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Abstract
In this dissertation, I examine the experiences generated by a year-long support initiative
for new art teachers guided by collage as critical practice. Based on concern that current
mentoring and induction practices are entangled in the exploding audit and standardization
culture of schools, I implemented the support initiative for six new art teachers across two MidAtlantic states as an attempt to open spaces of pedagogical freedom within school cultures. The
support initiative aimed to foster the implementation of contemporary theories of art education
through a material and conceptual process of collage, which encouraged participants to consider
their teaching experiences in relation to each other and to the larger discourses at play within
school cultures. As a researcher/mentor, I visited the teachers in their school/local contexts twice
and led them in three workshops culminating in an interactive art exhibit. By pursuing research
through the support initiative, I aimed to: (1) understand how collage as critical practice
functioned in relation to new art teacher support, and (2) understand new art teacher experiences
within school cultures differently through collage. Collage as both method of support and
method of analysis allowed for a mapping of new art teacher experiences which called attention
to the dominant discursive and representational forces articulated by contemporary assemblages
of education and lived by new art teachers, while also uncovering the ways new art teachers
move beneath the surface of recognition within the ruptures of those articulations. The study has
implications for rethinking the ways new art teachers are both prepared and supported to
understand the complex, social nature of teaching, and to embrace the generative potential of
their experiences from the middle of contemporary assemblages of education.
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Prologue
The impetus for my doctoral research comes from my own experience as a new1 art
teacher over fifteen years ago. Prior to my start as a beginning art teacher, I had completed my
undergraduate studies with professors who were pushing beyond movements such as DisciplineBased Art Education toward more postmodern2 art education practices. The experiences I had in
my art education courses instilled in me a desire to teach through contemporary artists and visual
culture in ways that connected with both students’ lives and the issues of contemporary society.
We learned to think in non-linear ways, creating webs and hypertexts that encouraged us to make
connections between contemporary and historical artists, artworks, events, culture, philosophies,
and more. The art curricula we designed were not about making art objects that followed in line
with traditional school art3 practices; they were about engaging students in art-making that had
significance to both students and society beyond the walls of the school art classroom. When I
began teaching, it didn’t take long for me to realize the approach to art education I had learned in
college did not necessarily translate to what was happening in school spaces. The school art
contexts I experienced were still heavily informed by modernist, formalist practices which were
media-driven, emphasizing observational and technical skills as well as the elements and
principles of design. While the school art curriculum was merely a guide I was free to interpret,
and I worked with amazing veteran art teachers whom I valued as mentors, I continued to yearn
for other like-minded art teachers who could help me implement the kind of curriculum I
believed in. During those first years of teaching, my identity as a new teacher was in a constant
state of turmoil and I was left viewing the tension I felt as personal failure rather than

1

See Glossary for an explanation of the terms new or beginning teacher.
See Glossary for a definition of Postmodern art and art education.
3
See Glossary for an explanation of my use of the phrase “school art”.
2
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opportunity. Those feelings have stayed with me and are the force that compelled me to design a
research study aimed at supporting new art teachers.
I did my homework, researching the experiences of both new art teachers specifically and
new teachers in general by reading as much literature as possible on the topic of new teachers
and curriculum implementation, taking courses which exposed me to contemporary concerns in
professional development and supervision, and simultaneously taking courses which introduced
me to critical theories such as post-structuralism and critical pedagogy. Through these
experiences, I began to understand the public education system, and the positioning of new
teachers within that system, differently. Prior to my doctoral work, the language of critical
theory was not available to me, and I had never considered the possibility that human actions
were anything other than a result of individual will or some internal sense of being. As I write
now, I struggle to remember who I was when I began this journey. The words of Foucault forced
me to see life anew, to recoil at ways of being I took for granted. With critical theory as a new
lens and language, I looked with fresh eyes at my own experiences of teaching and at the current
state of education. The objectification, evaluation, and surveillance of teachers became painfully
obvious, and I knew I didn’t want to be a part of those forces. Instead, I found theorists who
valued teachers as creative human beings rather than as objects — Maxine Greene, Parker
Palmer, Elizabeth Ellsworth. These theorists motivated me to approach my research study as an
attempt to counter the objectifying, stratifying forces of school systems by encouraging new art
teachers to, as Maxine Greene (1988) says, “look at things as if they could be otherwise” ( p. 3).
As it turns out, the complex personal and social experience of this dissertation research
resulted in my own need to imagine otherwise. Throughout the year I spent working with the six
participants, I became aware of the research taking its own path – different from the one I had so
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carefully planned. In the space between the end of data collection and the moment of typing this
prologue, I spent weeks immersing myself in the words of the theorists who had served as my
guides in developing the research in the hopes that they could help me understand what the
research experience was trying to tell me. Sure enough, it was there, in the space of difference
(Ellsworth, 1997) between what I thought I would experience with new art teachers and what I
did experience, that I came to understand new art teacher experiences differently. The chapters
that follow trace the events of this research. Laid bare are the ways I have attempted again and
again, in different ways and from different perspectives, to understand the relationships between
new art teachers’ experiences and practices, and how best to support beginning teachers. I invite
you to feel the journey with me, imagining yourself lost in the assemblage of this dissertation so
that you too can find yourself in the midst of an experience that begs you to open yourself to new
understandings and possibilities of what it means to be a new art teacher within contemporary
assemblages of education4.

4

See Glossary for an explanation of my use of the phrase “contemporary assemblages of education.”

CHAPTER I
CONCERN, HOPE, AND DOING
Concern
Concern for New Art Teachers and School Art
When I entered this research journey, I had two main concerns: (1) the condition of
school art practices, which seemed to be at odds with the contemporary theories of art education
advocated by many in higher education and (2) the potentially conflicted experiences of new art
teachers within school cultures. I was motivated by a desire to provide support for beginning art
teachers that might both aid in the development of their professional identities and encourage
them as leaders of contemporary art curricula and pedagogy so that changes in school art
practices might be possible. In the early stages of culling the relevant literature, I came across
other writers and researchers in art education who had concerns similar to my own (Bain,
Newton, Kuster, & Milbrandt, 2010; Cohen-Evron, 2002; Gude, 2004, 2007, 2013; La Porte,
Speirs, & Young, 2008; Wild, 2011). For example, my observation that the secondary school art
practices I experienced were informed by modernist5 practices rather than contemporary theories
of art education6 was echoed in scholarly writing and research in art education, and in fact
extended beyond secondary schools (Gude, 2004, 2007, 2013; Wild, 2011). Entangled with
writings that described concerns about school art practices were research studies that
documented the difficulties faced by new art teachers when trying to implement contemporary
theories of art education learned in university courses (Bain et al., 2010; Cohen-Evron, 2002).
Research by art teacher educators Bain et al. (2010) and Cohen-Evron (2002) detailed the
philosophical and contextual conflicts faced by beginning art teachers, which often resulted in

5
6

See Glossary for a definition of Modernist art education.
See Glossary for a definition of contemporary theories of art education.
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teachers either leaving the school system or simply “fitting in” with standard school art practices.
As a result of their studies, the researchers in both cases expressed a need for new art teachers to
have spaces in which they could negotiate their developing identities amidst school contexts.
Although few in number, the two studies by Bain et al. (2010) and Cohen-Evron (2002)
suggested that I was not the only beginning art teacher to embody a sense of discord in school art
spaces.
Concern for the Normative Functions of Induction Programming and the Discourses of
Teaching Art
Through my early exploration of the literature surrounding new art teacher experiences,
my concerns began to swell and soon prompted me to move from a narrow focus on new art
teachers to a look at new teacher experiences as a whole. Because of my interest in developing
ways to support beginning art teachers, I began my journey into the new teacher literature with a
focus on existing forms of support available to new teachers. What I found was that within
public school contexts new teacher induction programs have proliferated nationwide and are
often the form of support available to new teachers across the board. New teacher induction
programs, distinct from either pre-service teacher training or in-service professional
development, are conceived as “a ‘bridge’ from student of teaching to teacher of students”
(Ingersoll & Smith, 2004a, p.29). Induction programs, developed in the hopes of combating high
rates of teacher attrition, can take on a variety of forms which may include orientation sessions,
workshops, classroom assistance, common planning time, or reduced workloads, but the most
common form of induction is mentoring (Ingersoll & Strong, 2011). Researchers have identified
multiple outcomes of teacher induction such as teacher socialization, adjustment, development,

3

and assessment (e.g., Feiman-Nemser, 2001); but the overall goal of induction programs is to
improve the performance and retention of beginning teachers (Ingersoll & Strong, 2011).
Induction programs have become somewhat taken-for-granted as a support structure for
new teachers, mainly in the form of mentoring. However, research has yet to clearly confirm
either the effectiveness of induction programs on measurable outcomes such as teacher retention,
teaching practices, and student achievement, or just what kind of “effective teacher” such
programs aim to support and retain (Hobson, et al., 2009; Ingersoll & Strong, 2011; Shockley, et
al., 2013). Research into the effectiveness of new teacher induction does not take into account
the “multiple and competing definitions of the goals of schooling and hence also multiple and
competing definitions of the ‘effective’ teacher” (Ingersoll & Strong, 2011, p.227). One of the
common goals of new teacher induction programs is to help new teachers smoothly transition
into existing school cultures (Wang, Odell, & Schwille, 2008). However, the existing culture
and practice of teaching in the United States has been criticized for its “irrelevance to the needs
of students for participating in a global economy, sustaining social diversity, and expanding
democratic ideals” (Wang & Odell, 2007, p. 474). Because the goals of schooling and the
definition of an “effective teacher” are highly contested topics in contemporary education, the
educational ideals new teacher induction programs are supporting—or stifling—must be
interrogated. For example, some induction programs might encourage teachers to deliver
unquestioned, traditional content. Given this perspective on new teacher induction programs, it
becomes possible to begin to see the multiple ways a certain status-quo may be enforced within
school cultures through programs that may at first may appear neutral or even beneficial. For
new art teachers then, the pressure to conform to a norm of school art extends beyond the
expectations of teachers and administrators within school cultures, for example. Rather, the
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multiplicity of programs and procedures produced by school systems must be considered as
potential contributors to the development and maintenance of a school-wide status quo.
With this foray into the broader realms of new art teacher experiences and the realization
that taken for granted school programming has the capacity for normalizing effects, I began to
develop a stronger understanding of teaching as something more than a purely individual
endeavor. Distinguished Research Professor in Education Deborah Britzman’s (2003) book
Practice Makes Practice helped me to further understand the social, cultural, and political
aspects of teaching. In the book, Britzman (2003) describes her ethnographic study of secondary
school student teachers and her use of a poststructuralist lens to explore the dialogic nature of
teaching, such as the ways “systemic constraints become lived as individual dilemmas” (p.26).
Britzman (2003) points out that although the normative discourses of learning to teach construct
the process as an individual venture, it is in fact socially negotiated. The harm of the prevailing
discourse which constructs teaching as something an individual must learn through experience is
that it obscures the social nature of teaching and instead pressures new teachers to take on the
very real contradictions of teaching as a private matter (p.31). According to Britzman (2003),
the context of learning to teach is populated by inherited discourses, cultural myths of what it
means to teach, and ideologies of what it means to know and learn—all of which make teaching
political; “an ideological context that privileges the interests, values, and practices necessary to
maintain the status quo” (p. 33). These extremely complex, social and political relations are
always a part of learning to teach and yet they remain unrecognized in the discourse of teaching
as an individual effort.
Britzman’s (2003) work was eye-opening for me in the sense that she brought to my
attention many hidden discourses of teaching and the ways that power, as defined by Foucault
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(1978/1990), works beneath the surface to articulate the complex relations of teaching. Foucault
(1978/1990) defines power not as something that is acquired, but as something that is “produced
from one moment to the next, at every point, or rather in every relation from one point to
another” (p. 93). Discourses, which can be described as “authoritatively sanctioned and
conventionally taken-for-granted ways of understanding, speaking, and acting” (Britzman, 2003,
p.39) are based upon relations of power. Through the discourses of teaching, for example,
relations of power actively define what it means to teach or to be in schools and regulate at the
social level which practices are possible and which practices are not. Power works through
people, however, and is therefore realized in the ways teachers act in relation to inherited
discourses. For new art teachers, inherited discourses have articulated school art practices in
specific ways that position art as a thing to be learned—elements and principles of art, media
techniques, methods of observation, historical works—or as an escape from the disciplinary
regimes of school (e.g. art as fun, “free time”) (Efland, 1976). Not only are these definitions of
school art maintained through discourse, they are embodied in the new art teachers themselves
because of their own experiences in school art classrooms. Teaching art in schools then, is
hardly a matter of simply taking what was learned in university courses and putting it into
practice. As Ritchie and Wilson (2000) note, it is naïve to assume that a few university courses
are enough to overcome the years pre-service teachers experienced as students in addition to the
“array of contending social and political ideologies calling out to them” (p. 10). Teaching art in
schools involves negotiating lived experiences past and present, cultural myths about teaching art
and teaching in general, the prevailing discourses of school art and of teaching, the social and
political relations of school spaces, and on and on. And in this negotiation of school contexts,
relations of power are always present although not always recognizable.
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Concern for a Lack of New Art Teacher Agency
Although my motivation for this research began at the personal level with what I
perceived as a very individual experience, these early stages of developing the research allowed
me to move back and forth between a personal and social (micro and macro) perspective of what
it means to be a new art teacher in school spaces. Through this back and forth I came to truly
question new art teachers’ abilities to act in agentic ways amid the complexities of teaching.
Although I had an early sense that school art cultures and practices had a particular effect on new
art teachers, I had not anticipated discovering a rather sinister underside of educational systems
and the programs and procedures they produce. For example, not only did I learn that existing
induction programs were not enough in the way of support for new art teachers (especially those
willing to challenge the status quo) I also realized that induction programs had the ability to
further position new teachers as objects within the educational system (Devos, 2010). The
objectification of teachers is visible in the abundant empirical research that has been conducted
on induction programs. Empirical research on induction looks for measurable results, not just in
terms of reducing new teacher attrition, but in terms of improving teachers’ practices and
ultimately quantitative student achievement data. In other words, the goals of induction go well
beyond any sense of unconditional care for new teachers; what makes induction programs
productive is their capacity to further regulate and measure both teachers and students. The
assessment and evaluation of teachers based on standards and learning outcomes is indicative of
an assets approach to teacher learning and development (Akkerman & Meijer, 2011). This
approach is problematic as it perpetuates “a discourse about the teacher, that is, the teacher as
being the object we look at from above or from the outside” and neglects “an understanding of
how teachers themselves make sense of their teaching practice” (Akkerman & Meijer, 2011, p.
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308). As I moved forward to begin imagining how this study could take shape, I realized I had
to learn from what I perceived as weaknesses of existing induction programs and work toward a
new vision of support for beginning art teachers. With a new vision of support, I hoped I could
assist new art teachers in encountering their own back and forth between the personal and social
(micro and macro) of their experiences, with the goal of understanding those experiences
differently.
Hope
Hope for Freedom through Dialogue and Solidarity
Given my critical understanding of school spaces as potentially limiting new art teachers’
ways of being, I found hope in Maxine Greene’s (1988) description of human freedom as the
“capacity to surpass the given and look at things as if they could be otherwise” (p. 3). Greene
(1988) couches freedom in the social reality that one cannot simply will oneself to make change,
but there must also be the capacity for change to occur (p. 4). She is therefore concerned not just
with what it means to have the ability to make choices, but also with what it means to create “the
kinds of conditions necessary for empowering persons to act on what they choose” (p. 4). With
Greene’s (1988) definition in mind, I approached the process of designing a support initiative for
new art teachers with the belief that in order for teachers to have the freedom to push beyond the
status quo of school art practices and school cultures, they must also be provided with
“conditions which empower [them] to act on what they choose” (p. 4). My next step was to
discern the characteristics of a model of support which would provide those conditions for new
art teachers.
According to Greene (1988), the first steps in the pursuit of freedom involve interpreting
lived situations, naming obstacles, and distancing oneself from social realities in order to
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imagine otherwise (Greene, 1988). These pursuits might not be easy, however. For new art
teachers who are simply trying to survive in their new context, time for critical reflection may be
scarce; obstacles may be interpreted as natural (Britzman, 2003); and the ability to resist external
forces may be limited (Baxter-Magolda, 2001; Cohen-Evron, 2002). Given the difficult and
complex nature of the pursuit of freedom, Greene (1988) explains that participation in dialogue
and solidarity with others can strengthen the pursuit, lead to new perspectives, and ultimately
effect transformation. Therefore, it seemed that dialogue and solidarity would need to be
essential characteristics of my developing vision for new art teacher support.
Although the new teacher induction literature did not place a heavy emphasis on
solidarity, or even collaboration, I was able to find examples of collaborative networks of
teachers within the professional development literature. For example, professional learning
communities, defined as “ongoing groups of teachers who meet regularly for the purpose of
increasing their own learning and that of their students” (Lieberman & Miller, 2008, p. 2), have
become more common as a form of professional development. Like induction programs, the
characteristics and purposes of professional learning communities vary, but they typically
involve “joint work, critical reflection, and problem solving” (Lieberman & Miller, 2008, p. 2).
In addition, there is fundamental valuing of the teacher-as-knower (Lieberman & Miller, 2008, p.
21). Research by Lieberman and Miller (2008) has shown that professional learning
communities can be more effective in leading to authentic changes in teaching practice, student
learning, and even school-wide change (p. 2). Although professional learning communities often
take a pragmatic approach to improving teaching and learning, some professional learning
communities support new teachers who “wish to veer from [the] corporate-driven status-quo of
teaching as usual” (Picower, 2011b, p. 1113). Picower (2011a), a teacher-educator and advocate
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of social justice education, found in multiple studies that group and peer-to-peer relationships
help new teachers enact a vision of social justice education in spite of constraints and lack of
support faced in the realities of teaching. According to Picower (2011a), participating in a group
of like-minded teachers in a Critical Inquiry Project (CIP) allowed new teachers to further their
development as social justice educators. In addition, Ritchie’s (2012) research confirms the
importance of critical educators’ participation in professional networks, such as CIPs. Ritchie
(2012), also a teacher-educator and advocate of social justice education, interviewed eight
veteran teachers who regularly published works contributing to the field of critical education and
discovered that one of the most influential supports for “teaching against the grain” (Simon,
1992 as cited in Ritchie, 2012, p. 124) was participation in networks of allies with goals of social
justice. While professional learning communities in general may emphasize collaboration, the
examples of solidarity with like-minded peers in the research of Picower and Ritchie both
demonstrate a move toward collaboration through dialogue, in the Freirean sense of the word.
Critical pedagogue Paulo Freire (1970/2000) described dialogue as “the encounter between men
[and women], mediated by the world, in order to name the world” (p. 88). For Freire, as for
Greene (1988), “only when individuals are empowered to interpret the situations they live
together do they become able to mediate between the object-world and their own consciousness,
to locate themselves so that freedom can appear” (p. 122). Such is the dialogue and solidarity
necessary for new art teachers.
Hope for Transitional Spaces
According to Cohen-Evron’s (2002) study with new art teachers, providing spaces to
negotiate teaching identity is essential if schools wish to retain new teachers and support their
development. Creating such spaces requires, “perceiving teaching as an ongoing process of
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becoming and opposing the notion of teaching as fulfilling a function, a pre-designed role, and
gaining experience in classroom management” (Cohen-Evron, 2002, p. 92). Taking seriously
Cohen-Evron’s (2002) call to create spaces for new art teachers to negotiate their identities, I
began to consider how a model of new art teacher support might allow teachers to better
understand their own becoming. In media scholar Elizabeth Ellsworth’s (2005) book, Places of
Learning: Media, Architecture, Pedagogy, she analyzes anomalous places of learning in order to
understand the qualities and design elements that “constitute [their] pedagogical force” (p. 5).
Ellsworth conceives of these places of learning as transitional spaces, encounters between the
inside of the self and the outside of the social environment which result in a change in both (p.
60). One of the characteristics of a transitional space, however, is that, “unlike spaces that put
inside in relation to the outside in an attempt to make the inside comply with the outside,
transitional space opens up a potential for learning about the outside without obliterating the
inside” (Ellsworth, 2005, p. 61). Unfortunately, school spaces and even current induction
programs which claim to support new teachers are likely designed to achieve compliance rather
than the generative possibilities of a transitional space. As Cohen-Evron (2002) found in her
study, some new art teachers gave in to a definition of an art teacher that was entirely defined by
external forces. In the example from Cohen-Evron’s (2002) study, the new art teacher’s
experiences within school relations resulted in what Parker Palmer (1998/2007) refers to as a
“pathological” relationship, in which the identity of the individual was completely lost (p. 174).
The ability to avoid or resist such a pathological relationship is termed “self-authorship” by
Marcia Baxter-Magolda (2001). Baxter-Magolda (2001) defines self-authorship as, “the capacity
to internally define [one’s] own beliefs, identity, and relationships” (p. xvii). According to
Baxter-Magolda’s (2001) longitudinal study of 39 participants from the beginning of their

11

college years through their twenties, participants rarely achieved the transition from external to
internal self-definition necessary for self-authorship before the age of thirty. New teachers, who
often enter the field in their early twenties, are still early in their journey toward self-authorship;
therefore the risk of being defined by external forces is great. With all of this in mind, I had to
carefully consider what it might mean for new teachers to “negotiate” their identities with their
experiences in school cultures. What might a transitional space which opens rather than closes
possibilities for new art teachers look like?
Hope through Collage
With Greene’s description of the pursuit of freedom and Ellsworth’s conceptualization of
transitional spaces as my guide in trying to conceive a new form of support for beginning art
teachers, I found the qualities I was looking for in Garoian and Gaudelius’ (2008) theorization of
collage as critical practice with/in the spectacle of visual culture. In their book Spectacle
Pedagogy, Garoian and Gaudelius (2008) suggest that collage, when theorized as critical
practice, can offer “a significant means by which to conceptualize and challenge the seductive
yet oppressive regimes of spectacle culture” (p. 91). Although collage, especially in school art
practices, is often undertaken as a simple cut and paste activity, the authors refer here to the ways
historical and contemporary artists have used collage, montage, assemblage, installation, and
performance art as a way to unsettle both art and cultural practices (Garoian & Gaudelius, 2008).
By bringing seemingly disparate fragments into relation through collage (and other similar forms
of art-making), artists and cultural workers are able to generate new relations open to a
multiplicity of interpretations. Not only does a collage “enable a critical examination of its
fragments,” the relations between the fragments of a collage create juxtapositions and in-between
spaces which provide opportunities for new ways of coming to understand both the material
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relations of the collage and the complex network of social relations of which the collage is a part
(Garoian & Gaudelius, 2008). With this theorization of collage, I saw an opportunity to harness
its critical and generative potential to examine and perhaps understand anew the experiences and
practices of new art teachers in schools. How might collage function as a way for new art
teachers to experience a transitional space in which freedom from the normative discourses of
schools could be imagined?
Doing
Doing New Art Teacher Support as Collage
In the “doing” of new art teacher support, my interest in the aesthetic and pedagogic
functions of collage served as a constant foundation and guiding force. The trajectory for a
support initiative began with an idea for encouraging new art teachers to view their experiences
through a process of collage. I envisioned new art teachers documenting their experiences
through photographs, written reflections, sketches and notes and then bringing those
documentations to group workshops in order to place the various fragments of their experiences
in relation to each other and workshop texts, thus creating a sort of material and conceptual
collage. Participants could then share in dialogue with group members, interpret the
documentation of their lived experiences, and consider what could be learned from the
relationships between the fragments and in-between spaces. In order for this work to function as
a transitional space and open possibilities of freedom, I realized the group workshops would
need to take place outside of the teachers’ school contexts. Instead of relegating the work of
supporting new teachers to the schools that employed them, I believed the university that
prepared the teachers might be better positioned to provide a form of support that could lead to
freedom. New art teacher workshops offered by a university could support teachers from a place
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far enough removed from their school cultures to allow them to look critically at their
experiences and the possible impact of school cultures on their teaching identities and practices.
In addition, a group of new art teachers formed through a connection to a single university would
have the benefit of shared experiences and foundations in art education theories, which could
provide a sense of solidarity.
It was with this vision of new art teacher support that I moved forward to design a
support initiative for recent graduates of the art education program at Center State University7,
where I was pursuing my doctoral studies. The support initiative I designed involved bringing
together recent graduates of the art education program for three workshops over the course of
one school year. In addition, I planned to visit each participant in their school/local contexts
twice. The purpose of the school visits was not to observe the participants’ teaching, but to gain
an understanding of their school contexts by walking through the school spaces and sharing in
conversation about those spaces. My intent was to make sure that my role in the research was
not one of evaluation. Rather, I envisioned my role as a sort of collage catalyst—someone who
could be a facilitator in the process of collage the new art teachers would experience through the
initiative.
When the support initiative finally took shape, I had six participants who were all
graduates of Center State University and who were in their first or second year of teaching art in
public schools. The participants lived in a variety of locations in the Mid-Atlantic region of the
United States, but agreed to attend three workshops on location at the university. In addition, I
was able to visit each participant twice, once at their school and once at a café or restaurant in
their local context.

7

Center State University is a pseudonym.
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Doing Research
Despite my interest in providing new art teacher support as a transitional space in which
freedom could be imagined, the goal of the research was not to assess the relative success or
failure of the year-long support initiative. Instead, I approached the research as a qualitative
study aimed at understanding the experiences of the new art teachers involved in the support
initiative and the role of collage in the study. My goal was to answer the following research
questions:
What happens when the experiences of new art teachers are brought into relation as a
collage to be experienced as a pedagogical force?
More specifically:


How does collage as critical practice function in relation to new art teacher support?



When new art teachers’ experiences are viewed as a collage, what can be learned
about school cultures, school-based support structures, and school art practices in
relation to the new art teachers’ experiences and practices?

My purpose in pursuing this study was twofold. First, I wanted to understand how
collage as critical practice might function when undertaken collaboratively by a group of new art
teachers involved in a support initiative aimed at fostering a critical awareness of the forces at
play in school contexts. My sense was that a support initiative guided by collage as critical
practice had the potential to care for the teachers—and the future of school art—differently. By
pursuing a study which put collage to work with new art teachers, I hoped to both understand
more about the potential for collage as critical practice to generate transitional spaces and to
open up the possibility for others to imagine support for new art teachers (and maybe even all
new teachers) differently.
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The second purpose of the research was to understand more about the experiences of new
art teachers in public schools in order to improve the ways new art teachers are prepared and
supported toward the implementation of contemporary theories of art education in school spaces.
Despite the breadth of research on new teachers, I found only limited research focused
specifically on the experiences of new art teachers (Bain et al., 2010; Cohen-Evron, 2002; Nolte,
2014; Unrath, Anderson & Franco, 2013). Yet, the experiences of new art teachers are unique in
many ways (curricular content, numbers of students, position within school cultures, etc.). This
study aimed to provide valuable insight into the experiences of six new art teachers prepared in
the same university art education program in terms of curricula, pedagogy, support structures,
and school spaces and cultures. By approaching the study as a collage of new art teacher
experiences, I intended to bring together the voices of the new teachers, the material documents
and documentations, and my experiences of being with the teachers in both the workshops and
their schools in order to view these many fragments of experience in relation to one another.
Through this approach, I aimed to assume what Britzman (2003) calls a critical voice, which
attempts the delicate and discursive work of rearticulating the tensions between and
within words and practices, or constraints and possibilities, as it questions the
consequences of the taken-for-granted knowledge shaping responses to everyday life and
the meanings fashioned from them (p. 35).
Like Britzman (2003), my concern was not just with what new art teachers did or said, but with
“what it is that structures their investments, interpretations, practices” (p. 33). In other words, I
wanted to know more than just what new art teachers did in their first years of teaching; I
wanted to know what teaching art in schools did to new art teachers. If, as Bain et al. (2010) and
Cohen-Evron (2002) discovered, new art teachers have difficulty implementing contemporary
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theories of art education in school spaces, then what are the conditions of schools that make this
the case? How are representations of school art shaped and defined by the schools themselves?
Which practices are recognized and which practices are not—and why? How do new art
teachers embody the relations generated by contemporary assemblages of education? Research
which attempts to answer these questions is necessary not just for developing support initiatives
for beginning art teachers, but also for thinking in new ways about preparing pre-service art
teachers and fostering possibilities for contemporary theories of art education to take root in
school spaces.
A Data Collage. In order to explore the research questions, I designed the study as a
way of gathering multiple perspectives on the new art teachers’ experiences and multiple forms
of documentation. For example, the teachers brought documentations and material artifacts with
them to the workshops and created culminating artworks which they shared at our final
gathering. These items became important material components of the data assemblage. In
addition, I recorded the workshops, which involved dialogue between participants, dialogue
between the participants and me, dialogue in relation to the participants’ documentations, and
dialogue relevant to the workshop texts and activities I provided. Lastly, when I visited the
participants in their local contexts I took photographs in their schools and documented our
conversations with audio recordings. My memories of the workshops and my visits with the
participants, while not physical data, nonetheless remained present as a layer of data embodied
within me.
Research as Planned vs. Research as Lived. I began this study with a certain vision of
how I hoped to implement the support initiative, what the unfolding of the study events might
look like, and even a sense of what I thought I might learn in the process. At the start of the
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study, I held several assumptions. First, based on the fact that all six participants graduated from
the same university art education program, I held the assumption that the participants shared a
similar understanding of contemporary art education theory and practice. Not only did I assume
that the participants had similar understandings of contemporary theories of art education, I also
assumed that they had an interest in enacting those theories in their school-based practices. In
addition, I believed that the participants should enact those theories in order to make a move
from school art practices which lack relevance to the lives of students or to art practices outside
of schools (Efland, 1976; Gude, 2004, 2007, 2013) to practices which work to engage students in
meaningful ways (Stewart & Walker, 2005). The second assumption was that, based on existing
research, scholarly writing, and my own experiences, the school art practices the new art teachers
would face in their school contexts were not likely to reflect contemporary theories and practices
of art education (Bain et al., 2010; Cohen-Evron, 2002; Gude, 2004, 2007, 2013; La Porte et al.,
2008; Wild, 2011). Given these first two assumptions, my third assumption was that the new art
teachers in the study would need support in order to both enact contemporary theories of art
education in school spaces and develop an awareness of the ways their school contexts were
potentially shaping their teacher identities, curricula, and pedagogy. This assumption was based
on two premises: (1) that new teachers are at significant risk of being shaped and defined by
external forces (Baxter-Magolda, 2001; Cherubini, 2009; Greene, 1988; Palmer, 2007; Ritchie &
Wilson, 2000) and (2) that new art teachers’ identities and practices are impacted by school
cultures (Bain et al., 2010, Cohen-Evron, 2002). The fourth assumption, based on Garoian and
Gaudelius’ (2008) theorization of the pedagogical functions of collage, was that collage as
critical practice had something to offer the new art teachers. I had a sense that collage could
function pedagogically to foster a critical awareness of the social forces circulating in school
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spaces and to generate a transitional space of freedom for the participants. The final assumption
was that there was more to be learned about the relationship between new art teacher
experiences, school art practices, and the social relations and discourses of school spaces.
Although there were a handful of studies on new art teachers, there was more work to be done to
understand the experiences of new art teachers in relation to the broader context of public
education.
Despite the fact that my assumptions and research goals were grounded in extensive
preparation through personal experiences, pilot studies, and a thorough review of the literature,
the research-as-plan took on a new life once the study was put into action. Similar to the way
curriculum theorist Ted Aoki (1993) describes teaching as “in-dwelling between two curricular
worlds” (p. 257)—the curriculum-as-plan and the lived curriculum—I found myself as a
researcher dwelling between the research-as-plan and the research-as-lived. During the year of
the study, I was faced with many moments of questioning my assumptions, my goals, and even
my philosophy of teacher preparation. In addition, I realized the assemblages in which new art
teachers dwelled were far more complex than I had realized. Although I found it uncomfortable
to dwell in the space of difference between the research-as-plan and the lived research, I held
onto Ellsworth’s (1997) suggestion that spaces of difference be valued for their dynamic
potential. Although Ellsworth theorized the space of difference between a teacher’s mode of
address and a student’s response, both teaching and research can be considered indeterminable
acts; like a teacher who can never know in advance how her students will respond to pedagogy, a
researcher can never know in advance how her participants will respond to the study. Yet,
according to Ellsworth (1997) teachers [and researchers] should not attempt to close the space of
difference, but should instead embrace it as a space to multiply and open up the relations
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generated through pedagogy [and research]. In order to embrace the space of difference
generated by this study, I had to force myself to push aside many of my previously held
assumptions and instead attempt to become fully open to the emergent nature of the research as
an encounter which challenged my habitual ways of being.
Being-with New Art Teachers through Collage. It was in the space of difference
generated by the study that I realized collage as critical practice needed to function beyond my
work with the participants; it also needed to be my primary means for undertaking analysis of the
research data. A practice of collage—as a bringing together of the material and experiential
research data relevant to each participant—became a way for me to be-with (Springgay, 2008)
the data and the participants. It allowed me to look beyond the surface level appearances
generated by my initial interactions with the both the participants and the data. Whatever my
initial interpretations of each participant had been, I committed to the experience of collage-asanalysis to see what else I could find, what else was happening. For me, collage-as-analysis came
to function similarly to mapping, as described by Martin and Kamberelis (2013). According to
the authors, research grounded in mapping “produc[es] new articulations of disparate
phenomena” in order to “work against the seduction of received models” (Martin & Kamberelis,
2013, p.671). Through mapping, researchers attempt to understand reality differently, often
unmasking invisible ideologies which work to articulate normative ways of being in and
understanding the world (Martin & Kamberelis, 2013). In this study, collage-as-analysis was a
catalyst which began to unmask the ideologies working to structure the pedagogical investments
of new art teachers within contemporary assemblages of education.
Dissertation Chapters
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In this chapter I have set the stage for the rest of the dissertation. I began by describing
my initial concerns for new art teachers in relation to the current practices of art in schools, the
normative forces of school cultures and induction programming, and a general lack of agency for
new art teachers. From there, I expressed the hope I found through educational philosophers and
theorists such as Maxine Greene and Elizabeth Ellsworth. Through their words, transitional
spaces of freedom for new art teachers seemed imaginable through a community of like-minded
teachers participating in dialogue and solidarity toward a shared vision. And, collage as critical
practice emerged as both a methodology for structuring a new art teacher support initiative and a
method for supporting new art teachers. Finally, I described the way the actual study took shape
and gave a brief overview of how it was implemented with the purpose of learning how collage
as critical practice might function in relation to new art teacher support and to find out what
more could be learned about the experiences of new art teachers within contemporary
assemblages of education.
In Chapter II, I provide a review of the literature relevant to new art teacher experiences
and existing forms of support for new teachers in the form of new teacher induction. The
literature reviewed in Chapter II was crucial in informing the support initiative I implemented
with the new art teachers in this study. By looking at studies of new art teachers in relation to
the broader scope of new teacher induction and socialization, I was able expand my
understanding of what new art teachers might experience in schools and therefore better envision
the kind of support that could most benefit them.
In Chapter III, I move on to an explanation of how and why the methodology for a
support initiative with new teachers developed as a result of the literature review and other
preparatory experiences. I relay the practical aspects of the research-as-planned by describing the
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preparation that went into the design of the support initiative and the actual implementation of
the initiative as research. I also describe the resulting forms of data and acknowledge issues of
ethics and trustworthiness in relation to the evolving research study.
In Chapter IV, I express the unexpected effects of the research-as-lived. The experiences
of the study led me to realize the need to disrupt my habitual understandings of new art teachers,
and thus prompted me to work towards an encounter with each of my participants through a
process of collage involving the material and immaterial data of the study. In this chapter I
explain my method of collage as analysis and theorize its function in relation to an ethics of
being-with the new art teachers in the study.
In Chapter V, I share the interpretations that developed from my encounters with the
collages made of up of participant data and my experiences with each participant. For each new
art teacher, I present a vignette of their teaching position and context, as well as my initial
perceptions of their teaching practices. Then, I share the new insights that emerged through my
experiences with each participant’s collage and return to the teacher’s practices in order to view
them with new understandings. In addition, I make note of each new art teacher’s unanticipated
and often unrecognized movements beyond existing representations of school art and art
teachers.
In Chapter VI, I begin by theorizing collage-as-analysis as akin to what Deleuze and
Guattari (1987) refer to as mapping of rhizomatic relations. In the process of being-with my
participants through collage, I was able to engage with my data in a way which brought
previously unperceived relations to the fore. In particular, I was able to map the discursive
forces of accountability, standardization, and compliance working within contemporary
assemblages of education and shaping the practices of the new art teachers. In the rest of the
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chapter, I describe those discursive forces and their impact on representations of school art
sustained in the social imaginary and embodied and enacted by new art teachers. In addition, I
acknowledge new art teachers’ disruptive movements within educational assemblages while
suggesting that those disruptions occur beneath the surface of recognition within school spaces,
thus leaving a status quo of school art largely intact.
In Chapter VII, I conclude by relating the insights gained from this study to their
implications for teacher preparation and support. I suggest teacher preparation programs make it
a priority to address the complexity of contemporary school contexts in order to disrupt a
representation of teaching as an individual endeavor. I also describe how the support initiative
implemented for this study came to function for the participants in order to inform new ways of
thinking about and enacting support for in-service art teachers. Finally, I propose a rethinking of
educational spaces through the plane of immanence in contrast to thinking educational spaces as
hierarchical. Freedom for new art teachers might thus be re-imagined as the creative capacity to
embrace the potential of in-between spaces within contemporary assemblages of education in
order to foster new forms of life in school spaces.
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CHAPTER II
NEW ART TEACHER EXPERIENCES AND SUPPORT ACCORDING TO THE
LITERATURE
My own struggles with professional identity as a new art teacher in combination with my
interactions with critical theory as a doctoral student gave me an early suspicion that the
experiences and practices of new art teachers were not just embedded in, but impacted by the
complex assemblage of educational climates, cultures, and contexts in which they teach. In
addition, I suspected that existing forms of support for new art teachers undervalued their
developing professional identities and sought mainly to encourage them as subscribers to
existing school cultures and practices rather than as leaders of contemporary theories of art
education. With these suspicions in mind, I set out to look critically at the existing literature
relevant to the experiences and practices of new art teachers. My goal for the literature review
was not to simply confirm or refute my suspicions, but rather to explore the existing literature in
depth in order to find out as much as I could about what had already been documented in terms
of new art teacher experiences, new teacher experiences in general, and forms of support
available to new teachers. My interest in the relations between new teachers and school contexts
led me to approach the literature with the following questions in mind:


What are the experiences of new art teachers, especially in relation to the pursuit of
contemporary theories of art education within school cultures?



