total umh score based on heir combined scores on both tests.

What percent of the students in this school are performing 
at or above the natioaai average on the CAT-5?

Reading
What percent of the students in this school are reading at 
or above the national average in English reading and at or 
above the atywide average in Spanish reading?"*

ico - 
90 i
ao - 
to -

to - 
to

"94. "92 "94. "35
1C2

NO.

'e s se  272 250 273 m

’ The nrgisn reeding test .s 7 e  Degress :f Reading Power. The ELE 5  
Examen oe Lecxra en Escafci; is fTe reading rest fcr LE? saicena .vrc 
"ecstve reading msmxccn r. Scanisn.

"  Induces rascurce ~c~. su cen s  arc LE2 sucens wr.c were n a r  Engiis'i- 
iarguacs scrcci s/stem fcr 2 cr mere years.

* Incucss resource rccm sarents arc LE3 sn x en s  fsstec in Engu&n.
“  LE? smtiens tested cn Tie lartsiaiea version cf "tie CAT-5 .n e.trer 
Scansn, Haitian Crecie cr Chinese.

How well do students in this school perform on the Performance 
Assessment in Mathematics (PAM)?

Each year students are given three problems to solve. ?AM is scored 
in terms o f  hie level o f skill (high, medium or low) students show in 
solving each problem. Beiow ire die percentages*** of stucents who 
showed high or medium skill leveis on each o f the PAM prcbiems of  
1995.

Percent cf S te e r s  Shewing 
Skills Measured Hicn cr Medium Skiil Leveis

1SS;

Grade 5:
Problem i, Muffi-Step Profciem Sciving 
Problem II, Reasoning 
Problem 111, D a s  Irterpretaacn

Grade 7:
Problem I, Measurement/Geometry
Problem II, Reasoning
Problem III. Data Interpretation______

tnisfacncci

Si
89
71

N/A
N/A
N/A

All Scrccis

55
80
75

38
50
63

*** Percent cf saicents induces general ecucsscn, resource rocm, ana LE? 
students testec cn Engisn and translated test forms.

What percent o f students are performing at or above the 
estimated national average on both the CAT-5 and the PAM 
combined?

This Scncci All Schccis
1994 1S95 1994 1995

Tctal Math Sccre - Grade 5 N/A 42.4 N/ A 54.0
Total Math Sccre - Grade 7  N/A N/A 52.0 4g.g

Other Indicators
How well do students in this school perform on the state social 
studies and science tests?

This school's average raw scores -in comparison :o citywids 
eerformance axe shown beiow.

Th is Scncci All Scrccis
• cgi iocs 1004. iccc

Sccal Studies Program Evaluation Test
Grade 5 N/A N/A 37.3 37.5
Grace 3 N/A N/A 40.3 40.3

Science Program Evaluation Test
Grade 4 - Content 18.3 16.0 19.5 17.8

Skills 3.0 9.0 9.5 9.3
Manicuiative 22.0 25.4 25.9 27.3

What are the outcomes for special education students who are re
evaluated d-i-tiug the school year?

A goal o f  special education is to move students, when appropriate, 
into general education. Two indicators of progress toward fans goal 
are: 1) the percent of special education students who are mainstreamed 
(instructed with general education studems in art. shop or academic 
subjects) and 2) the percent o f  special education students who axe 
decertified (moved from special education to a less restrictive 
environment or from special educacooresouroe room into general 
education classes on a fuil-time basis). The percent o f special 
education students meeting ±ese goals are shown below.

Tnis Scncci All Schccis 
Percent Percent

Mainstreamed
Decertified from Scecai Education 
_______ from Resource Rccm

0.3
0.0
0.0

16.5
1.4
7.0

Beer. 1.03.084-4
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LESSON' PLAN'S 
DEVELOPED BY GEORGE
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C A L

A C T IO N  VERB STR A TEG Y
Language A rts/ Music Integration 

Lesson 1

STEP I. Have you ever though: about how we miz'n: use our bodies 
to make sounds that could describe words or ideas. Get some 
responses, go with it. Bring up using EARS during music 
m a k in g /lis te n in g  Why m ight we do something like that.

ST E P  2. W hat are some things that we might have to know about 
the word in order to describe it with a sound. ex. Definition! s >.
Feeling about doing  it. How it can descnbe d ifferent circum stances
i.numbers, running fast-slow , aduit skating-kid skating e tc .1

I f  I  said the word ...exam ples M eneariskate;. F latar (float.'. 
Patinart skate: M acrhar ( m arch) etc. as seems necessary ...C on :a 
someone make a body sound to describe it Try some, then some 
variations as described above.

ST E P  3. Create groups. Each group will need to p ick their own verb 
from  the list that you have been working with in class. The group 
will next need to create a sound or collection o f  sounds that describes 
the verb that you have chosen. You w ill have several minutes to do 
this. Please keep the verb that your group is working with a secret 
fro m  the rest o f us. fo r  now. A fter everyone has fin ished  their sound  
creation, we will come back to the circle and perform  them fo r  each- 
other. IF you like, you may make up a sentence using your action 
verb, but instead o f  saying the verb, you can make your sound in its 
p la ce .

S T E P  4. Perform  and record...Reinforce protocol i.e. listening, respect.

Ready...Standby...Recording. After each group has perform ed and  
recorded their piece, will play back the tape and can try to guess 
what verbs each group 's sound creation might describe.
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ST E P 5. Possible discussion questions: Time allowing or next session 
with tape review .