What do we know about the experiences of new teachers in general in relation to the
school cultures they transition into?



What are the current forms of support available to new [art] teachers, and what do they
accomplish?
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After a thorough exploration of the literature relevant to these questions, four major
themes emerged as essential for establishing both the depth and breadth of what we currently
know regarding what it means to be a new art teacher in school contexts: (a) new art teacher
experiences and practices; (b) perspectives on new teacher induction; (c) the relationship
between prior experiences, school cultures, and new teacher actions; and (d) new teacher
resistance and agency. The literature review begins with the first theme of new art teacher
experiences and practices because it is most closely aligned to the topic of this research study.
Because of the limited amount of literature on the specific topic of new art teachers, this portion
of the literature review takes an in depth look at two studies which had considerable relevance
for the study at hand. After this introduction to the experiences of new art teachers as studied by
those in the field of art education, I move on to the broader new teacher experience and the
theme of perspectives on new teacher induction. As suggested by the theme name, in this section
I approach the literature on new teacher induction from multiple perspectives. After defining
new teacher induction as described in the literature, I review literature which points to some of
the covert functions of induction programs and practices, especially from a Foucauldian
perspective. In addition, I spend quite some time reviewing the literature which focuses
specifically on the effectiveness of new teacher induction, which accounts for the bulk of the
literature on this topic. In a sense, the literature on the effectiveness of induction serves as a lens
for understanding the ways new teacher experiences are understood by those who are not new
teachers themselves. After wrapping up the review of induction literature, I move on to literature
which conceptualizes new teacher experiences as existing within a network of relations involving
the school and organizational context and the personal biographies of the teachers themselves.
This theme explores the relationship between prior experiences, school cultures, and new teacher
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actions. The selected articles for review in this section are ones in which teacher socialization is
questioned and resistance and agency are explored. With the final theme of new teacher
resistance and agency, I complete the review by exploring some ways teacher educators have
been re-conceptualizing new teacher support in which the role of the teacher is shifted from
object of evaluation to agent of change.
Because of the breadth of the literature reviewed in the chapter, I have chosen to explain
my review methods and choices for each major theme separately, at the beginning of the
corresponding sections of the literature review. At the end of each major section of the literature
review, I also provide a summary of the section which synthesizes the information and highlights
salient points. Through the whole of this literature review, it was my intention to bring separate,
yet interrelated bodies of literature together in order to gain an understanding of new art teacher
experiences that was both holistic and critical.
New Art Teacher Experiences and Practices
Unfortunately, research studies specific to the experiences of new art teachers are sparse.
While a limited number of studies of new art teachers do exist (Nolte, 2014; Unrath, Anderson &
Franco, 2013), in this section I have chosen to focus on two significant studies from the past
fifteen years: a study by Cohen-Evron (2002) with new art teachers in Israel, and a multi-site
study by Bain, Newton, Kuster, and Milbrandt (2010). Despite the fact that Cohen-Evron’s
(2002) study took place in Israel, her descriptions of the experiences and contexts of new art
teachers in public schools has striking similarities to those of new art teachers in the United
States. I selected these two studies because they explored the ways new art teachers negotiated
their professional identities and contexts in terms of overall experience and/or teaching practices.
Because these studies had the strongest connection to the purposes of my own study, I have
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committed this section to thoroughly discussing the purpose and findings of each study
separately.
The Experiences of Good Art Teachers in Public School Systems
In 2002 Cohen-Evron published a paper titled, “Why do Good Art Teachers Find it Hard
to Stay in the Public School System?” The article described the author’s research study which
explored the ways beginning art teachers negotiate their teaching identity and beliefs within the
public educational system. In this study, the researcher understood that each participant had their
own ideas about what made a “good” art teacher and therefore the study was not focused on a
particular type of art teacher, but rather understanding the “conflicts between art teachers’
identities and their role as art teachers, and…the ways they can (or cannot) negotiate these
conflicts” (Cohen-Evron, 2002, p. 82). The researcher began with a questionnaire sent to 28
former art student teachers who graduated from the School of Art, Beit Berl College, Israel. The
questionnaire was sent to a random sample of students who had graduated in the six previous
years. From the initial survey participants, the researcher then conducted case studies on seven
of the teachers who had at least four years of teaching experience and were working within the
public school system. The researcher collected data for five of the participants over a three year
period and for two participants over a six year period. Data were collected through formal and
informal interviews, school visits, class observations, letters, and personal communication. The
researcher began studying the participants while they were students in the School of Art and then
followed them through four years of teaching.
Aware that her understanding of the teachers’ beliefs was limited to the representations
constructed by the participants and by herself, the researcher made it clear that “the data in this
study was constructed through what the art teachers have been able to tell me and what I have
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been able to hear” (Cohen-Evron, 2002, p. 83). She also noted that the narratives were
“constructed in relation to social/cultural environments” (Cohen-Evron, 2002, p. 83). The
researcher wrote the teachers’ narratives, focusing especially on the ways they revealed internal
contradictions and struggles. She also attempted to make note of the variety of ways the
participants talked about teaching art within their specific contexts.
As a result of Cohen-Evron’s (2002) study, several challenges emerged from the art
teacher narratives. One significant challenge was a feeling of isolation. Even a teacher who
described her school community as one of collaboration expressed the “need to have other art
teachers with whom she could discuss curricula questions and share her debates about the goals
of art education” (Cohen-Evron, 2002, p. 84). Cohen-Evron (2002) suggested the feelings of
isolation felt by her participants were due in part to the nature of school discourses, but also in
part to the discourses present during the teachers’ time in their pre-service education at the
School of Art. While at the School of Art, the teachers had been part of a high caliber program
which gave them a deep understanding of their subject, but which also led them to believe that
other teachers could not access an equivalent understanding of art (Cohen-Evron, 2002).
Unfortunately for these teachers, the experience of an undergraduate education at an elite school
actually compounded their feelings of isolation in relation to their colleagues.
Another major challenge for the new art teachers in Cohen-Evron’s (2002) study was
negotiating the status of art within the schools. Because the participants had all graduated from
the School of Art where art was highly regarded, the marginalization of art in schools was
especially disconcerting. Participants described being viewed as the “school decorator” and
being asked to do special projects like designing a stage for a school event, but without any
additional time or resources (Cohen-Evron, 2002). In addition, some participants described large
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class sizes and poor teaching conditions. One teacher had the rare opportunity to work in a
school in which the principal was extremely supportive of her ideas, but she still ended up
feeling overwhelmed due to “frustration from the gap between her beliefs in meaningful art
teaching and the massive number of students she had to teach” (Cohen-Evron, 2002, p. 87).
Because the teacher did not want to compromise, she left the position. Note that the article
describing this study is titled, “Why Do Good [emphasis added] Art Teachers Find it Hard to
Stay in the Public School System?” The participant who left her position was described as
making astounding accomplishments in terms of curriculum, student expression, and displays of
art throughout the school, and yet she left because she was unwilling to compromise her ideals in
a school system which made it impossible to reach those ideals (Cohen-Evron, 2002).
Some of the more experienced teachers in Cohen-Evron’s (2002) study described their
struggles and conflicts as being indicative of larger problems with the educational system. One
of the participants noted the conflict between the “radical agenda of art education” and the values
of mainstream global society (Cohen-Evron, 2002, p. 90). While the participant had a clear
cultural and social agenda and saw herself as an agent of change in a school system that
restricted what she could do as a good art teacher, she continually debated leaving her position.
She did not find a place “to negotiate her beliefs about what to teach and how to teach” and
discovered that “her armor, the image of an intellectual who wanted the students to see their own
reality differently, was too thin” (Cohen-Evron, 2002, p. 90).
Cohen-Evron (2002) provided some thoughts as to what changes could help prevent the
difficulties described by the art teachers in her study. She suggested that schools move toward
more collaborative, integrative curricula in which art teachers are no longer on the margins. She
also described the importance of providing teaching conditions that allow art teachers to feel

29

meaningful. Despite the fact that all of the participants had different views of what it meant to
be a good art teacher, not many of them could see their ideas to fruition in the public schools.
Lastly, Cohen-Evron suggested that art teachers need spaces for negotiating their identities. The
participants in this study reacted in different ways to the conflicts between their ideals and the
teaching conditions in which they worked. The teachers who were able to find spaces to have
their voices heard and who felt as though they were able to shape the way art was understood in
their buildings were the teachers who continued to stay in their positions and push forward with
their beliefs (Cohen-Evron, 2002). In contrast, some teachers “ignored their teaching identities
and voices and became mediocre, technocratic teachers who survived in the system” (CohenEvron, 2002, p. 91). There were also those in the middle, who could not find a space to continue
to be critical and reflective teachers and who could only resolve this conflict by leaving the
classroom (Cohen-Evron, 2002). In her conclusion, Cohen-Evron (2002) explained that “good
art teachers hold high expectations and [a] powerful agenda of their role as art educators. Yet in
many cases the higher the art teachers’ ideals the more potential there was for conflict” (p. 92).
Novice Art Teachers and Curriculum Implementation
While Cohen-Evron (2002) collected data for her study of recent graduates over the
course of three to six years, Bain, Newton, Kuster, and Milbrandt (2010) conducted a study
focused specifically on art teachers’ first year of teaching. Bain et al. (2010) implemented a
study designed to examine how first-year art teachers defined, designed, and implemented
meaningful curricula, including the factors that influenced their curriculum planning and
implementation. This research was a qualitative case study involving new art teachers who were
graduates of three universities located in the states of Georgia, Arkansas, and Texas. The
research participants were graduates who had demonstrated academic excellence in their art
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education coursework, a strong interest in authentic or meaningful curriculum, and an interest in
collaborating with the researchers on the project (Bain et al., 2010, p. 236). The researchers also
selected a varied sample of participants who taught in rural, urban, and suburban schools, and at
all school levels from elementary to high school in order to identify whether or not the themes
that emerged from the research were specific to geographic location, grade levels, or other
factors (Bain et al., 2010, p. 236).
The findings of the Bain et al. (2010) study made it clear that while all of the participants
experienced university art education methods courses which required them to use theme-based
multi-cultural, social justice, or issue-oriented approaches to constructing meaningful
curriculum, when the novice teachers transitioned to the public school system, they were
“quickly asked to assimilate into the school culture and maintain the procedures and content that
contributes to the status quo” (Bain et al., 2010, p. 243). For example, secondary-level teachers
felt restricted by existing school curricula which focused on basic design concepts and specific
studio skills. In their discussion of the findings, the researchers note:
While our university programs focus on thematic lesson planning based on big, enduring
ideas, many high school art programs appear to be highly competitive and devoted to
skill development in a tightly sequential approach…Because students from high schools
were routinely awarded large art scholarships and awards based on studio production, it is
unlikely that the high school programs will seek change (Bain, et al., 2010, p. 242).
Given the status of the novice teachers as junior faculty in programs focusing on basic studio
skills, the researchers understood why few of the novice teachers took a stand against the status
quo when standard course assignments lacked opportunities for self-expression.
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Novice teachers in other situations also had difficulty implementing curricula which
investigated meaningful human themes or reflected curricular approaches discussed in the
universities with aims such as social justice; however many of the novice teachers were able to
develop lessons with breadth of content that connected to the lives of students (Bain et al., 2010,
p. 243). During their first year of teaching, the novice teachers came to define meaningful
curriculum mainly through their relationships with students and the level of student engagement
(Bain et al., 2010). The novice teachers in this study defined meaningful curriculum through two
main characteristics: 1) the curriculum should be discipline-based, and 2) the curriculum should
connect art content to students’ lives (Bain et al., 2010, p. 237). In addition, as the novice
teachers progressed through their first year many moved from more teacher-centered approaches
to more student-centered approaches to teaching (Bain et al., 2010).
Because novice teachers are in a delicate position of having their own classrooms but
often having curriculum dictated to them, Bain et al. (2010) maintain that it is essential for new
teachers to learn skills of advocacy and leadership in order to begin leading curricular change.
The researchers do not suggest that novice teachers advocate for a complete overhaul of a school
district’s curriculum, but rather make incremental changes that could lead to gradual
transformation (Bain et al, 2010). It is also imperative that they find like-minded teachers, former
classmates, university professors, or other art educators to form a team of support in leading
these changes (Bain et al, 2010). Through this study, the researchers found that participants
enjoyed continued contact with university faculty and former classmates, especially considering
the feelings of isolation they experienced in their teaching environments (Bain et al, 2010). The
researchers recommend that, “If personal and social transformation is an end goal for education,
higher education needs to consider ways to assist and support graduating students in negotiating
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and promoting curricular changes as novice teachers” (Bain, et al., 2010, p. 243). Mentoring is
proposed as one way new teachers could be supported in regards to curriculum development and
implementation (Bain et al, 2010). In addition the researchers suggest that university faculty
should be insistent that graduating students join professional organizations and keep in contact
with former classmates in order to combat feelings of isolation (Bain et al, 2010).
Summary of New Art Teacher Experiences and Practices
Each of the studies discussed in this section shows the need for new art teachers to have
spaces in which they can negotiate their professional identities amid the conflicts they face in
their school contexts. The early career art teachers in Cohen-Evron’s (2002) and Bain et al.’s
(2010) studies faced challenges such as isolation, marginalization, and the pressure to succumb
to school contexts which sought merely to perpetuate a status quo in terms of school art
curriculum. While some novice teachers were able to push through the challenges or at least find
ways to teach curricula relevant to students’ lives, others were subsumed by school contexts or
left teaching altogether. The researchers of both studies suggest that more needs to be done to
assist new art teachers both in negotiating their professional identities and in developing the
advocacy and leadership skills to plant the seeds of change within their schools and districts. As
Cohen-Evron (2002) stated, the “armor” of some new art teachers is “too thin” (p. 90) to stand
up to the challenges they face. While Cohen-Evron (2002) suggested new art teachers need
“spaces to negotiate and voice their teaching identit[ies]” (p.92), Bain et al. (2010) recommend
mentoring and professional organizations as possible ways to encourage novice teachers as
leaders of contemporary art education curricula.
Perspectives on New Teacher Induction
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Although literature specific to new art teachers is sparse, literature on new teachers in
general is abundant. In some ways, the sizable amount of literature existing outside of the
specific context of art teacher education further emphasizes a marginalization of art teachers
within the general population of new teachers. Programs and practices designed to support new
teachers are rarely specific to the context of art teachers – or any “specialist” teachers such as
those who teach music or physical education. Concerns for the specific context of specialist
teachers get lost amid the broader concerns of general education. For example, over the past
two decades much emphasis has been placed on attempts to retain teachers through new teacher
induction programs (Ingersoll & Strong, 2011). New teacher induction in its various forms has
been steadily on the rise, with 80% of new teachers participating in some form of induction in
2008 compared to 40% in 1990 (Ingersoll & Strong, 2011, p. 202). While I have not found any
studies which focus on the experience of art teachers in induction programs, new art teachers,
like all new teachers, are required to participate in induction programs where they exist.
Depending on how they are implemented, induction programs can be a significant part of the
new teacher experience. I n this section, I take the time to review the literature on new teacher
induction in detail because of a) the extreme proliferation of induction programs over the past
twenty years and their impact on new teacher experiences; and b) the relevance of induction
programs to the nature of the support initiative I developed for this study, both of which aim to
support teachers (although with seemingly different purposes) as new members of school
cultures. The literature reviewed in this section represents multiple perspectives on the topic of
new teacher induction. I begin by defining new teacher induction and the goals of induction as
described in the literature. Next, I share a review of a smaller body of literature which looks at
induction from a critical, particularly Foucauldian perspective, pointing out the more clandestine
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objectives of induction programs and practices. Finally, the bulk of the review in this section
focuses on the larger body of literature related to the effectiveness of new teacher induction
programs. Due to the density of literature on the effectiveness of new teacher induction
programs and practices, I applied relevant search criteria which narrowed the literature and
which are described in the beginning of that section.
New Teacher Induction as Defined in the Literature
New teacher induction, distinct from either pre-service teacher training or in-service
professional development, is conceived as “a ‘bridge’ from student of teaching to teacher of
students” (Ingersoll & Smith, 2004a, p. 29). Teaching has long been known to be an occupation
with high levels of attrition. According to Ingersoll and Smith (2004), several studies completed
between 1990 and 2003 indicated as many as 50% of new teachers leave within the first five
years of entering the career (p.29). In addition, other studies have indicated that it is often those
who have achieved the highest scores on exams like the SAT that are most likely to leave
(Ingersoll & Smith, 2004a). This has led to concern about the retention of high quality teachers,
highlighted even more within the context of President George W. Bush’s No Child Left Behind
Act (NCLB) instituted as law in 2002, which required a highly qualified teacher in every
classroom in the United States (Mullen, 2011). New teacher induction programs have been
developed in the hopes of combating these high attrition rates. Researchers have identified
multiple outcomes of teacher induction such as teacher socialization, adjustment, development,
and assessment (e.g., Feiman-Nemser, 2001); but the overall goal of induction is to improve the
performance and retention of beginning teachers (Ingersoll & Strong, 2011).
Induction can take on a variety of forms which may include orientation sessions,
workshops, classroom assistance, common planning time, or reduced workloads, but the most
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common form of induction is mentoring (Ingersoll & Strong, 2011). Within the context of new
teacher induction, mentoring refers to a relationship between a new teacher and an experienced
teacher in which the experienced teacher provides one-on-one support in order to assist the new
teacher in developing their expertise as a teacher and negotiating their transition into the career
and the local school culture (Washburn-Moses, 2010, p. 3). It has become increasingly common
for mentoring of new teachers to be state mandated. As of 2007, at least 45 states mandated
mentoring for new teachers, and as of 2009 70% of novice teachers reported having a mentor
(Washburn-Moses, 2010, p. 3). Often mentoring programs require mentors to have some type of
training and there are certain program requirements such as observation of the new teacher by
the mentor and a specified number of meetings between mentor and mentee (Washburn-Moses,
2010). The terms mentoring and induction are often used interchangeably (Ingersoll & Smith,
2004a). However, the two terms are not synonymous and while this issue has frequently been
raised in the literature, mentoring-as-induction programs continue to exist (Long et al, 2012;
Shockley et al., 2013). The main function of a mentor is often to provide new teachers with a
“local guide,” but mentoring relationships are at least as varied in conceptualization and function
as induction itself (Ingersoll & Strong, 2011).
A Foucauldian Perspective on New Teacher Induction Programs and Practices
Although at first glance induction programs appear to be implemented to help new
teachers and to lessen attrition rates, induction programs have likely served a more diffuse social
purpose within the politics of education. No Child Left Behind (NCLB), the version of the
Elementary and Secondary Education Act in place from 2002 through the present (until the new
Every Student Succeeds Act takes effect in 2017) (US Department of Education), has been
pervasive at the national, state, and local levels of education. Despite many attempts by
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Congress to rewrite the act, no version has been able to pass both the House and Senate
(Resmovits, 2014) until recently, when the Every Student Succeeds Act was passed in December
of 2015 (US Department of Education). Although President Barack Obama’s administration
issued NCLB waivers which provided some flexibility within the law to 42 states (Klein, 2016)
beginning in 2011, NCLB has ultimately remained the law of the land for fourteen years. Given
the ubiquity of NCLB for the last fourteen years, it is thus impossible to separate the
development and proliferation of state mandated new teacher induction practices from the
discourse of accountability which has come to be a hallmark of NCLB implementation. For
example, NCLB required that each classroom had a “highly qualified teacher”8 by 2005-6
(Devos, 2010). Although the basic definition of “highly qualified” in terms of NCLB
requirements is that teachers have state certification, a bachelor’s degree, and subject matter
competency (Devos, 2010), ultimately the quality of teachers in the culture of NCLB is also
measured by looking at the performance of their students on standardized tests. The
standardized tests, in turn, reflect on the quality of the school, which is held accountable by the
federal government. Schools whose students do not make adequate yearly progress risk being
restructured or losing federal funding (Weaver, 2004). It becomes clear, then, that there is more
at stake in new teacher induction programs than the well-being of the new teacher. Implicit in
the deployment of induction programs and practices such as mentoring, is the belief that these
initiatives contribute to improving the quality and effectiveness of new teachers (Devos, 2010).
It is logical then that state and government funding has been allotted to new teacher induction
programs when the desired effect is not just the improvement of new teacher performance, but
8

The new Every Student Succeeds Act does away with the “highly qualified teacher” requirement (“The Every
Student Succeeds Act: Explained,” 2015). The full impact of this change is impossible to foresee. While states will
no longer be required to link teacher assessment to student outcomes (“The Every Student Succeeds Act:
Explained,” 2015), a portion of the law also “authorizes the establishment of alternative-track teacher education
academies, with lower standards and accountability for teaching qualifications” (Boldt & Badiali, 2016, para. 7).
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the improvement of student achievement, overall school performance, and the success of
government funded programs like NCLB in the eyes of the public.
When viewed through the lens of governmentality and technologies of the self, new
teacher induction practices take on new meaning. Rose (1999) defines governmentality as, “all
endeavors to shape, guide, direct the conduct of others…And it also embraces the ways in which
one might be urged and educated to bridle one’s own conduct, to control one’s own instincts, to
govern oneself” (p.3). In other words, it is not just the state that regulates individuals, it is also
the individuals themselves that perform self-regulation, or what Foucault (1988) calls
technologies of the self (p. 18). Induction programs which have been assimilated into the
evaluative culture of NCLB have likely served as a form of normalization. What has been
packaged as “self-improvement” has actually functioned through what it means to be a “good
teacher” in the NCLB culture—a teacher that complies with the system of standardization and
high-stakes testing. Induction programs have thus become a system whereby “external
subjection and internal subjectification are combined so that individuals conduct themselves in
terms of the norms through which they are governed” (Shore & Wright, 2000, pp. 61-62). Due
to the way induction practices such as mentoring have been disguised as acts of care and
concern, however, it is unlikely that new teachers have been aware of the ways induction
practices may have been operating to form them as subjects within the NCLB culture.
The covert role of induction practices. Mentoring programs as forms of induction can
take on many forms and have a variety of characteristics, qualities, and functions. While the
goal of some programs may be the nurturing and development of new teachers through an
informal relationship, some programs are highly structured and even evaluative in an attempt to
weed out those that aren’t deemed a good fit for a career in teaching (Ingersoll & Smith, 2004).

38

In her analysis of a highly structured new teacher mentoring program in Australia, Senior
Research Fellow in Education Anita Devos (2010) notes that the mentoring relationship was
driven by documentation and framed through the “prevailing conceptions of the ‘reflective
practitioner’ ” (p. 1222). In contemporary teaching, to be a “reflective practitioner” is highly
desirable and denotes a form of maturity and professional growth as one who is able to think
reflectively about her/his own teaching (Atkinson, 2012).
In order to assess whether new teachers are successfully reflecting on their practice,
journal writing is often implemented as part of new teacher induction and mentoring programs.
While written reflections in journals have become commonplace in pre-service teacher
preparation and new teacher induction, this practice has not often been considered with any
criticality. However, in a 2012 article by Professor of Educational Leadership Becky Atkinson,
the author describes three features of strategic compliance evident in reflective practices: silence,
"faking it", and confession (p. 79). Each of these features is a manifestation of the two options
teachers are faced with when asked to do a reflection, especially as part of an evaluation: 1)
"choose to reveal only those ideas that the assessor might look on favorably”, or 2) “generate
strategic beliefs and opinions" (Hobbs, 2007, p. 413). Atkinson (2012) draws from existing
research to provide examples of the ways teachers who are forced to complete written reflections
often are silenced through normative expectations, choose silence to avoid personal intrusions,
provide fake entries, or confess failures to a fault in order to comply with expectations of
appropriate reflection. These examples call into question both the nature and the value of written
reflections, especially when they exist within forms of regulation or evaluation.
The evaluation of written teacher reflections in new teacher induction programs has
become just one more way to judge the performance of teachers. Zeichner (1996) writes, “An
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illusion of teacher development has often been created that has maintained in more subtle ways
the subservient position of the teacher” (p. 201). As Fendler (2003) says, “It is ironic that the
rhetoric about reflective practitioners focuses on empowering teachers, but the requirements of
learning to be reflective are based on the assumption that teachers are incapable of reflection
without direction from expert authorities” (p. 23). Because reflection has become more
commonly a part of evaluative procedures, the use of this strategy as a means of surveillance is
relatively overt and yet it is still presented under the guise of being for the good of the teacher.
In The History of Sexuality (1978/1990), Foucault describes the obligation to confess as being so
deeply ingrained in us that we have stopped considering it as an effect of power (p. 60). Both
mentoring and reflection function similarly to confession in this case; they have become such a
natural and assumed part of new teacher induction that their place within a system of
normalization and governmentality is rarely questioned.
The Effectiveness of New Teacher Induction
Although the Foucauldian analysis of new teacher induction calls into question the covert
role of induction programs and practices, the rapid growth of induction and mentoring programs
across the United States has led to abundant research which measures the more overt
effectiveness of these programs. In order to develop a manageable and focused scope for a
review of the literature on this topic, I first researched the literature on new teacher induction and
limited selected articles to those which were: 1) from the year 2005 or later, 2) were critical
reviews of existing literature or empirical studies, and 3) focused on the effectiveness of new
teacher induction or mentoring. By limiting my focus to only reviews of existing literature or
empirical studies since 2005, I was able to gain a broad understanding of the most recent
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literature and studies of new teacher induction. My search criteria led me to a group of five
reviews, the basics of which are described in Appendix A.
Ingersoll and Strong’s (2011) article on the impact of induction and mentoring programs
for beginning teachers answers the call by many researchers for a better understanding of
empirical research in regards to the measurable effects of new teacher induction. In their review
of 15 empirical studies, Ingersoll and Strong (2011) focus on the impact of induction and
mentoring as evidenced in three ways: 1) the commitment and retention of beginning teachers, 2)
the classroom instructional practices of beginning teachers, and 3) student achievement in the
classrooms of beginning teachers. These three outcomes are echoed in several of the other
literature reviews as well and are suggestive of the professed goals of new teacher induction. For
this reason, I have organized the rest of this section in terms of these three outcomes and will
describe how reviews of current literature explain the effects of induction in relation to these
three outcomes.
The impact of new teacher induction on retention. The most common reason cited
for the implementation of induction programs is to reduce the attrition rates of new teachers. In
addition to the statistics cited by Ingersoll and Smith in 2004 which indicated that as many as
50% of new teachers leave the profession within the first five years, a recent study of middle
school teachers in New York City found that 66% of teachers left within the first five years
(Marinell & Coco, 2013 as cited in Shockley et al, 2013). Ingersoll and Strong (2011) point out
that not only have attrition rates of new teachers increased over the last two decades, but new
teachers now make up the largest percentage of the teaching profession. In the 1980s, the modal9
teacher had 15 years of experience and there were around 50,000 newly hired teachers, compared
to 2008 in which 200,000 first-year teachers were hired and the modal teacher was in his/her first
9

The mode is the value that appears most often in a set of data.
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year of teaching (Ingersoll & Strong, 2011). The sheer mass of new teachers in the profession
along with the alarming attrition rates shed light on the growth of induction programs, making it
understandable that those funding induction programs wish to see evidence of the impact on new
teacher retention.
Reports on the impact of induction on new teacher retention provide mixed results.
Ingersoll and Strong’s (2011) review concluded that most of the empirical studies of induction
they reviewed show a positive impact on teacher retention. For example, large evaluative studies
of induction programs performed by Chicago Public Schools and the Texas Beginning Educator
Support System (TxBESS) both concluded that teachers who received some type of induction
had higher job satisfaction, commitment, or retention. The Chicago study, which included 72%
of their first and second year teachers (1,737 teachers), found that comprehensive induction
involving multiple supports such as training of mentors, teacher collaboration, and principal
assistance had the most effect on retention (Ingersoll & Strong, 2011). The TxBESS study found
that teachers who participated left at significantly lower rates during their first three years of
teaching than those who did not participate, regardless of the poverty level of the school in which
the teachers were working. However, the TxBESS study only included 15% of new teachers and
they were teachers who were selected by the district, which indicates that characteristics of the
teachers themselves may have been a factor (Ingersoll & Strong, 2011). Other studies in the
review were large-scale analyses of national databases from the U.S. Department of Education.
Three of the four studies of this kind found positive impacts of induction on either teacher
commitment or retention (Ingersoll & Strong, 2011). One study found that bundles or packages
of induction components were most effective, which echoes the findings of the Chicago Public
Schools study. However, the authors note the limitations of the reviewed studies which fail to
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account for the content of the programs or the characteristics of the mentors, for example
(Ingersoll & Strong, 2011). In addition, Ingersoll and Smith (2004b) completed a follow-up to
one of these studies and found that while teachers in high-poverty and low-poverty schools were
equally likely to receive and participate in induction and mentoring, the impact of these supports
on retention of teachers in high-poverty schools was statistically insignificant. In other words,
high-poverty context could trump the effects of induction.
Despite the limitations of the studies reviewed by Ingersoll and Strong, they were able
to conclude an overall positive impact of induction on teacher retention, job satisfaction and
commitment. However, other reviews of the literature did not come to the same conclusion.
Shockley, et al. (2013) claim that “unfortunately empirical study evidence does not validate the
presumed correlation between teacher induction and teacher retention,” although some nonempirical examples of school district self-reports indicate a positive impact on teacher attrition
rates (p. 364). The authors cite as examples reports of the New Teacher Center (NTC) at the
University of California, Santa Cruz, the Pathwise Framework Induction Program from the
Educational Testing Service (ETS), and the Teachers for a New Era Project from the Carnegie
Corporation of New York as well-funded and expansive programs whose self-reports claim
effectiveness. However an independent study reviewed in both the Shockley, et al. (2013) and
Ingersoll and Strong (2011) articles raised questions about the impact of two of these large
programs. What Ingersoll and Strong refer to as the largest, most ambitious, and most important
study to date investigating the impact of induction is a study funded by the U.S. Department of
Education and conducted by a research team from Mathematica Policy Research of Princeton,
New Jersey. This study followed teachers for three years in either treatment or control schools.
The treatment schools received comprehensive induction for either one or two years through
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programs offered by either the ETS or NTC (two of the programs cited above). The study found
that there were no significant differences in teacher retention between the treatment and control
groups during any of the three years of the study.
According to the review by Shockley et al. (2013), “one of the components found most
often in induction programs, mentoring, on its own does seem to support teacher retention and
may be an effective element of induction programs, although there is some lack of agreement by
scholars” (p.362). The authors cite Ingersoll and Kralik’s (2004) quantitative meta-analysis
which reports positive impacts of induction, especially mentoring on new teacher retention, but
also quote Wong (2005) who says, “The use of mentoring alone, without the other components
of induction, is not supported by research as being a proven strategy” (p. 44 as cited in Shockley,
et al., 2013). Although the statements may seem to express disagreement, in a sense both
suggest the value of mentoring as a component of induction. In addition, a review by Hobson et
al. (2009) reveals other reported benefits of mentoring which may impact new teacher retention.
Their review found support for benefits of mentoring such as: reduced feelings of isolation,
increased confidence and self-esteem, professional growth, improved self-reflection and
problem-solving capacities, improved classroom management skills, and the ability to manage
time (Hobson et al., 2009). Also, one of the most commonly documented benefits was emotional
and psychological support which boosts confidence, helps put difficult situations into perspective
and increases job satisfaction (Hobson et al., 2009). In general, the research Hobson et al. (2013)
reviewed also suggests that mentors play an important role in the socialization of the novice
teachers by helping them adapt to school norms and culture – whether this is a positive or
negative effect will be discussed in the section devoted to the effects of induction on teaching
practices. While all of this seems quite optimistic, there is also research that reveals the negative
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consequences of poor mentoring relationships which lack sufficient emotional and psychological
support and have resulted in reports of teachers who feel bullied by their mentors (Hobson et al.,
2009).
Long et al. (2012) affirm what the other authors have suggested, that “the effect of
induction (including mentoring) programs is unclear in the light of multiple factors that influence
teachers’ staying or leaving” (p. 21). It is nearly impossible to separate the impact of induction
programs alone from all of the contextual factors that influence teachers’ decisions to stay in the
profession. Long et al. (201) reviewed research that considered some of these contextual factors
in relation to induction. Both this review and the one by Shockley et al. (2103) found that a
factor which can significantly impact the effectiveness of induction is the leadership of the
school principal in developing a culture of support in schools. Wang et al. (2008) also report that
an “individualist culture limits the effects of structured induction components on beginning
teachers, whereas the collaborative culture further extends such influences” (p. 140). For
example, one study (McCormack & Thomas, 2003) found that in schools where there was
“strong leadership from the principal, a whole school approach to learning and teaching with
clear goals and expectations, small class sizes, and the opportunity for professional growth,”
there were higher levels of satisfaction with the induction programs (Long et al., 2012, p. 14). In
addition, teachers were more likely to stay in schools where interactions with principals were
focused on student learning, teaching practice, and fostering relationships with students as
opposed to schools where principals focused on administrative elements, school routines and
requirements (Long et al., 2012, p. 15). One important finding, however, was that while
principals may believe they are providing the most valuable supports as identified by teachers,
beginning teachers may not perceive that those supports were, in fact, provided (Andrews,
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Gilbert, and Martin, 2006 as cited in Long et al., 2012). After reviewing existing research, Long
et al (2012) wondered “whether it is possible to structure or mandate induction programs that
will solve the problem of beginning teacher attrition or retention,” but did suggest that the most
effective induction programs “would involve engaging beginning teachers in collaborative,
integrated cultures in schools that valued beginning teacher knowledge, that included them in the
school programs and cultures as full members of the school community with attention to their
stories of who they wanted to be and become as teachers” (pp. 18-19). Considering contextual
factors that may influence new teachers in their decisions about whether or not to stay in the
profession seems paramount when considering the effectiveness of new teacher induction on
retention.
The impact of new teacher induction on the practices of new teachers. Ingersoll
and Strong (2011) reviewed five studies of the effects of induction and mentoring on teaching
practices; four of the studies reported positive effects while the results of the fifth study were
ambiguous. Studies of teaching practices require close observation and careful assessment and
although these types of interactions are strengths of such studies, they also tends to result in
small sample sizes due to the amount of time required to perform the studies (Ingersoll & Strong,
2011). The five studies reviewed by the authors all compared the effects of varying amounts of
induction rather than comparing teachers involved in induction to those not involved (it is
difficult to find teachers not involved in some type of induction). Findings showed that “teachers
who participated in induction performed better at various aspects of teaching, such as keeping
students on task, using effective student questioning practices, adjusting classroom activities to
meet students’ interests, maintaining a positive classroom atmosphere, and demonstrating
successful classroom management” (Ingersoll & Strong, 2011, p. 201). The largest of the
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reviewed studies was a 2002 study of the impact of California’s Beginning Teacher Support and
Assessment program (BTSA) and its accompanying California Formative Assessment and
Support System for Teachers (CFASST), which focused on the impact of the program on
teaching practices and student achievement (included in the next section). The study surveyed
all of the third to fifth grade public school teachers in their third year of teaching in California,
but the response rate was only 26% (287 of 1,125 teachers) (Ingersoll & Strong, 2011). On
seven out of nine measures of teaching practice, teachers with a high-level of engagement in
induction outscored the low-engagement group but not at a statistically significant level
(Ingersoll & Strong, 2011). Despite the lack of statistically significant difference, the researchers
concluded that the program had positive impacts on teachers’ practices (Ingersoll & Strong,
2011).
In the Long et al. (2012) review, the authors discuss studies which focus on some of the
specific components of induction such as reflective inquiry processes and structured observations
and how these components impact the teaching practice of beginning teachers. While one study
indicated high levels of professional growth as a result of reflection, a study of teachers who
received more opportunities to observe and be observed showed no significant impact on
teaching practices (Molner, 2004 and Roehrig et al., 2008 as cited in Long et al., 2012).
In reviews of mentoring as part of induction, there is some question about the nature of
mentoring relationships and the effects of those relationships on beginning teachers’ practice.
For example, Hobson et al. (2009) report that they found little evidence of school-based
mentoring helping mentees understand the relevance and implementation of the theoretical work
covered in their preparation programs in order to reduce theory-practice dualisms (p. 211). In
fact, they found a number of studies which
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suggested that some of the restricted (and restrictive) forms of mentoring in
use…can result in the promotion and reproduction of conventional norms and
practices, rendering beginning teachers less likely to develop or consolidate their
knowledge (and use) of progressive and learner-centered approaches, and less
likely to challenge the inherent conservatism in teaching or to advance social
reform and social justice agendas (Hobson et al., 2009, p. 211).
Wang et al. (2008) pursued this potential outcome of mentoring by reviewing the new teacher
induction and mentoring literature using a specific focus on the ways new teachers’ practices
were developed to reflect “the kind of teaching envisioned by national curriculum and teaching
standards”10 and “reform-minded teaching”11 (p. 133,137). According to their review, even if
mentors are themselves reform-minded teachers, the effects of their mentoring are limited by the
contexts in which the relationship is situated and by the responses of the beginning teachers
(Wang et al, 2008, p. 137). Several studies have found, for example, that beginning teachers
tend to use classroom management as a lens through which to judge the effectiveness of their
induction programs and mentoring relationships, and often mentoring relationships end up
focusing on new teachers’ skill sets rather than deeper pedagogical or theoretical concerns
(Hobson et al., 2009; Wang et al, 2008). Another important factor which may influence new
teachers’ receptiveness to the support of induction and mentoring is their prior conceptions of
teaching based on their own experiences as a student or their experiences in their pre-service
training (Wang et al., 2008, p. 145). A study of workshop approaches to induction with followup classroom support found that teachers were sometimes too heavily influenced by prior
10

Wang et al. (2008) refer to characteristics such as learner-centered instruction, knowledge constructed individually
and collaboratively, learning as active sense-making through collaborative inquiry, and teacher as organizer,
challenger, and facilitator of student learning (p. 133).
11
Wang et al. (2008) cite the following for the term reform-minded teaching: Cochran-Smith & Paris, 1995;
Feiman-Nemser & Parker, 1992; and Hargreaves & Fullan, 2000.
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conceptions of teaching to change their practice as a result of the induction program (Barrett et
al., 2002 as reviewed in Wang et al., 2008). Also, the Mathematica study discussed in the
previous section found that after three years of their study, there were no significant differences
in classroom practices between the teachers in the treatment group and teachers in the control
group (Ingersoll & Strong, 2011). Other studies have shown, however, that collaboration with
other teachers (such as university colleagues) with shared prior experience and visions of
teaching can provide beginning teachers with opportunities for mutual support and shared
inquiry into teaching that are sustainable even in school contexts that are otherwise unsupportive
(Wang et al., 2008).
In the previous discussion of the impact of new teacher induction on retention, it became
evident that it was virtually impossible to separate induction from the complex array of
influences on teacher retention; the same can be said for trying to understand the impact of
induction and mentoring on teaching practices. The literature reviewed in this section revealed
even more clearly the impact of influences such as school context and prior experiences on new
teachers’ experiences of induction and their teaching practices.
The impact of new teacher induction on student achievement. As Wang et al.
(2008) noted, none of the studies in their review “addressed the effects of induction programs or
their components on students’ performance … [therefore] claims that induction programs
directly support teaching reform for novices are empirically premature” (p. 146). Fortunately,
Ingersoll and Strong (2011) took up the challenge of reviewing studies which did have empirical
evidence related to student achievement. Three of the four studies they reviewed in relation to
this particular outcome of induction showed a positive impact on student scores or gains on
academic achievement tests (Ingersoll & Strong, 2011). The core element of the induction
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programs reviewed in this section was mentoring. Two studies of the California BTSA program
and one study of a similar program from an East Coast school district found that new teachers
with higher levels of participation in the programs had higher levels of student achievement.
However, one of the California studies was the same as cited in a previous section and the actual
percentage of their target population who participated was only 13% for this aspect of the study.
Also, a New York City study had mixed results. An interesting result was found in the
Mathematica study, reviewed separately by Ingersoll and Strong (2011), which showed that there
were no significant differences in student achievement in the first two years of the study, but
there was a significant positive difference in the third year of the study. This would seem to
indicate that teachers who participated in the induction program for two years showed significant
improvement in student test scores in the third year. This finding is supported by the New
Teacher Center (NTC), which maintains that “on-the-job development of beginners takes more
than 1 year, and hence beginning teachers in its program are required to receive 2 years of
support” (Moir et al., 2009, as referenced in Ingersoll & Strong, 2011, p. 226). Overall, Ingersoll
and Strong (2011) point out that a clear limitation of studies which attempt to research the effects
of induction on student achievement is that the students are at least one step removed from the
induction program (p. 220). This makes it challenging to design studies which can claim causal
relationships (Ingersoll & Strong, 2011).
Summary of Perspectives of New Teacher Induction
In this portion of the chapter I have provided a multi-perspective review of the
literature on new teacher induction. Induction programs and practices have been designed with a
professed goal of reducing new teacher attrition by providing support during the transition from
pre-service to in-service teacher. However, the literature reviewed in this section reveals that the

50

outcomes of induction programs are more complex, and perhaps more sinister, than at first
glance. Researchers who have taken a critical look at induction practices in light of the No Child
Left Behind Act of 2002 and the rise in evaluation and assessment of teachers have questioned
the veiled, normative effects induction has on new teachers. In addition, the review of the
literature on the effectiveness of induction programs was largely marked by mixed findings in
terms of the impact on teacher retention, practices, and student achievement. Ingersoll and
Strong’s (2011) review of the empirical research on the effectiveness of new teacher induction
found an overall positive impact on teacher retention and Shockley et al. (2013) list several selfreports of large scale induction programs that also claim positive effects. However, other major
studies such as the Mathematica study had mixed findings. Reviews of the impact of induction
and mentoring on the practices of new teachers also varied. Some studies indicated positive
effects on teaching practices (although not necessarily statistically significant) while others
questioned whether the effects supported the reproduction of conventional norms or reformminded teaching. The trend of mixed reviews continued through the discussion of the impact of
induction and mentoring on the achievement of students in the classrooms of new teachers. One
interesting finding in this literature was the possibility that new teachers need more than one year
to develop their practice in ways that positively influence student achievement. A final note for
this summary is that in each of the sections devoted to the effectiveness of new teacher
induction, what emerged was the impossibility of separating induction or mentoring from the
personal and contextual factors influencing new teachers.
The Relationship between Prior Experiences, School Cultures, and New Teacher Actions
Induction, as a formal and structured program, only accounts for one of the possible
influences on new teachers. Most of the studies reviewed in the previous section focused on
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measurable outcomes, which are representative of an approach to teacher learning which focuses
on teachers’ acquisition of assets such as knowledge or competencies. In an assets approach to
teacher learning, teachers are evaluated and assessed based on predefined standards and learning
outcomes (Akkerman & Meijer, 2011). A cited weakness of the reviewed studies was that they
evaluated effectiveness without defining “effective” from any sort of theoretical base. The
studies reviewed in this next section expand the new teacher experience to include a network of
relations involving the school and organizational context and the personal biographies of the
teachers themselves. Within this literature, I chose to focus on studies and reviews which looked
specifically at the ways new teachers either succumbed to school norms or developed a sense of
agency and resistance. The results of this search and focus are the 7 articles described in
Appendix B. In order to maintain some parallels between the literature on the effectiveness of
new teacher induction and the literature in this section, I have organized this section according to
the impact of personal and socio-cultural factors on the retention and practices of new teachers.
The Influence of School and Organizational Culture on New Teacher Retention
The time period of new teacher induction is often considered a transitional period during
which new teachers are socialized into their school cultures. Cherubini (2009) defines school
culture as “the distinctive blend of norms, values, and accepted modes of professional practice,
both formal and informal, that prevails among colleagues” (Bryk & Driscoll, 1988, p. 235 as
cited in Cherubini, 2009). The process of socialization refers to the ways school cultures can
influence new teachers’ roles and contributions to schools and curricular initiatives as well as the
ways their relations are defined within those school cultures (Cherubini, 2009). In my discussion
of the impact of new teacher induction on retention, it became apparent that school culture
played a significant role in terms of the implementation, reception, and overall effectiveness of
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new teacher induction. Factors like the leadership of school principals, the collegiality of school
faculty, and whether or not the school was high or low-poverty were found to be influential and
therefore made it difficult to suggest that induction programs alone could impact teachers’
decisions about whether or not to stay in the profession.
According to Clandinin, Downey, and Huber (2009), the shifting landscapes of teaching
may be resulting in teachers who “can no longer live out their personal practical knowledge in
their stories to live by” and therefore they create “stories to leave by” (p 144). The authors
suggest that because teachers who leave the profession are potentially viewed as being somehow
deficient, teachers may find acceptable cover stories (such as leaving to pursue graduate study, to
stay at home with children, or to move to a higher status position) rather than allowing
themselves to explore reasons for leaving that may lie below the surface. Because these stories
are deemed acceptable by others, they are stories that go largely unnoticed and underinvestigated and may actually be covering over stories that were in fact impacted by the
changing landscapes of schooling. This suggests that there is more to teacher retention than a
simple “yes” or “no” in terms of signing a contract for another year.
A study by Achinstein and Ogawa (2006) helps us to understand the “stories to leave by”
of two new teachers. The two teachers who were a part of the study had originally been part of a
larger study of the influence of organizational context on teacher socialization (Achinstein,
Ogawa, & Speiglman, 2004). The original study included nine teachers from a variety of school
districts who were involved in a range of approaches to literacy instruction. Of the nine teachers
in the original study, the two for this study were selected because they were exceptions. Unlike
their peers who tended to comply with the schools’ literacy programs, these two teachers
publicly challenged the programs in their districts (Achinstein & Ogawa, 2006). The first
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participant, Sue, was in a district in which fidelity to the mandated literacy program was assessed
through monitoring by administrators in the form of “walk-throughs.” Teachers were to have
their rooms set up as suggested by the publisher of the literacy program and were to pace their
teaching according to a regimented schedule. In addition, teachers were evaluated according to
exemplar lesson designs from the publisher. According to Sue, it felt “almost prison-like”
(Achinstein and Ogawa, 2006, p. 38). Sue was committed to fostering individuality and
creativity in her students which led her to resist and exceed the prescribed literacy program.
With the exception of her mentor, Sue was not able to find support from colleagues and
described feeling isolated in her school. At the end of the year, her students achieved significant
gains on the standardized achievement test and scored well above both district and state
averages. Despite receiving nothing but exemplary marks on her evaluations by the principal,
Sue was a probationary teacher and was released from her position at the end of her second year
with the only explanation being that she was “not a team player” (Achinstein & Ogawa, 2006, p.
42). She did not apply for a teaching position the following year.
The second participant in the Achinstein and Ogawa (2006) study was Rob, who was a
teacher in a school district on the verge of state takeover because of noncompliance issues.
Because the district was “underperforming” it was monitored by the state. Rob’s school district
was participating in the same literacy program as Sue’s district. Rob, like Sue, resisted the
literacy program. However, Rob was supported not only by his mentor but also by a professional
development community funded by a private foundation outside his school. In addition, Rob had
a grade-level colleague who was also a new teacher and who worked together with Rob to
develop curricula that departed from the prescribed literacy program. Fortunately for Rob, his
principal was open to some departure from the literacy program and even called Rob his “rookie
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of the year” (Achinstein & Ogawa, 2006, p. 49). However, in the summer between Rob’s first
and second year a new superintendent was hired and forced all of the schools to be in strict
compliance with the mandated literacy program. Rob’s principal told him that while he
appreciated his hard work in developing new curricula, “fidelity to the program” was now the
rule (Achinstein & Ogawa, 2006). Rob struggled his second year, describing the mandated
program as “a cancer” (Achinstein & Ogawa, 2006, p. 51). His mentor tried to reassure him that
there were other people in the district who felt the same way and that he was not alone.
However, at the end of the year, Rob applied to a different school district with a less prescriptive
teaching environment (Achinstein & Ogawa, 2006).
It would be easy to imagine Rob telling others that he left his job for a different
opportunity in another school district or Sue telling people that teaching in a public schools
wasn’t a good fit for her – these might even be choices on a multiple choice survey assessing
teacher attrition rates and reasons. However, the underlying context of the “prison-like” school
culture and “cancer”-like mandated fidelity to a prescribed literacy program may better define
Sue and Rob’s “stories to leave by.” While the cases of Sue and Rob are perhaps narrowly
defined by the mandated literacy program that was a major factor in the study, their stories
support the notion that induction alone cannot combat teacher attrition and that school culture is
a major factor in new teachers’ decisions to stay or leave. The cases of Sue and Rob are
explained in much more detail in the article itself and it becomes clear that several aspects of the
school culture had significant impact on their experiences, including: the role of the principal, the
role of the mentor, a culture of isolation versus a culture of collaboration and support, support
from professional development communities outside of the school context, and like-minded
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peers. The wide range of influences described in this study reveal the complex web of relations
in which new teachers are situated.
The Influence of Prior Experiences and School Culture on Teacher Practices
The prior experiences of new teachers need to be considered as an important influence on
their experiences of socialization into school cultures. Lortie’s (1975) often cited
“apprenticeship of observation” accounts for the influence of the time teachers spent as pupils in
classrooms on their own teaching practice. Time spent in classrooms contributes to new
teachers’ definitions of what it means to be a teacher and visions of who they will be as teachers.
Other experiences which contribute to these ideals are pre-service teacher training, the influence
of significant others, the ecology of the classroom, and school norms and regulations (Flores &
Day, 2006).
In a study of fourteen new teachers over the course of their first two years of teaching,
Flores and Day (2006) explored the ways teachers’ professional identities were “shaped and reshaped” in school settings through “interaction between personal, professional and contextual
factors” (p. 221). Careful analysis led the researchers to group the data according to three main
influences on the new teachers’ professional identities: (1) prior influences, (2) initial teacher
training and teaching practice, and (3) contexts of teaching. In terms of prior influences, the
findings indicated that new teachers make sense of their practices and beliefs about themselves
as teachers through the lens of their personal biography, especially through their memories of
best and worst teachers. Experiences with memorable teachers were a significant factor in the
ways new teachers’ conceptualized their roles. Initial teacher training, however, was found to
have a relatively weak impact on new teachers’ practices and beliefs about themselves as
teachers. The commonly cited gap between theories learned in university teacher preparation
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and the practice of teaching were a recurring theme in teacher accounts. One new teacher said,
“What I was taught at the university was…utopia…But then we get there [schools] and we
realize that those theories just cannot be put into practice” (Flores & Day, 2006, p. 224). Most of
the teachers dealt with this perceived gap by adopting a “strategic compliance” attitude, falling in
line with their supervisors’ perspectives while maintaining some personal reservations.
Unfortunately, the impact of the mismatch between the teachers’ initial beliefs about teaching
and the “real world” of teaching resulted in practices which gradually moved from constructivist,
student-centered practices to more traditional, teacher-centered practices. Teachers felt that in
order to avoid classroom management and behavior problems, they became more cautious and
more traditional in their approaches to teaching. Of the fourteen teachers, only four followed a
different path – two who recovered their lost optimism during their second year of teaching and
two who persisted through their negative experiences perhaps only due to their intrinsic
motivations for entering the teaching profession to begin with.
The relatively weak impact of pre-service teacher education was also a finding of a study
of new physical education teachers. The study by Keay (2009) explored the question of whether
new secondary school physical education teachers would inevitably be “victims of an unequal
balance of power” in their profession or if they would be able to “exert professional influence
over their colleagues” (p. 225). The impetus for the study was the literature which suggests that
physical education (PE) curriculum has remained largely unchanged for several decades. The
author describes the new PE teacher experience as one which may begin with excitement for the
prospect of change, but which may take place in a context where experienced PE teachers
support “a traditional, games-based curriculum implemented through teaching approaches which
have ‘stood the test of time’ ” (Keay, 2009, p.226). Although the rhetoric of hiring new teachers
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is one of bringing new perspectives and a fresh outlook to schools, the reality is that many new
teachers “encounter resistance when challenging the practice of established teachers” (Keay,
2009, p. 227). The study was based on a theoretical framework informed by the concepts of
habitus, figurations, and power as defined by the work of Bourdieu, and others. Habitus, as
defined by Bourdieu and Wacquant (1992) is “a set of historical relations ‘deposited’ within
individual bodies in the form of mental and corporeal schemata of perception, appreciations, and
action” (Keay, 2009 p. 231). Figurations are “the networks or webs in which individuals find
themselves and can be used to explain and explore relationships between people in a society and
can acknowledge the dynamic, fluctuating and unequal balance of power between people”
(Keay, 2009, p. 230-231). The findings of the study were that new teachers’ entered the
profession with a habitus heavily informed by experiences in PE as a pupil, and their habituses
went unchallenged in the early part of their teaching career. One explanation was that current
practices of PE in schools are rooted in past figurations and therefore are in line with new
teachers’ experiences as pupils of PE. Although new teachers may have learned different
curriculum perspectives in initial teacher education, those perspectives take more time to be
absorbed because they challenge the students’ habituses based on prior experiences. In addition,
the time period of teacher preparation is relatively short in comparison to experiences as a pupil
and an increasing amount of time in school contexts. (Keay, 2009)
Summary of the Relationship between Prior Experiences, School Cultures, and New
Teacher Actions
The studies reviewed in this section indicate that the new teacher experience is
complicated and influenced by school and organizational culture as well as personal biographies.
In addition, these influences contribute significantly to new teachers’ curricular choices, teaching
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practices, and choices about whether or not to stay in the profession. School cultures are
themselves complicated, consisting of teacher relations, professional hierarchies, school norms,
school and district policies, and student relations in addition to many other components and
forces. The Achinstein and Ogawa (2006) case studies of Sue and Rob describe the experiences
of two new teachers within these cultural relations and the ways they can lead to teacher attrition.
In addition to cultural relations, the ongoing identity development of new teachers is a major
factor in the ways they conceive of and live out teaching. The studies of Flores and Day (2006)
and Keay (2009) both found that teachers’ prior experiences, especially as students in
classrooms, were a major influence on new teachers’ conceptualizations of teaching and teaching
practices. Another important finding was that pre-service teacher education had a relatively
weak impact on teaching practices. Based on the studies described in this section, it is clear that
if new teachers are to be expected to challenge the norms cultivated by both prior experiences
and school contexts, more support is needed.
New Teacher Resistance and Agency
In a thought-provoking review of new teacher induction literature (Long, McKenzieRobblee, Schaefer, Steeves, Wnuk, Pinnegar, and Clandinin, 2012), Long et al. (2012) raise
concern that “perhaps induction and mentoring [have] become the acceptable or taken-forgranted solution to the problem of early career teacher attrition and retention without sufficient
attention to the research base” (p.7). Given the review of the literature I have provided up to this
point, the authors’ concern is warranted. The review I have conducted so far indicates that not
only are the experiences of new teachers enmeshed in a complex assemblage of personal history
and socio-cultural contexts, but current support initiatives such as new teacher induction may
serve to reinforce the normative effects of school socialization. Because the goals of schooling
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and the definition of an “effective teacher” are highly contested topics in contemporary
education, it should not be assumed that helping new teachers become socialized into existing
school cultures is a goal without need for interrogation. The studies and articles discussed in this
final section of the literature review have been chosen because the authors present alternatives to
taken-for-granted forms of support for new teachers. In this section, there is a noticeable shift
from an evaluative view of new teachers to one which both values their developing identities and
values them as individuals capable of making significant contributions to school cultures,
curricula, and practices.
Re-conceptualizing New Teachers
In a review of the literature from 1969 to 2005 on pre-service candidates’ transition from
student teacher to professional educator during their socialization into school culture, Cherubini
(2009) discovered that the same new teacher concerns have been documented for over 35 years.
Cherubini broke his review into three time periods and although distinct themes emerged in each
time period, he proposes that the overall conceptualization of new teacher experiences has been
largely based on an industrial age perspective of the new teacher. In the industrial age
perspective, individuals, in this case new teachers, need extrinsic affirmation and, “rely on the
organizations’ values and hierarchy for meaning and direction” (Cherubini, 2009, p. 94). In
Cherubini’s (2009) chronological review of the literature, new teachers were consistently
described as experiencing a process of adjustment and compromise, feelings of disenchantment,
socialization into a professional role, and chaotic work experiences embedded in a sink or swim
culture which left the new teacher with two options – survive or perish (Cherubini, 2009).
Cherubini (2009) argues that a post-industrial conceptualization of new teachers is largely absent
from the literature. From a post-industrial perspective, individuals have an “emancipated
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identity defined not by the external agencies of social and institutional membership, but by self”
(Limerick, Cunnington, & Crowther, 1998, p. 115 as cited in Cherubini, 2009, p. 94). The lack
of emphasis on “individualism” or “self-realization” of new teachers in the literature suggests a
lack of acknowledgment of, or support for, the agency of new teachers despite the fact that new
teachers are products of the post-industrial era and “perceive themselves as autonomous and
mature professionals who can exercise their unique capacities within school organizational
culture” (Cherubini, 2009, p. 94). Therefore, Cherubini (2009) proposes that induction should
not be conceived of as a process of accepting new teachers into an existing hierarchy, but should
instead raise the consciousness of new teachers’ sense of individualism so that they are better
positioned to assume active roles in their schools and classrooms (p. 94).
New Teachers as Change Agents
A study by Lane, Lacefield-Parachini, and Isken (2003) examined a program similar to
the kind Cherubini proposes in which pre-service teachers (not in-service teachers in this case)
were intentionally developed and supported as “change agents.” Participants in the study were
master’s degree students in a program designed to prepare teachers specifically for urban settings
and whose vision was to reform urban schools by developing teachers as “critical educators”
(Lane et al., 2003, p. 56). Part of the philosophy of the program was that, “novice teachers need
to develop feelings of ownership so they feel empowered to transform the urban educational
setting rather than feel defeated by it” (Lane et al., 2003, p. 56). This study explored the nature
of student teaching placements in two schools in which student teachers were placed with
teachers who did not have a critical orientation, and aimed to find out whether or not these types
of placements could result in critical reflection of both student teachers and guiding teachers.
The study found that at the end of the first year, “pre-service teachers had become change agents
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for their guiding teachers in terms of implementing changes and thinking about practice” (Lane
et al., 2003, p. 57). The quality and variety of support the student teachers in this study received
from their university program makes their experience unique. For example, school principals
and university liaisons met with the student teachers to discuss readings about the common
pressure in urban schools to conform to the “norms,” and encouraged them to continually
examine their beliefs and the beliefs of the guiding teachers (Lane et al., 2003, p. 57). The
student teachers and guiding teachers also wrote in interactive journals in which they could
reflect and question each other (Lane et al., 2003). Programs like the one studied by Lane et al.
(2003), could inform ways of thinking about induction which, as Cherubini (2009) suggests,
support the individualism and active positioning of new teachers.
Holistic Mentoring Toward Teacher Agency
Deborah Bieler (2013) suggests the value of holistic mentoring as a way to both
strengthen teacher agency and meet the deeper human needs of new teachers, especially in a
data-driven educational climate. Bieler (2013) conceptualizes holistic mentoring as inspired by
the work of bell hooks, Paulo Freire, Mary Rose O’Reilly and Nel Noddings; this kind of
mentoring fosters “individual autonomy,” pursues reciprocal teaching and learning relationships,
and stands “continually poised to explore all the factors that contribute to student teachers’
developing professional identities – their beliefs, goals, worldviews, life experiences, and
expectations” (p. 24). Holistic mentoring, according to Bieler (2013), can also be considered a
form of activist pedagogy that
works against (1) the ways in which teacher preparation programs often
essentialize student teachers by positioning them only as student teachers and (2)
the ways in which new teachers often experience student teaching and the first
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year(s) of teaching as a time merely to ‘survive’ or to ‘get through with the least
amount of pain’ (as stated by two of the participants in her study). (p. 24)
Summary of Teacher Resistance and Agency
Each of the authors (Bieler, 2013; Cherubini, 2009; Lane et al, 2003) introduced in this
section propose a way of working with new teachers – whether in preparation programs,
induction programs, mentoring relationships, or professional development – that provides new
teachers with agentive experiences, “driven not by external factors but rather by the participants’
identities, questions, and aspirations” (Bieler, 2013). A shift in approach of this nature could
help change the support of new teachers from the kind that serves only to socialize them into
existing cultures, to a form of support which aims to develop new teachers who are leaders of
reform and transformation (Bieler, 2013).
Conclusion
In the beginning of this literature review I made known my suspicions about both the
contentious nature of new art teacher experiences and the questionable, perhaps normalizing
effects of current forms of new teacher support such as school-based induction programs.
Unfortunately, despite my efforts to explore the literature with an open mind, the results of my
review served to confirm rather than repudiate my suspicions. The literature specific to art
education showed that new art teachers face challenges such as isolation, marginalization, and a
pressure to fit in to school curricula and contexts that may oppose the new teachers’ educational
foundations and beliefs. New art teachers’ responses to these experiences vary, but can result in
succumbing to school art norms or even leaving teaching altogether. While more support for
new art teachers is suggested by the researchers in art education (Cohen-Evron, 2002; Bain et al.,
2010), the most common (and likely the only) form of support available to any new teacher is a

63

school-based induction program. The studies and reviews of the new teacher induction literature
indicate that induction programs are far from a proven solution to new teacher retention, and in
their current conceptualization are even less likely to contribute in positive ways to school
reform efforts. Current induction practices appear to lack a clear theoretical basis and lack goals
which will move educational practices from those of the past to those of the present and future.
Simply socializing new teachers into existing school cultures should not be the goal of induction
programs.
The literature review went on to show that although induction programs and practices
may play a significant role in new teachers’ experiences, personal and contextual factors also
have a noteworthy impact. New teachers’ curricular choices, teaching practices, and decisions
about whether or not to stay in the profession are impacted by the culture of the schools in which
they teach, but also by their prior experiences as students in schools. While much emphasis is
often placed on the role of pre-service teacher education programs in training teachers, one study
suggested the time spent in university courses is too short to challenge either pre-service
teachers’ prior experiences of teaching or the influences of the school cultures they face (Keay,
2009).
Based on the findings of the literature review, it seems necessary to rethink new teacher
support in fresh ways rather than tweak existing induction programs. For too long induction
programs have been accepted without proper interrogation of their relevance to progressive
theories and practices of education. The studies reviewed in the final section of this chapter
suggest that new teacher support toward reform-minded teaching exists and although it may be a
small start, perhaps programs of this nature will start a swell of new visions for both supporting
new teachers and imagining the possibilities of education. Because of the unique role of new art
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teachers as an often isolated and/or marginalized population within larger educational structures,
it is even more critical that new support initiatives which value beginning art teachers’
developing identities and encourage them as leaders of contemporary theories of art education
are envisioned, developed, and implemented. Such initiatives might be imagined as spaces of
freedom for new art teachers within contemporary assemblages of education.
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CHAPTER III
RESEARCH AS PLANNED: A SUPPORT INITIATIVE FOR NEW ART TEACHERS
The Generative Function of the Support Initiative as Research
Despite my vision for designing and implementing a support initiative for new art
teachers, I had no way of knowing how my work with the teachers would unfold as a lived
experience. For this reason, the details of the research study evolved throughout the
implementation of the support initiative and even after it ended. The general design of the study
was qualitative in nature and therefore was grounded in interpretive rather than positivist social
science (Merriam, 1998/2001). Although the study was designed around the implementation of
the support initiative, the support initiative itself did not end up as the main focus of the study.
Rather, the support initiative came to function as a means of generating encounters (Davies et al.,
2013) with the new art teachers. In this way, the study began to move towards post-qualitative
research practices. According to Davies et al. (2013), “Post-qualitative encounters do not place
humanism’s individual subject at the apex of inquiry but see subjects, including the researcher,
as emergent in encounters with others—with human others, with discourses, and with physical
and social landscapes” (p. 680). In other words, through the support initiative the new teachers
and I shared in a mutual experience of becoming, and through that process the research emerged
as “something new, something not-yet-thought” (Davies et al., 2013, p. 680). I encountered the
teachers in the midst of their own encounters within their school cultures and within the
workshops, and because of those experiences I was able to come to know the new art teachers
and their practices differently. What follows in the rest of this chapter are the practical aspects of
the research-as-planned. I describe the rationale for the support initiative, the preparation that
went into its design, and the actual implementation of the initiative as research. I also describe
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the forms of data that resulted from this work as well as some of the practical considerations for
the evolving research study. In the next chapter, I move into a full description of the analytical
methods that emerged as a result of my encounter with the research as lived.
Rationale for the Design and Implementation of a New Art Teacher Support Initiative
The methodological framework for the support initiative I designed for new art teachers
as part of this study developed as a result of the relationships I saw between the existing
literature on new [art] teacher experiences and the work of critical theorists and philosophers.
The writings of Foucault (1977/1995, 1978/1990) and those studying new teacher experiences
from a post-structural lens (Atkinson, 2012; Britzman, 2003; Devos, 2010) offer a critical look at
the discourses and power relations in which new art teachers are entangled. Through knowledge
of these complex power relations, I became increasingly aware of the immense challenges new
art teachers face when tasked with implementing contemporary theories of art education in
schools. In addition, I became disheartened by the ways new art teachers’ developing identities
might be subsumed by a culture of standardization and evaluation prominent in contemporary
schools.
The review of the literature only served to confirm my unease with the challenges faced
by new art teachers and the current forms of support available to them. Based on the literature
reviewed, pre-service art teachers trained in progressive art education programs move on to inservice teaching positions where they often face school cultures in which contemporary theories
of art education are neither practiced nor valued. Although school-based induction programs are
considered a form of support for new teachers, they offer little support specific to the needs of art
educators and, according to the literature, are unlikely to be progressive in terms of educational
theory or practice.

67

Despite the feeling of determinacy in the post-structural readings of new teacher
experiences, my research also led me to theorists and philosophers whose work offered hope for
countering the normalizing forces of school systems and cultures. The writings of Greene
(1988), Palmer (1998/2007), Ritchie and Wilson (2000), and Ellsworth (2005) in combination
with the studies I reviewed of teachers as change agents (Lane et al., 2003), led me to
conceptualize an approach to new art teacher support that would remain external to the teachers’
schools and separate from forms of evaluation. I imagined that support for new art teachers
should come from the university from which they had graduated, the same university that
encouraged the teachers toward contemporary theories of art education. By offering support
from someone affiliated with the university, such a program might support the new art teachers
from a place far enough removed from their school cultures to allow them to look critically at
their experiences and the possible impact of school cultures on their teaching identities and
practices. In addition, it was more likely that a group formed through a connection to the
university could unite around a shared vision of implementing contemporary theories of art
education in school spaces, providing a sense of solidarity for the new art teachers.
Collage as Critical Practice with New Art Teachers
My vision for a new conceptualization of beginning art teacher support was to use collage
(Garoian & Gaudelius, 2008) as a framework to aid the new teachers in looking critically at their
experiences of teaching. By asking the participants to bring material documentations of their
teaching experiences to the workshops and then place those documentations in relation to those
of the other participants and workshop texts, I hoped a collage would be created which might
function as a place of learning. Although the collage materials would be singular representations
of the participants’ experiences, the act of juxtaposing the representations brought forth by all of
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the participants had the potential to generate new relations and new understandings. I believed
the material representations of the workshop collage would function as a pedagogical force,
similar to the anomalous places of learning described by Ellsworth (2005). Through the
participants’ encounters with the collage, a “sensation construction” would be created which
would prompt a “web of inter-relational flows”—a pedagogic assemblage (Ellsworth, 2005, p.
27). In other words, the material fragments of the collage would be catalysts which would call
forth the participants’ lived experiences of teaching and bring them into relation with the
workshop experiences in order that the participants might “set interior self-experience in motion
to encounter the outside ‘not me’” (Ellsworth, 2005, p. 39). Within this encounter of the
pedagogic assemblage of the workshop, participants’ understandings might be complicated or
unsettled, and new understandings of their positioning within the larger discourses of schools and
education might be revealed. Thus the workshops as collage—and pedagogic assemblage—
could serve as a form of critical practice for the new art teachers.
Preparation for the Support Initiative as Research:
Observing Upper Level Art Education Courses at Center State University
The planning for this study began more than a year before the support initiative was
implemented. Through my early doctoral work, I developed the sense that I wanted to work with
new art teachers who were graduates of the same university art education program. With this
interest in mind, I requested permission from the faculty member teaching the Capstone Course
in Art Education to begin observing the course about half way through the spring semester of
2013. According to the course bulletin information provided by the university, there are four
main objectives of this course:
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1. Each student will synthesize the experiences and understandings developed through prior
courses in the undergraduate art education program.
2. Students will become aware of emerging trends in art education and reflect on
implications of those trends for their future teaching and learning.
3. Each student will complete, and publicly present, a teaching and learning portfolio that
includes evidence of professional preparation, biographical information, samples of
artwork and writings on art/visual culture, and reflective statements explaining the
selection and significance of specific items.
4. Students will gain understanding of the importance of professional standards and
practices in art education.
In addition, the course is taken concurrently with the pre-student teaching course in which the
pre-service teachers instruct Saturday Morning Art School (SMAS) classes for local children.
By observing this course, my hope was to be able to gain a better understanding of the theoretical
foundations of the art education program in its current state, to learn more about the ways preservice teachers were connecting theory and practice in relation to their experiences teaching the
SMAS classes, and to begin to form relationships with some of the art education students who
would be graduating in time to be potential participants in the study I was developing. Because I
found my time in the first observation of the Capstone Course to be valuable, I chose to commit
to observing the full fall 2013 semester of the course as well.
Conducting a Pilot Study with Student Teachers
After forming relationships with the students in the fall 2013 Capstone Course, I designed
a small pilot study and gained IRB approval to conduct group interviews with the pre-service
teachers during their time as student teachers in the Spring 2014 semester. The purpose of the
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pilot study was to understand the process student teachers in art education went through as they
transitioned from university students to practicing teachers. Specifically the pilot study aimed to
understand ways student teachers' philosophies of curriculum and pedagogy were supported,
challenged, or altered during the process of student teaching. All of the student teachers in the
art education program had student teaching placements in the same urban city about two and half
hours from the university. During the pilot study, I made three trips to visit the student teachers.
The visits took place at the end of January, the beginning of March, and the end of April, and
each time we met at a Panera in a central location where we sat as a group at a large table in a
back room of the restaurant.
Although my proposal for the pilot study had included the potential to meet with the
student teachers individually, have them keep written reflections on their experience, and interact
in group dialogue via a Facebook group, in the end only the group meetings came to fruition.
Through the pilot study, I learned that group dialogue and communication in an on-line space
was much more difficult than I anticipated. I made attempts to facilitate discussion via the
Facebook group page, but the student teachers did not respond to the prompts. It was even
initially difficult to plan a place and time to meet. However, I came to learn that communication
worked best if I presented information that the student teachers could respond to with basic “yes”
or “no” types of answers. For example, if I presented a date, time, and place to meet, the student
teachers were able to easily respond about whether or not the proposed meeting would work for
them. Given the time and work commitments required of student teachers, it was understandable
that they could only devote a small amount of attention to the pilot study. With that said, at each
in-person group meeting there was good turnout of student teachers and they seemed both
willing and pleased to be able to share in group dialogue about their student teaching
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experiences. The experiences of the pilot study were valuable in helping me to realize that
support for student teachers worked best if it was offered in person and if the participants did not
have to commit too much beyond making themselves available for meetings. Knowing that I
was planning to provide support for new art teachers whose schedules would likely be even more
demanding than those of student teachers, I realized the pertinence of this information as I
moved forward with the design of the support initiative for my research.
Selecting the Research Sites and Participants
For the purposes of the study, I intentionally chose to work with graduates of the art
education program at Center State University, where I was completing my doctoral studies. The
first reason for making this choice was because of my familiarity with the context of this
particular art education program and the preparation of pre-service art teachers in the program.
My personal understanding comes from my time spent as an undergraduate in the program
(despite the fact that it was many years ago), my experience in the art education program as a
doctoral student, and my intentional observation over the course of almost two semesters of the
Capstone course (a culminating course for seniors in the Art Education major) for art education
majors. My own experiences within this particular art education program provided me with a
theoretical foundation of art education grounded in postmodern theories, and through my
interactions with pre-service teachers currently in the program I was able to see the ways they
were also provided with a foundation in contemporary theories of art education. The fact that all
of my participants shared this foundation, especially in areas specific to the expertise of the
school’s faculty, is the second reason that I chose to work only with graduates of this particular
program for the study. Because one focus of my research was to learn more about the ways new
art teachers pursue contemporary theories of art education within school cultures, it was
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important that I work with new art teachers whose pre-service education was both known to me
and provided a foundation in those contemporary theories. By choosing the participants in this
manner, I hoped the study would provide an opportunity to understand how graduates of a
specific program show willingness, determination, or ability to implement the contemporary
forms of art education encouraged within their university coursework.
The full list of criteria used to select participants included: (1) individuals who had
graduated from the art education program at the selected university at either the Bachelor’s or
Master’s with Certification levels, (2) individuals who were in their first or second years of
teaching, and (3) individuals who were willing to work with me and commit to attending the
workshops for the duration of the study. All of the participants were either known to me through
my interactions with the art education students in the Capstone course or pilot study, or were
known to my advisor who was a faculty member in the art education department. I contacted
potential participants through Facebook and of the seven individuals I contacted, six agreed to
participate in the study. The participants, all females, included: Alyssa, Sarah, Lauren, Casey,
Julie, and Mary Kate. At the time of receiving commitments from the participants, they were all
graduates who would be in their first or second year of teaching during the 2014-15 school-year.
Four of the teachers were entering their first year of teaching and two were entering their second
year. The participants’ schools were in various locations across two states in the Mid-Atlantic
region of the United States. The location of the schools was happenstance, as I was concerned
mainly with the established criteria for participants and not their teaching locations specifically.
In addition, the participants’ schools covered a range of socio-economic contexts and grade
levels. Background information regarding each participant and their school context is provided
in detail in Chapter IV.
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Implementation of the Support Initiative for New Art Teachers
After conducting the pilot study in the spring of 2014, I spent the summer of that year
conducting my literature review as part of my comprehensive exams. Upon defending my
comprehensive exams and dissertation proposal early in the fall semester, I also applied for and
received IRB approval in time to begin my work with the new teachers early in their school year.
I found that group messages through Facebook were the best way of communicating with the
participants, so I used this method early on to ask them for addresses I could use to send some
materials for the study. About one month before the first workshop meeting, I sent each
participant a box with materials they could use to document their teaching experiences (Figure
3.1). A letter (Appendix C) accompanied the box and explained my hopes for the participants to
collect thoughts, reflections, images, photographs, etc. in relation to their teaching experiences.
The participants were asked to bring their initial documentations to the first workshop.