For listeners. W hat did the sound make you chink of. Why

I i f  p o ss ib le ) What was different about the two creations that 
described x y z

For composers: Did it work the way you thought it would. Howl'

I f  vou were to do it again would or how m ight you change 
a ny th in g ? Wh a t ?

For both: How m ight the sound change i t  . . . ichange quality as a b o v e  ...

R eproduced  with perm ission  o ,  the copyright owner. Further reproduction p r o h ib i t  w ithout perm ission.
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C A L

A C T IO N  VERB ST R A T E G Y
Language Arts/ Music In tegration  

Lesson 2 

Step 1. Review last lesson. Play cape and discuss questions from 
list.

S tep 2. Focus on transform adons. We are going to gez into groups 
again. Like las: :ime each group will need to p ick a word . here are 
some choices fo r  today Show reduced list of 4 verbs This :ime. 
however [ would like each group to create three different sounds fo r
the verb that thev have chosen. Give ex. as necessary. As you d:a
las: time, please keep the ideas that your group is working a secret 
fo r  now.

Step 3. Perform/ Record review prccocol as necessary but 
reinforce EARS. Create recording order so as to group same verb 
groups consecutively . 

Step 4. L is te n in g /Q u e s t io n s

For listeners. What d ifferent things did the sounds make you think 
o f  Whx What verb might they have been describing?

Confirm  answ er with composers

What was different about the creations that described x y z

For composers: Did it work the way you thought it would. How? I f
you were to do it again would or how might you change anything?
W hat? Any thing else to add?

*>
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Step 5. We have seer, that the same verb can be described in a 
number o f  different ways. We also can all listen to the sam e music, 
and hear different things being described. N'ow we are going to hear 
some music composed by Igor Stravinsky, a com poser from  Russia.
We will have the chance to listen to it several times today and/or 
next time we meet. This f ir s t  time we listen. I  would like you all to 
think about any action verbs you hear described by the music.
Please try to remember what is going on in the music, what the 
sound is that you hear that reminds you o f the verb, so that you car. 
share your ideas with your classmates. Play opening secaon  (-1:3-2- 
L 'H istoire du Soldat .Discuss as cime permits.

R eproduced with perm ission o f the copyright owner. Further reproduction prohibited without
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CAL
S eed  Strategy

Step 1 Group practice: "A p ril Showers Bring May R o w ers”
a: staggered en trances around circle

Step 2 Review previous seed -ra in  experiment. D iscuss idea or 
c o l l a b o r a d v e  work: d ifferen t creations com ing together to form 
w hole.

Step 3 Introduce script, d iv ide  group in half (each group with a 
teacher i and task

Step 4 Perform  c o llab o ra tiv e  work

Step 5 Discussion: Groups share work processes. Groups share 
nature of accom m odation /a lte ra tion  for co llaborative  perform ance.

S c r i p t

A L L  (W hispering)
1 . "April Showers Bring May Rowers”

M USIC G R O U P M O V E M E N T  G R O U P

2. rain storm --------------------------------- seeds freeze pose
3. rainwater moves through ground— seeds feel rainwater
4 . rain continues---------- ------- --------- seeds sprout roots
5. rain tapers, clouds begin to clear seed shoots break

throush soil
w

6. sun appears through clouds-----------shoots reach to sun
7. sun shines fu ll--------------------------------- flowers open
8. sun se ts  ................. .................... ..........flow er closes

permission of the copyright owner. Further reproductionTrohibited without
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SCRIPT

A L L
1 . "'April Showers Bring May Flowers''

M U SIC  GRO UP M O V E M E N T  G R O U P

2 . rain sto rm ---------------------------------------- seeds freeze

pose
3. rainwater moves through ground---------- seeds feel

ra in w a te r
4 . rain co n tin u es --------------------------------  ---seeds sprout

roo ts
5. rain tapers, clouds begin to clear----------- seed shoots
break through

soil
6 . sun appears through clouds----------------- shoots reach

to sun
7 . sun shines fu ll  ..............   flowers

open
8 . sun s e ts ------------------------------------------------------------------------------------------flow er

closes
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C A L

Final M onth Activity Outline

week of 

May 17

1. Complete story to r M usic-dance piece

2. Begin brainstorm ing structure of m usical accompanim ent
A. Overall form  .opening overture, instrum ental 

interludes, text with music, text without music <raps', call
and response chants'1 narrative speaking1' closing

B. Different m usical qualities and devices appropriate co 
d ifferen t sections of the story

M ay 24
1. Continue with #2 above.
2. Begin experim ents using classroom  instrum ents.
3. Taping and evaluation.
4. Listening to CAL Wild Things starring Stella Morales

May 31-June 1
5 /3  1 Finalize score and logistics (groups, sections etc.) 
6/1 Music Creation at TC (Video and Audio taping) 

June 6-7
I. Reviewing Tapes: E valuation/over/iew
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With Tu/cr ;rn/r(pvssibie additions include- conductor, background synth 
brat and/or sequence in different rhythmic styles)

1. alternating individuals
2. .alternating small groups
3. alternating two large groups

set up lessons for creative activities could include ideas of tempo, 
dynamics, ezplorative interpretation of the different 'type' styles, the use of 
"call and response" (antiphcny) in music—for example chorus and soloist—

Possible extensions could include writing original texts and ’type" styles (i.e. 
'notation'), adding one or more pitches to each group/individual

With instm m ^nts ac^toptions as above)

In addition to the above, set up lessons for creative activities could 
include explorative exploration of instrument sounds available for 
interpretation of the different "type’ styles, discussion and experimenting 
with how different instruments combinations might work in "talking to each 
other", expressing meaning with instruments

Possible extensions could include creating original ‘sound drawings' 
and then arranging them into 'call and response" scores as a whole class 
and/or small groups.