Figure 3.1. Boxes of documentation materials sent to participants.
The first workshop took place on October 11, 2014, with the subsequent two workshops
taking place on January 17, and April 24, 2015. The agendas for the three workshops can be
found in Appendices D, E, and F. Each of the agendas was a tentative guide and I often adjusted
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the workshop events and activities in the interest of time or based on my interaction with the
participants. At the first workshop, for example, I realized the agenda was overly ambitious and
therefore I had to cut out some of the activities. In between the workshops, I visited each of the
participants in their local contexts to have one-on-one conversations and follow up on workshop
discussions and pursuits. I was able to make two visits to each of the participants’ locations,
with the first visits taking place at the participants’ schools after school ended for the day and the
second visits taking place at restaurants near the participants’ schools or homes. My visits to the
participants’ schools are described in Chapter IV.
The First Workshop
The workshop on Saturday, October 11, 2014, was our first group meeting. We started
the day around 11:30am in one of the studio rooms of an art education building at Center State.
Because all of the participants had taken classes in the room when they were students, they were
familiar with the environment. I had lunch set out for the participants when they arrived, so we
had a sort of casual time of gathering and becoming reacquainted before the workshop officially
began. Unfortunately, Lauren could not make it to the first workshop, so I sent her a summary of
the day once the workshop was over. Once we decided to get down to business, I began by
having each participant introduce themselves and explain their current teaching position and
school context. Although most of the participants knew each other or had at least interacted with
each other in some way as art education students at the university, not all of them had stayed in
touch and the introductions provided a valuable opportunity to get to know each participant’s
school context and circumstances. After the introductions, I went over the consent forms
(Appendix G) with the participants and explained each part of the form so that they would
understand the full commitment of the study. Once the consent forms were signed, I spent some
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time explaining my vision for group interactions. On the agenda, I had included the following
quotes from Parker Palmer’s (1998/2007) book The Courage to Teach: Exploring the Inner
Landscape of a Teacher’s Life:


“The human soul does not want to be fixed, it wants simply to be heard” (p. 156)



“The purpose is not to critique each other’s pedagogy, but to speak honestly from our
own experience and listen openly while others do the same.” (p. 152)

I used these quotes as a way to set the tone for the workshop. I asked that the participants listen
to each other and try to avoid the tendency to offer unsolicited advice or suggestions. I wanted
the workshops to be a place where the teachers could share openly and honestly about their
experiences without feeling as though they were going to be judged. At this point, I shared the
following passage from Palmer’s (1998/2007) book:
I have taught thousands of students, attended many seminars on teaching, watched
others teach, read about teaching, and reflected on my own experience. My stockpile
of methods is substantial. But when I walk into a new class, it is as if I am starting
over. My problems are perennial, familiar to all teachers. Still, they take me by
surprise, and my responses to them—though outwardly smoother with each year—
feel almost as fumbling as they did when I was a novice.
After three decades of trying to learn my craft, every class comes down to this:
my students and I, face to face, engaged in an ancient and exacting exchange called
education. The techniques I have mastered do not disappear, but neither do they
suffice. Face to face with my students, only one resource is at my immediate
command: my identity, my selfhood, my sense of this “I” who teaches—without
which I have no sense of the “Thou” who learns. (p. 10)
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Based on the message of this passage and the content of the corresponding chapter in Palmer’s
(1998/2007) book, I asked the participants to “Tell us about a moment when things were going
so well you were born to teach” and “Tell us about a moment when things were going so poorly,
you wished you had never been born.” The participants then shared their responses to these
prompts. I wrapped up this portion of the workshop by describing some of my goals for the
workshops in relation to both Baxter-Magolda’s (2001) study of self-authorship and Greene’s
(1988) theorization of freedom. From the discussion of the workshop goals, a conversation also
emerged about each of the participant’s experiences with induction programs and/or new teacher
mentors.
At this point in the workshop, I asked the participants to pull out any documentation they
brought with them. I requested that they place their documentation on the table so that
everyone’s documentation was visible (for some this meant pulling images up on their laptops)
(Figure 3.2). Once the documentation was in place, I gave the participants a packet of excerpts
from articles relevant to new [art] teacher experiences (Appendix D). I asked the participants to
read through the packet and consider any relations they saw between the texts, their own
experiences, and their documentation. After I gave the participants plenty of time to read
through the information, they each discussed their responses with the group. The conversations
that emerged from this activity were fruitful and took us through the end of our time together,
around 3pm. Because I had packed too much into my planned agenda for the day, I made
adjustments to the agenda throughout the workshop (the agenda in Appendix D includes notes
regarding adjustments made) and I also decided to ask the participants to complete one of the
agenda items on their own time. In order to prepare for our one-on-one sessions, I asked the
participants to each look through their documentation and choose approximately five items to
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pull together in relation to a theme, concern, or topic of interest. I also asked that they organize
or collage the items on a single surface and write a short curatorial statement of about 200 words
to describe their collection. The intent was for the participants to then bring their curated
documentation with them to the one-on-one sessions which would take place before the second
workshop. The results of this prompt are included, when relevant, in the discussions of each
participant in Chapter IV.

Figure 3.2. Participants display their documentation on the workshop table.
The Second Workshop
Our second group meeting took place on Saturday, January 18, 2015, in the same
building and same room as the first workshop. Because the first workshop had revealed the need
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for more time, I planned the second workshop to last longer (11am-5pm). Everyone except for
Alyssa was able to attend. For the second workshop, I established a focus based on the work we
had already done and where I hoped we might go; I titled the workshop, “Ideal vs. Real and the
Space ‘In-Between’.” The activities for the morning were meant to get the teachers thinking
about what their goals were as teachers—both as pre-service and in-service teachers—in relation
to the practices they implemented on a daily basis. I began by reviewing the goals and group
commitments I had established in the first workshop. Next, I placed piles of blank index cards on
the table and asked the participants to use the cards to write their thoughts for the following
questions:


What makes good art curriculum?



What is the purpose of art for your students?



What are the enduring understandings you hope your students leave your class with?

After the participants had a chance to write their thoughts, I asked them to begin to share what
they wrote and as they did, place the cards in the center of the table (Figure 3.3). The goal was
to start organizing the cards based on themes or relationships we saw emerge. One person
started, and from there each participant contributed cards that were related to the contributions of
others as they saw fit. The participants suggested the connections they saw between each other’s
contributions and helped to arrange the cards. Once everyone had placed all of their cards on the
table, I brought out a large posterboard which contained cards from a similar activity I had done
with the pre-service teachers in my curriculum class (Figure 3.4). At that point, I asked the
participants to see what similarities and differences they noticed between the two sets of
cards/thoughts. The idea was to note the potentially ideal perspectives of the pre-service
teachers in relation to the in-service perspectives of the participants. The next step of the
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morning discussion was to ask the participants to pull out the teaching philosophies they wrote as
pre-service teachers, which I had asked them to bring to the workshop. I also handed each
participant copies of the photos I took on my visits to their schools as well as excerpts from their
transcripts from our first one-on-one sessions. On each participant’s transcript excerpts, I had
written a few comments or questions for them to consider. Once the participants had their
philosophies in front of them and the photos and transcript excerpts I had provided, I asked them
to view those items in relation to the note cards they had contributed to the previous activity.
Was their ideal different from their real? If so, what forces were at play? After the ensuing
discussion, we decided it was time to break for lunch before moving on to the afternoon
activities.

Figure 3.3. Participants contributing their index cards to the discussion.
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Figure 3.4. Researcher sharing a posterboard of cards developed by pre-service teachers.
During lunch, we all sat around the table and the participants shared more stories. Once
everyone was done eating, we continued with the next item on the agenda. Essentially I had
designed the rest of the workshop as time to get the participants thinking about what kind of
artwork they might want to do for the final workshop in April. I wanted them to have a chance
to share their experiences with others in a way that made them feel as though their voices as new
art teachers could be heard. In order to generate their thought process, I showed them some
examples of activist-oriented artworks created by groups of people whose voices are often
silenced or unheard; the artworks were by refugees, teen mothers, and caregivers of family
members with Alzheimer’s. I also showed the participants examples of a poster campaign my
own students had done to subvert the stereotypes of elementary education majors. After talking
through the various examples, I left it up to the participants to start brainstorming ideas for
artworks and/or an art exhibit. The participants each contributed ideas, bouncing ideas off of one
another and branching off into new directions until they came up with a direction they all were
happy with. The participants decided they wanted to create works that visually represented the
highs and lows of teaching. In addition, they wanted the main audience for their work to be pre-
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service teachers currently enrolled in the art education program at Center State. The participants
asked if I could arrange to have some of the pre-service teachers attend the final workshop so
that they could share in conversation about the works and final exhibition as a whole. Because
the participants knew the Saturday Morning Art School (SMAS) show would be on display
around the time of our final meeting, the participants asked that we plan our exhibit to coincide
with the SMAS show. This way, the work of the participants as in-service teachers would be on
display in conjunction with the student work generated by the practices of pre-service teachers.
The participants planned to create individual artworks that could be displayed together as a
collaborative piece. Their plan was to decide on the display of the works once they arrived for
the final workshop and to visually make connections between the works by using some kind of
fiber, such as yarn. They also hoped that the pre-service teachers would interact with the work
by adding their own connections.
Once the participants had established the direction for their final artworks and exhibit, we
discussed the possibility that their works might include some of their documentations from their
first year of teaching, or some textual components. For this reason, I showed them some books
that contained a variety of examples of artwork combining image and text. Most of the books I
shared were examples of approaches to visual journaling, but the images offered ideas for
collaging, layering, and combining image and text that could be relevant for the participants’
work. As the workshop neared completion, I showed the participants some art materials I
brought for them to experiment with and/or take with them to use in their artworks. The
participants finished out the day by trying out some of the materials and sharing in some casual
conversations. After the workshop concluded, I typed up a summary of the work we had done in
the group meeting and the decisions we had made in terms of the artwork the participants would
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complete for the final workshop (Appendix E). I then sent the follow-up document to all of the
participants through a group Facebook message.
The Final Workshop
In between the second workshop and this final workshop, I visited each of the
participants in their locations again. At the one-on-one sessions we talked about how things
were going in terms of teaching and their school experiences, and also discussed the progress
they were making on their final artworks. The final group workshop was held on Saturday, April
25, 2015 from about 11:30am to 4:30pm. We met in the same building as the previous
workshops, but a different room. We started with lunch and then sat down to formally begin
around 12:30pm. The goal for the morning was to have each participant tell the group about
their artwork and then work as a group to install the artworks as a collaborative piece.
Unfortunately, Lauren ended up having a conflict arise the week before the workshop and
therefore was not able to attend. However, she was able to mail me her final artwork and email a
video of her explanation of the work for the group and a potential pre-service teacher audience.
Once the participants spent time explaining their own works and sharing in conversation about
each other’s work, I offered them some options for making visual connections between the
works. I had brought a variety of colors of yarn and pushpins to the workshop for them to
choose from. Once the group chose the yarn and pushpins, they also decided to cut a bunch of
small strips of paper that could be used to record connections they saw between the works and
could be installed with pushpins on the final collaborative piece. In addition, each participant
had written an artist statement prior to coming to the final workshop and had emailed it to me. I
printed out the statements on cardstock and mounted them on black cardstock so that we could
hang the statements with the work as well.
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In order to install the work, we travelled across the street to the visual art building. I had
requested that two, four foot by eight foot display screens be set up for us in the hallway outside
of the main gallery where the SMAS show would be installed. The participants went to work
deciding how to arrange their works, installing them on the display screens, and then making
visual connections between the works (Figure 3.5). About the time the participants started using
the yarn to make the visual connections, some of the pre-service teachers I had invited started to
arrive. The participants stopped to explain their works to the undergraduates and then invited
them to add their own connections as they saw fit. Once everyone had contributed to the work,
the group as a whole—in-service and pre-service teachers—sat down to engage in dialogue.
During the conversation, the pre-service teachers asked questions about student teaching,
searching for jobs, teacher certification, and about the participants’ experiences as beginning art
teachers. Some specific questions raised included:


Given that we learn a lot of contemporary, progressive theories, how have you been able
to take what you learned in the curriculum course, for example, and apply it to your work
now?



How conceptually driven is the work your students make?



How do you handle critiques?

After spending about an hour with the pre-service teachers, we cleaned up the area where we had
been working and headed back to the art education building to finish up the workshop.
The last portion of the workshop was dedicated to reflections on the participants’ almost
completed year of teaching. I asked the participants to consider their year of teaching and the
documentations they had gathered through the workshop and then answer the following
questions:
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What are three areas of strength from this year that you want to remember moving
forward? How can you expand on these strengths?



What are three areas for improvement that you want to remember moving forward? What
changes can you make?

After answering these questions, we wrapped up the workshop by discussing the participants’
thoughts on the overall experience of the support initiative and their thoughts on how a support
program with similar goals would be most helpful and effective for beginning teachers in
general. The exhibit of the participants work (Figure 3.6) was on display for an entire week after
the final workshop and was on display at the time of the SMAS show, as planned. Although the
display screens had to be moved to accommodate room for refreshments for the SMAS closing
for parents, I was able to document interactions between SMAS visitors and the display of the
participants’ work. (Figure 3.7).
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Figure 3.5. Participants making visual connections between artworks.
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Figure 3.6. The final exhibit of participant work.

Figure 3.7. SMAS visitors looking at the display of participants’ work.
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Follow-Up Dialogue
Although the support initiative officially ended at the final workshop, I continued to
contact the participants as needed throughout data analysis. For example, a few weeks after the
last workshop, I asked them to answer two questions as a sort of written reflection on the year:


How would you have experienced your first (or second) year of teaching differently if
you had not been involved in this study?



Understanding that this was your first or second year of teaching, in what ways did you
experiment (for example, try something that felt different than standard school art
practices, try something that pushed the expectations/standards of your school
system/school culture) as a teacher and why? This could encompass both in-school and
out-of-school, professional or personal experimentation and can be interpreted in
whatever way makes sense to you.

I also contacted the participants as needed through Facebook messages when I needed any kind
of clarification related to the study data. Lastly, I decided to arrange phone conversations with
each of the participants in February of the following year (a little less than a year after the
support initiative had ended). Prior to the phone calls, I sent the participants the following
questions to guide our conversations:


Looking back on the study experience last year, what did the experience do for you? This
doesn't have to be positive, just whatever you felt you experienced through the study.
Think about the documentations, workshops, one-on-one meetings, making the artwork
and the final exhibit.



Did the study experience last year have any impact on your approach to (or experience
of) teaching this year?
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How is this year of teaching different than last year?

The phone conversations took place right after I had moved to the process of collage-as-analysis.
I had just created temporary collages of each participant’s data and spent time being-with the
collages to see what emerged. Because of my deep interaction with the data prior to the phone
calls, I also had some questions for each participant based on my experiences with their collage.
The transcripts of the phone calls were the last form of data I collected for the study.
The Resulting Data
Because my intent for the study was to encounter the experiences of new art teachers in
multiple ways, I was intentional about engaging with the participants through the group
workshops as well as through visits to their schools and local contexts. My hope was to enter
into the broader assemblages of their experiences as new art teachers. Through the group
workshops, I was able to listen to the participants’ accounts of their experiences and practices as
they shared them formally with the group and casually with each other. In addition, the material
items (documentations, philosophies of teaching, final artworks and artist statements) the
participants contributed to the group workshops provided another layer of encounter with the
participants. The school visits provided yet another kind of encounter—one which brought me
into relation with the participants’ material, social, and discursive landscapes of their school
spaces. The visits allowed me to be-with the participants in a way that was far different from the
group workshops. In the participants’ schools I was able to embody an experience of the
physical school spaces, see the participants move through those spaces, take in the material
culture of the environment, and witness the participants’ interactions with administrators, faculty,
and staff (and sometimes students). I have provided a chart (Figure 3.8) which accounts for the
material data that was generated by the events of the support initiative. It is important to keep in
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mind, however, that my embodied, sensational, and cognitive experiences through the events of
the support initiative were immaterial forms of data that were ever-present through the arc of the
study and the ensuing analysis.

Elements of the Support
Initiative
Workshop 1

Resulting Material Data

Participants

Video recording
Photographs of the workshop
Participant documentation

Alyssa
Sarah
Casey
Julie
Mary Kate

1st One-on-One Session
(School Visits)

Audio Recordings
Photographs
Participant documentation

Alyssa
Lauren
Sarah
Casey
Julie
Mary Kate

Workshop 2

Video recording
Photographs of the workshop
Participants’ Philosophies of Teaching
Index cards from workshop activity

Lauren
Sarah
Casey
Julie
Mary Kate

2nd One-on-One Session
(Local Café or
Restaurant)

Audio Recordings
Photographs (Casey only)

Alyssa
Lauren
Sarah
Casey
Julie
Mary Kate

Workshop 3

Video recording (except Lauren)
Photographs of the workshop (except Lauren)
Participant artworks
Participant artist statements

Alyssa
Lauren
Sarah
Casey
Julie
Mary Kate
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Follow-ups

Emailed question responses
Audio recordings of phone conversations

Alyssa
Lauren
Sarah
Casey
Julie
Mary Kate

Figure 3.8. Material data generated by the support initiative
Ethical Considerations
This study was intended to be a form of support for new art teachers, and therefore I
took precautions to avoid any harm that might be caused to the teachers as a result of the
study. Any time groups of people are formed, there is the possibility that personal conflicts
or tensions may arise. Given that schools have become increasingly competitive
environments for teachers, there was the potential that the group of teachers I brought
together for the study might embody this competitive character and feel the need to somehow
“out-perform” the other participants—thus risking emotional harm to some of the teachers.
However, it went against the goal of this support initiative to allow for an environment with
competitive characteristics. Therefore, my effort to establish the culture of the group
workshops as a community of support rather than critique was one of the steps I took to
account for this possibility. Despite my best effort in this regard, it is impossible to know if I
was successful in preventing emotional harm to the participants, as their embodied or internal
experiences could never fully be known to me.
I was also aware that participants in a new art teacher support group might fear
repercussions from their school administration or faculty based on their participation in the
study. One way I tried to avoid this concern was to keep the support initiative separate from
the participants’ school spaces as much as possible. The workshops were held at the
university and, unless the participants told school members about their participation, there
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would have been no way for the school to be aware that the workshops were taking place.
Although I did go to the participants’ schools, I did so at the end of the school day. The
decision to do so was mainly because I did not want the participants to feel as though I was
evaluating their teaching; however, this also allowed my presence in the school to be largely
unknown at the discretion of the participants. In addition to designing the support initiative
as separate from the participant’s school contexts, I took the steps necessary to protect the
identity of the participants by keeping their participation in the study as confidential as
possible. Other than the visibility of the participants when they came to the workshops or my
visibility when I visited their schools, their names were never associated with any written or
public expressions of the study. In addition, I kept the study data on a password-protected
computer. Throughout the dissertation, I used pseudonyms for the participants and their
schools, and made sure the participants’ identities were not visible in any photographs.
Issues of Trustworthiness
Credibility
There were at least two threats that I perceived to the credibility of this study. Below I list
each threat and the steps that I took to reduce that threat.
1) Researcher Bias: Because I entered this research with my own perceptions of the experiences
of new art teachers as well as a critical stance on new teacher induction and socialization,
there was the possibility that I would view the data in a way that only supported my own
perceptions. While I could not remove my personal biases from the research, I was able to
take some steps to reduce the risk that my personal bias would compromise a reliable
analysis of the data. For example, my long-term involvement with the participants over the
course of a full school year and the unexpected experiences of the support initiative provided
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me with opportunities to continuously question my own perceptions and biases regarding
new art teacher practices and experiences. The fact that I interacted with the participants in
two contexts (the workshops and their local contexts) was critical in providing me with these
complicated experiences. In fact, my decision to be-with my data through collage (which
will be expanded upon in the next chapter) was my response to the complications of my
previously held understandings and assumptions. Through collage-as-analysis, I was able to
allow myself to be open to new understandings raised through the study. In addition, my
continued conversations with my advisor throughout the study and writing of the dissertation
provided a sounding board for my developing interpretations and analyses of the research
data.
2) Researcher Presence: Because I participated in the workshops as a mentor and conducted
one-on-one visits with the participants, there was always the possibility that the teachers
would “perform” in a manner they thought I would expect or want. Fortunately, all of the
participants already knew me and I had an established relationship with most of them. In
addition, I had never been in a position to evaluate them prior to the study (I was never their
instructor), nor was I in an evaluative position during the study. I also made a point to try to
establish a workshop environment that was supportive and free of judgment or criticism.
Because the support initiative took place over the course of a full school year, the participants
seemed to become more and more comfortable with each other and with me. The final
artworks the participants made for the study also provided an additional way for their voices
to be heard. For these reasons, I believe that the participants were more likely to feel they
were able to participate in the study in a way that was as authentic as possible, without
feeling the need to “perform.” In addition, my interactions with the participants in two
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contexts gave me the opportunity to note the relationships between what the participants said
in the workshops and what I saw in their school contexts.
Transferability
While the goal of qualitative research is not generalizability, there is the hope that the
insights of this study might be useful to others. The participants in this study represent only a
small group of new art teachers with particular autobiographies and particular school contexts.
However, my hope is that I have provided enough “thick description” (Merriam, 1998/2001) of
both the support initiative and the circumstances surrounding each participant that readers can
gauge the relevance of the single cases as well as the study as a whole for their own unique
contexts and circumstances. In addition, an important goal—and hopefully contribution—of this
study was to unsettle taken for granted ways of supporting new art teachers and of viewing their
practices in schools. In this way, the study offers more than descriptions of new art teachers,
their practices, and their experiences as illuminatory cases; it offers readers the opportunity to
participate via the dissertation in my complicated pursuit of collage as a means of unsettling the
taken for granted. My own pursuit was far from a “right way,” but can perhaps serve to inform
and inspire others interested in pursuing their own means of imagining otherwise.
Summary
In this chapter I have provided an overview of the research-as-planned. I explained my
rationale for designing a support initiative for new art teachers, as well as the preparation that
went into planning for the support initiative as research. From there, I supplied a detailed
description of the support initiative as it was implemented for the purposes of the research study.
I then provided a chart and explanation of the data that resulted from the events of the support
initiative. Finally, I concluded by addressing issues of ethics and trustworthiness as they related
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to the study. As foreshadowed in Chapter 1 as well as in the introduction of this chapter, the
research-as-lived took on a new presence which resulted in the need to rethink my goals for and
approach to analysis of the research data. In the next chapter, I share my experience of the
research-as-lived and the analytical methods that emerged as a result.
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CHAPTER IV
RESEARCH AS LIVED: ENCOUNTERING NEW ART TEACHERS
During the implementation of the support initiative, I served as a facilitator for the
workshops and one-on-one sessions, but I also performed as a qualitative researcher. I often
found myself questioning my dual role as facilitator/researcher. I had designed the support
initiative to do something—to engage the participants in a collage of their lived experiences in
order that freedom from the normative forces of school cultures might be imagined in the form of
contemporary practices of art education. With this goal in mind, I felt compelled to work toward
the result I had hoped for. However, I also felt that my role as a researcher should perhaps be
contained to merely setting the support initiative in motion to see what transpired—to observe
more than enact. Looking back, I believe this tension was fruitful in that it did constrain my
actions. If I had allowed myself to push the participants toward a certain end result (a noticeable
awareness of their situatedness in school cultures, or a sudden shift in practices toward
something corresponding to contemporary theories of art education), I would have unknowingly
worked to close the space of difference between the research as planned and the research as
lived. And yet, it was that very space of difference that led me to experience this research as my
own place of learning.
I performed my role as a researcher by observing, listening, recording, documenting and
generating an ongoing cursory analysis of what I was seeing and hearing. Through these
processes, I felt I was gradually establishing a sense of who the participants were as teachers.
When the study was over, I began to comb through the data in a fairly traditional sense,
highlighting key phrases, labeling both visual and textual information according to emergent
categories, and drawing out themes I felt were significant. For example, in terms of the teachers’
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art practices I had noted that contemporary theories of art education were not a strong presence
in the majority of the teachers’ curricula or practices. As predicted by the literature review, the
major theories of art education evident in the teachers’ curricula and practices were modernism
and DBAE, with the exception of one second-year teacher who had moved to a Teaching for
Artistic Behavior (TAB) approach. This “finding” could easily be supported through the
transcripts, photographs, and videos which were punctuated over and over again with references
to the elements and principles of art, the development of artistic skills, media-driven projects,
and projects oriented toward the work of the “great [white, European, male] masters.” However,
a reduction of the teachers’ practices to a finding such as this left me with intense discomfort:
Perhaps first, because I had designed the support initiative as a way to open up spaces of freedom
for the teachers to move toward implementing contemporary theories of art education in schools,
and the overwhelming presence of modernist and DBAE-like practices suggested that the support
initiative was not “successful” in that regard. The second reason for the discomfort I felt was the
sense that I was, almost subconsciously, slipping into the role of an evaluator, judging whether or
not the teachers did or did not implement contemporary theories of art education. In fact, I had
intentionally set out to not do just that. I had intentionally separated myself from any kind of
“official” evaluative role in relation to my participants. And, I knew that there was more to the
teachers’ actions than what registered at the very surface level of appearances. I knew that
teachers’ actions were run through with inherited discourses, cultural myths, and relations of
power. And yet, I found myself caught up in the very relations that I was hoping to help new art
teachers free themselves from (as much as freedom is possible within relations of power). I was
caught in my own habitual, discursively sustained understanding of school art practices as
enacted by the teacher as a matter of individual will.
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Experiencing Research as Encounter
It was this deep feeling of discomfort that led me to acknowledge the research experience
as an encounter. It is worth citing artist/theorist Simon O’Sullivan (2006), who draws from
Deleuze and Guattari, at length here regarding the encounter:
An object of encounter is fundamentally different from an object of recognition. With the
latter our knowledges, beliefs, and values are reconfirmed. We, and the world we inhabit,
are reconfirmed as that which we already understood our world and ourselves to be. An
object of recognition is then precisely a representation of something always already in
place. With such a non-encounter our habitual way of being and acting in the world is
reaffirmed and reinforced, and as a consequence no thought takes place. Indeed, we
might say that representation precisely stymies thought. With a genuine encounter
however the contrary is the case. Our typical ways of being in the world are challenged,
our systems of knowledge disrupted. We are forced to thought. The encounter then
operates as a rupture in our habitual modes of being and thus in our habitual
subjectivities. It produces a cut, a crack. However this is not the end of the story, for the
rupturing encounter also contains a moment of affirmation, the affirmation of a new
world, in fact a way of seeing and thinking this world differently. This is the creative
moment of the encounter that obliges us to think otherwise. Life, when it is truly lived, is
a history of these encounters, which will always necessarily occur beyond representation.
(p. 1)
Intense discomfort had registered in my body as a force felt through the relations of the research
as event—as encounter. The research experiences disrupted my systems of knowledge and
habitual way of being and I felt responsible to the ensuing moment of affirmation; how might I
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think this world [of teaching] differently? I thus reminded myself of my purposes in pursuing in
the study. I had not set out to evaluate either the support initiative as an emancipatory agent, or
the practices of the art teachers relative to contemporary theories of art education. Again,
drawing on Britzman, my interest was not in what the new art teachers did, but what it was that
structured their investments. In other words, what was it about the teachers’ school cultures,
contexts and systems that made their actions so?
Encountering New Art Teachers through Collage
In order to attend to the rupture and thus affirmation generated by the research as
encounter, I realized I had to challenge myself to move beyond my initial interactions with the
participants and their data. In those initial interactions I had not allowed myself to truly
encounter the new art teachers in my study. Rather, I had attended to them only as objects of
recognition seen through existing representations of school art (modernism, DBAE, TAB, and
other “known” practices of art education) and art teacher (one who enacts school art practices as
purely a matter of individual will). Given that I had, from the early stages of designing the
study, suggested the critical pedagogical functions of collage for the participants, I realized that
collage had something to offer me as well. Collage as art had the potential to function as an
object of encounter—“a complex event that brings about the possibility of something new”
(O’Sullivan, 2006, p. 2). By collaging the data relevant to each participant, I could return to each
participant and their practices as an encounter, pushing beyond representation in an effort to
experience the participants and their practices anew.
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Figure 4.1. Temporary collage of Alyssa’s data.
Thus, for each participant I created a temporary collage of all of the materials relevant to
the teacher’s presence within the study (e.g., Figure 4.1, see also Appendix H). These materials
included documentations the teachers had given me, the photographs I took during my school
visits, the artwork participants made for the study, transcripts from one-on-one sessions, notes on
workshop dialogues, and any interpretive notes I had recorded during the study. Approaching
each of the collage items through the Deleuzian philosophy of immanence, which underlies the
possibility of an encounter, “tells us that [each] is both one and multiple; that its appearance (its
zone of clear distinctions, its actualizations) is always surrounded by the imperceptible mist of
the virtual” (Cambre, 2013, p. 73), the conditioning elements of the actualized event. Each item
in the collage—or rather the teacher actions, teacher talk, and school procedures they represented in the form of documentation—referenced an event that revealed itself as a dynamic
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unity without revealing the differentials from which it took off (Massumi, 2011). Massumi
(2011) provides the example of a flash of lightning:
Its appearance is conditioned by an electromagnetic differential. The differential does not
show. What shows is the dynamic unity of the differential’s playing out...The effect lifts
off from its conditions into its own appearance. It is an extra-effect; a dynamic unity that
comes in self-exhibiting excess over its differential conditions. In the immediacy of its
own event, the event of lightning is absolutely, self-enjoyingly absorbed in the singularity
of its own occurrences, and that’s what shows. (p. 20)
The differential conditions from which the flash of lightning took off were comprised of
relations-of-nonrelation—the disparate elements that came into relation as an effect—and the inbetween spaces that occurred in the tension of their concrescence. In fact, the lightning
transpired as extra-effect of the relations between the elements. It was not caused by the
elements, nor were the elements connected; rather, the tension between the disparate elements
conditioned the event. Following this understanding of events as comprised of both the actual
and the virtual (the unseen conditioning differentials), I attended to the collage elements as
references of events also comprised of the actual and the virtual. Therefore, a photograph of a
student artwork hanging on the wall of a school, for example, served as a reference to the making
of that student artwork as an event (encompassing many events including student actions and
teacher actions) which was actualized as a condition of the relations-of-nonrelation (Massumi,
2011, p. 20) held together in concrescence (the virtual), and from which the event took off. Thus
a photograph of the student artwork referenced the actual artwork as a material product of the
actual event of student art-making, but also the virtual relations generated by the presence of
human and non-human actors in the classroom, the events of student and teacher actions, as well
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as immaterial presences such as discourses circulating in school spaces, myths and existing
representations of teaching and of school art, relations of power, and on and on.
The elements which come together in a relation of non-relation as a condition of the
event of teaching could also be conceived of as an assemblage, “a heterogeneous collective of
elements both material and non-material, that come into composition in different ways at
different times to produce a particular activity” (Strom, 2015, p. 322, referencing Delanda, 2004
and Deleuze & Guattari, 1987). Assemblage (from the French agencement) is used here as both
a noun, to describe the heterogeneous collective of conditioning elements, and a verb, to describe
the assembling of those elements (Richardson, 2011; Nordstrom, 2015). While the diverse
components of assemblages exhibit agency, the assemblage, as a “living, throbbing
confederation,” also has agency in its ability to generate effects (Bennett, 2010). The act of
teaching, then, can be understood as an effect of the always becoming contemporary
assemblages of education of which teachers are a part.
Being-with New Art Teacher Collages
It was with this conceptualization of the collage elements—and the assemblages called up
by their presence—that I approached the collage process as an encounter with my participants.
Through this process, I hoped to enact a more ethical commitment to my research participants;
one which would require me to approach my participants as the “never yet known” and to be
open to the possibility of being altered in the collage process (Springgay, 2008). Although
referring to “bodied encounters,” Springgay’s (2008) suggestion to approach research
participants from a perspective of “being-with” rather than a perspective of “getting to know the
other” felt paramount to the kind of ethics I wanted to pursue with my participants (p. 156).
According to Springgay (2008), being-with,
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opens the self to the vulnerability of the other; a with that is always affected and touched
by the other. This openness propels us into relations with others; it entangles us,
implicating self and other simultaneously creating a network of relations. (p. 157)
Although my bodied interactions with the participants were an experience of the past, I believed
the collage process could allow me to revisit my participants through a perspective of beingwith.
Collage as analysis—as being-with—became an inquiry beyond representation, an
attempt to “see” the virtual of the new art teachers’ actions. Collage was particularly well suited
for this effort given the very nature of its form as a relation-of-nonrelations (an assemblage),
which therefore resists closure, includes tension-filled in-between spaces, and has the ability to
generate effects. A collage is a multiplicity of images/objects which are each their own [virtual]
multiplicities. And, when these multiplicities are brought into relation through the collage they
have the capacity to “generate new constellations of possibilities” (Cambre, 2013, p. 75). Thus,
an image of a student artwork juxtaposed with a teacher evaluation rubric had the capacity to
bring forth the virtual relations present in the participant’s experiences and made actual in their
teaching practices but unseen in either image on its own. Accordingly,
the responsive viewer is an effect of the image, that is to say, springs from her
participation in the image, receiving what is given and adding something from herself
anonymously or where the boundaries where one begins and the other ends are
undecidable. (Cambre, 2013. p. 74)
As the researcher participating with the collage I became entangled in its relations; not in an
effort to make meaning, but as a participant in a becoming event.
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Collage as being-with allowed me to look beyond the surface level appearances generated
by my initial interactions with the both the participants and the data in order to encounter the
new art teachers differently. One by one, I created a temporary collage of each participant’s data
by arranging the relevant materials on a large table surface. Once I had the materials in place, I
sat there with the collage, some blank index cards, and blank pieces of paper. I approached the
experience with the sense that I had initially taken the participants’ actions for granted and had
thus rendered myself unperceptive to the assemblages relevant to those actions. My participation
in the collage as event was an opportunity to rupture the taken for granted—to encounter my
participants—by becoming perceptive to those assemblages and the relational effects they
generated. As I became part of the event of each participant’s collage, I jotted down notes on the
index cards and added them to the collage (Figure 4.2). The notes had to do with things that
stood out to me and thoughts about the relations between the elements of the collage. I spent
significant time with each collage, and as I sat there experiencing the relations generated by the
collage I began to fill my blank papers with new perspectives regarding what it was that
conditioned each teacher’s actions within school spaces (Figure 4.3).
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Figure 4.2. Index cards with emergent thoughts added to the collage.

Figure 4.3. Paper filled with notes and interpretations generated by the collage.
In the following chapter, I share the interpretations that emerged from my experiences of
being-with new art teachers through collage. Of course, it was impossible to attend to, or even
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be aware of, all of the relations generated through the collages. Therefore, the interpretations
and analyses provided in the next chapter are by no means complete renderings of each
participant, their practices, or the assemblages of their experiences and actions. In addition, my
interpretations of each collage are just that—my interpretations as made actual in the event of my
encounter with the collage. As a participant in each collage as event, I brought my own
experiences into the collage relations. Those experiences included not just my remembered and
embodied interactions with the participants and their schools, but also my own history as a
student of art in K-12 schools, an undergraduate and graduate art education student, a high
school art teacher, and an instructor of both art history and art education courses in higher
education. In addition, the literature and theories that informed this study were ever-present in
my collage interactions. The interpretations that follow are therefore an expression of a larger
collage/assemblage which brings my experiences and knowledge into relation with the study
participants. I ask that you consider the next chapter “not an explanation of the collage itself but
rather an invitation to continue its co-creation” (Cambre, 2013, p. 73).
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CHAPTER V
BEING-WITH NEW ART TEACHERS
In this chapter, I provide a thorough description, interpretation, and analysis of each
participant as generated by the full research experience. For each participant, I begin with a
short vignette in an effort to provide contextual information about the participant and their
teaching circumstances. Then, I describe my initial observations regarding the art teacher’s
practice. The descriptions of my initial observations attempt to capture what I noticed at first
glance, before being-with the participant collages. From there, I move on to the participant’s
collage by drawing attention to the elements of the collage that felt significant to the
conditioning of the teacher’s actions; those elements that I may have felt perceptually during my
experiences with the teachers and in their schools, but which had been back-grounded and thus
not fully visible in my initial, limited observations. After engaging with the collage elements
and their corresponding events, I return to the teacher’s practices and use the perspectives gained
from the collage elements as a lens to look at the actions of the teachers anew—attempting to
draw out the virtual relations and effects generated by the assemblages of the new art teacher’s
experiences. This portion of the analysis is grounded in my interpretations of the ways the
teacher’s practices were not just conditioned by the assemblage relations, but caught up in the
stratified relations of school systems and the social/cultural/political discourses, myths, and
ideologies that structure those systems. In other words, how did the new art teacher’s practices
function in school spaces which currently operate as systems of recognition where teachers are
only visible as “representations of something always already in place” (O’Sullivan, 2006)? How
did the new art teacher’s practices function in school spaces where art teachers are only visible as
those who enact existing representations of “school art,” “art teacher,” and/or “new teacher,”
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regardless of the assemblages of their experiences? Finally, for each participant I end by noting
the ways the participant’s actions (some more than others) occurred beneath the surface of
recognition. What I am pointing to here are the ways that existing representations of “school
art,” “art teacher,” and “new teacher” were, for the most part, upheld despite the new art
teachers’ movements otherwise.
Alyssa
A Short Vignette
Alyssa would likely be thrilled to be described as an over-achiever. She graduated from
the university with a B.F.A. in Ceramics, a B.S. in Art Education, and a minor in Special
Education. Earning these degrees required her to complete 215 credit hours. During her time as
a pre-service teacher at the university, she rarely went home for breaks or for the summers.
Instead, she took every opportunity she could get to gain more experience teaching art. She
taught art at a day-care facility on campus, a local children’s science museum, and summer
camps. Alyssa’s desire to achieve was coupled with an extreme sense of organization. She selfdescribed as a “very OCD, organized, crazy person.” The fact that Alyssa told me that she knew
she wanted to be an art teacher since the third grade and had been collecting lesson plans all her
life may indicate that her goal-oriented, organizational personality had begun to develop at an
early age.
Alyssa grew up in the area where she ended up finding her first teaching job. She drew a
distinction, however, between the district where she attended school and the district where she
was teaching: “Well, so my school...there’s one main road where my district that I grew up in
and this district butt together—one side it’s upper-class, one side it’s lower-class”; She grew up
in the upper-class area (Alyssa, personal communication, November 24, 2014). Because of the
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close proximity of her job to her family, Alyssa was able to live with her parents while she was
teaching. Her parents, who were retired, were a huge source of support for her. For example,
Alyssa’s parents spent a week helping her clean and organize the room she inherited from the
previous art teacher, who had left the room and storage area full of “stuff.” In addition, Alyssa’s
Mom volunteered in her art classroom on a regular basis during her first year. Even her Dad
made an appearance or two in the classroom and often used his woodworking and engineering
skills to build things for the art room.
At the time of the study Alyssa was a first year art teacher at Maple Elementary School,
located in a suburban area of northeastern Pennsylvania and serving kindergarten through fifth
grade. Maple’s school population was quite large at approximately 900 students, with each class
averaging about 21 to 29 students. As the only art teacher, Alyssa taught 32 classes on a six day
cycle and her classes were 45 minutes in length. In terms of the makeup of Maple’s student
body, approximately 75% of students were White and 15% were Hispanic, with the other 10%
comprised of mainly Black and Asian students (www.startclass.com). According to Alyssa, her
school had a high population of English Language Learners and was also the main school in the
district to accommodate Emotionally Disturbed students. Students with physical disabilities were
accommodated by another school. Although Alyssa mentioned that she thought about 80% of
students were eligible for free or reduced lunch, information I found on-line indicated that the
percentage was around 40% (www.startclass.com). Maple Elementary finished a school-wide
renovation in 2011 and according to the school website “each classroom is equipped with stateof-the-art technology,” including computers for teachers and students, projectors, A/V systems,
and interactive whiteboards.
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Alyssa’s room could be described as gorgeous relative to most art teachers’ standards.
The room was spacious and included plenty of cabinets, easy-access sinks, large tables,
technology, and an attached storage room which also housed a kiln. When describing her
classroom at our first workshop, Alyssa said “my room is kind of too big at times.” One entire
wall of the classroom was made up of floor-to-ceiling windows overlooking the school grounds
(Figure 5.1). Although I saw the windows as a positive feature of the classroom, Alyssa
commented that she wished she “had another whiteboard instead of all these windows, because
the windows are so distracting” (personal communication, November 24, 2015). An emphasis
on orderly classroom conduct was evident throughout the classroom. Classroom rules were
posted everywhere and ranged from overarching expectations and routines to rules governing the
use of classroom sinks and paper towels (Figure 5.2). The orderly nature of the room didn’t
make it feel cold, however. Alyssa had also posted colorful art images and inspirational quotes
around the room, and paper decorations hung from the ceiling to create an overall cheerful
classroom environment.

Figure 5.1. Alyssa’s classroom with a wall of windows on the left.
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Figure 5.2. Alyssa’s classroom rules.
Alyssa’s Practices at First Glance
The basics. From the early stages of the study, I was concerned that Alyssa’s work with
her students reflected past theories of art education. During my visit to her school in late
November, Alyssa walked me around to see the abundant displays of artwork she had hung
throughout the school. At first glance, the work had positively transformed the school into a
lively, colorful environment. Color was what I first noticed, but much of the work could also be
described as having geometric qualities, being complex and sophisticated, making use of the
elements and principles of art, and drawing from the work of famous artists. While these
qualities made for vibrant hallway displays, it was apparent to me that the works were steeped in
modernist, formalist art practices in addition to school-based practices of Discipline-Based Art
Education (DBAE). Project after project lining the halls emphasized technical and formal
aspects of art-making and/or the reproduction of the works of “great masters” (all white,
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European and male). Each display had a fact-sheet posted near the projects describing the artist
studied, the instructions for creating the work, relevant vocabulary and key concepts (Figure
5.3).

Figure 5.3. Jasper Johns inspired student works with corresponding fact-sheet in hallway.
During the first workshop, Alyssa made the comment, “I never really wanted to teach
them the elements and principles...but I literally am because they don’t know it. They don’t
know basic art things that most kids know.” Several times in both our one-on-one sessions and
the workshops, Alyssa indicated that she felt a responsibility to teach the students the basic
skills. In part this stemmed from her interpretation, based on school conversations and artwork
left behind, that the previous art teacher had only taught “crafts.” Alyssa worried that her
students, especially the fifth graders, would move on to middle school without knowing anything
about art. Although Alyssa mentioned that the principal didn’t care if she followed the school art
curriculum, she did describe the way the curriculum laid out the concepts students should learn
in each grade. For example, the curriculum might state that third grade should do a drawing
project which incorporated value and fourth grade should do a painting project with
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monochromatic schemes (Alyssa, personal communication, October 11, 2014). Alyssa felt the
basic guidelines for what kids should know in every grade were good; the problem was that she
felt her students had not learned any of it prior to her becoming their teacher.
At the time of my first meeting with Alyssa, she was doing what she described as:
a classic, cookie-cutter project just to review because they need to know [the elements
and principles] for the future, when we talk about lines and shapes and all...They don’t
know what value is, they don’t know how to lay out their composition. Those are things
that they want them to learn in this grade, but they don’t know even the basic words.
(Alyssa, personal communication, November 24, 2014)
A formulaic approach to art-making. Despite the fact that Alyssa used the phrase
“cookie-cutter” to describe the review project, at the first workshop in October she claimed that
the art projects she was doing with her students were more open-ended than the “cookie-cutter”
craft projects the previous teacher had done. Alyssa said, “That’s how I think art should be. It
should not be ‘we all have butterflies on the wall that look identical.’ I think that’s stupid and
boring.” A portion of the conversation that took place between Alyssa and me during my
November visit further explains her distinction between “cookie-cutter” and open-ended
projects, but also contains more contradictions:
[Alyssa points to image of a student artwork (Figure 5.4) on the collage she brought to
the meeting at my request]
Alyssa:

So ... This was multiple steps. The more steps you give them, the more
successful I think they are.

Researcher:

Really.
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Alyssa:

Because one step, there's too much freedom. With this one, they had to
first...one day just do the crayons and we were finishing up our animals at
the same time. The next day we could only...we had a buddy that...we had
one person drew, one person cuts it, each gets 2 skylines. Then they could
only choose three colors to paint with because otherwise it would have
looked like a rainbow threw-up everywhere. Then they had to draw
whatever type of buildings they wanted. So giving them lots of steps, we'd
go over the steps and they would know what to do. So there wasn't any
question of what they should be doing.

Researcher:

Yeah.

Alyssa:

That kept brown papers from happening instead of giving them all the
options.

Researcher:

So do you think, because I totally see this like ... I mean I think you're
totally right in terms of how it looks in the end, you're getting high quality
projects. Do you feel like there's still enough freedom in that, for the
students...you know what I mean? Because I think it's tempting as a
teacher too to be like, "I want them all to look so good." But then are they
having enough of their own...

Alyssa:

Well, I don't think...because they could make any lines if they want to, if
you talk to them about lots of lines and shapes. So they made the skylines
themselves and then for the sky and then the buildings they're working
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with a partner. So they had to come up with collaborating. And then
painting, they got to all...they all look completely different. I also gave
them the option for using gold if they wanted too as a last step. But for the
animals, yes the elements look really similar. But, they're also...I don't
have any curriculum for Kindergarten. The 1st grade...this kind of fit in
with other patterns and their artist of the year. Kindergarten I have no
guidelines. So, Jasper Johns suggested the alphabet and they're learning
about the alphabet and it was funny because when we were doing this they
were like, "We only know 18 of the letters." I'm like, “well we're going to
learn them all today. Like, we'll just go with it.” It was very cookie-cutter.
We did step-by-step.
In this conversation, Alyssa justified the step-by-step approach she used with her students by
describing the freedom they had within the choices provided each step of the way. Yet, in the
end she refers to another one of the projects as “cookie-cutter.”

Figure 5.4. Alyssa’s collage with the skyline project visible on the top right.
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The foundation for the step-by-step teaching process Alyssa was implementing was her
teacher samples. Before beginning a project with students, Alyssa created a teacher sample as a
way to work through the process and test the materials. The function of the teacher samples did
not stop there, however. The samples were displayed on the bulletin board in the front of the
classroom so that students knew what each project should look like upon completion. Because
the students complained that Alyssa’s samples were too perfect, she started having her Mom
make samples as well. In addition, she sometimes structured the sample to show each stage of
the art-making process:
I have other steps too. I'll have [my Mom] finish one then I'll have three other—this is
step one, this is step two—because they can't mentally get to that last step. They're like
"How are we going to do that?" I'm like "Oh my gosh, okay. We'll break it down."
(Alyssa, personal communication, November 24, 2015)
As I worked with Alyssa throughout the rest of the year, her formulaic approach to student artmaking—evident in the handouts placed on each classroom table, the teacher samples on the
bulletin board, and the description of art projects posted in the hallways—became even more
restrictive. By the time of our second one-on-one session in the spring, it seemed Alyssa left
little for the students to accomplish on their own. After giving up on fifth grade students’
abilities to use a ruler, for example, Alyssa decided she couldn’t rely on the students to make
registration marks on their paper. Instead, Alyssa resorted to photocopying pages pre-marked
with registrations for the students to use. In addition, she developed a system for labeling the
papers ahead of time for the students: “I just went through and put their name on two papers for
each kid. Then I put their teacher code and what table they sit at, what color...that way I can just
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pass them out real quick” (Alyssa, February 22, 2015). Alyssa described spending a Friday night
with her fiancé watching Netflix and labeling papers for her next several cycles of classes.
Contemporary artists, but not contemporary art-making. In addition to media and
formalist art concepts, the curriculum designed by the art teachers in Alyssa’s school district also
listed certain artists that should be discussed in each grade. Although she didn’t necessarily
agree with the artist choices, Alyssa decided to “get them out of the way” by doing projects
related to the work of “classic artists, like Van Gogh, Picasso” (Alyssa, November 24, 2014).
On the collage Alyssa gave me in November, she wrote “Incorporating more contemporary
artists and techniques into the classroom” over top of a teacher sample of a geometric painting.
When I asked her about this, she explained that she was inspired by an artist she followed on
Instagram and thought his style of work would be useful in helping fifth grade students learn
color theory through painting. She also saw the work as multi-functional in that the students
were learning geometry in their math class and she saw a way to incorporate a writing element
with the work. She explained:
They were learning about color mixing because they have to learn about the color
mixing so we did this activity first. They picked one base and they had to use ten shades,
complementary colors, analogous colors and just the base color. Took all these different
tints and shades and values, then from this they created a color story to go along with it,
but that didn't go over so well because they were like, "This is art and we're not writing in
art." (Alyssa, personal communication, November 24, 2014)
Although I was encouraged that Alyssa was adding contemporary artists to the curriculum, when
she explained what she was trying to accomplish with the work I realized the process and end
result were not much different than the projects inspired by “master” artists. While the artist was
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contemporary, the approach to art-making was still one characterized by following the steps the
teacher had laid out. There was no discussion of what the artist had tried to accomplish through
the work, or what happens between the viewer and the work. The contemporary artwork had
instead been boiled down to formalist elements of art that served to teach both the “basics” of art
(color theory, color mixing, painting technique) and the “basics” of schooling (follow the rules,
learn math skills, learn writing skills). In addition, there were few instances of projects during
the year that strayed from a connection to well-known, white, European, male artists of the past.
A Collage of Alyssa’s New Art Teacher Experiences

Figure 5.5. Alyssa’s collage.
Evaluation and recognition. The top right portion of Alyssa’s collage (Figure 5.6) is
made up of the photographs I took of the items on Alyssa’s desk when I visited her classroom in
November. The relevance of the desk items as material objects of significance did not surface
through my interactions with Alyssa’s transcripts alone, but became visible to me only upon
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creating Alyssa’s collage. One of the items on Alyssa’s desk was a large three-ring binder full of
Individualized Education Plans (IEPs)12 for her students. Alyssa told me that she was expected
to know the needs of each student as described on the documents included in the binder. To help
keep track of the overwhelming number of IEPs, Alyssa had created a seating chart with a key
which marked students according to the labels provided by the school (e.g. Emotionally
Disturbed, English Language Learner, peanut allergy, etc.). Another item on Alyssa’s desk was
a book by Charlotte Danielson, which outlined the framework by which teachers in the state
were evaluated. The state in which Alyssa was teaching had adopted what is known as
“Charlotte Danielson’s Framework for Teaching” as “the overarching vision for effective
education” (as stated on the state Department of Education website). When I asked Alyssa about
whether or not her school had an induction or support program for new teachers, she explained
that she had a school-based mentor (the librarian) and had to attend district meetings where the
person in charge of new teacher programming would go over the four domains of teacher
evaluation (planning and preparation, classroom environment, instruction, and professional
responsibilities) described in the Danielson book. Alyssa (personal communication, November
24, 2014) describes her disappointment with the new teacher meetings in this dialogue:
Alyssa:

Because the teacher that's in charge of that, she doesn't help us at all. She
should have had the mentor meeting the first week of school. She said we
were going to, but she didn't have the meeting with our mentors. She's the
head of the mentors; the mentors are in charge of us. She didn't have the
meeting with the mentors until two weeks ago.

12

The implementation of an Individualized Education Program (or Plan) (IEP) for eligible students with disabilities
was mandated by The Individuals with Disabilities Education Improvement Act (IDEIA, 2004) (Crim, Hawkins,
Ruban, & Johnson, 2008). The IEP is a written plan for students receiving special education instruction and requires
instructional adaptations be offered for students in the areas of content, methodology, delivery and evaluation (Crim
et al., 2008).
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Researcher:

Yikes. Okay.

(Alyssa describes how the mentors were concerned that they didn’t have things to go over
with their new teachers prior to the start of school)
Researcher:

They're not happy with the coordinator at all then?

Alyssa:

No. So last week, or two weeks, I had my new teacher meeting, the second
one of the year with her and I got there 6 minutes late because of traffic. I
hit every single light and the school buses and all that, so I got there 6
minutes late. Walk in, she's talking over that [Charlotte Danielson] book;
we were supposed to read it. Well we already read it and we all know it.
So, she's going over it, we're on domain 4 we were working on. She went
over domain 4A and she gave us 4B through 4F to pick one, write a little
write-up about how it relates to us and then...she does a lot of independent
work. I walked in, sat down, she's like, "All right, now it's independent
time to pick one of the domains and write up about it." So I just sat there
for fifteen, twenty minutes being like, "What the heck are we doing?" She
never came and talked to me, and I could have went {sic] to her but I just
didn't have any patience for it at the point. Then the other teachers, they
weren't doing it either and so we all kind of just made up stuff to her. Then
she's like, "Okay, great. Any other questions? All right, you can go early."
It was 25 after; it was supposed to go until 5.

Although Alyssa truly valued the librarian as her mentor for day-to-day school concerns, the
overall focus of the new teacher support program was to make sure the teachers understood how
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they were being evaluated according to the domains described in the Danielson book.
Coincidentally the document sitting next to the book on Alyssa’s desk was the principal’s
lengthy write-up of her formal evaluation, based on the Danielson framework.

Figure 5.6. The top right portion of Alyssa’s collage.
When taken as a whole, the items on Alyssa’s desk were each a material indicator of the
ways both students and teachers were tracked within Alyssa’s school district. The tracking of
students through test-scores is well-publicized, but the labeling of any student who falls outside
of the socially defined norm is also a way of making students recognizable objects. Teachers
actually take on a dual role within this system of recognition. Teachers are themselves positioned
as recognizable objects through systems of teacher evaluation and surveillance. The Danielson
framework is one example of this. Through formal observations by administrators, teachers are
assessed according to the domains described in Danielson’s book and the assessment becomes a
key factor in whether or not the teacher is allowed to remain in her/his position. But the
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teachers’ classroom and professional actions as assessed through formal observations are not the
only factor that determines their job security—the measurable data produced through students
forms a percentage of the formula used to determine the teachers’ overall success according to
the school system. In this way, teachers are both objects of recognition and producers of
recognizable objects. Although it may seem that art teachers are exempt from having to worry
about test scores, the most recent changes to the teacher evaluation formula in the state where
Alyssa teaches have made it so that student test scores become a factor in the evaluation of every
teacher in the school (Figure 5.7).

Figure 5.7. Formula for assessment of teacher effectiveness in Alyssa’s state.
The importance of both performing as a recognizable object and producing recognizable
objects through students was not lost on Alyssa. Despite her statements that her principal didn’t
care what she did in terms of curriculum, the effects of his presence as an evaluator were evident
throughout her performance and practices as a teacher. Alyssa’s talk often referenced her desire
for the principal’s approval. By late November, Alyssa had already held an art show in the local
community and she had this to say:
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Alyssa:

... This was the first art show that was out in the public.

Researcher:

Oh I saw that on Facebook.

Alyssa:

The principal was ecstatic. We took this photo, the principal couldn't make
it, he had a headache, but we took this photo and then I sent it to them and
then he's like over the moon.

This snippet of conversation regarding the visibility of student artwork was an early indicator of
a thread that ran throughout Alyssa’s collage. Although Alyssa said the reason she hung so
much student work was because she knew the students loved seeing their work on display, it also
became clear to me that one of the key ways Alyssa made herself recognized by her principal
and the other teachers in the school was through the art products of her students. As I mentioned
in my description of Alyssa’s practices, she hung student art on almost every possible surface of
the school building. In both of my one-on-one conversations as well as in the writing she
included on her final artwork for the support initiative, she made comments such as “everyone
keeps saying that they’ve never seen the hallways [look] so awesome” (Alyssa, personal
communication, February 22, 2015). The artworks produced by Autumn’s students seemed to
function similarly to test scores in other subjects; the artworks were the “data” that were most
easily visible and accessible for evaluation by others.
For the principal, the art products in combination with Alyssa’s performance in the
classroom and the school were what mattered. As Alyssa pointed out, the principal didn’t care
how she structured the content of her class:
Alyssa:

It's kind of like free reign. No one checks me, no one checks my lessons.

Researcher:

Right.
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Alyssa:

The only lesson I get checked is the one for my observation day. I only
have to submit one lesson all year for that and one at the end of the year
for my other observation.

During Alyssa’s follow-up meeting about her first formal observation, the principal noted
classroom management concerns (kids crowding at the sink during clean-up), but nothing about
content. In fact, he mainly praised her for her work based on the fact that his own experience as a
Spanish teacher was so different from the experiences of an art teacher. Alyssa said her principal
told her, “I honestly don't even know how you're an art teacher. Like, just you talking about how
the paint clean-up for 5th grade is anxiety to you...just the idea of paint is anxiety to me."
Despite the principal’s lack of knowledge specific to art education, he had no problem asking
Alyssa to adjust her practice to include writing in her curriculum or to make time to have the
students complete poster contests. The content of Alyssa’s art class was not readily recognizable
to the principal, and perhaps for that reason he didn’t hesitate to encroach upon her curriculum.
Marginalization of art and the art teacher. The seeming invisibility of Alyssa’s course
content was also apparent in the ways the other teachers in the school treated Alyssa and her
classroom. Although Alyssa said she worked with the best staff, she also relayed several stories
that indicated she felt undervalued as a teacher. For example, early in the school year Alyssa
realized that the classroom teachers often came to her classroom for materials. At first she
thought it would make sense to just let them stop by and grab materials when they needed them.
However, she soon realized she needed to make a change when teachers started coming to her
classroom while she was teaching, interrupting her to ask for the keys to the supply cabinets, and
then rooting through the cabinets for materials while Alyssa was trying to hold class. In
addition, the teachers were taking the good quality paper and more supplies than Alyssa felt they
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should need. Alyssa finally put her foot down after one teacher came in and said, “I should have
a shopping cart. I could have a whole field day in here.” (Alyssa, personal communication,
November 24, 2014). From that point on, Alyssa designated one specific cabinet for the supplies
the classroom teachers could use.
Beyond the supplies, the classroom teachers showed a lack of understanding and respect
for the content of Alyssa’s course. This was apparent when the teachers brought their students to
Alyssa’s class late. On one occasion, Alyssa had brought in fifth grade helpers as well as her
Mom to assist her in rolling out slabs of clay during her prep periods. After spending an
enormous amount of time preparing clay so that her students would have enough time to make
significant progress during class, one teacher showed up 15 minutes late with her class. The
teacher claimed that they hadn’t had enough time for science that day, so she decided to work on
science 15 minutes longer and bring the students to art class late. Alyssa was disheartened:
There's so much prep involved. Then that was the first time I've really felt under
appreciated. I'm like, "I just did all this prep for your kids and you brought them late to
class." Then, it was just ... [my mentor] was like, "Yeah. It's going to happen. It's going to
happen a lot." That was my first time that I really felt like I'm just here to take some time.
While the teachers seemed to think it was okay to take instructional time from Alyssa, they were
not at all flexible if it seemed their own prep time was being infringed upon. One day Alyssa
taught four classes in a row then allowed students to come work in her class during both her
lunch and prep periods, which meant she had not had time to use the restroom the whole day.
When she realized she had five minutes before her second grade class would come in, she ran
down the hall to use the bathroom. Upon her return, however, the second grade teacher was
standing outside of her room a few minutes early and told Alyssa she was “inconveniencing her”
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by not being in the classroom (personal communication, February 22, 2015). In a different kind
of scenario, Alyssa describes a teacher peeking into her classroom when she noticed the students
busily painting:
The one teacher was waiting to get her kids from [the health teacher’s] room and came in
and she goes, "What are you doing here?" I was like, “Well, we're learning about three
different artists’ painting styles right now.” She goes, "Wow, they all look really focused
and busy." I'm like, “Yeah they're really enjoying it.” She goes, "Who are they learning
about?" I pull it up and she goes “Wow.” She was shocked that I was teaching them stuff,
I think. My mom was there that day and she was like, “Her reaction was astonished that
you're actually teaching them stuff.” I was like, “Yeah that's how I feel most days.”
(personal communication, February 22, 2015)
In multiple ways it was evident that the classroom teachers in Alyssa’s school did not recognize
art as a course with significant merit.
One of Alyssa’s biggest challenges with the staff was the way she was constantly asked
to make banners for special occasions, such as staff birthdays. In my spring session with Alyssa,
she was thoroughly disgusted with a recent request brought to her by her own mentor. On a
weekend when Alyssa had spent her Saturday making teacher samples and her Sunday working
on Power Points for her class, she received a text from her mentor explaining that the school
secretary wanted her to make a birthday banner for the principal and incorporate a small square
of paper decorated by every student in the school. Alyssa told her mentor she was feeling really
overwhelmed with her own work for her class, but that she would be willing to prep materials so
that the classroom teachers could have the students complete the squares. The mentor
responded, “Well that’s asking too much of them; they have enough on their plate” (Alyssa,
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personal communication, February 22, 2015). Alyssa expressed her frustration to her mentor,
and although her mentor said she didn’t mean to upset her, she still insisted that the “specials
teachers” could figure out a way to get everything done during their classes. Alyssa proceeded
to get to work on the banner, employing the help of her mother. Given the fact that the secretary
wanted the banner within two days, Alyssa and her mother spent their time during a two-hour
delay that week gluing the students’ squares onto the banner. Of course the requests didn’t stop
there. Shortly after that, the vice principal got engaged and the principal stopped in while she
was teaching a second grade class to ask her to draw a sign with engagement rings. Alyssa
pointed out the irony of the fact that she was being tasked with all of these extra, decorative
projects for the staff, but she got yelled at by a teacher when she dropped off student artwork to
her classroom; the teacher told Alyssa she shouldn’t be tasking her with handing the students’
artwork back.
A Return to Alyssa’s Practices
Given Alyssa’s personal drive for success, a formulaic approach to teaching art may have
emerged as the most direct path to recognition within her school context. Through her step-bystep approach, Alyssa achieved two important things: (1) art products which the school culture
recognized as successful; and (2) a style of teaching that fit the administrations’ expectations of
classroom management. As a first year teacher, Alyssa was constantly aware of the ways she
was being evaluated, by her principal in particular. The principal’s formal observations based on
the Danielson Framework did not interrogate the content of Alyssa’s courses (which the
principal was by his own admission not qualified to do), but did emphasize the importance of an
orderly classroom. The importance of managing students’ behavior was evident in the school in
other ways as well. For example, at the entrance of the school I documented the presence of six
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pillars which displayed the words: fairness, citizenship, caring, responsibility, trustworthiness,
and respect (Figure 5.8). The pillars represented the qualities of behavior encouraged by the
school-wide positive behavior program, to be upheld by all the staff in the school. The students,
as objects of recognition then, were tracked not just through test scores and labels, but also
through their performed behaviors in school. It was in this environment that Alyssa’s classroom
practices were shaped, and therefore not as surprising as I first thought that our one-on-one
conversations often revolved around student behavior concerns.

Figure 5.8. The six character ideals standing prominently in the school lobby.
Not only did the school culture emphasize behavior management, Alyssa was tasked with
an almost impossible feat of managing 900 students across 32 classes, which only met for 45
minutes each six-day cycle. Alyssa’s approach to behavior management seemed to spiral into a
more and more controlled approach. She described a good class as one in which the students
kept “their butts in their seats” (Alyssa, personal communication, November 24, 2014). Several
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times she mentioned having students clean up early for misbehavior and sit quietly on the carpet.
In one instance she described resorting to a silent art class, telling the students:
“You earned this because I couldn’t even talk to a student next to me that needed help. I
had to scream to let them be able to hear me.” I was like, “The rest of the class it’s
silent.” We had 20 minutes left. I was like “Sorry it stinks, but you earned it. I asked you
to get quiet and you were screaming across to the person at your same table. There’s
something wrong with that.” I told the teacher and she goes, “You had silent art?” I was
like “Yeah, because they were crazy.” (Alyssa, personal communication, February 22,
2015)
By the spring, Alyssa seemed exhausted with behavior management concerns. She recounted the
way she had taken a day with each class after winter break to go over the class rules again. She
gave up on the reward chart she had made at the beginning of the year, saying the classes were
rarely well behaved enough to earn stickers and therefore never earned rewards anyway. The
fifth grade classes continued to give her the most problems. She felt they had checked out of
school and she described them as “a lost cause” (Alyssa, personal communication, February 22,
2015). In addition, the particular needs of Alyssa’s students seemed increasingly insurmountable.
She explained:
You feel defeated sometimes, because my school, it's an emotional support school, so a
lot of the kids have emotional support or IEP's to begin with...I get 10 a day... It's so bad,
I just put them in the binder and just shove them there because I just assume that every
kid has special needs, so I don't really cater anything. If they do have a really bad need,
they come with an aide. I just try to make everything where they can all understand it. I
break everything down for them....Just because it's all over the school. If you look at the
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districts next to us, our writing and performance and all that, our test scores are low
compared to everyone else. (Alyssa, personal communication, February 22, 2015)
Alyssa’s strategies with her students were certainly shaped by a school culture in which
students were expected to be rule followers, but they were simultaneously shaped by a school
culture in which she was recognized through her students’ art products. It makes sense, then,
that her approach to art education with her students evolved as a form of managed art-making.
With so many students and so little time, there was no room for error. On Alyssa’s final artwork
(Figure 5.9) (constructed out of reproductions of her teacher samples, stitched together in a quiltlike form) for the support initiative, she wrote “I believe in making teaching samples because
they hold me as the teacher accountable for testing out the materials and process. It allows me to
discover new ways of making and developing my word choices to convey the lesson to my
students” (Alyssa, personal communication, April 25, 2015). Alyssa was not taking any
chances; she believed it was her job to work through the exploratory phases of the art-making
process so that her students merely had to follow a step-by-step path to a successful end-product.
Then, when the artworks—so carefully composed using the elements and principles of art and so
closely aligned to the master artworks the school community knew as worthy of praise—were
hung in the school and the community, Alyssa could assume her place as both an object of
recognition and a producer of recognizable objects within a system of surveillance and
standardization. For someone like Alyssa with a drive for high achievement, this may have been
the only visible path to her recognizable success as a first year art teacher.
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Figure 5.9. Alyssa’s final artwork for the exhibit.
Beneath the Surface of Recognition
During our spring meeting when I noted Alyssa’s feelings of exhaustion and defeat, I also
noticed a shift in her willingness to take on her role as an object of recognition within her school
culture. This description of a conversation with the school custodian is telling:
The custodian that cleans my room every day, he's like, "I never see you anymore." I'm
like, “Because I always leave at 3:45.” He's like, "Is that the time you're allowed to
leave?" I'm like, “That's exactly the time I'm allowed to leave. I never sit during the day.
We have a Fitbit tracker with all the teachers and I never sit at all during the day, except
for 20 minutes at lunch. Usually, even then I'm working.”
Although it may seem like a small matter, the fact that Alyssa was choosing to leave work at the
exact time she was allowed to leave each day represented a rupture beginning to form in her
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entangled position within the discourses of recognition articulated by her school culture.
However, the custodian was the only one to take notice of this disruption.
Sarah
A Short Vignette
Sarah and Alyssa were in many of their art education classes at the university together,
were teaching partners in the Saturday morning art program, did their student teaching in the
same semester, and graduated at the same time. In fact, Sarah and Alyssa became such good
friends that Alyssa asked Sarah to be a bridesmaid in her upcoming wedding. My personal take
on the nature of their friendship was that Sarah’s easygoing, kind, and somewhat reserved
personality was a good balance to Alyssa’s high-energy, fairly talkative nature. Although their
personalities were different, Sarah also had a strong record of success. Sarah graduated from her
high school with a perfect grade point average, acquired both a BS in Art Education and a BFA
in Drawing and Painting at the university, completed two study-abroad summer sessions, and
was invited back to teach a second semester of the Saturday morning art program at the
university. Sarah was also quite prolific in exhibiting her artwork both on campus and locally.
Coincidentally, like Alyssa, Sarah was also able to find a teaching position in her
hometown, in the same school district she had attended in her K-12 years. Sarah grew up in the
college town where the university was located and was in her first year of teaching at a local
elementary school at the time of the study. Sarah’s position was part-time, and it seemed to
work out that she could live with her parents. Although her choice to live with her parents may
have been partially a financial decision, I got the feeling that Sarah didn’t mind living at home.
According to her personal website, she “grew up in a family that valued imagination.” Sarah
seemed to have a strong community connection, reflected in the fact that she taught art classes
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for three local art centers throughout her undergraduate studies. During her first year of
teaching, Sarah worked concurrently as the Art School Director for one of those local art centers.
Sarah taught art at Pearl Park Elementary School where the K-5 enrollment was about
250 students (www.startclass.com). Sarah taught mainly third, fourth, and fifth grade and a
couple of second grade classes. The other two part-time art teachers taught kindergarten, first,
and the other second grade classes. Although Pearl Park is located within close proximity to the
large university which hosts approximately 45,000 students, the university is situated in a small
town in a rather remote area of the state. The student body of Pearl Park was about 75% White,
12% Asian, with the other 13% comprised of mainly Hispanic and Black students
(www.startclass.com). The free and reduced lunch rate at Pearl Park was relatively low at
around 10% (www.startclass.com). In terms of the physical qualities of Sarah’s school, it was an
old building whose student population exceeded the architectural space. For this reason, Sarah
taught art in a modular classroom—with no sink—located outside of the main school building. In
addition, Sarah shared the modular unit with the other two art teachers as well as the music
teacher. Sarah explained that the art supplies were kept mainly around the back portion of the
classroom while the music supplies were kept near the front. Because so many teachers shared
that one space, nothing could be left sitting out in the classroom for any extended period of time.
As Sarah explained, the teachers “have to move all the tables out so that music class can take
place, and then move all the tables and chairs back for art class.” Even something like drying
racks, which are meant to store artwork while drying, had to be cleared out on a timely basis so
that the other art teachers had access to them. Given that the modular unit had no sink and was
carpeted, it definitely did not function as an ideal art classroom. In addition, the limited space
meant that something like a kiln for firing clay projects had to be housed elsewhere. In this case,
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the kiln was housed in the main school building in the supply room for physical education
equipment. This meant that Sarah would need to transport clay projects into the main building
for firing. While this feat in itself would be difficult, Sarah and the other art teachers actually did
not feel the location (in a space with no ventilation and where gym supplies had to be moved in
order to allow for space surrounding the kiln) of the kiln was safe for firing and therefore the
teachers often transported their students’ clay projects to other schools for firing.
Sarah’s school was one of the last schools I visited during my first round of one-on-one
sessions. I went to Sarah’s school at the end of a school day in early December. We had decided
ahead of time that I would go see Sarah’s art room and then we would have our session at my
home, which was nearby. Given the timing and the fact that Sarah’s room could be accessed
without going through the school building, I didn’t have a chance to walk through the school
with Sarah during my visit. Sarah did mention that her fourth grade class had done paper
sculptures that were on display in the school. However, it would have been difficult to see them
because they had been hung in the students’ classrooms due to the low ceilings in the hallways.
While I was disappointed that we didn’t have a chance to view the school that day, I had been in
the school before due to my local work with pre-service teachers. Inside the modular unit, there
were large tables set up for four students per table and the art supplies were arranged on open
shelves and in various storage containers (Figure 5.10) throughout the back portion of the
classroom. As mentioned previously, there was no sink in the classroom, but Sarah had buckets
for water and sponges as well as small containers for water (Figure 5.11). Sarah described using
a full range of art media despite the limitations of the classroom. The buckets of water and
sponges were used to clean everything from paint to clay. The room was decorated with a
couple of art reproductions (Van Gogh and Picasso) and a border made up of visuals for the
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elements and principles of art as well as art movements throughout time, running along the top
edge of the walls around the whole room (Figure 5.12). In addition to these visuals, Sarah had
made and posted her own signs for “Art Rules” and “Art Jobs” in the classroom (Figure 5.13).