With insirjm $£ts and (options as above)
Some ideas:

Group(s) create general rhythmic background and/or soundscape to 
accompany tezt(s).

Groups(s) create specific rhythmic background and/or soundscape to 
accompany specific test(s).

set up lessons before/during creative activities could explore ideas of 
ensemble performing, ensemble sensitivity, effect of accompaniment on tests
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CAL MATERIALS: PROPOSAL ABSTRACT, 
NEWSLETTER, BROCHURE, 

WORKSHOP SCHEDULE

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

C r e a tiv e  A rts  
La b o r a t o r y

A Standards-Based  
Professional D evelopm ent Program 

in Arts-lntegrated Education

S u b m i t t e d  by:

N e w  York City Board o f  Education
Division cf Instruction c n c  Professioncl D e v e l o p m e n t

&
Columbia Univers ity  T ea ch ers  C o l lege  
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Developm ent  

CFDA N um ber 84.215J 
D ead l ine :  July 1, 1994
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PROPOSAL ABSTRACT

The Beard of Education, of the C ity of N'ew York seeks fundixtg tc estab lish  a 
Creative Arts Laboratory to foster school-based teacher professional developm ent in 
the creation of an arts integrated curriculum  at six elementary and two m iddle-level 
schools. The program  will offer com prehensive professional developm ent to forty- 
two teachers for each year of a three year program . Training for these teachers will 
incorporate the new National, State, and  Local Standards in the arts.

C reative Arts Laboratory professional developm ent will offer both train ing in the 
arts as forms within themselves and in form ing connections between the arts and  
core curriculum  to create an in terd iscip linary  understanding of content s tandards 
across the arts. In addition, the p rogram  w ill utilize a collegial s tru c tu re  th a t 
em phasizes team planning, peer coaching, collegial intervisitations, dem onstra tion  
lessons, and performance and portfolio assessments.

Teachers in the program  will participate in the following components:

1. Ten day Creative Arts Institute  offered by Columbia U niversity  T eacher's  
College to provide the philosophical, methodological and assessm ent foundation 
for arts integrated education in connection w ith the national, state and d tv w id e  
standards.

2. Teaching laboratory p rovided by Teachers College M entors at each school to 
assist w ith  goal-setting, experim en ta tion , self-assessm ent, an d  cu rricu lu m  
developm ent.

3. Three days per teacher of m ini-apprenticeships offered by Lincoln C enter 
In s ti tu te  o rg an iza tio n s, such  as the  M etropolitan  O pera , N ew  York 
Philharm onic, etc. These will offer day-long hands-on work experiences at arts 
an d  design  facilities w ith  p ro fessionals in various arts and  a rts -re la ted  
disciplines.

4. Winter or Summer Institutes offered by  Lincoln Center to actively explore the 
aesthetic concepts which focus upon dance, theater, music, and m useum  visits.

5. Coal setting  and  cu rricu lu m  developm ent in conjunction w ith  co n ten t 
standards in the arts. Teams of participating  teachers in each school will set 
goals, and develop curriculum  to support the arts integrated program.

6. Schoolzcide planning to dissem inate standards-based and arts-integrated teaching 
practice according to each school's vision.

7. O n-site  artist residencies from  Lincoln C enter Institute in the classroom s of 
participating  teachers, em phasizing professional development from  an artist's  
perspective.

S. Resource library of arts education materials established at each p a rtic ip a tin g  
school to strengthen classroom instruction 

9. Sharing of activities and curriculum  b e tw e e n  partic ipating  e lem en ta ry  a n d  
m iddle-level schools and city-wide.

with perm ission  o f the copyright owner. Further reproduction prohibited without perm ission.



www.manaraa.com

CREATIVE A R TS LABORATORY
a collaborative project among 

Teaciters College Colombia. University 
Board of Education City of New York 

Lincoln Center Institute
funded by

The U.S. Department o f E docation Pond for Innovative Education

February 19S6

Happy New Year from the Creative 
Arts Laboratory! The faculty and staff hope 
that all of you enjoyed a wonderful and 
restful holiday.

It is our pleasure to inform you that 
a series of workshops for the 1994/95 CAL 
participants is now being planned and 
could begin in March. Teachers should  
expect to receive a letter and workshop 
schedule by mid-February. We look forward 
to workmg with the first-year CAL teachers 
again and are excited about the possibility 
of combining first- and second- year  
p artic ip a n ts  in severa l a ftern oon  
workshops.

One of CAL's primary goals is to help 
each school create a unique arts- 
knowiedgeabie support structure for 
yourselves, your peers and your students 
through the sharing of information and 
skills with each ocher. Please take some 
time to let each other know what arts- 
incegrated activities you are working on 
with your students.

The following teachers were part of 
the first-year CAL team.

P. S. 75
Ted Kessler, Angelo M onsem te. and Gloria 
Winograd.

M.S. 54
Tim Ascolese. Laura Boath-Freda, Embry 
DuBose. Megan King. Marisal Rosario, and 
Bronwvn Springer.

P.S. 84
Ann Chase, Stella Rodnguez-Morales, Mary 
Lou Russell, and Freddv Sanchez.

J.H.S. 99
Timothy Barnes, Naomi Gams. Kharla 
Kahane. Nancy McPadden. Joyce Pas tine, 
and Patricia Werner.

Bilingual Bicultural Mini School 
Rachel Gonzales-Raza. Patricia R a m  and 

Marvlin Sanchez.
P.S. 261

Mark Buswinka. Joan Chrm ey. Ruth 
Daniels. Karen Kaz. and Fran cm e Marchese.

IK S. 7 5
I TfteEmzluDickinsoTL School.

Collaboration works!

The CAL teachers at P.S. 75 (Susan  
F e ld e r .  S u z e tte  F reed m an. B renda  
G ilm artin. Katixie K halifa. B ronilda  
Torras) met with Dina Petrillo (their CAL 
TAJ to discuss the logistics of dealing with 
visual arts activities in their classrocms. 
The teachers feel that it is important fcr 
their students to have experiences similar to 
CAL workshops at Teachers College. They 
also realize that visual arts require space for 
displaying the students' work as well as 
storing materials (e.g., paper towel rolls, egg 
cartons, wire mesh, inner tire tubes) and 
works-in-progress. The teachers and Dina 
locked at each classroom to see how the 
given space might begin to better serve 
visual arts activities. According to Dina 
Petrillo . the tea ch ers  feel th a t
reorganization might provide them with the 
"freedom and flexibility to infuse art lessens 
into their other cum cular areas more 
immediately."

What is apparent from th eir
conversations is the need for wood and 
metal shelving in each classroom. Each
classroom has its own unique challenges 
requiring individualized plans. In addition, 
bulletin boards are being designed for the 
main hallway.

In order to build the shelving and 
bulletin beards, the group thought about 
construction materials, cost, transportation 
of the materials to the school, design of 
the shelves, etc. The principal, Roberta  
K i r s h b a u m .  supplied funds for the  
materials. A CAL parent. Mark Gordon,  
provided transportation to the lumber store 
and worked with Dina to custom design the 
shelving units for each classroom.

The collaboration worked. Shelving 
is now being built in each classroom and 
new bulletin boards axe being constructed. 
The bulletin boards will provide space for 
CAL teachers to put up notices of arts-
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related activities going on in their  
classrooms as well as share photographs of 
students engaged in art-making. Final 
works will also be displayed. With these 
new facilities. Dina commented. "Teachers 
will be able to continue arts-integrated 
activities with their students 1c ng after CAL 
is finished. Teachers now know what is 
needed, know how to do it. . . they have the 
space and resources to make it happen.''

D a te s  To R e m e m b e r

CAL Principal Meeting 
February 13. 1996. 9:30-11:00

CAL Faculty & TA Meetings 
February 26. 1995 

12:00-1:00 <Sc 1:00-3:00

CAL Advisory Board Meeting 
Februarv 27.’ 1996. 7:00-9:00 

March 19. 1996. 7:00-9:00

P ro je c t A d m in is tr a to r 's  D e sk

•  FYT: Revisions have been made to the 
original workshop schedule due to the 
"Blizzard of '96.’ Copies of the revised 
schedule will be available during workshop 
meetings.

• FYI: Congratulations to Mila Parrish (TA 
at PS 144) and her husband Lee on the 
arrival of their son William Ryan.

• Many of you have not turned in your log 
summary! Please do so ASAP.

• Contributions for the CAL newsletter are 
always welcome. Please send material to:

Teachers College Columbia University 
Box 139 

New York. New York 10027

S P O T L I G H T  
o n  

CAL LIAISO NS

What is a CAL Liaison?

A CAL Liaison is a  teacher from each 
of the participating sch o o ls  who is 
responsible for facilitating communication 
between CAL Faculty, Teaching Artists, 
Principals and Adm inistration. CAL 
Liaisons also order, receive, organize and 
distribute CAL equipment in their schools. 
These teachers graciously volunteer their 
time and talents to ensure that the CAL 
project operates as sm oothly as possible. 
The CAL Newsletter spotlights these special 
people.

Doris Colomba has been teaching 
fifth grade students at P.S. 84 for eleven 
years. Pnor to her work at P.S. 84 she 
taught for 2 years at P.S. 114. Dons 
received her Bachelor’s Degree from Lehman 
College and her Master's Degree from City 
College. She enjoys "reading, quilting, 
puzzles and sightseeing histoncal places" 
when she can find the time. Currently. 
Dons has developed several arts-related 
interdisciplinary strategies. Her students 
are working on "patterns through math, 
poetry and music." Students are also 
exploring the sound potential of one 
instrument. Mike Nord (CAL TA) comments 
that Doris "has an uncommon rapport with 
a group of children. Her classroom is a 
place where thinking, creativity and 
exploration are natural and nurtured 
behaviors."