Figure 5.10. Sarah’s room with large tables and open shelves.

Figure 5.11. Buckets of water and sponge in Sarah’s room.
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Figure 5.12. Visuals running along the top edge of the walls in Sarah’s classroom.

Figure 5.13. Sarah’s handmade signs for rules and jobs.
Sarah’s Practices at First Glance
A range of experiences. Throughout each of my interactions with Sarah, one particular
approach to art education came through repeatedly; Sarah wanted to provide her students with a
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range of experiences. In our second workshop, for example, I posed this question to the
participants: “What makes a good art curriculum?” The participants responded by writing some
thoughts on index cards and then sharing them with the group in order to see what main ideas
and connections emerged. One of the index cards Sarah contributed said, “Lessons that touch on
a variety of art-making processes and are individual and collaborative.” This statement
summarized the ways Sarah described her curricula and practices over the course of the study.
In the beginning of our work together, Sarah described having certain things she wanted students
to learn in each grade. For example, fourth grade might do projects which incorporated
symmetry, while Kindergarten might learn about vertical and horizontal lines or primary colors
through the study of Mondrian (Sarah, personal communication, December 4, 2014). Although
Sarah’s school district did not have a standard or required curriculum that she needed to follow,
she seemed to feel some pressure to make sure her students learned certain things. Sarah said it
seemed like there was a sort of natural progression of lessons that she saw art teachers doing
with each of the grade levels (Sarah, personal communication, December 4, 2014). In many
ways, these skill-based lessons that Sarah described were similar to the kinds of projects Alyssa
did with her students. There was an emphasis on elements and principles of art, often the
incorporation of a “master” artist, and a desired end-result. Although Sarah did describe a
couple of projects which incorporated contemporary artists or art practices, she said she hoped to
do more of this in the future since “we were trying to work on basic skills while touching on
other things” this first year. In addition to many of Sarah’s projects having qualities of school
art, I noted some art projects that I recognized from social media (Figure 5.14). One reason for
this was Sarah’s (and other participants’) use of on-line resources such as blogs and Pinterest to
gather lesson ideas.
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Figure 5.14. Paper plate weaving completed by Sarah’s student (as seen on social media).
In addition to learning certain skills, however, Sarah also wanted to make sure her
students worked in a variety of media (she named drawing, painting, clay, and weaving as
examples) and had a variety of art-making experiences. According to Sarah, she tried
to cover a range of things. The kids might make something that’s very specific, like one
point perspective, and then they might follow that with something that’s based on an
artist. Then, they can do anything that’s inspired by her artwork...Then, they will have all
done something that’s collaborative and something that’s individual, involved work from
an artist that’s contemporary or historical, those movements that are maybe more abstract
or realistic. (Sarah, personal communication, March 23, 2015)
One of the rationales Sarah gave for offering a variety of art-making experiences was that she
knew different students responded differently to the projects. For example, she saw some
students get frustrated with the precision needed for a Native American basket-weaving project,
but she saw those same students relish in the forgiving qualities of clay when they were working
on a mug project.
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Teaching skills vs. student interests. The fact that Sarah was attuned to her students’
responses to various art projects was a testament to the role she was gradually creating for
students in her classroom. Sarah described taking student requests into account when deciding on
upcoming art projects:
I give them a lot of choices. The kids are very—they’re interested in art, most of them,
and they want to create something that’s of interest to them. So they were saying, “Oh,
can we do this in art? When are we going to do clay?” I try as much as possible to
incorporate some of that. (Sarah, personal communication, March 23, 2015)
Sarah’s concern for student interests led her to express the following tension on more than one
occasion during the study:
You do wonder, or I do, how much do they learn drawing skills, or building skills, or
weaving—things they might need later on, and how much do we let them create what
interests them, or something that might not be considered traditionally artwork. (Sarah,
personal communication, March 23, 2015)
Sarah described often flipping between skill-based projects and ones that were more open-ended.
In fact, one of Sarah’s other index cards during the “What makes a good art curriculum?”
activity suggested “exploratory learning.” A photograph I took of student work in Sarah’s
classroom embodies Sarah’s interest in pursuing both skill-based and exploratory processes
(Figure 5.15). The photograph includes both basket-weaving projects and students’
experimentations with paint and recycled materials such as cardboard, lids from containers, etc.
It seemed that although Sarah felt pressure to conform to certain norms of school art, she was
also both responsive to her students and interested in pushing into more exploratory art-making
territories.
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Figure 5.15. Exploratory and skill-based art projects.
Cross-disciplinary art-making. The tension Sarah felt between teaching skills and
providing students with more exploratory or interest-driven experiences was perhaps
complicated by a perceived value for cross-disciplinary art-making in the elementary school.
According to Sarah, “the principal and other teachers and I get excited when art crosses into
regular classrooms.” It was through talking with fourth grade teachers, for example, that Sarah
found out that fourth grade students were studying Native Americans and therefore she decided
to have them do a Native American inspired basket-weaving project in her class (the same
project seen in Figure 5.15). The basket-weaving project had characteristics of a skill-building
project, and although I do not know the full scope of the project or the corresponding
presentation, may have represented a sort of tokenized multiculturalism practiced in past
movements in art education (Chin, 2011). It seemed that cross-disciplinary connections were
pleasing to Sarah’s principal, however, and he had made a point to share the curricular units for
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each grade level with Sarah so that she could pursue these connections. As Sarah noted, art
teachers were also being asked to integrate more literacy and math skills into the art curriculum.
A sense of ease. Overall, I always had the sense that Sarah had things pretty well under
control and she seemed to glide through her year with more ease than most of the other teachers
in the study. Although classroom management—which gave other teachers some challenges—
was a slight concern for Sarah, I felt her strategies were quite mature for a new teacher. For
example, she described a time her second grade students were gluing tissue paper to water bottles
for a recycled art project and she had a feeling the process would be challenging. To make the
class run more smoothly, she set up stations in the classroom where students could rotate
between working on sketchbooks, exploring watercolor paints, or working with a partner who
would hold the water bottle for the other student to glue on the tissue paper. There were other
times where Sarah mentioned her strategies for working with students in small groups or centers,
or using the classroom space for multiple purposes. Of course, there were other factors that
helped with the relative ease of Sarah’s experience. As Sarah stated, “In [Pearl Park], most of
the kids are well behaved. The classroom issues are minimal.” (personal communication,
December 4, 2014). In addition, Sarah worked part-time, which allowed her to have more time
to plan for classes and to complete her induction responsibilities.
A Collage of Sarah’s New Art Teacher Experiences
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Figure 5.16. Sarah’s collage.
Hidden texts. For me, one of the most revealing elements of Sarah’s collage was her
culminating artwork for the final exhibit and her corresponding artist statement (Figure 5.17).
Although I had seen the work and even heard Sarah describe it during our third workshop, beingwith Sarah’s collage forced me to study the artwork more intensely and take the time to read the
tiny, partially obstructed inscriptions. Sarah described her final artwork as a sort of map. The
bottom layer was a mapping of the streets and neighborhoods around the elementary school as
she remembered them. Written in the “streets” were her memories of student comments or
notes, things going on in the school, and her “own thoughts regarding pedagogy, curriculum, and
school procedures” (Sarah, artist statement, April 26, 2015). However, as Sarah explained
Layered overtop of the handwritten passages are pieces of cut paper that form a face. You
must look through this face to read the partially obstructed quotes and it is the obstruction
of the words that alters the meaning of the statements, just as my own perception alters

142

my understanding of what happens in the classroom. (Sarah, artist statement, April 26,
2015)
Just as Sarah’s “own perception alters [her] understanding of what happens in the classroom,”
my own perceptions as a researcher altered my understanding of Sarah’s experiences as a first
year teacher. Despite my sense that Sarah’s experience was relatively free of struggles or strife,
her personal writings on the artwork revealed feelings of self-doubt and a deeper struggle with
the ambiguous nature of teaching art. Sarah’s written comments included statements such as:


Do I teach what the administration wants me to teach or what I believe is important?



How do I balance having fun in class and making sure the kids are learning what they
need to know?



I wish I knew what was expected of me



Some days I want to give up



Sometimes I feel like I’m letting my students down



What do you do when you have a student that hates art?

Although I had been in three workshops and two one-on-one sessions with Sarah over the course
of the study, the final artwork was the only place where Sarah revealed these feelings.
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Figure 5.17. Sarah’s culminating artwork for the final exhibit.
Lingering forces. Upon looking at the other elements of Sarah’s collage, it is clear that
many of the items present surface level representations of school art and art teachers, such as
images of school art projects, lists of project ideas, art supplies, and classroom organization
strategies. However, somewhere between these representational images and Sarah’s personally
revealing artwork, lies the elements of Sarah’s collage that began to hint at the school culture
that was shaping her experiences. Although the material items in Sarah’s collage did not
immediately suggest the overwhelming forces of evaluation, standardization, and
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marginalization that I saw in Alyssa’s collage, those forces were lingering in Sarah’s collage as
well. For example, on the large index cards (Figure 5.18) with bold text in the center such as
“Curriculum?,” “Teacher Evaluation,” “Teaching,” and “Grading Artwork?,” Sarah started to
raise questions about what should be taught in schools and why, how teachers are evaluated, and
how assessment functions. These questions may have surfaced through some of the experiences
Sarah described on other note-cards and in her journal, which told of evaluation procedures,
standardized assessment strategies, and curricular conversations.

Figure 5.18. Large index cards in Sarah’s collage.
Evaluation. One of Sarah’s early note-cards is titled “Getting to know the Principal,” and
on it she says, “[The principal] and I met to discuss the formal observations I will undergo this
year. We talked about the district regulations and what is expected of new teachers. There is
[sic] a lot of logistics involved in teaching.” Sarah explained in our first one-on-one session that
she would have two formal and two informal observations by her principal every year for her
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first three years of teaching. Sarah’s district was in the same state as Alyssa’s district and
therefore used the same Charlotte Danielson Framework for Evaluation that Alyssa’s district
used. Teachers who were evaluated according to the Danielson Framework could achieve one of
four levels on each aspect of the formal observation evaluations: exemplary, proficient, needs
improvement, or failing. When Sarah’s principal went over the evaluation rubric with her, he
explained that it is nearly impossible to get the highest level of performance. Coincidentally,
during the time of the study I actually sat in on a lecture at the university in which two local
school representatives, who were invited to participate in the teacher evaluation conversation at
the state level, explained that the state made clear to administrators that the “exemplary” level
should be awarded in an extremely sparing manner. In addition, as I recall from that lecture,
many involved in the state conversation did not want the term “failing” used at all (needs
improvement used to be the lowest level), but the state went ahead with the term. Even in one of
the study workshops, several of the participants discussed the impossibility of getting an
“exemplary” mark on their evaluations. They said that in order to get an exemplary mark on
behavior management, for example, students had to be able to direct and correct their own
behavior in the classroom. In other words, Sarah’s first grade students shouldn’t need to be
reminded of the class routines; they should just know them from repeated practice. In terms of
Sarah’s first formal observation, her principal explained his sparing use of the term “exemplary,”
by telling her, “don’t feel bad if I don’t ever give you that” (Sarah, personal communication,
December 4, 2014). Sarah said she earned mostly all “proficient” levels and two items were
assessed as “needs improvement”; those items included standards that had to do with
understanding the district and parent communication.
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Like Alyssa, Sarah didn’t necessarily name her principal’s influence on her curriculum,
but his presence as an evaluator was evident in the choices she made. As mentioned before,
Sarah’s principal encouraged her to make cross-curricular connections and she made a point of
planning these types of lessons at various times throughout the school year. She described not
only the Native American weaving project, but also a research collaboration with the school
librarian, and a cross-disciplinary project with math involving organic and geometric shapes. In
other ways, Sarah may have believed the principal wanted to see certain things happening in art
class. As one of her personal writings on her final artwork indicated, she struggled with teaching
“what administrators want [her] to teach” or teaching what she felt was important. In a similar
manner to Alyssa, Sarah seemed to believe that art lessons and products which taught specific
skills and had certain end results fit the expectations of school administrators.
Marginalization. The location of Sarah’s art classroom in a modular unit separate from
the school was one obvious, physical indicator of the way art (and music) were marginalized in
Sarah’s school context. The issues with the physical classroom location extended beyond just
the logistical difficulties posed for the teachers and the students. In one of Sarah’s early journal
writings, she described her Back to School Night experience at her school. Typically, Back to
School Night involves parents going to the school in the evening and sitting in students’
classrooms while the teachers share information about the class. Sarah wrote, “Our back to
school night was Wednesday and Thursday evening. It was great to be introduced to the families
and see everyone in the school even though no one came to the art room.” (Sarah, journal entry,
September, 2014). When I asked Sarah about this statement later on, she said that she didn’t
think the parents realized the art room was open (Sarah, personal communication, March, 2016).
The parents went to an assembly in a multi-purpose room and then went to their children’s
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regular classrooms (Sarah, personal communication, March, 2016). This separation of art (and
other “special” subjects such as music and physical education) from the “regular” classes and
subjects of the elementary school was evident in other school practices as well. In Sarah’s fourth
week of teaching, she wrote in her journal:
My mentor and I attended my first induction meeting where we discussed student-led
parent-teacher conferences. The [school district] encourages students to be actively
envolved [sic] in their learning and the dialoge [sic] regarding their progress in school.
Unfortunately art is not included in the conferences.
As a parent of students in the same school district where Sarah teaches, I can attest to the fact
that parents have limited interaction with teachers of “special” subjects.
During the year the study was taking place, a new state-wide initiative called Student
Learning Objectives (SLOs) was rolling out across all of the school districts. Art teachers were
no less marginalized in the implementation of this state mandated measure of teacher
effectiveness. The language from the state was as follows:
[Mid-Atlantic state’s] new Educator Effectiveness System requires the use of the “student
learning objective” (SLO) process to determine 20 to 35 percent of a classroom teacher’s
summative evaluation. The [Mid-Atlantic state’s] Department of Education defines a
Student Learning Objective as a process to document a measure of educator effectiveness
based on student achievement of content standards. The use of SLOs in the Educator
Effectiveness System became mandatory in 2014-15.
The SLO process is used to define and measure student achievement on one or
more of seven measures and apply those measurements to teacher ratings, as required by
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law and applicable to individual teachers. (retrieved from State Department of Education
website)
Sarah described attending a staff meeting at her school about SLOs. Sarah’s perception was that
SLOs were mainly designed for reading. She noted,
The principal decided to do a sample SLO with a couple teachers. He shared it with
everyone so that they could really copy and paste and put in their data...The students had
to increase by 0.5 points to show that they were making progress. That would meet the
SLO requirements of teaching students reading and writing skills. (Sarah, personal
communication, December 4, 2014)
In both Sarah’s school district and Alyssa’s school district, SLO training was presented using
reading or math examples. Alyssa described being placed with a group of math teachers during
faculty SLO training. Although in Alyssa’s district the math, reading, and health teachers had an
SLO pre-prepared for them, the art teachers were required to write their own. According to
Alyssa, “We just copied and pasted it and they're like ‘Oh, looks good.’ We're like, ‘We literally
copied and pasted it.’ They're like, ‘That's fine, it's the first year" (Alyssa, personal
communication, November 24, 2014). In Sarah’s district, she said most of the elementary level
art teachers wrote their SLO using a lesson on one and/or two point perspective (Sarah, personal
communication, December 4, 2014). The teachers chose a perspective lesson because it would
allow them to give a pre-test and post-test to see how the students’ understanding progressed
(Sarah, personal communication, December 4, 2014). The position of art relative to the SLO
initiative showed the way art was simultaneously caught up in the standardization and evaluation
movements in education, yet marginalized in terms of significance and relevance.
A Return to Sarah’s Practices
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Although I initially picked up on the way Sarah’s art practices reflected a sort of tension
between following existing representations of school art and pushing into student-centered
and/or exploratory approaches to art-making, being-with Sarah’s collage gave me a deeper sense
of her personal struggles with the ambiguity of teaching art in her school district. I empathize
with Sarah’s experiences, in particular because of my own experiences as a new teacher. While I
too probably put up a good front of having “everything together” during my first years of
teaching, my inner struggles are what led me to pursue this study; just as Sarah’s inner struggles
led her to say, “Some days I want to give up.” It is hard to know what new teachers are
experiencing beneath the surface. Likewise, it is hard to know just how new art teachers like
Sarah embody the effects of school cultures characterized by high-stakes teacher evaluations and
a marginalization of the arts. However, when Sarah’s practices are viewed in relation to her
experiences and the characteristics of her school culture, it becomes possible to understand some
of the ways art functions when new art teachers are faced with the social complexities of
teaching.
Art functions for others. Sarah’s constant struggle to define the role of art in her school
and for her students was practically tangible through her students’ work, her descriptions of her
approach to teaching, and her documented reflections. The role of art was almost a shapeshifting entity that hovered in time and space, just waiting to be defined by whatever forces came
into play. In Sarah’s case, the forces present in her school context worked to define art as
something that functioned for others—for administrators, for other subjects, for state evaluations,
for decoration. The cross-disciplinary units, the perspective unit (which she adapted from the
other art teachers in the district) for her SLO, and a yearbook cover contest all reflected art
projects that functioned for others. Perhaps Sarah’s ongoing philosophical struggle to define the
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role of art was partially due to the fact that in her school context she was alone in her
understanding of (or concern for) the ways art could function for her students, as humans rather
than as data points.
Art can be familiar and comfortable. In the space of ambiguity which Sarah occupied
as a new art teacher, the role of art also seemed to be shaped by a desire for comfort, familiarity,
and direction. These desires were often fulfilled by drawing on available resources—tried and
true projects, the recommendations of other art teachers, and Internet sources. For example,
Sarah took comfort in the fact that she saw one of the other part-time teachers in her classroom
teaching lessons she had done before. Sarah explained,
There seems to be, even just naturally certain lessons that happen in kindergarten and
certain lessons that happen in second grade. I saw [another teacher] do a Mondrian,
vertical, horizontal, primary colors with kindergarteners. I’ve done that with kindergarten
classes before. I suspect that other teachers have as well, but I don’t know. (Sarah,
personal communication, December 4, 2014).
While there was a strong level of communication between the art teachers in Sarah’s district who
met regularly during in-service days for art department meetings, the district was fairly small and
therefore there was not a wide variety of teachers—or philosophies of art education—for Sarah
to learn from. Sarah said, “A lot of the teachers that have been here for a while just have certain
lessons that they always do for 4th grade and certain lessons for 5th grade” (Sarah, personal
communication, December 4, 2014). There was an effort in the district to work on getting an art
curriculum in place for kindergarten through 8th grade, but Sarah said the process was difficult
because many of the teachers had been teaching lessons for years and they were worried they
wouldn’t fit with a new curriculum. In addition, Sarah’s mentor teacher was a high school art
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teacher and when I asked Sarah if they had talked about curriculum at all, she responded that
they mainly talked about classroom management issues, although her mentor had recommended
the website www.deepspacesparkle.com. When I looked at the site, I did not see a strong link
between the philosophy of art education represented by the content and the philosophy of art
education encouraged by Sarah’s undergraduate art education program. Like art projects often
found on Pinterest, the emphasis seemed to be on step-by-step approaches to art-making. While
Sarah’s resources may not have had the kind of philosophical underpinning I would look for, I
cannot blame Sarah for needing to rely on the resources available to her as a new art teacher.
The issue then is not why Sarah looked to certain resources in order to help her develop lessons,
but why more progressive art education resources weren’t readily available or encouraged.
In Sarah’s experience as a new art teacher, she had an opportunity not unlike many other
new art teachers—she had no required curriculum (although there were state standards to
consider). However, this opportunity had both pros and cons: a pro was that the curriculum
could be shaped by the new art teacher; a con was that a new art teacher may not be fully
prepared to take on this task and may not have the support necessary to shape a curriculum that
supports their personal philosophy of art education, or one which takes into consideration
contemporary theories of art education. In Sarah’s case, she seemed to be able to hold onto a
desire to question taken-for-granted approaches to art education, but her curriculum was also
significantly shaped by the forces of school culture which defined art in terms of its function for
others amidst an audit culture.
Beneath the Surface of Recognition
Through my interactions with Sarah and with her collage, I did not get the sense that she
sought out recognition to the extent that Alyssa did. Sarah obviously cared a great deal about
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what her principal thought and she did construct her curriculum in a way that fit what she
believed the principal’s expectations were. However, Sarah did not emphasize the role of art
products or art displays in her school. This is not to say that she did not perform in this way, but
she did not discuss this role of art products with me. Perhaps Sarah’s position as a part-time art
teacher who was teaching in a modular unit outside of the main school building left her in yet
another state of ambiguity—not quite a full member of the school community, yet not
completely separate either. Within this ambiguous state, Sarah performed both within and
outside of the expectations of the school culture—in ways that were both recognized and not
recognized. For example, after the study was over I asked the participants to reflect on any ways
they had experimented (tried something that felt different than standard school art practices, tried
something that pushed the expectations/standards of the school system/school culture) over the
course of the school year. Sarah explained,
Because [the school district] doesn’t have an art curriculum I was able to teach whatever
I felt the students should be learning and had full autonomy over the lessons. Most of the
time I created lessons that developed certain skills/techniques or artistic abilities but a
few times I completely ignored the lesson planning process and gave the students the job
of deciding their projects. At two different times during the year I gave the 5th grade the
opportunity to create an art project of their own and to decide what materials they wanted
to use...The goal was to get the class thinking about art making in a different way and to
use their own creative process instead of mine. This was a scary process for me and one
that I didn’t share with the principal. The teachers are expected to have well developed
lesson plans that contain what the students are going to be learning and have an end
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result. I didn’t know what the students would create and did not have a recipe for them to
follow. (Sarah, personal communication, June 20, 2015)
Like the personal struggles Sarah expressed in her artwork, the teaching experience Sarah shared
in this written reflection was not verbalized in any of our social interactions. Sarah’s
movements, as ruptures in the discourses of school art and audit cultures, happened beneath the
surface of recognition. Her willingness to challenge the standard lesson format was hidden from
her administration and witnessed only as an experience between herself and the students in her
classroom, which happened to be separate (and not visible) from the school building.
Lauren
A Short Vignette
Like Alyssa and Sarah, Lauren was a strong academic student, having graduated from the
undergraduate art education program with a 3.94 grade point average. During her time in the
program, Lauren gained experience with elementary school age children by working or
volunteering in local art centers and schools. She also worked as an exhibition assistant in an art
gallery on campus. I first met Lauren when she was a student in a capstone art education course
I was observing in Fall Semester 2013 (one year before the study began). Lauren was also a
participant in the pilot study I implemented with the student teachers in spring 2014. In fact, one
of the reasons Lauren gave for wanting to participate in this study was her appreciation for the
time I spent with her and the other student teachers. She said, “It was the time you put into
us...You did that for us. It felt really good to have someone” (Lauren, personal communication,
March 15, 2015). Having had the opportunity to get to know Lauren over the course of one year
before the study and another year during the study, I would describe her as spunky, witty, and
full of energy and enthusiasm for life.
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During the time of the study, Lauren was in her first year as an art teacher in a state just
south of the one where Alyssa and Sarah were teaching. Lauren was teaching in a large county
school system where she was an itinerant art teacher, traveling between three elementary schools
and teaching from a cart rather than in a classroom. On Monday, Tuesday, and Wednesday,
Lauren was at Franklin Elementary School, which she described as having a low socio-economic
status. Like Alyssa, Lauren overestimated the amount of students receiving a free or reduced
lunch rate. Although Lauren thought nearly 100% of Franklin students were on a free/reduced
lunch, the statistics I found showed the rate at about 65% of the student population
(www.startclass.com). The student population of Franklin was primarily black, at about 70%.
One of the school procedures Lauren found helpful at Franklin was their commitment to a
Positive Behavioral Interventions and Supports (PBIS) program. According to the school
website, the school expectations were: be respectful, be responsible, and be ready to learn.
When teachers saw students upholding these expectations, the students were rewarded with code
of character coupons and the students and their classes could earn rewards by building up various
amounts of coupons. In addition to the PBIS information on the school website, there was also a
link to a resource named the Character Development Connection, which appeared to be another
kind of program to promote moral and character development through the support of schools and
families. A Saturday School program was also offered in the county in order to provide
additional academic support, and a link to this program was on the school website as well.
Lauren described the other two elementary schools where she taught art on Thursdays
and Fridays as affluent schools. Both Briarwood and Stratford elementary had around 5% or less
of students on free or reduced lunch rates. The student populations were about 70% white.
Stratford was listed on the school website as being an arts-integration school and the school also
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participated in a PBIS program. On Briarwood’s website, I found out that the school had a
Planetarium that was fully funded and run by the school’s Parent Teacher Association (PTA).
Although Briarwood did not seem to have a specific PBIS affiliation, the school website did have
a link to the Positive School Climate Handbook, which described several programs focused on
positive behavior (Wood Acres Values for Everyone, or WAVE; Debugging; Win/Win
Strategies, etc.). In addition, the website offered parent and student resources for English for
Speakers of Other Languages (ESOL).
The last school, Briarwood, was the school where Lauren and I met for our first one-onone session in November. When I arrived at Lauren’s school I was directed to the art room,
where I found Lauren sitting at a large, rectangular student work table while the full-time art
teacher was at the teacher desk. Lauren and I started our conversation and after a while the fulltime art teacher left. During my visit, I was able to take some photographs of the art room and
some of the artworks Lauren had displayed in the hallway (Figure 5.19). Unfortunately, due to
the heavy traffic and distance between Lauren’s schools, it was not feasible for me to visit the
other elementary schools where Lauren taught.
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Figure 5.19. The art classroom at Briarwood and some of Lauren’s student work in the hallway.
Lauren’s Practices at First Glance
Resisting the boundaries of school art. Although the county system in which Lauren
worked had an art curriculum, Lauren said she, and many of the art teachers she knew, used it
loosely. Lauren suggested, “you take a look at it, you kind of take the big picture, then you do
what you want with it” (Lauren, personal communication, November 13, 2014). She explained
that she and the other art teacher at Briarwood were both teaching texture to their kindergarten
classes, but they were “doing completely different lessons” (Lauren, personal communication,
November 13, 2014). Not surprisingly, the elements and principles of art were a major part of
the art curriculum (as evidenced by the texture lessons for kindergarten classes). However,
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Lauren said, “I don’t mention them all too often. I mean I do, but it’s not like the prime meat”
(Lauren, personal communication, November 13, 2014). I was surprised when Lauren said the
school curriculum site even provided lesson plans that could be used to teach the standard
curriculum. According to Lauren though, the lessons were not useful for her classes because the
lessons were designed “for kids that come in and are mute and still. Like, who are those kids?
That would never work for me” (Lauren, personal communication, November 13, 2014).
In addition to only using the school curriculum loosely, Lauren resisted the influence of
other art teachers whose practices did not reflect her philosophy of teaching art. Lauren taught
only a half-day per week at Stratford and for the most part had complete autonomy over her
classes. However, when it was time for the winter art show, the full-time teacher asked Lauren
to teach lessons she had designed so that all of the artwork would fit a similar theme. Because
the teacher had already planned the lessons out before approaching Lauren, Lauren felt
compelled to agree to teach the lessons with a few modifications. In Lauren’s honest description
to me, she said the projects were:
TERRIBLE! So boring! The kids told me it’s [sic] boring right from the get-go and
they’re all going to look exactly the same. They’re (third grade) doing windowsills with
pots in a window; and she’s like “The freedom comes with their design on the pots and
what they put for the landscape in the background” (Lauren, personal communication,
November 13, 2014).
Lauren said the fifth grade lesson was just as bad, so she did what she could to make the lessons
palatable for the students. For example, the fifth grade lesson was a guided-drawing still life, so
Lauren decided to bring in Legos and let the kids hide them in the still life to try to make
something fun out of it. Lauren said she told the art teacher she would do these lessons the same
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as she did this one time, but other than that they were “on very different wavelengths”.
According to Lauren, the other teacher couldn’t understand why she was doing projects
involving monster drawings instead of projects that reflected the study of artists like Van Gogh.
When Lauren explained that she was having the students study Anime and Kaiju, the teacher said
“that’s not art history” and questioned whether those were really appropriate art forms to be
teaching.
In terms of Lauren’s philosophy of art education, she described a desire to give her
students a variety of experiences and to take their interests into consideration. Although Sarah
also expressed wanting to provide a range of experiences for her students, Lauren’s definition of
art experiences appeared to be broader than Sarah’s. In my first meeting with Lauren, she gave
me a collage of photographs related to the theme of experimentation (Figure 5.20). In the written
statement that accompanied the collage, Lauren stated, “I also have been trying to expose the
students to new art materials and ways of thinking about art and their connection to it” (Lauren,
written reflection, November 13, 2014). In her collage, Lauren had included photographs of her
students experimenting with unexpected materials. For example, Lauren said she had inherited a
free set of plastic tubes/tunnels that could be combined together, and on free art days she
encouraged the students to play with them and think about how they could be considered
sculpture. Along similar lines, she had puppets that she used to talk about performance art.
Even when it came to traditional art class experiences like color mixing, Lauren seemed to find a
way to make it an unexpected experience for the students. When she described teaching color
mixing to the younger classes, she said, “We didn’t do art; we did magic that day” (Lauren,
personal communication, November 13, 2014). Lauren described doing projects such as
surrealist portrait collages, morphed animals, graffiti art, and temporary art. Some of these
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projects, like the graffiti art project, were developed with student input. Lauren said she often
previewed project ideas with her students to get their feedback and determine which ideas they
were excited about. She also encouraged students to bring popular culture interests into their
work in order to make the projects more engaging. During a clay mug project, for example, she
let a student incorporate his interest in Minecraft. Part of her commitment to student interest
included giving the students opportunities to free-draw regularly in sketchbooks. Lauren said the
importance of free-draw time in sketchbooks was something she learned in her undergraduate
courses that really stuck with her. She also said her value for student interests was something an
undergraduate instructor had instilled in her. She remembered a professor expressing that
“students want to create things that interest them. They don’t want to do your projects that they
don’t have any connection to at all” (Lauren, personal communication, November 13, 2014).
During the “What makes a good art curriculum?” index card activity at our second workshop,
Lauren contributed one card that said, the point is “to find enjoyment in learning. If they’re not
having fun, what’s the point?”

Figure 5.20. Lauren’s collage of photographs with a theme of experimentation.

160

At one point in our first session, Lauren articulated her realization that the vision of art
education she had become accustomed to in her undergraduate program was very different from
the forms of art practice expected in her schools. Lauren said that she had taken-for-granted the
fact that her art education professors were all on the same page; stating,
They’re all so into the same thing about how, you know, art is connected to everything
and how, you know, even preschoolers can do art, and how make-and-take cookie cutter
projects are not the way to go, and how that doesn’t teach what you want the kids to get
from it, and all this stuff. But then I come here and everybody expects these cookie
cutter projects. And, I’m like breaking the mold at my other school and definitely here.
People are like, “Well, we don’t understand. You’re not doing a turkey for
Thanksgiving?” I was like, “I would never think of doing a turkey for Thanksgiving.
Sorry!” (Lauren, personal communication, November 13, 2014)
A little later in the conversation, Lauren added:
So, I’m trying to break the mold a little bit, but I’m also not trying to break my brain,
because it’s a lot to try and be creative and try to come up with innovative things all the
time. So some of my projects maybe aren’t as innovative and aren’t as fresh, forwardthinking, but I’m also like, “my brain needs a minute.” (Lauren, personal communication,
November 13, 2014)
As this last statement indicates, Lauren did rely on some more traditional school art projects and
resources in combination with her more progressive efforts. She mentioned “stealing” project
ideas —the same kind of weaving lessons that Sarah used with her classes—from the website of
a prominent art education blogger, Cassie Stephens (http://cassiestephens.blogspot.com/) (Figure
5.21). She described having Kindergarten create penguins in connection with a unit on the

161

Arctic they were doing in their classes. She also said she sometimes used project ideas from art
lessons she remembered enjoying as a kid; for example, clay mugs with ugly faces. As Lauren
implied in the above statements, however, she knew she had to compromise in some ways in
order to avoid getting burned out.

Figure 5.21. Lauren’s third grade radial weaving project inspired by Cassie Stephens’ blog.
Resisting the limitations of art-on-a-cart. Given the range of experiences Lauren
provided her students, it is easy to forget that she was an art-on-a-cart teacher. Lauren described
often having only five minutes to transition between classes, sometimes having to use an elevator
to get to her next class. On more than one occasion, however, Lauren said she never wanted her
students to feel like they were missing out because they had an art teacher on a cart. In fact, she
felt that at Briarwood, in particular, she was doing “cooler stuff than the other teacher” who had
an art room (Lauren, personal communication, March 15, 2015). She said, “I want my kids to be
pumped. ‘Yes, I have Miss M.! We got the girl on a cart! Finally!’” (Lauren, personal
communication, March 15, 2015). Lauren said sometimes her administration was surprised by
the level of work she was doing with her students. For example, she taught kindergarten students
to make clay goblets—a feat in itself for any art teacher, let alone one using a cart to transport
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clay supplies. Lauren made sure to include a wide variety of art-making experiences—paint,
printmaking, sculpture, fibers—and even incorporated technology as a research tool for students.
Lauren’s perseverance as an art-on-a-cart teacher extended into the difficult situations
that arose in her daily teaching experiences. One of the challenges of teaching students in
regular classrooms, for example, was that they didn’t have an opportunity to get up out of their
seats and move to another classroom. Being perceptive to this limitation, Lauren described
having students walk out into the hallway and doing a big loop before re-entering the classroom
as art students. In addition, if Lauren noticed her younger classes were particularly antsy during
any given class period, she would tell them that if they could focus on their projects the whole
class period, they could have a dance party during the last few minutes of class. Lauren even
mentioned that she was considering incorporating some yoga in her classes.
Same lessons, different results. Because Lauren was teaching in schools which had a
stark disparity in socio-economic levels, she often commented on how the school differences
impacted her teaching. In our first session, Lauren explained:
I feel like I could write a book about this when I’m done with it. My Monday through
Wednesday school is [Franklin], which has a high poverty rate...they get breakfast at
school, and they get lunch at school. It’s like, sometimes that’s what they get. They
maybe don’t go home and eat. So, I teach the same lessons there as I do here
(Briarwood)...I’m teaching in the same exact way, the exact same stuff, like same
samples, same PowerPoint, same everything. But I don’t have that discipline problem
here that I do there. (Lauren, personal communication, November, 13, 2013)
Lauren went on to explain some of the behavior problems she had encountered. For example,
when the first graders were coming in from recess there was an incident where one child threw
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another child’s shoe and when the child went to get his shoe the other child threw a rock at him.
Then, as the child picked up his shoe, he put his fist in the shoe and turned around and slugged
the other child. She continued, “So, it’s just a completely different, you know, perspective on
what I’m supposed to be teaching. Because here (Briarwood) it’s super academically-driven;
and there (Franklin) it’s [about] developing character” (Lauren, personal communication,
November, 13, 2013).
Because of the behavior problems she faced at Franklin, Lauren was constantly
developing strategies to use with her students in order to improve classroom behavior. She had a
reward chart she used at the affluent schools which encouraged the classes to earn stickers for
having a good class, and then after a certain number of stickers were earned the class would earn
a free art day. Unfortunately, this same chart didn’t work at Franklin. It seemed the classes could
never earn stickers and therefore never experienced a reward. For this reason, Lauren asked her
Consulting Teacher (CT)13 to come in and observe the class and see if she had any suggestions.
After the observation, Lauren and her CT came up with the solution of breaking up the class
period and letting the class earn stickers for good behavior in smaller chunks. This way, the
students could see the rewards building and have immediate incentive for good behavior.
Another strategy Lauren used was making calls home to parents for positive student behavior.
This was something Lauren did when she was student teaching in an urban school, and she saw
how effective and meaningful it could be. During my first session with Lauren, she said she had
made about twenty phone calls the previous week. Typically she tried to make about ten to
fifteen calls every third week, although she sometimes made spontaneous calls in between if a
student was having a particularly good day. Lauren said,

13

The role of the Consulting Teacher (CT) is similar to a new teacher mentor. The CT position will be described in
full in an upcoming section.
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I try to do it for the kids in the middle who maybe aren’t the star, star students, who don’t
get recognized all that much. Or, kids who make bad decisions normally and I try to catch
them on a good day...occasionally I’ll make a call on like a Tuesday or Wednesday if a
kid had a really good day. I’ll make sure like that night, “Hey, your kid did really great!
I’m super proud of them. They had such a good day!” Then, the next day they’re like,
“Miss M., you called my house!” and I’m like, “Keep working hard.” (Lauren, personal
communication, November, 13, 2013)
Although Lauren was empathetic to the challenges facing the Franklin students, she also
picked up on challenges of a different sort that her Briarwood students faced. According to
Lauren, at the affluent school:
Every parent wants their kid to be the best kid ever—like, super great—like President of
the world. And you can tell, they (the kids) get like—they’re all like, “Is this perfect?
Miss M., is mine perfect?”—like, it has to be perfect. So a lot of times I talk to my kids
about, “Ok, we’re going to relax. This is the time for you guys to have your time in art
and we’re going to learn a lot, but we’re not stressed out in here.” So, sometimes we’ll do
like meditation with a few of my classes where the kids are really like high strung and
like freaking out. So we do like, calm down time and turn the lights out and just kind of
like—we turtle. So, we’ll turtle (enacts curling up into a turtle position) and just kind of
relax for like two minutes and like put their art brains in and take their other brains out—
and “the only brain allowed in your mind right now is the art brain.” (Lauren, personal
communication, November, 13, 2013)
Lauren finished this part of the conversation by emphasizing, “So, it’s just TOTALLY different.
Like, I’m teaching the same lessons, but I’m teaching through the arts totally opposite things”
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(Lauren, personal communication, November, 13, 2013). This notion of “teaching through art”
was something that came up in our second group workshop as well. During that workshop,
Lauren and I had the following dialogue:
Lauren:

I find that I’m teaching kids more than I’m teaching art to kids—[that’s]
how I think I’m working. I always wanted to be a teacher, but wasn’t sure
what I wanted to teach. Art is secondary to the teaching in my practice. I
try to teach through art—is [sic] always how I’ve thought of it. I don’t
necessarily teach art, but I’m teaching through art.