Ruth Daniels teaches at P.S. 261 
and was a member of last year's CAL team. 
She continues to serve as a CAL liaison and 
facilitates the organization and distribution 
of CAL materials throughout her school. 
Ruth currently works with grades K-2 
(Special Needs). K-6 (Special Education) and 
organizes Art Clubs for students in all 
grades. Ruth has been teaching for 18 years 
and enjoys drawing, painting, listening to 
music and playing tennis during her free 
time. She received an MA degree (Learning 
Disabilities) and is currently working 
towards her Ed.D. degree at Teachers 
College. Ruth also completed an MA and 
BA (Fine Arts) at CCNY. Ruth has developed 
arts-related interdisciplinary projects that

CAL Newsletter
Teachers College Columbia University 
525 West 120th Street. Box 139 
New York. New York 10027

Administrator Nathalie Robinson 
(212) 678-3715 

Director Lee Pogonowski
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integrate painting and sculpture with a unit 
on self-im age as well as m usic with  
literature and dance with rea d in g / 
vocabulary skills. Barbara Bashaw (CAL TAJ 
com m ents that 'Ruth develops and  
implements arts-related interdisciplinary 
strategies throughout her curriculum. She 
utilizes music, dance, theatre and visual 
arts to expand students’ understanding of 
the m aterial presented. Ruth truly  
understands the educational benefits for 
her students. You can see it on the faces of 
her students when you visit her room."

Susan Felder has been teaching 
students in grade 5 for 7 years at the Emily 
Dickinson School (P.S. 75). She received 
her Bachelor's Degree from the University of 
Pittsburgh. Master's Degree in Curriculum 
and Teaching from Teachers College 
Columbia University and recently completed 
30 hours over her Master's Degree at TC. 
Susan enjoys traveling, swimming, biking, 
attending theatre performances and playing 
football. Her favorite movie is the Sound of 
Music. Susan has developed several arts- 
integrated strategies. Her students act out 
books through dance, sing songs and create 
collages to "communicate geographic and 
cultural information about regions." Susan  
also developed a strategy in which students 
explore "presently compelling moments of 
the civil rights movement through paint." 
Dina Petrillo (CAL TA) comments that "in 
Susan's classroom there is an environment 
of caring and respect. The students  
genu in ely  listen to her because she  
genuinely listens to them. Susan is very 
protective of her students. She wants them 
to have the best chances to succeed  
educationally and personally."

Teresa (Tess) Kahmann teaches 
English and Environmental Science at 
J.H.S. 99 and is currently working with 
students in grades 8 and 9. Tess received 
her Bachelor’s Degree from W estern  
Kentucky University and her Master's at 
Hunter College. She enjoys singing, 
dancing and watching movies when not in 
the classroom. Tess has developed and 
implemented several arts-related inter
disciplinary strategies which integrate 
literature with music, three-dimensional 
design w'lth science, and literature with 
storytelling. She and her students are also 
creating a mural outside the school which 
deals with environmental issu es. Tess

reports that students are "more involved, 
more motivated and have more Jun. learning’ 
when engaged in arts-integrated curricula. 
Richard Carr (CAL TA) comments that "Tess 
is the kind of teacher who does many 
things. She extends herself. For example. 
Tess set up a computer lab and is now in 
the process of designing and constructing a 
park area with her students. Tess has a 
wonderful rapport with her students. You 
always see them in her classroom dunng  
her free periods. They know they are always 
welcome."

Cheryl McClendon teaches at P.S. 
144 and is currently working with 2nd 
graders as a reading lab specialist. She also 
taught 2nd grade for 5 years and  
Kindergarten for 5 years during her eleven 
years at PS 144. Cheryl received her 
Bachelor's Degree and Master's Degree in 
Education from the City College of New 
York. Cheryl is an actress and performs in 
dramatic productions m Greenwich Village 
and other parts of lower Manhattan. She 
also does film work as an extra m films shot 
in New York. Last summer Cheryl performed 
in San Francisco dunng the months of July 
and August. She belongs to two theatre 
companies and performs in colleges  
throughout the Eastern coast during the 
year. "I thoroughly enjoy performing and 
teaching. I also enjoy dramatic storytelling 
in the classroom. I facilitate an afterschool 
program in Early Childhood D ram a/ 
Literature Club at P.S. 144." Cheryl reports 
that the teachers at P.S. 144 "are working 
on thematic units such as frogs, spiders, 
etc. The CAL Teaching Artists (Mila and 
Richard) have been assisting in integrating 
dance/movement and music into these 
thematic units." Mila Pam sh (CAL TA) 
comments that Cheryl "is a hands-on  
educator, eager to participate in all the arts. 
The arts are celebrated in her room. For 
example, one day we delightfully danced a 
jumping spider journey. Cheryl and her 
students were spiders and I was a housefly. 
Tragically. I became caught in their web and 
had the juice sucked out of me...shriveled 
up big lunch. Every time I see her students 
they continue to talk about this experience. 
This is just one example of the commitment 
the teachers at P.S. 144 have brought to 
CAL. Cheryl, as with all the participating 
teachers, has begun to explore new  
possibilities creating stim ulating and

3
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memorable learning experiences for her 
students.'’

Stella Rodriguez-Morales works as 
an Administrative Assistant at P.S. S4. 
Prior to accepting her administrative 
position. Stella taught for 23 years with 
grades K. 3. 4. 5 and also as a cluster 
teacher. She received her Master's Degree 
from Bank Street College. Stella enjoys 
sewing, dancing and collage-making when 
not involved with school-related issues. 
Stella was a member of last year's CAL team 
but remains a prominent CAL figure and 
role model this year. According to Michael 
Nord (CAL TA). Stella "has a clear  
understanding of the purpose of CAL and 
the philosophy of CAL. She is a facilitator, 
and an insightful organizer. She is there to 
serve the children directly and through the 
wav she facilitates the participation of CAL 
teachers. Stella is a leader who has fully 
integrated CAL ideas into her practice . . . 
leading by example."