Researcher:

What would you say you’re teaching?

Lauren:

I think I teach a lot of character development kind of stuff, and personal
goal-setting and problem-solving, and things like that through art. And, I
of course include all of art history and all of the stuff that you’re supposed
to do. But, I think a lot of it is also teaching social [skills] and how to be a
progressive person and honest person in today’s world.

Regardless of the school Lauren was teaching in, she carried this philosophy with her.
And, although the art content may have been the same in every school, teaching through art was
enacted in different ways and through different practices.
A Collage of Lauren’s New Art Teacher Experiences
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Figure 5.22. Lauren’s collage.
When viewing my collage of Lauren’s data, I found the juxtaposition of her culminating
artwork (top left in Figure 5.22, and in full in Figure 5.23) and the other parts of her collage to be
quite revealing. In Lauren’s artist statement, she explained:
The base layer is representative of some of the more arduous parts of my job: traveling
between schools and teaching on a cart, working with students through behavioral
problems, as well as many of the other time consuming and stressful experiences that I
had as a first year teacher. I have sewed in a compilation of passages from my teaching
journal that bring to light some of the amazing experiences from this journey; whether
they be related to my students, co-workers, or my own performance, I have had no
trouble finding awesome moments in my first year.
Lauren’s statement describes her experiences as a first year art teacher as multi-layered. She
viewed her experiences as both encumbered by the “arduous parts of [her] job,” and marked by
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positive experiences with the people she encountered. The base layer of the work includes
material artifacts from school policies such as behavior rewards programs, discipline procedures,
and teacher evaluation rubrics. In addition, Lauren included maps of her schools, some of her
“to do” lists, and a value/texture chart. Lauren wrote the positive moments from her teaching
experiences on transparent overlays. Although these layers might be viewed as two contrasting
perspectives of Lauren’s first year, Lauren presented them as layers to be viewed
simultaneously—indicating that rather than constructing a single narrative about her experiences,
she understood her experiences as complex and multi-faceted. Throughout the study, I always
had a sense that Lauren was able to maintain a sort of distanced awareness of her positioning
with school cultures and systems; and after seeing her artwork within the larger collage of her
data, I believe it was partially Lauren’s unique ability to view her own experiences as multilayered that allowed her to preserve this awareness.
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Figure 5.23. Lauren’s culminating artwork.
In-between strategic performance and strategic resistance. Lauren was the only
participant in this study to have the support of someone called a Consulting Teacher (CT), who
was assigned by the county school system. A CT is an expert teacher who is released from
his/her classroom for three years in order to supervise new teachers in the county. According to
Lauren, her CT told her that hundreds of teachers in the county apply for CT positions, but only a
few obtain them each year. The CT role is designed to be both a mentor and an evaluator, and
this dual-role was something Lauren was careful to remain cognizant of throughout the school
year. For the most part, Lauren felt very fortunate to have her CT, who was an art teacher who
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had even been on a cart and travelled between schools early in her career. Lauren’s CT was in
her first year of the position, which Lauren saw as a positive. As Lauren explained, “.she was
just in a classroom last year, so she’s really connected to what I’m going through” (Lauren,
personal communication, November, 13, 2014). Lauren’s CT stopped by her classrooms every
other week and stayed for about twenty minutes each time. During the visits, the CT would take
notes and email them to Lauren before she even left the classroom. Lauren then had 24 hours to
reflect and reply to the CT’s notes. Most of the visits were informal, unannounced observations.
However, Lauren had just had her first formal observation, which was announced. She said that
the only two observations that counted toward her evaluation were one formal announced and
one formal unannounced observation. In addition to the visits the CT made on her own, Lauren
was able to request visits or observations as needed. For example, she asked the CT to come
observe her first grade class with the “shoe-hitting, rock-throwing boys” (Lauren, personal
communication, November, 13, 2014). Lauren expressed gratitude for having her CT as a
support person during her first year, stating:
I think something that’s really good about this district is having that person who’s
assigned to me—for the new teacher. Because that’s the person I’m most connected to.
Because at each school I have a different administration, and that one person—my
Consulting Teacher—is the only person who I’m connected to no matter where I am.
Despite her appreciation for the CT as a support person, Lauren also described the CT as
“kind of scary...She is very heavy, like my—whether I’m going to be a teacher or not is pretty
much solely dependent on her” (Lauren, personal communication, November, 13, 2014). Lauren
was constantly aware of the fact that the CT was not just a mentor, but also an evaluator. In fact,
Lauren’s first explanation of her CT was: “she’s the person who grades you on whether or not
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you’ll be allowed back in the county again or whether they’ll dismiss you” (Lauren, personal
communication, November, 13, 2014). Like the state in which Alyssa and Sarah were teaching,
the state where Lauren was teaching also used the Danielson Framework for teacher evaluations.
And, like Alyssa, in Lauren’s new teacher induction program each meeting was used to review
one of the Danielson domains and some of the corresponding standards. Lauren’s CT observed
and evaluated Lauren’s teaching based on these standards.
Lauren was very perceptive to the overarching emphasis on teacher evaluation that came
through in both her new teacher induction meetings and her CT’s assessments of her teaching.
Lauren even described the county system as having “Big Brother” characteristics, and she said
the teachers were encouraged to “drink the Kool-Aid...everybody has to do it” (Lauren, personal
communication, November, 13, 2014). Lauren, however, was also not inclined to fully submit to
the teaching practices and strategies encouraged by the school system. Lauren admitted that she
was probably, “a little divergent from their ideal, cookie cutter teacher” (Lauren, personal
communication, November, 13, 2014). For example, Lauren mentioned that in one of her new
teacher induction meetings they talked about using calling sticks as an equitable calling strategy.
Lauren had never even heard of calling sticks before the meeting, but soon found out that using
calling sticks was a line item on her CT’s evaluation rubric. These were Lauren’s thoughts on
calling sticks:
Lauren:

...they’re really huge on calling sticks here. I didn’t even know what that
was. I was the only person in that meeting of 13 people (new teachers)
who had no idea what a calling stick was.

Researcher:

What’s a calling stick?
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Lauren:

It’s um...you have a bucket of Popsicle sticks and that’s how you pick out
whose going to answer your question. But, I don’t always love it because
it uses the fear tactic.

Researcher:

Like you never know if you’re going to get called kind of thing?

Lauren:

Yeah—bingo. And I don’t like that, because if I were that student I would
feel so uncomfortable and on edge.

Researcher:

So that’s the equitable thing?

Lauren:

Yeah. But, I do it when...I try to use that when I know everybody knows
the answer and everybody’s like “ooh, ooh, ah” (raising hands all at once).
And I always give the opportunity, if you’re not sure or you just want to
double-check your answer, ask your neighbor. Have a little conference and
then you can answer.

Researcher:

That’s a good idea

Lauren:

Because if that were me, I would feel so under fire.

Lauren:

...So I use it for things like, if I need a special helper during the day. Or, I
have ones that have the table colors on them. At this school we don’t have
numbers on the seats, but at [Franklin] all the seats have numbers. So,
I’ll pull one and it will say “Green 1”. Like ok, so the green table will be
the first to line up, when everybody does a really nice job or something.
So I use it that way. But they want me to use it like every time I ask a
question, and I’m like “hell no”. Like, I’m not...cause [sic] that’s scary.
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Researcher:

That’s interesting that it’s like one—why does it have to be only that way?

Lauren:

That’s like all—it’s like everywhere here. That’s one of the things they
check off—do you have calling sticks? Did you use them?

Researcher:

Oh really? It’s literally part of your evaluation?

Lauren:

Yes, yes.

Researcher:

Wow.

Lauren:

I don’t think it’s in the standards, but it’s in like—my CT showed me her
checklist of things she looks for and it was like “calling sticks” right on
there.

As is demonstrated by this calling stick example, Lauren often found ways to perform within the
expectations of her evaluators, but to also practice strategic resistance. Another example was the
dance time she offered as a reward in some of her classes. According to Lauren, her CT wasn’t
thrilled about the dance time because it meant Lauren was losing two minutes of instructional
time. However, Lauren saw that time as completely worthwhile if it meant that her students
were working hard during the rest of the class period in order to earn that reward. Lauren also
felt she was building character development by teaching the students to work hard to get
something they wanted, and she felt that was sometimes more important than ending class with
the “closing questions” expected by her CT. Lauren was completely aware that she could
perform as needed for her CT, but teach according to her philosophy when she wasn’t being
closely surveilled. In fact, in our spring one-on-one session, we had the following conversation:
Lauren:

...I think I’m sneakier than I thought I was going to be, which is funny. I
do stuff sometimes that I don’t want to be caught doing. I don’t know.

Researcher:

Do you think that’s legitimate—that you should be legitimately worried?
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Lauren:

I don’t know. I think I’m a first year teacher. I’m going to do it right.
I’m going to get a good evaluation.

It seemed as though even Lauren’s administrators had a sense for her resistance to school rules.
She commented that another one of her school system’s “Big Brother” pushes was a moral
development program with four key messages. One time an assistant principal at one of her
schools stopped to observe her class and heard her use one of the key messages with her
students. Lauren said the assistant principal commented, “You do use the key messages!” and
she commented back, “I do—I do follow the rules!”
In-between socio-economic contexts. In addition to Lauren’s awareness of the school
system as “Big Brother,” Lauren was also perceptive of the inequitable differences of her school
contexts. Lauren noticed the differences in resources between her schools early on in the school
year and even tried to force a school representative to discuss the issue at a professional
development session. At a session having to do with school policies and procedures, the teachers
were encouraged to write questions on index cards and the leaders would try to answer them.
Lauren wrote on her card, “How do you equitably divide resources within the county among
different schools?” Not surprisingly, the session leaders did not comment on her question.
Lauren had noted, for example, that the school where she needed more support for disruptive
students in the classroom or students with Individualized Education Plans (IEPs) had notably
fewer paraprofessionals than the affluent schools. According to Lauren, Franklin had
approximately eight paraprofessionals for about 800 students and the paraprofessionals mainly
covered things like lunch or recess duty rather than helping in classrooms. Alternatively,
Briarwood had paraprofessionals working with high needs children in the classroom. Human
resources were not the only thing that was inequitable, however. Lauren also said that Franklin
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was a physically run-down school, and during the year of the study mold had been found in the
first grade wing. According to Lauren, school administration was not supportive under the
circumstances even though teachers and students were becoming ill. For that reason, by spring
the entire group of first grade teachers—eight teachers total—decided they were leaving the
school the following school year. This was in addition to the already high turnover rate of
teachers at Franklin.
Lauren also said she had not previously realized how much connection there was between
students’ home life and schools. She remarked, “Parental influences are greater than school
influence by far” (Lauren, personal communication, March 15, 2015). Lauren described a fifth
grade student at Franklin, for example, who was always getting in fights. She later found out
that his parents told him that if he won fights they would buy him video games. In another case,
Lauren had noticed a student crying one day and when she asked the student why she was crying,
she replied, “I miss my Dad.” When Lauren responded that she would see him when she got
home, the little girl responded, “No, he went to jail last night” (Lauren, personal communication,
March 15, 2015). Partially because of learning about her students’ home lives and partially in
response to some readings I shared with her, Lauren said she was working on being more
understanding about outside influences. By doing this, Lauren had also realized that her
students’ experiences on snow days were different from school to school. When her Franklin
students returned from three snow days, she asked if they had fun on their days off. She was
surprised when some of them responded, “No.” Their responses included having to stay inside
the house because their parents weren’t home and no one could watch them, and having to go to
another person’s house with twelve other kids and one grandmother to take care of them.
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Knowing this allowed Lauren to realize that many of her students had not had any structured
activity for three days and they were therefore understandably full of energy.
Although Lauren picked up on the differences between her schools and the school
contexts, she didn’t necessarily make a connection between these factors and the ways school
policies and procedures were implemented in the schools. For example, the PBIS and Moral
Behavior initiatives brought an emphasis on behavior to the fore across the schools, but
especially at Franklin. Lauren noted the strong backing of the PBIS program at Franklin, but
attributed it to challenging student behaviors rather than any larger socio-cultural issues. In
addition, the calling stick strategy seemed to be an attempt to encourage equitable practices in
the schools. But as Lauren pointed out, that practice had its downsides and had become more of
a standard policy than a possible tool for teachers to use as they saw fit. The calling stick
strategy may have taken on a representational role within school politics—“This is how we’re
responding to concerns for student equality”.
I also noticed at my spring session with Lauren that some stricter discipline strategies
were creeping into her practices. For example, at Franklin, she and another teacher had decided
to implement book reports for students “who can’t handle learning by making art, but can learn
by reading about art” (Lauren, personal communication, March 15, 2015). She described doing a
fun mini-lesson one day where students could pretend their shoe was an artifact discovered on
another planet, but some students started throwing their shoes across the classroom. So, she said,
“Okay, if anybody flies a shoe, I will give you your shoe back with a book report at the same
time. You can get started right away” (Lauren, personal communication, March 15, 2015).
Apparently there were no more shoes flying after that. Because these strategies were only
apparent at my spring session with Lauren, it is possible that the school climate at Franklin—a
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climate of intense behavior management—was impacting her practices more than it had been in
the fall.
A Return to Lauren’s Practices
Teaching from a place of detachment (from schools). Lauren’s collage pointed to the
in-between-ness of her experiences—not in the sense that she was being pressured by forces on
two sides, but in the sense that she was never fully consumed by any particular force. Like the
artist in Figure 5.24, Lauren seemed to almost have a view from above and from this position she
was able to make and remake her understanding of her experiences by considering the many
pieces of the assemblage in which she moved as a teacher. Although Lauren’s own
autobiographical history and personality may have had a lot to do with her ability to maintain
this distanced awareness of her position, it is also possible that her role as an itinerant art-on-acart teacher was a significant factor. Although being an art-on-a-cart teacher is typically a less
than desirable teaching position, as an itinerant teacher on a cart Lauren actually experienced a
sense of autonomy unavailable to many teachers in contemporary schools. When I commented
that Lauren hadn’t seemed to have much trouble with the administration at Franklin (where she
said the administration was strongly disliked), she explained, “That’s because I stay away from
them if I can. I also think they can’t always find me, which is something good about being on a
cart. When I’m teaching, I turn the walkie-talkie off” (Lauren, personal communication, March
15, 2015). Lauren said the administration at the affluent schools, particularly Briarwood, often
stopped by her classroom. However, at Franklin no one ever checked up on her. It is significant
to note that within these detached, autonomous spaces Lauren chose to take risks that pushed her
teaching in progressive ways. She commented, “it’s kind of a blessing because I can really do
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some stuff where I’m like, ‘This isn’t really in the curriculum.’...like this (pointing to a photo of
kids making sculptures with the plastic tube toys). I’m really skating on the edge.”

Figure 5.24. Still from Episode 1: Investigation, in Season 7 of Art in the Twenty-First Century
(Sollins, 2014)
In addition to achieving autonomy from administration, Lauren appreciated the fact that
her itinerant role allowed her to leave Franklin for the last two days of each school week. Being
at Franklin for three days in a row left her drained, and she felt the affluent schools at the end of
the week gave her a needed change of pace. Considering that I noted Lauren’s behavior
management strategies at Franklin taking on more of a disciplinary role (the book reports) by
spring, I wonder how her practices might have been further impacted had she been at Franklin
full-time? It is possible that Lauren’s itinerant position detached her from any specific school
culture and in fact allowed her to maintain that sense of awareness I noted throughout the study.
In this way, teaching from a place of detachment may have contributed positively to Lauren’s
ability to perform strategic resistance and move further beyond the grooves of school procedures
and school art than Sarah and Alyssa did.
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Teaching art as an act of care. Lauren’s repeated emphasis on teaching kids through
art rather than teaching art to kids was something that stood out to me throughout the course of
the study. Prior to being-with Lauren’s collage, I had trouble knowing what to make of this
aspect of Lauren’s teaching. During the second workshop when we were analyzing the “What
makes a good art curriculum?” cards, we compared them to the results of the same activity done
with members of an undergraduate course. Lauren pointed out that the undergraduates’
responses had a lot to do with theory, but did not have real connections to kids. Lauren said that
what undergraduate courses don’t teach is “how to care for kids” (Lauren, second workshop,
January 18, 2015). Lauren’s concern for caring for her students came through in her descriptions
of her practice as moral and character development. In addition, Lauren described having a
strong bond with her classes and even told me that at Franklin she made sure to give the kids a
lot of hugs because they seemed to crave attention. So what was it about Lauren’s context that
fostered teaching art as an act of care?
Lauren’s itinerant position may, once again, have played a part. Because Lauren was
detached in many ways from school faculty and administration, she may have bonded even more
strongly with her students. The way she valued student interests, for example, contributed to a
more student-centered approach than some of the other participants. However, I suspect the
stronger factor contributing to Lauren’s focus on care through art, was her experience in a school
three days a week that strongly emphasized strategic behavior programs and moral development.
Why was it that these programs were emphasized at Franklin and not at the two affluent schools?
For some reason, it was determined that Franklin students needed this kind of education more
than the students at the other schools. So, in addition to an already restrictive academic testculture focused on students as data, the students at Franklin were being forced to fit a pre-defined
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norm of behavior. Given a school climate where classroom teachers are increasingly forced to
teach to the test and surveille student behavior, when do they have time to care for their students?
The follow up question might be, “Who in the school has an opportunity to care for the
students?” Perhaps the art teacher is the answer. Perhaps the art classroom is one of the few
classrooms where a teacher like Lauren can devote her time and energy—and even her course
content—to the care of her students as human beings, rather than as data.
Beneath the Surface of Recognition
Lauren’s detachment from the consuming qualities of a specific school culture may have
also allowed her to be less concerned with performing as an object of recognition. For example,
the role of Lauren’s CT as an evaluator did not seem to impact Lauren’s art practices as
significantly as Sarah and Alyssa’s principals impacted their practices. The difference may be
that Lauren was not concerned with visibility. In the school where she spent most of her time,
Lauren said no one knew where she was or cared what she did. So, while Alyssa and Sarah felt
compelled to perform in ways that met the expectations of principals—namely through standard
representations of school art—Lauren did not feel this pressure. Instead, Lauren was able to
experiment and push the boundaries of school art. However, despite the fact that Lauren taught
in other teachers’ classrooms, her boundary defying actions, like the smaller movements of
Alyssa and Sarah, went unnoticed – unrecognized as ruptures in the existing representations of
school art.
Casey
A Short Vignette
Casey was in the same undergraduate art education cohort as Lauren. She and Lauren cotaught during their Saturday morning art program experience and did their student teaching at the
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same time. Much like Alyssa and Sarah, Lauren and Casey became good friends over the course
of their time together. I also knew Casey for the same amount of time as I knew Lauren; Casey
was in the same capstone course that I observed and in the pilot study I did with student teachers.
Like Lauren, Casey was a strong student, earning a scholarship for two semesters and graduating
with a 3.92 grade point average. She took courses toward a reading specialist degree while she
was at the university. In addition to being a full-time student in the art education program, Casey
worked as a server at a hotel near the university throughout her time in the program. When
Casey moved to the urban area where she did her student teaching, she obtained a new job as a
server in a local restaurant and at the time of the study Casey was still working part-time as a
server in addition to her full-time teaching job. Casey had an unusual maturity for her age; in
fact, she described herself as taking on a motherly role amongst her peers. She attributed this to
the fact that she was forced to grow up quickly in her youth. Casey was very open about the fact
that she grew up in the foster-care system, was poor, and had even been homeless. During the
year of the study though, Casey’s life seemed to be moving in a good direction. She was
engaged, living in a nice apartment with her fiancé, and planning her wedding for the summer
after her first year of teaching.
Casey was in her first year of teaching art in the same state as Alyssa and Sarah, and had
actually ended up teaching in a charter school right across the street from where she had done her
student teaching. In fact, both were charter schools and had the same name, City Charter School,
but the two schools were on different charter contracts. The school where Casey was teaching
was more recently established in 2011 as a K-5 school, while the school across the street was
established in 1998 and served grades 6-12. Casey’s school had a student population of around
290 students, and according to Casey, all of the students in the school were black, with the
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exception of one student who was biracial. Students who attended the school were chosen
through a lottery system and priority was given to children living in the city school district where
the school was located. As Casey explained, students did not generally live in the area where the
school was located, which was the cultural area of the city, but were bused in primarily from the
more impoverished areas of the city.
The funding and charter contract for Casey’s school were specifically tied to their use of
the Core Knowledge Curriculum. According to the school website, City Charter was the only
school in the state to officially implement the Core Knowledge Curriculum and they were
recognized as a “School of Distinction” by the Core Knowledge Foundation. The Core
Knowledge Foundation is “an independent, non-profit, non-partisan organization founded in
1986 by E.D. Hirsch, Jr., professor emeritus at the University of Virginia”
(http://www.coreknowledge.org/who-we-are). The philosophy of the Core Knowledge
Curriculum is stated on their website and partially duplicated here:
We believe that every person in a diverse democratic society deserves equal access to the
common knowledge base that draws together its people, while recognizing our differing
traditions and contributions. We believe that offering universal access to this shared
knowledge is a primary duty of schooling, critical to literacy, and to the closing of the
achievement gap between ethnic and racial groups. Most important of all, we believe that
shared knowledge, a shared narrative, and shared ideals of liberty and tolerance are
indispensable ingredients for effective citizenship and for the perpetuation of our
democratic institutions.
In addition to declaring the importance of providing students with a common knowledge base,
the Core Knowledge Curriculum site suggests a particular pride in the fact that the curriculum
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goes beyond just stating this importance and in fact offers a content specific curriculum. The
structured curriculum, referred to as The Sequence, builds from kindergarten through eighth
grade. According to the website,
The Sequence is distinguished by its specificity. By clearly specifying important
knowledge in language arts, history, geography, math, science, and the fine arts,
the Sequence presents a practical answer to the question, “What do our children need to
know?” Teachers are free to devote their energies and efforts to creatively planning how
to teach the content to the children in their classrooms.
The Sequence provides a guide for content for each grade and integrates art and music into the
course content. For example, if fourth grade is studying medieval times, the art teacher is
required to teach students about medieval art. Specific artworks and art vocabulary are listed for
study, and art prints can be purchased in coordination with the curriculum. When Casey came to
our first workshop, she brought her curriculum, printed and contained in a three-ring binder, as
part of her documentation (Figure 5.24). I was surprised at the specificity of the curriculum and
when I asked Casey if her principal said she absolutely had to follow it, she responded, “Yes,
definitely”; the reason being that City Charter’s grants and funding depending on their adherence
to the curriculum.
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Figure 5.25. Casey’s printed version of the Core Knowledge Curriculum for Visual Art.
When I visited Casey’s school in November, she greeted me enthusiastically in the main
lobby of the school so that security would allow me to enter the school building. One of the first
things Casey pointed out was the wall painting she had done in the school lobby (Figure 5.26).
The painting featured a tree incorporating Sean Covey’s “Seven Habits of Happy Kids”
(http://books.simonandschuster.com/The-7-Habits-of-Happy-Kids/SeanCovey/9781416957768), which served as guiding principles for the students in the school.
Casey often referred to the school’s emphasis on what she called “The Covey Habits,” and she
described them as positive motivators for the kids. As we continued into the first level of the
school, we stopped in the cafeteria where Casey pointed out the chandeliers hanging from the
ceiling. To my astonishment, Casey assured me that the chandeliers were authentic Chihuly
glass artworks (Figure 5.27). According to Casey, the previous CEO of the school had misspent
money and the chandeliers were just one example of where the money had gone. Casey and I
worked our way through the other levels of the school, stopping to see other wall paintings she
had done and eventually ending up in her small office space just outside of the principal’s office.
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Casey did not have an art room and so, like Lauren, Casey taught art from a cart. Casey’s cart
was parked in her office space, where she had also tightly packed in a desk, a filing cabinet and
some storage crates (Figure 5.28). Because Casey’s school was on multiple levels, she used an
elevator to transport her cart from level to level. We also visited a few classrooms where Casey
had stored some artwork. In Figure 5.29, medieval castles (in connection with the fourth grade
curriculum) are visible on top of the cabinets. Also visible are some handmade signs promoting
another set of guiding principles the school used for student behavior.

Figure 5.26. Casey’s painting of a tree in the school lobby.
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Figure 5.27. Chihuly glass chandeliers in the school cafeteria.

Figure 5.28. (Left) Casey’s office space with her cart. (Right) File folders for lesson plans.
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Figure 5.29. Classroom with medieval castle projects and posters of behavior principles.
Casey’s Practices at First Glance
Curriculum as planned versus curriculum as lived. In the first workshop, the
participants had a conversation about the differences between their schools’ approaches to art
curricula. While some participants had no explicit curriculum (other than state standards) to
follow, Casey had a curriculum that was completely laid out for her. The participants agreed that
neither of those circumstances were ideal. As Casey explained, in some ways it was nice to have
a curriculum to follow, but it was also very specific and very overwhelming. The Core
Knowledge Curriculum was designed to build content from year to year, but Casey’s students
had not had a consistent art teacher for the past several years. In fact, Casey was the first art
teacher to last more than a few months; three previous art teachers had quit after as long as three
months and as little as one day. According to Casey, the most recent art teacher gave the
students coloring pages every class period. When Casey began teaching she said the students
wanted to know why they couldn’t just continue to do coloring pages. Not only were they used
to them, they initially said that they preferred them over doing more challenging art projects.
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While the students didn’t like the given curriculum, the other teachers in the school were very
aware of whether or not Casey was following the curriculum. Because Casey’s fifth grade
students, for example, had not had the benefit of having a teacher who delivered the curriculum
content when they were in the earlier grade levels, Casey began the year with content that wasn’t
specific to the fifth grade curriculum. Casey said her students had very limited knowledge of art
vocabulary, the elements and principles of design, and even color mixing. For this reason, she
was trying to incorporate this content into some of her early lessons. However, the other
teachers made comments to Casey such as, “You know there is a curriculum you have to follow,
right?” (Casey, personal communication, October 11, 2014). As mentioned previously, the Core
Knowledge Curriculum was structured in a way that students were learning content related to a
similar topic or theme across subject matters. Therefore, Casey’s curriculum was common
knowledge to the classroom teachers and they expected her to follow it.
In addition to the challenge of teaching a curriculum that relied on students’ previous
knowledge, Casey noticed early in the school year that the visual art curriculum was not relevant
to her students. Casey appreciated that the curriculum promoted art history, higher order
thinking, and writing in art, but she said, “What bugs me is there’s nothing contemporary”
(Casey, personal communication, November 20, 2014). Our conversation continued:
Casey:

I always try to pick a contemporary artist to go with the historical one,
which is sometimes hard or I just get too lazy to do it. Besides that I feel
like they really do pick those big name artists, which bugs me.

Researcher:

What do you feel … Do you feel the students are interested in them? Do
you think that they're connecting to them?
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Speaker 1:

No, I feel like it's more of the fact that my kids don't care about learning
about certain types of art forms. That's why actually I haven't done really
anything with the curriculum in fifth grade; because I've just been trying
to get them interested in art, so I try to do pop art and Andy Warhol and
I'm like screw the curriculum.

Despite the fact that the Core Knowledge Curriculum included content that the designers felt all
students need to know, Casey obviously did not agree. Casey said she was happy that the
curriculum valued art history as opposed to just art making, but didn’t think the content was a
good fit for her students. Casey had actually attended a Core Knowledge conference with her
principal early in the year where she saw a woman speak about how to connect the curriculum to
students. However, Casey didn’t understand the connections the woman was making, which she
attributed to the fact that the woman was from a rich school system in California.
As the year progressed, Casey seemed to take more and more risks beyond the given
curriculum. When I visited Casey in March, she told me about lessons which focused on the
work of Jacob Lawrence and Faith Ringgold, neither of whom was included in the curriculum.
Because of Black History Month, Casey had taken some extra liberties with the course content.
For the lesson on Jacob Lawrence, Casey said, “we talked about what it means to be proud of
your neighborhood even when it’s a really hard place to live” (Casey, personal communication,
March 12, 2015). Through this lesson, Casey described having some great conversations with
her students. When some of the students were making jokes about being poor, she used it as an
opportunity to share about her own life as a poor child in the foster care system. Casey
explained:
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A lot of them have that, but they're embarrassed about it. I'm trying to make it a place
where we can talk about that. We've had some really great conversations about where
they live. A lot of them live in [area of the city], a really bad area. It's hard. Or they live
in [another bad area]. Even being able to tell them [the bad area] is a walk in the park
compared to Harlem, especially Harlem in the 1940s as a black person who had no rights.
Making them realize that they really do end up saying it with their artwork.
Then they did a torn paper cityscape of their city and their neighborhood and we
did some drawings. I was able to teach them some stuff about landscape and about
foreground and background. We threw that stuff in there, but then also making it
relevant. That was really great. (Casey, personal communication, March 12, 2015).
For the Faith Ringgold lesson, Casey read the book Tar Beach with her younger students and
talked about “where is a safe place for them...A lot of them said school was their safe place”
(Casey, personal communication, March 12, 2015).
Student behavior matters. Casey knew the Core Knowledge Curriculum content was
not relevant for her students, but even with her work to adapt the course content she struggled
with student behavior. In our first workshop, Casey recounted the ways her undergraduate
instructors always said, “If the students are engaged, the behavior problems will be less” (Casey,
personal communication, November 11, 2014). While she was working on engaging lessons, she
explained that her circumstances were not that easy. Because she was an art-on-a-cart teacher,
she often entered classrooms where the students’ behavior issues were already at an escalated
level. Casey had 45 minutes for her classes, but she had absolutely no transition time built into
her schedule—despite the fact that she had to travel on an elevator between four levels of the
building. For this reason, she said she was lucky to have 40 minutes of instructional time.
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However, when she walked into classrooms where the students were already having behavior
problems she often had to use her class time to try to de-escalate the situations. For example, she
described entering a second grade classroom where the teacher left Casey with a group of
rambunctious kids. Even before Casey had a chance to get settled, a student picked up a chair
and hit another student with it, breaking the other child’s nose. From that point on, Casey had to
deal with the behavior problem and the rest of the students lost out on art class that day.
Outbreaks such as the one in the second grade class were not uncommon in Casey’s
school. She described incident after incident of students breaking out into fights, hiding from
teachers, or having emotional meltdowns. As Casey expressed,
There's a rough moment in almost every class. I've never had an issue in that one fourth
grade class. [That particular student] can be kind of rough, but him throwing a chair and
stuff and yelling at me to shut up. And then in my fifth grade class I had an issue today
with a student who just kept shouting out at me and telling me they didn't care, and I'm
like okay, that's great. Stuff like that, the less extreme, doesn't really bug me that much.
And then you have the issue with [the student] throwing a chair that's like, okay, great.
(Casey, personal communication, November 20, 2014)
By the spring, Casey was still struggling with behavior problems, but she had come up with
some strategies that were helping. For example for her fifth grade classes, which had been
challenging her all year, she started rotating students on classroom computers. She found a
computer program called Art Kids, which taught students about works of art, that her students
really enjoyed. In order to separate students who often were bad influences on one another, she
came up with a strategic order of students to rotate on the computers. This allowed her to
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separate students and also gave her a more manageable group of students to work with on the
regular course content.
Art as a means of expression. Although Casey made some classroom management
changes due to student behavior concerns, I also noticed that by spring she was adjusting her art
practices in a way that fit more closely with her own philosophy of art education and with what
she saw as the needs of her students. In the second workshop, I had asked the participants to
bring the philosophy of art education they had written as seniors in the art education program.
The goal was to reflect on their philosophies now that they had been in the classroom as inservice art teachers. In addition to the written philosophy, Casey also brought an artwork she
had made as a visual representation of her teaching philosophy (Figure 5.30). Although Casey
said she thought she might look at her philosophy and think that it had changed significantly, the
opposite was true. Casey said the philosophy she wrote then was still relevant to her approach to
art education. Casey’s philosophy described creating a safe place for students to:
explore new things and experiment with self-expression The atmosphere of the art
classroom is a trusting one, a space where students explore their innermost mental and
emotional states. Furthermore, the students should never suffer the fear of being wrong or
punished.
She explained her philosophy, especially as expressed in the artwork, by stating, “I’m the space
for them to explore and make. I’m not the puppet-master; I’m not telling them what to do. But
I’m there as a support for them to grow out of” (Casey, personal communication, January 17,
2015). Casey’s philosophy came through in the ways she adapted her curriculum and her
practices to reflect both her lived experiences as an art teacher at City Charter and her students’
lived experiences. The lessons on Jacob Lawrence and Faith Ringgold are one example, but
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Casey also moved to a stronger interest in the value of free-draw time in sketchbooks. At our
March meeting, she explained:
I try to make a lot of my art projects a way for them to either tell me—I try to do free
draw days either in their sketchbook or for the younger kids I just pass out computer
paper. I had to explain it to [the principal] so she doesn't think it's like, "Hey, here do
whatever!" I talked to her about the importance—especially the younger grades doing
that type of exercise. In the one that I showed you with their dreams, the girl was like, "I
miss my dad because he's in jail." She drew the whole page. I do a ton of artwork like that
which I share with both [the principal] and [the school psychologist]...I feel like that is a
way for them to really tell me what's going on. Yeah it's art therapy! I'm not an art
therapist and I don't try to be but I know it gives them a way to talk about it and tell us
what's going on. I try to make it so that our projects give them some way to express
themselves, not obviously crafts. I think it’s just a little bit more of me being like screw
the curriculum—“Here, look. We talked about it (the curriculum). Now do this.” (Casey,
personal communication, March 12, 2015)
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Figure 5.30. Casey’s visual representation of her teaching philosophy.
Making art experiences. In addition to giving the students more opportunities for selfexpression, Casey pushed for her students to experience art beyond the planned curriculum in a
variety of ways that could fit their needs. In both our fall and spring meetings, Casey described
having had the chance to hold her classes in the school’s yoga studio (the school offered yoga
instead of traditional physical education). While the yoga studio was set up much like a dance
studio with mirrored walls, hardwood floors, and no furniture other than a teacher desk, Casey
took full advantage of having the space for her art classes. She set up a variety of stations in the
room—collaborative drawings, small scale and large scale drawings, drawings on the mirrors
with dry-erase markers—all of which gave the students the opportunity to move freely, lie on the
floor, and spread out in the room. Casey said her students absolutely loved it and she had no
behavior problems during those classes. Because the yoga teacher had a full day for planning
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every Wednesday, Casey asked if she could use the room on Wednesdays for her classes.
Unfortunately, the yoga teacher refused to give up her room because she said she needed to use
her desk to plan her classes. The other experience Casey worked hard to provide her fifth grade
students, in particular, was field trips. Throughout the year, Casey researched local gallery
exhibits within walking distance of the school in the hopes of taking advantage of the school’s
location in a cultural hub. Casey was trying to find an exhibit that was appropriate and an
admission fee her school could afford. By the time of our last workshop together, Casey said she
had finally been able to take the students on more than one field trip and she was amazed at how
well they responded. She implored the students to be good representatives of the school and
make her proud, and they did just that. After a tough year with the fifth grade, she finally saw a
different side of them.
A Collage of Casey’s New Art Teacher Experiences