Debbie  R e y es  teaches at the 
Bilingual 3icultural Mini School. She has 
worked with students for twelve years in 
Nursery School through grade three. Debbie 
received her Bachelor's Degree in Home 
Economics and Elementary Education and 
her Master's in Early Childhood Educanon. 
She enjoys hiking, listening to New Age and 
Contemporary Jazz music and "spending 
quality' time with her 5-year-old dog. Missy." 
Debbie has developed an arts-integrated 
strategy which combines dance and telling 
time. Students form a circle on the floor 
with their bodies. One student sits in the 
center of the circle while two other students 
use their bodies to depict the hour and 
m in ute hands on an analog clock. 
"Students enjoy this activity and can really 
see and feel the difference between the two 
hands." Mary' Gescheider (CAL TA) 
comments that "Debbie’s classroom is filled 
with warmth and enjoyment. She takes 
teaching and learning very seriously. The 
ideas she's learning in CAL are implemented 
immediately and very naturally."

Rita Rodriguez currently teaches at 
Booker T. Washington (M.S. 54) and has 
worked there for 6 years. Pnor to her work 
at M.S. 54, Rita taught undergraduate 
school in Mexico for 5 years and elementary 
school in Puerto Rico for S years. She 
received her Bachelor's Degree at the

University of Puerto Rico and has completed 
the majority of credits for her Master's 
Degree in Applied Linguistics from the 
Universidad Nacional Autonoma de Mexico. 
Rita has several hobbies and interests 
which include reading, listening to music, 
watching movies, visiting m useum s and 
spending time with her grandson. Rita is 
using CAL ideas to "help ESL students 
express who they are not only through 
language but also through art." "I’m using 
the techniques (combining writing with 
painting) with a Special Education class 
that needs to express its feelings. We have 
also been working with clay and made 
representations that were related to 
Mesopotamia: pictographs and cuneiform 
writing." Alice Wexier (CAL TA) comments 
that "Rita is warm, wonderful and 1 love her. 
She's incredibly sensitive to the needs of her 
students. By that I mean she has a keen 
sense about always knowing where her 
students are m the learning process and 
then moving forward."

Annette Singer teaches at P.S. 261. 
Dunng her career she has worked with K. 
1st. 3rd. and 4th grade students. Annette 
has been teaching for 20 years and her 
hobbies include playing the piano and 
cooking. She received a 3achelor‘s Degree 
from St. Joseph's College in Brooklyn and 
an Master's Degree from Brooklyn College. 
Annette is now involved in developing an 
arts-integrated unit dealing with snails. 
"We have moved the way our snails move, 
put it to music and painted pictures." 
Barbara Bashaw (CAL TA) comments that 
"Annette is a master teacher when working 
with emerging young readers and writers. I 
learn a lot every time I’m in her classroom. 
She has developed a number of arts-related 
strategies which combine literature and 
dance for her students. Annette is gentle 
and patient with her students. She takes 
the time to really get to know them. Her 
students always know where to find a hug."

Valerie W ashington has been a 
teacher at P.S. 144 for nine years. Dunng 
that time she worked as a music teacher, 
physical education teacher and classroom  
teacher with 1st. 2nd. 4th and 5th grade 
students. Valene received her Bachelor s 
Degree in Sociology and her Master’s Degree 
in Elementary Education. Outside the 
classroom Valene enjoys singing m the 
Bethel Church Choir, playing the keyboard
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and tambourine. Her hobbies include 
shopping, cutting out coupons from the 
newspaper/m agazine, organizing social 
functions, talking on the telephone, doing 
puzzles and reading. Valene reports that 
her "students are currently ■working on their 
own m usical production entitled T h e  
M issing Key.  They are using props, 
storytelling techniques and original music 
for their production." Fred Geiersbach {CAL 
TAJ comments that "VaJerie is a thoroughly 
engaging teacher to watch work. Her 
students are very excited about everything 
they are doing. Valene gives them ample 
opportunity and ample praise to pursue 
creative projects. She is a v e r y  energetic and 
organized person and her s tu d en ts  
appreciate these qualities. I’m lovin' 
working with her."

ARTS-INTEGRATED  
STRATEGY IDEAS

This strategy was submitted to the 
CAL newsletter by R ichard Carr (CAL 
Teaching Artist) who works with R e n e  
L i n n e n  and Vivian V e g a ’s specia l 
education class at JKS 99. The idea grew 
out at a conversation between Richard and 
the students in which it became clear that 
"the majority of the kids in the roam 
frequently hear gunshots outside of their 
homes." The students all had "a lot to say 
about violence. Most of them had been in 
fights although they didn't always 
understand why these fights had occurred."

The Meaning of Violence
Does anyone doubt that violence permeates 
our society? How is it that we accept 
violence so readily0 Think about how often 
we use violence to solve our problems.

P e r c e p t i o  n: In a discussion,
explore the following questions: What is
violence? Who benefits from it? Who are 
the victims? What are the consequences? 
When, if ever, is 'violence justified? When is 
it not justified? Who decides when it’s 
justified and when it isn ’t? The teacher 
encourages a broad range of responses. 
After the discussion has run its course, 
invite each student to come up with a word 
that represents violence in some way. List 
the words on the chalkboard.

P r o d u c t i o n :  Invite individual
student volunteers to choose a word from 
the chalkboard and then choose an  
instrum ent to generate a musical idea 
which represents the meaning (feeling) of 
the word in sound. After each performance, 
ask students to describe the wav in which 
the musical idea reflects the meaning of the 
word.

After a number of volunteers have 
interpreted their chosen work on an  
instrument, divide the class into a number 
of smaller groups. A small class could be 
divided into dyads. A large class might 
require more groups with a larger number of 
students (3-4) in each group.

Invite each group to choose one 
word and create a musical idea which 
represents the meaning of the word they 
have chosen. The small group work 'will be 
somewhat noisy because the students are 
experimenting with sound. The teacher 
circulates from group to group so as to 
facilitate the process and to keep each 
student engaged and on task.

After complet ing the task  
(approximately 4-5 minutes), invite each 
group to perform its musical idea one at a 
time. As each group performs, the teacher 
invites students to listen and consider 
which ideas might go together. When 
students make suggestions, allow their 
idea(s) to became realized in sound. In 
other words, students' ideas are always be 
tried o u t ! The teacher, or student, might 
then conduct a large group improvisation 
combining the ideas created by each group. 
Record the conducted improvisation.

Reflection: Listen to the recording 
with the class and discuss the following 
questions: In what way did this work as a 
m usical composition? How were the 
individual ideas similar/different from each 
other? What happened when the individuail 
sounds were combined m different wavs? In 
what way did the conducted improvisation 
capture the meaning ffeslingj of violence? 
The teacher serves as a facilitator for the 
discu ssion s and. once again, tries to 
encourage a broad range of responses.

C onsider u tiliz in g  a  sim ilar stra teg y  
with. a n .“dpposite" concept, he., peace. 
The con trast in  th e final com position s  
can th en  b e  used for farther discussion.
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W HAT IS CAL.'

A Shiiuianls-Hascil...
'I lit* C rea t ive  A i l s  Liil ioratoty (C A L ) was c ie -  
a ted  lo  assist t i 'nc lu’is in m ee t ing  llic 1994 
N atio n a l  S ta n d a rd s  lor A rts  l iduca l ion ,  "wltal 
every  young A m e r ic a n  shou ld  kn o w  a n d  he 
ahle In d o  in th e  ai ls ."

...Professional D evelopm ent 
Program...
C A L  com bines  (lie faculty nml s tu d e n ts  o f , / 
T e a c h e rs  College w ith  faculty a n d  s tu d e n ts  
f tom  th e  N ew  York C ity  Public Schools.

..in  A rts-lntcgralcd Education.
C A L  aims to  in teg ra te  th e  arts  in to  th e  core  
curricu la  of  e lem e n ta ry  a n d  m iddle  schools  in 
N ew  Yoik City.

1 l o w  WAS CAL CREATED?
T h e  C in a t iv e  A i ts  Laboratory  is th e  result o f  a 
co llaborative  effort a m o n g  th e  N ew  York C ity  
Moan I o f  l iduca l ion ,  T e a c h e rs  C ollege C o 
lumbia U niveis i ty ,  a n d  L incoln  C e n te r  In s ti
tu te .  T h e  C A L  lab  was es tab l ished  in  1995 at 
T e a c h e i s  C ollege as a result o f  a th ree -year  
grant from th e  U .S . D e p a r tm e n t  o f  l iduca l ion  
Lund for In n o v a t iv e  l iduca l ion .  I h e  project 
was o n e  of  27 aw arded  from an  app lica tion  
base o f  400.

WHAT IS THE PURPOSE 
OP CAL?
I he  purpose o f  this p io ject is lo  h e lp  t r a n s 

form school c u l tu re s  by in teg ra ting  arts  in to  
th e  co re  c t i ir icu lum . C A L  is based  o n  th e  
premise tha t  by in teg ra t ing  th e  ar ts  in to  the  
school cu rr icu lu m ,  o n e  c a n  facilita te te ac h e rs ’ 
abilities to  h e lp  s tu d e n ts  m ake  c o n n e c t io n s  
across sub jec t  areas. C A L  seeks to  p repa re  a n d  
e qu ip  te ac h e rs  w ith  th e  resources to  in i t ia te  its 
purpose.

W e  depend on die arts 
to cany us toward the 
I ill I ness ol our 
humanity.”

- N < t t i ( » \ ( t l  .Slumlords fo r  A i t s  
L d iu u l io i i ,  1 9 9 4

c r e a t i v e  a r t s  
l a b o r a t o r y

T h e  arts are the means 
by which children 
learn to integrate 
thinking with feeling 
and develop their own  
modes of reasoning.”

-Pogonouiski

W H A T DO TEACHERS GAIN 
PROM CAI.?
T h e  te ac h e rs  w h o  par t ic ipa te  in C A L  have  
o p p o r tu n i t ie s  to  d ev e lo p  the ir  expressive abili
ties in d a n c e ,  music, th e a t r e  a n d  th e  visual 
arts. T eachers  are  also p repared  to  develop 
similar h a n d s -o n  expe r iences  for the ir  s tuden ts  
in th e  various arts  disciplines, as well as e m 
ploy these  d isc ip lines  as exploratory  tools in 
th e  te a c h in g  of  c o re  subjects.

HOW  DOES THE CAL 
PROFESSIONAL 
DEVELOPMENT MODEL 
WORK?
Two c o m p o n e n ts  com prise  the  professional 

d ev e lo p m e n t  p to g ta m  for pa t l ic ipa l ing  leach- 
eis. The first is accom plished  th ro u g h  weekly 
w oikshops  c o n d u c te d  hy music, art a n d  dance  
faculty from T e a c h e r s  C ollege C olum bia  U n i
veisity, a n d  th e a t r e  faculty from Lincoln C e n 
ter  In s t i tu te .  S e c o n d ,  C A L  employs, supports,  
a n d  sus ta ins  th e  professional dev e lo p m e n t  of 
ind iv idua l te a c h e r s  in the ir  ow n te ac h in g  e n v i 
ro n m e n ts .

HOW  DOES CAL SUPPORT 
TEACHERS IN THEIR 
CLASSROOMS?
Carefully  se lec ted  g radua te  s tuden ts  
( l e a c h in g  A rt is ts ) ,  w h o  s tudy  pedagogy at the  
College, w ork w ith  th e  teachers  in their  
schools. T h e  T e a c h in g  A rt is ts  also participate 
in th e  weekly un iversi ty  w orkshops w ith  their  
assigned c lassroom  teachers .  As a result, the  
l e a c h i n g  A rt is ts  facilita te th e  a l l- im portant 
l ink b e tw e e n  professional dev e lo p m e n t  exper i
e n c es  at th e  C o llege  w ith  ac tua l classroom 
p rac tice .
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CREATIVE ARTS LABORATORY
TDACHEES COLLEGE C3L0MEIA. D2NT/EESr7Y 

525 West l2Cth Street. E cx 139 
New Yodc. New Ycrk 1C027 

212-378-3715

WORKSHOP SCHEDULE - UPDATED I /I 7 /9 6

Exploration of the M aterials in Dance. M usic. T h ea te r  and VIsnal A rts
(Three Sessions)

T eacher Grouu 1 T each er Group 2
October 6 . 1995 (Fnuavj Dance Music 1
(9:00-3:00) Art Theacsr 1
October 13. 1995 CFridav] Music Dance 1
(9:00-3:00) Art 1

Cctocer l o .  1995 ;Mcncsv. 4-6; Dance .V lU SIC i
October 23. 1993 Mcndav. 4-65 Art
October 2 C .  L995 Mcndav. 4-6i Music •3 *-*«k

i

Nc vender 17. 1995 a—5) 4 -. -a** A t t

Ncverrner 2'_. .965 Mcncav. 4-5i y i * * 1
November 27. 1995 Mcnd---v. 4-65 - — --------------r - ---------

■M» (a e r a * ' a
j

Decsncer IS. 1995 ■'llcncav. 4-c’i Mustc Music I

A ttending to Dance. Mnsic. Theater and Visual Arts

Jaruarv 5. 1256 Mcncav 4-6i cL. 7 7 . : ^  O F  - -■ — -------------- !

January 22. 1995 (Mcndav. 4-6) Thencer Art
January 29. 1996 (Mcndav. 4-65 Music Dance
February 12. 1996 ’Mcncav. 4-65 Art

Arts Correlated
Exploring R elationships Am ong the Arts

r ternary 26. 1996 (Mcncav. 4-65 Dance Music
March IS. 1995 (Moncav. 4-55 Theater Art
March 25. 1996 (Monday. 4-55 Music Dance
April 15. 1996 Monday. 4-65 Art Theater

Arts In tegrated  Interd iscip linary Strategies 
(Six Sessions)

April 22, 1SS6 (Monday) 
(9:00-3:00)

Acri 29. 1995 (Monday. 4-55 

May 13. 1996 (Monday. 4-6J 

May 20. 1995 (Monday. 4-5/ 

June 10. 1996 (Monday. 4-6) 

June 17. 1996 (Monday. 4-65
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I (P6BE&B6f» SCHEDULE j 
r I OCTOBER 6, 1995 j

CREATIVE A RTS LABO RATO RY
TSACaKSS COLUDGC COLUMBIA. UTUVBRSITT 

caia-«7»-37i5)
535 V S8T 130TH STREET 

BOX 139 
NEW TORE. NTWTORK 10027

8:30-9:00 Coffee <Sc Danish Horace Mann 435

9:00-10:30 Greetings Horace Mann 435

• Lee Pogonowskl. Project Dtrector.
Creative Arts Laboratory

• Linda Patterson-Weston.
Administrator for Curriculum Initiatives 
Arts and Cultural Education 
Board of Education City of New York

• Scott Nope-Brandon. Director
Lincoln Center Institute

• Nathalie Robinson. Project Administrator.
Creative Arts Laboratory

10:30-12:00 Workshops

• Group 1 Dance Horace Mann 436
• Group 2 Music Horace Mann 435

12:00-1:00 Lunch

• Literature will be provided regarding restaurants in the area

1:00-2:30 Workshops

• Group 1 Visual Arts Room to be announced
• Group 2 Theatre Horace Mann 435

2:30-3:00 Concluding remarks Horace Mann 435

• Barbara Shcllar, Project Evaluator
Creative Arts Laboratory

• Lee Pogonowskt. Project Director
Creative Arts Laboratory

HOW TO GET TO TEACHERS COLLEGE

Take B readw ay 7 th  Avenue Line Local to 116th Street S tation: w alk  no rth  on Broadway to W est 
120th S treet. T eachers College la on the no rth  side of W est 120th Street, between Broadw ay an d  
Amsterdam.

PARKING: The following garages in the a rea  will accept ou tside cars If you phone in advance.

E ft B operating  Corp. 137 W est 108 S tree t (212) 865-8315
PJ.  ft A. G arage 532 W est 122 S tree t (212) S6S-5671
Riverside C hurch  Garage Riverside Dr. ft 120th St. (212) 222-5900
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