Figure 5.31. Casey’s collage.
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In my initial interactions with the participants over the course of the study I was very
interested in their pedagogical and curricular practices, but I was also concerned with their
experiences of teaching. With Casey, more than any of the other participants, our time together
always left me feeling the emotional weight of her experiences more than anything else. In the
time I spent being-with Casey’s collage—viewing photographs and artifacts, reading through
transcripts, watching and listening to workshop recordings—I continued to be overwhelmed by
the intensity of Casey’s experiences. Casey’s final artwork (Figure 5.32) served as her own
material expression of what it was like to be her—not just any art teacher in her particular
school, but her. Her artwork and her explanation of it are a powerful embodiment of the collage
of her experiences.
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Figure 5.32. Casey’s culminating artwork for the third workshop.
Casey’s artwork was a handmade book expressing the highs and lows and the ideal
versus the real of her teaching experiences. Casey began her explanation of the work by
clarifying an important point, which she said she and Lauren often talked about with each other.
She said in her experience, art-making was often secondary in her teaching, stating, “Students’
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lives are more important to me than the art that they make” (Casey, personal communication,
April 25, 2015). The cover of Casey’s book was collaged with text that was literally torn from
the pages of a behavioral psychology book she still had from a required university course. Casey
explained that the text she used was from a section on applied behavioral analysis, which
covered positive and negative reinforcement through flow-charts and a detailed description of
how behavior worked. Casey said “This is the ideal of how you manage students and their
behavior” (Casey, personal communication, April 25, 2015). She said she was actually
chuckling to herself as she read back through the passages of the text and saw the photographs of
all white children sitting nicely and quietly on the floor. Casey said she actually wanted to cross
out the children’s names the book used, like “Johnny,” and write over them with the names of
her students, which had many more vowels and unique letter combinations than “Johnny”
(Casey, personal communication, April 25, 2015). Casey designed the book to work similarly to
the way a textbook would open up. Upon opening the book, there were two paper pathways to
follow; the white paper opened to reveal the positive aspects of her experiences and the black
paper the negative aspects. She intentionally designed it so that the positive experiences came
first and made a longer trail. On each of the paper pathways, Casey had drawn waves of
interconnected lines which were populated with both handwritten quotes and collaged pieces of
text. The text included things her students said to her verbally or through notes, her own
thoughts, and words and quotes pulled from the workshop texts (journal articles, passages from
books, excerpts from their own transcripts, etc.) I had given to the participants throughout the
year. On the positive side, Casey included what she described as the most important Stephen
Covey quote used in her school—“I am not a product of my circumstances, I am a products of
my decisions.” She said this quote expressed her passion for letting her students know they
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could be successful despite their circumstances. The other text on the white path included the
following:


“The things I teach are the things I care about” (from text)



“Miss Z, I can do it!” (student quote)



“I wish we had art everyday” (student quote)



“this class is the best” (from note written by student)



“Small wonder, then, that teaching tugs at the heart, opens the heart, even breaks the
heart—and the more one loves teaching, the more heartbreaking it can be.” (from Parker
Palmer’s book, The Courage to Teach)



“careful attention to their inner world” (from text)



“thinking about curricular revisions” (from text)



“new teacher” (from text)



“Can I please come home with you?” (quote from student)



“teaching is a daily exercise in vulnerability” (from Parker Palmer’s book, The Courage
to Teach: Exploring the Inner Landscape of a Teacher’s Life)

Casey said that she ended the white path with part of a student note that said “love,” because she
got so many notes from students that ended that way. Her final touch on the white path was her
response back to her students, stating, “I love you,” because as she told the group in the
workshop, “I do love my students” (Casey, personal communication, April 25, 2015)
On the black paper path in her book, Casey described the negative aspects of her job such
as “student oppression, restraint training, and isolation as an art teacher” (Casey, personal
communication, April 25, 2015). She also included quotes from students about their difficult
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home lives or the harsh things they sometimes said to Casey. The text on this side included the
following:


Student aggression (from transcript)



“Restraint training” (from transcript)



“How to dissolve volatile situations” (from transcript)



“Can I take two granola bars? Mommy doesn’t have food.” (student quote)



“only art teacher in their building” (from text)



“I can’t do it. I’m stupid” (student quote)



“anxiety of a student” (from transcript)



“isolation as a cause of loneliness and frustrations” (from text)



“There’s a rough moment in almost every class” (from transcript)



“Mommy won’t get out of bed” (student quote)



“I hate you” (student quote)



“No one knows what is going on in the art studio” (from text)



“encounter resistance when challenging the practice of established teachers” (from text)



“My dream is for Daddy to get out of jail” (from student note)

Casey said the black path ended with the darkest part of her job, which was when students said,
“Please don’t make me go home” (Casey, personal communication, April 25, 2015). Casey
concluded her explanation with this reflection:
I thought about including issues with isolation and with administration. That’s in there,
but overwhelmingly it’s about the fact that emotionally my job is really draining because
I’m constantly worrying about my kids and about their lives and about what happens to
them when they go home...but the positive outweighs the negative—or you have to make
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it. So, there’s not a lot about art-making in here (the book). (Casey, personal
communication, April 25, 2015)
Students’ lives are inseparable from the experience of being a teacher. Casey’s
artwork shows how tightly her experiences of teaching were tied to her love and concern for her
students. In our one-on-one sessions, Casey often shared with me some of her most difficult
experiences with students. There were several instances that revolved around bus departure
times. As Casey’s artwork indicated, sometimes students did not want to go home. Casey
described one little girl who often had to be carried onto the bus because she would throw herself
onto the ground and cry that she didn’t want to go home to her mom. According to Casey, when
they did get her on the bus they sometimes wouldn’t see the girl for a week and when she came
back her hair and clothes were a mess. They often wondered how much she even ate while she
was gone. The mom was being taken to truancy court for not bringing her children to school and
Casey said she was known to have a problem with drug addiction. One night when Casey had
stayed late for a Parent Advisory Council (PAC) meeting, the mom showed up ten minutes
before the meeting was over (6:50 pm) and told her kids to sit down and do their homework.
When Casey asked the kids what they had been doing since they left school, they said “sitting in
the car” (Casey, personal communication, March 12, 2015). That night at the school, Casey said
she sat with the students until 7:45pm to help them do their homework and gave them granola
bars in case they wouldn’t get to eat that night. Casey said she went home in tears that day.
In another bus incident, Casey described a specific day when she was called to help a
student get on the bus during dismissal time. Because Casey had a particularly good relationship
with this student, the principal asked Casey to see what she could do. The second grade student
had positioned herself on a stool in the front lobby and was refusing to move. Casey said the
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school had been having a lot of trouble with the student since she had returned to the school after
the summer break. According to Casey the student was fine the previous school year, but she
returned talking like a baby and the school had confirmed sexual abuse. The following is
Casey’s account of what happened that day:
I walked in and the security guard was standing over her with her stuff, yelling at her.
"Let's go, we don't have time for this!" [The Behavior Specialist] was at the desk
screaming at her, "Let's go. Come on!" I was the only one who sat down—I crouched
down on the floor, got on her level and was like, "[Second grader], honey, we need you to
get on the bus." Because what we know is that if she doesn't make the bus, Grandpa has
to come get her and Grandpa beats the crap out of her. So I know that if the grandpa has
to come get her, she's going to get beat that night. So I'm trying to tell her, "Honey, you
know if Grandpa has to come get you it's going to be worse." But she's in that zone of
“Everyone is screaming at me. I don't want to get on the bus. I don't want to go home.”
And it was because she was going home on a 4:10 bus, which means it was to her mom's
house, where her Mom's boyfriend abuses her—and we know that! We know that! And
all of these people are screaming at her, "You better get on the bus!" And I got
overwhelmed and I left because she wasn't listening to me either and them the yelling
was overwhelming me, and I'm an adult, so how would she have felt?
It was incidents like these that left Casey with a constant concern for her students—a concern
that couldn’t be separate from Casey’s experiences or practices as a teacher and a concern that
couldn’t be left at the school doors when she left the building each day.
School responses to student behavior concerns. Because of the difficult student
behavior issues the school struggled with, there were numerous forms of behavior initiatives,
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school procedures, and teacher training programs in place. As I explained previously, Covey’s
“The Seven Habits of a Happy Child” were emphasized as were the five main behavior
reminders such as “Raise your hand to sit or stand.” In addition, however, Casey said each
teacher had their own behavioral system in place. Some classes used an app called ClassDojo,
which allows multiple teachers to award points to students through the app. According to the
corresponding website, “ClassDojo helps teachers, parents, and students safely share wonderful
classroom moments” (https://www.classdojo.com/). Casey mentioned that another teacher in the
school used a strategy where the students in the class were all assigned jobs such as police
officer, secretary, or custodian. The jobs carried different amounts of responsibilities and earned
different “paychecks.” Each week the students would apply for the jobs. In addition, the students
could earn bonuses for going above and beyond expectations, or get fined for missing homework
or making poor behavior choices. It seemed that each time I talked with Casey, she mentioned
yet another behavioral initiative and I couldn’t imagine how the students kept them all straight.
Casey assured me that the students did seem to know all of them, although as a specialist she had
trouble keeping up with all of the different systems the teachers were using.
Despite all of the programs in place, discipline issues still existed. Although there was a
school behavioral specialist, teachers were told he was to be contacted as a last resort because
there was only of him and a plethora of issues each day. In the midst of any incident, for
example, teachers were to begin by using the training they had received on how to dissolve
volatile incidents. Teachers had been made aware of how to best consider student anxiety and
aggressive tendencies when dealing with student behavior. In addition, teachers had the option
to restrain students as necessary based on the training they received on that tactic. According to
Casey, she and the other teachers had received training which showed them how to approach
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students from behind and wrap their arms around the students to keep them restrained. Anytime
a student was restrained for one minute or longer, however, a report had to be submitted to the
state. For this reason, teachers were told to time any restraint events by counting to 45, quickly
but fully releasing the students, and then restraining again. Once behavioral events were
resolved, teachers had to go through a whole series of steps to report the incident. For each
incident, Casey said she had to explain the event to the behavioral specialist, call the parents, and
enter her account into an on-line system. Given the number of incidents encountered each day,
Casey said this was an extremely time-consuming part of her job. In addition, she hated
recounting incidents to the behavior specialist or asking for his help, stating, “in some of the
situations I feel so terrible about it, because I just feel like a failure” (Casey, personal
communication, November 20, 2014).
Isolation, marginalization, and a limited network of support. Besides the behavioral
issues and concern for her students’ well-being, Casey also struggled with feelings of isolation
and a lack of support in her school. In fact, by spring the behavioral specialist had become a
major source of anxiety and frustration for her. The incident when Casey was asked to help get
the second grade girl on the bus did not end when Casey became overwhelmed and left the
situation. After Casey left, the security guard and behavioral specialist ended up dragging the
girl across the sidewalk and physically putting her on the bus. However, once on the bus the girl
refused to sit because she knew the bus would not go if she wasn’t sitting. The behavioral
specialist tried sitting next to her and forcing her to sit in the seat, but she still wouldn’t
cooperate and so he dragged her back off the bus and yelled at her to walk to the school bus
room. As it turns out, Casey happened to have gone to the bus room when she left the situation
and was looking out the door when the rest of the events unfolded. Casey called for the girl to
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come to her and then went to inform the principal what had just taken place. By then, parents
were already calling to tell the principal what they saw as well. After pulling video footage of
the incident, the principal ended up suspending both the behavioral specialist and security guard
for three days. The behavioral specialist felt he was wrongly suspended, so investigators were
called in to look further into the situation. Because the behavioral specialist knew Casey was a
witness and had talked to authorities, he was bitter towards her. After another incident where
Casey had to help a student get on a bus, the behavioral specialist reported her and suggested she
be suspended as well. Casey was in tears over his accusation. The principal looked into it this
occurrence as well, but it was determined that Casey had done nothing wrong. From this moment
on, the behavioral specialist did not talk to Casey. In addition, the school psychologist was the
girlfriend of the behavioral specialist and therefore she wasn’t talking to Casey either. In fact,
the two of them also made the principal move Casey to another office area because they insisted
that she was able to overhear confidential information when she was positioned outside of the
principal’s office door. At this point, Casey had lost the support of two key support personnel in
her school.
Casey also struggled to fit in with the teachers in the school, which she said she had never
anticipated. Because the school was fairly new, many of the teachers had started together and
been working together for several years. The bond these teachers shared was not easily extended
to someone new, like Casey. Casey also said many of the teachers formed cliques. For example,
the kindergarten and first grade teachers were all very young and often went out together in the
evenings or on weekends. Although Casey enjoyed going out, she said on the rare occasion she
was invited to join this group, they spent a lot of their time complaining about the school and she
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didn’t want to be around their negative energy. Casey did say she had found a niche with the
fourth grade teachers, who fit her mature personality because they were older and more positive.
From Casey’s position as an art-on-a-cart teacher, she often experienced marginalization
from several of the classroom teachers. Even other first year teachers, like one of the
kindergarten teachers, did not cut Casey any slack as an art-on-a-cart teacher. Casey said that
during times when she was painting with the kindergarten students, the teacher would be
extremely upset if Casey wasn’t completely cleaned up when the teacher was ready to start class.
In addition, one time Casey tried to discretely return aprons to a cabinet in the back of the
kindergarten room while the teacher was working with the students, and the teacher yelled at her
“If you’re going to be disrupting me then you can’t borrow them anymore!” (Casey, personal
communication, March 12, 2015). One of the other kindergarten teachers who was only in her
third year of teaching wouldn’t allow Casey to use the computer in her room, which made things
difficult for Casey. Casey also said she had been having problems with one of the fifth grade
teachers who for two weeks had not let her students have art. Instead, the teacher was having her
students make up work or finish tests. Sometimes the teacher would tell Casey she could have
four of the students from the class, but Casey didn’t want to start a project with only four
students.
Fortunately, Casey’s principal was actually very supportive of Casey and of art in
general. When Casey told the principal what was happening with the fifth grade class, for
example, the principal said that should not be happening and she would take care of it. Casey
also struggled with school personnel asking her to work on decorative projects for the school and
the principal told her she should refuse to take on those projects. Casey expressed the
importance of spending her time being a collaborator rather than a decorator, and the principal
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agreed. However, Casey was also worried that people would get mad at her for being unwilling
to help, so she often did the decorative projects anyway. Casey was tasked with things like
making posters for a career speaker series and making bows and signs for a student of the month
program. What upset Casey was that the staff was never appreciative of the work she did and
continued to send her more and more requests.
In terms of new teacher support, Casey said she had one two-hour session the week
before school started that was meant to be her new teacher training. The mentor assigned to her
was the school yoga teacher, who did not provide much support. As previously mentioned, the
yoga teacher was resistant to sharing her room with Casey. In addition, Casey pointed out that
the yoga teacher did not have to follow the Core Knowledge Curriculum at all, which meant she
couldn’t answer any of Casey’s curriculum questions. During one of the workshops, Casey said,
“I feel alone in a lot of it” (Casey, personal communication, November 20, 2014). Fortunately
for Casey, she was good friends with the art teacher, Dawn, at City Charter secondary school
across the street and Dawn was a good support for her. Dawn had been Casey’s cooperating
teacher for her secondary level student teaching experience. Casey said that during her planning
time on Fridays, she often went across the street and she and Dawn worked on researching field
trip opportunities or did on-line professional development together. They both were big fans of
an on-line resource called “the art of education” (https://www.theartofed.com/), which even
offered on-line conferences that could be counted as professional development hours. Both
Casey and Dawn took advantage of the on-line conference, setting up two computer monitors for
live feeds and chats. Casey said a lot of the information was presented in a TED talk format.
A Return to Casey’s Practices

207

Teaching from a place of vulnerability. On Casey’s final artwork, she emphasized the
quote, “teaching is a daily exercise in vulnerability,” from Parker Palmer’s (1998/2007) book,
The Courage to Teach: Exploring the Inner Landscape of a Teacher’s Life. For me, Casey’s
choice of this phrase truly gets at the heart of her experiences as a first year art teacher at City
Charter School. While Lauren’s role as an art-on-a-cart teacher seemed to leave her teaching
from a place of detachment from school cultures, in Casey’s role as an art-on-a-cart teacher she
seemed to teach from a place of vulnerability within her school culture. A major difference may
have been that Lauren’s role was split between three schools and over a thousand students, while
Casey was invested in one school and 290 students. Beyond the numbers though, Casey’s
vulnerability seemed to be generated by an assemblage of her personal life experiences of
growing up in the foster care system, her openly emotional and volatile interactions with her
students, and her physical and emotional experiences of isolation and marginalization in her
school. The vulnerability generated by this assemblage resulted in both deeply heart-breaking
experiences for Casey and true acts of care for her students.
When Casey walked into our last workshop in April, she looked exhausted and defeated
and it seemed as though she had been crying. One of her first comments to the group was that
she had told her fiancé the night before that she might just quit teaching and go back to
waitressing. She was being somewhat exaggerative, but also sincere in her feelings. Upon
further explanation, we learned that the night before Casey held an art show at her school and
only one administrator (the principal) and three (two siblings and their cousin) out of her 290
students came. Despite repeated requests, not a single teacher from the school was willing to
help with the show, nor did they come to the show itself. Casey said that she had been working
on the show for months, collecting student work and getting the word out through flyers, email,
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and social media. She had been so excited and talked about the show often with all of her
classes, making comments like, “I’m keeping this artwork for the art show!” (Casey, personal
communication, April 25, 2015). She made sure she had at least one artwork from each of her
students and was truly looking forward to each of them having the opportunity to be proud of
their work. Casey knew she couldn’t fault her students for not coming since it was their parents
who would need to bring them. In addition, she knew she wouldn’t get a big turnout because
most of the families did not live in the area of the school and it might be difficult to get to the
location on a Friday night. However, Casey never anticipated that only five people (including
the parents of the children) would come. The school art show was also supposed to be listed in
the program for the local gallery walk taking place that night, but due to a misprint her school
was not included on the list and therefore she had no public support for the event either. Casey
was devastated. Not only did all of her effort go to waste, but her students never had the
opportunity to see their artwork on display.
Teaching art as an act of care and investment. Casey’s art show experience
exemplifies both the care she put forth and the heartache she endured. The vulnerability
generated by the assemblage of Casey’s experiences resulted in a form of practice in which she
gave herself completely to her job and to her students. Her care for students seemed to come
from a place within and although she said she never let her students see her cry, her emotional
connection to her students was always on the surface. Casey’s practices as an act of care were
both similar to and different from Lauren’s. Like Lauren, Casey worked in a school where
students were put through rigorous testing (possibly even more in Casey’s school due to grants
and funding) and where norms of moral and social behavior were strongly enforced. In fact,
Casey mentioned that she often didn’t want to bother the classroom teachers with questions
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because they had tests and benchmarks to worry about. While it was important that Casey
followed the Core Knowledge Curriculum for visual art due to the charter contract, the fact was
that her students were not being measured on their knowledge of visual art. So, although
Casey’s curriculum was more restricted than Lauren’s, perhaps Casey’s role as an art teacher still
functioned as one of the few roles in the school that allowed the time and space for expressions
of care. What differentiated Casey’s role as a provider of care through art from Lauren’s role
was the level of her investment in the students. Both Lauren and Casey had a sincere care for
their students, but while Lauren seemed to be able to maintain some separation between her work
as a teacher and her personal life, Casey’s level of care seemed to be truly absorbed into her own
sense of being. Again, this may have been partially due to her complete saturation in a single,
small school context.
Beneath the Surface of Recognition
Casey’s situation in a charter school was unique compared to the experiences of the other
participants. Casey never once mentioned being evaluated or observed by an administrator.
Although she said she felt like the classroom teachers were judging her when she taught in their
classrooms, they certainly were not a part of any formal evaluation. In addition, Casey’s
principal was very supportive, even taking Casey with her to the Core Knowledge Curriculum
conference. Although Casey likely wanted to please her principal, this goal rarely came up in
our interactions. The expectations of school art were also different in Casey’s circumstances.
The principal and teachers at Casey’s school expected her to teach what was in the manufactured
curriculum as opposed to expecting artwork based only on preconceived experiences or
conceptions of school art (even if the printed curriculum may have matched those conceptions).
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Much of the artwork hanging on the walls of Casey’s school, even in the spring, did
reflect some traditional notions of school art, particularly token “multi-cultural” works (Figure
5.34). But for some reason, in my interpretation of Casey’s “case” and in my experience of her
collage, those images seemed to fade into the distance. My experiences with Casey’s collage
somewhat reflected her sentiments that art often became secondary to her concern for her
students’ well-being. However, I would argue that in her move toward art-making that allowed
for students’ lived experiences and narratives to come through, art was inseparable from her love
for her students. The drawings made in students’ sketchbooks and on loose-leaf computer paper
represented Casey’s philosophy of teaching more than the art hung on the walls to fit the school
curriculum. Casey collected every drawing from free-draw sessions that students would have
otherwise discarded, because she wanted students to know she valued their work and she valued
them. But, much like the ruptures in school art practices that happened in Sarah’s art room and
Lauren’s art room, Casey’s practice of art as an act of care was not recognized beyond her
temporary classroom spaces or the piles of student drawings in her office. Even less visible were
Casey’s raw vulnerability and emotions, which were never acknowledged within the school
walls—an unfortunate, but likely scenario for most teachers living within contemporary
assemblages of education.
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Figure 5.34. Artworks associated with the Core Knowledge Curriculum.
Julie
A Short Vignette
While the four participants already discussed in this chapter were first year elementary
school art teachers, Julie was a second year middle school art teacher. Julie was raised in Texas
and had earned her bachelor’s degree in Art History at the most selective institute of higher
education in the state of Texas. On her personal website, Julie stated, “I have been raised within
and hold dear the Tejano culture of south Texas.” Slightly older than the other participants (with
the exception of Mary Kate), Julie began her teaching career after earning her master’s degree
with a teaching certificate in art education from the same university as the other participants.
Julie was awarded a scholarship for the master’s degree program and also had a graduate
assistantship which gave her the opportunity to work at the university art museum. During her
time at the university, Julie was a well-respected graduate student who presented her master’s
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thesis work grounded in culturally relevant pedagogy at a graduate research seminar alongside
doctoral students. In addition, during the time of the study, Julie published her second article in
Art Education, the journal of the National Art Education Association.
Julie was in her second year at Park Hills Middle School, located in a large county school
system in the same state where Lauren was teaching. While Lauren’s school system was located
just outside of a major city, Julie’s school system was further from a major city and included
mainly rural areas. Julie’s school had a very large middle school population of around 820
students and was fairly affluent, with only nine percent of the population eligible for free or
reduced lunch. Eighty-seven percent of the students at Julie’s school were white, with the other
13% comprised of black or Asian students, or students of two races. Julie described her school as
a BYOD—bring your own device—school. Students were encouraged to bring devices such as
tablets to school and teachers were encouraged to incorporate them into their classroom
instruction. Devices could also be borrowed from the school media center as needed. Julie
mentioned that one of the things she was working on in her classroom was giving tests and
quizzes via this technology. For someone with a degree in art education, Julie taught an unusual
mixture of classes at the middle school. Her schedule consisted of two sections of Creative Arts
for seventh grade, two sections of Theatre Arts for sixth grade, and one section of Life Skills for
seventh grade. According to Julie, when she interviewed for the position she was asked if she
would be willing to teach Theatre Arts, and she said, “Yeah, that could be fun” (Julie, personal
communication, November 14, 2014). The Creative Arts class was also not a traditional visual
art course (there was a separate class specifically for visual arts). Julie described Creative Arts
as a survey of visual art, music, dance, and drama through a multicultural lens. It was a county
mandated course for every seventh grade student. Although Creative Arts and Theatre Arts were
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not an exact match for Julie’s visual arts knowledge, they were at least part of the arts. The Life
Skills class, however, was completely out of her wheelhouse of content area knowledge. Life
Skills was essentially a course similar to what used to be referred to as Home Economics. The
course included units on family, home finances, living environments, safety, sewing, and
cooking. According to Julie, the Life Skills students were most excited about the assignment
which would require to them to take care of “egg babies.” While Julie seemed quite flexible
given the broad scope of classes she was asked to teach, she did say the Life Skills class gave her
the most trouble and it took a lot of time to plan and prepare for one section of a course that was
not in her content area.
When I went to visit Julie’s school, I travelled along winding, two-lane roads through
farmland areas before arriving at a rather large school building right around the time of afternoon
dismissal. Although the school was last renovated in 1999, it appeared to be in great condition
and was very clean and bright (Figure 5.35). Julie said her room was not an art room, but was a
room that seemed to shift uses from year to year (Figure 5.36). When she inherited the room, it
was completely empty and had blank walls, which she found somewhat intimidating. She
suddenly realized that she had nothing to fill the room with! Julie was lucky to have two other art
teachers in the building though, and they were able to help her stock her room with some
supplies. When I visited Julie, she mentioned that she still had a desire to do more with the décor
of her room. The room was mainly decorated with two and three-dimensional student projects
either hanging on the bulletin boards or sitting above the classroom cabinets. When we were
done in her room, Julie took me to see the other art rooms partially because she admired the way
they were full of color and decoration (Figure 5.37).
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Figure 5.35. Locker bay in Julie’s school.

Figure 5.36. Julie’s classroom.
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Figure 5.37. The visual art classrooms in Julie’s building.
Julie’s Practices at First Glance
The arts as multimodal forms of expression. In some ways the diverse range of classes
Julie taught seemed to fit her personality and interests. Over the course of the study, I came to
understand Julie as someone who had a poetic way of expressing herself, whether through her
speech, her writing, or her art-making. I was often surprised at her willingness to share her
thoughts and emotions in an open and honest manner through a variety of means of expression.
Julie’s personal history of coming to art education compliments these interpretations of her ways
of being. As someone who had earned her undergraduate degree in Art History, Julie described
her path to art education as different than most. Julie’s public school years in Texas had been
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spent participating in a variety of activities including dance, band and performance-based
activities. Based on my own experience watching a performance-based presentation Julie gave at
the graduate student seminar, I had suspected she might have had prior experience with
performance. When I asked her about this, Julie said, “my only one regret about high school is
that I didn’t do theater sooner” (Julie, personal communication, November 14, 2014). Similarly,
Julie wished she had found her interest in photography before her senior year of her
undergraduate university program. It was through her love for photography that Julie was
motivated to pursue her graduate degree in art education. Julie expressed herself in multiple
ways beyond photography, however. On Julie’s personal website, for example, she states,
“While photography is still my passion, my arts have grown to include printmaking,
bookmaking, writing, and, most recently, I have been dabbling in performance-based art.” In
addition, in one of our conversations Julie explained, “I find that I’m a lot more creative in words
sometimes. So for me writing is a lot quicker, easier, a lot more of a release than drawing is”
(Julie, personal communication, November 14, 2014). In fact, Julie’s teaching philosophy was
written mainly in the form of a poem. She described sitting down to write her philosophy and
the poem was just what came out, so she decided to go with it. It was somewhat fitting then, that
Julie taught the Creative Arts course—which incorporated visual art, music, dance, and drama—
and a Theatre Arts course. While some teachers trained in visual art might be intimidated by the
breadth of the Creative Arts course or by the thought of teaching Theatre Arts, Julie seemed to
approach both with creative enthusiasm. In the spring of the year of the study, Julie was even
helping to produce the middle school musical!
Julie’s seemingly innate ability to express herself through a variety of artistic means was
reflected in her approach to theorizing about and teaching art to students. In fact, the article Julie
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published during the study focused on story-telling through art in connection with multi-modal
literacy, or constructing and expressing meaning through multiple forms. Julie’s interest in
artistic expression came through in her first class assignment for the Creative Arts. She
described assigning an introductory lesson which asked students to “express yourself through the
arts...Pick an art form that you are most comfortable with—music, drama, dance, art—and then
you’re going to get so much time to work on it and then you’ll present it” (Julie, personal
communication, March 15, 2015). Julie said the project was fairly successful, with students
doing everything from collages to playing their band instruments. More important to Julie than
the product or performance, however, was the students’ explanation of how the project
connected to something about them. Julie wanted the students to understand how the arts, “were
already a part of their life or how you can use the arts to express yourself or show other people
things you like” (Julie, personal communication, March 15, 2015). She also said the project
allowed her to get a sense for the students’ interests and talents.
Other projects Julie did with her Creative Arts students also reflected a multi-modal
approach to learning. Because the course was designed to be taught from a multicultural
perspective, Julie’s units generally were related to a particular culture or time period. For
example, a medieval unit required students to design a coat of arms using an intaglio process and
construct a 3-dimensional model of a castle (Figure 5.38). Julie gravitated to projects that
integrated many of the arts and that were particularly performative in nature. She described
having had a lot of success with a Javanese shadow puppet project the year before and she was
looking forward to expanding on the project this time around, stating “[last year] we just stuck to
the performance of the drama. And so this year, since I'm introducing it early, I want to really
figure out how to integrate that musical aspect to it, and have them come up with the music for
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their drama” (Julie, personal communication, March 15, 2015). Julie also told me about a unit in
which the students learned about African Jimbay drums and rhythms, and then created their own
drums and performed their own rhythms. After that, they studied and performed African dance.

Figure 5.38. Examples of students’ coat of arms and castle projects for a medieval arts unit.
Arts for all. Throughout Julie’s descriptions of her courses and lessons, it became
evident that part of her underlying philosophy for the Creative Arts course, in particular, was a
desire to encourage student confidence in the arts. Julie said that one of the first things she told
her Creative Arts students each semester was, “Listen, this isn’t technically a visual art class. So,
I don’t expect anyone in here to make anything amazing. You just do you” (Julie, personal
communication, October 11, 2014). Also, when we did the “What makes a good art
curriculum?” activity in the second workshop, Julie’s cards said things like:


An art curriculum should provide an opportunity to explore and make mistakes



An art curriculum should provide an opportunity for growth in multiple skills—social,
artistic, verbal.
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An enduring understanding of an art curriculum should be for students to develop a
confidence in who they are as a student or as an artist.



An enduring understanding of an art curriculum should be to foster a new or renewed
interest in the arts.

Julie seemed to be aware of what her students needed in order to build rather than break down
their confidence, and she tried to adapt the course projects to meet those needs. For example,
Julie let the students work in groups for the medieval arts unit so that they could choose to work
on either the coat of arms or the castle. The opportunity to work as a group allowed students to
choose the medium they felt best matched their strengths and interests. Also, Julie like the way
the puppet project allowed students to perform drama through puppetry, “because of that idea
that they’re not necessarily onstage, more their puppet is onstage” (Julie, personal
communication, November 14, 2014). Julie even started to adapt the projects in her Life Skills
course to match both her interests and the students’ needs. Julie was having a lot of trouble
managing student energy levels in her Life Skills class because it was during the last period of
every school day and the students came right from physical education. For this reason, she felt
she needed to provide more opportunities for kinesthetic forms of learning, and therefore she
designed a lesson which required the students to write and perform skits for the class.
Art is more than an end product. Perhaps Julie had a unique empathy for her students’
sense of confidence in the arts because she had worked to build up her own confidence as a
visual artist. Julie credited her undergraduate art education courses with helping her to see art as
more than just the production of art objects. She explained,
They helped me not feel the pressures of what your product should look like. With not
having that larger arts background, or [visual] art background, it made me more
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comfortable in my teaching position, or as a teacher—or as an art teacher more
specifically. (Julie, personal communication, November 14, 2014)
Julie used this understanding to design student projects that were “open-ended enough to where
kids can interpret things as they want, and where when it's the end product, we won't end up with
all the same... Like, I love that difference that comes out of it” (Julie, personal communication,
November 14, 2014). She also said her university courses taught her that,
It’s not always just about teaching the technique or making a product. It really helped me
understand that the conversations you have or the moments where kids are struggling,
when you have to be creative, those are really important moments to have in the
classroom and so not to over-stress. (Julie, personal communication, November 14, 2014)
Julie structured her lessons in a way that emphasized learning through an artistic process,
which called attention to the research, brainstorming, and design process that goes into thinking
through the various aspects of an artwork. The content the students were learning and the
thought they put into the design process were more important to her than the end product. She
mentioned several times that students often jumped into the “next step” of a project without
thinking it through; painting their clay dragon projects, for example without thinking about why
they might choose certain colors or textures. Even for her theatre class, she broke the projects
down into a variety of preparatory steps, such as writing scripts and making sketches for
costumes and props before actually producing anything. Through the research and design
process, Julie was able to incorporate the contextual information she felt was imperative to her
lessons—particularly the multicultural studies necessary for the Creative Arts course. In
addition, through this process Julie was scaffolding her lessons so that students had the tools
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necessary to move forward with their projects with confidence. Julie described her best
moments of teaching as those
moments in studio or in theatre where you just see your students working and they’re in
their zone and you know you’ve helped set them up to where they understand what to do,
where to get things, how to work as a group or how to work on their own... And so, it’s
really cool to just step back and reflect and feel like you created this environment where
they’re comfortable to experience art or experience theatre and to just do their thing and
experiment. (personal communication, October 11, 2014)
As Julie indicated, she was not focused on the students producing a specific end-result, she was
more interested in their confidence to take risks, explore, and experiment.
Ambiguous content goals. Due to the nature of Julie’s courses, it was difficult to get a
sense for her philosophy of art education in terms of the course content as compared to the other
participants. When I asked Julie about the curricula for her courses, she explained that Theatre
Arts had a specific scope and sequence for the course and the content was fairly explicit.
However, the content for the Creative Arts course was very vague. Although there were
standards in place for the course, the actual approach to the course content was up to the teacher.
For example, I asked Julie if she would be able to incorporate connections to contemporary
artists in the Creative Arts course and she said replied,
Oh yeah completely, I think so. Because really it's more of just like, “Recognize how the
arts reflect social, political and ethical issues of individuals and societies” (citing a
standard for the course). Just looking at that, that could be any time period. (Julie,
personal communication, November 14, 2014)
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Due to the open nature of the course content and Julie’s unfamiliarity with the course, she relied
on the resources of other teachers to help inform her curriculum. It seemed the teachers in her
school had, over time, developed a somewhat standard kind of multi-cultural content for the
course. Julie was a bit unclear about how the multi-cultural content had developed, but she did
think the course fulfilled a specific kind of diversity requirement for the students. She said the
county provided a binder of content ideas, but they were unorganized and fragmented. She was
able to get inspiration for project ideas from the binder contents, but not much beyond that. She
did mention that she and the other Creative Arts teacher often used Pinterest to help generate
project ideas. Julie didn’t experiment with the nature of the course content (medieval arts,
African arts, etc.) as much as she experimented with the nature of artistic expression in relation
to the established content.
In our spring meeting, Julie mentioned that she wasn’t sure which courses she would be
teaching the following year, but that it was possible she would have one or more sections of the
Visual Arts course. I asked her if she thought she would approach the Visual Arts course
similarly to the Creative Arts course and, although she said she was not sure, she said she would
still like to include art historical research as a context for art-making. She did admit, however,
that she could “easily see how it would be easy to kind of focus in first on the techniques, and
present it that way—where you're more focused on the physical aspect of the painting [for
example]” (Julie, personal communication, March 15, 2015).
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A Collage of Julie’s New Art Teacher Experiences

Figure 5.39. Julie’s collage.
At our first workshop in October, I told the participants that one of our goals for the
following workshop in January would be to think about a way to artistically express their
experiences. After that workshop, each time I met Julie for our one-on-one sessions, she
described the way she was thinking through a water metaphor that would express her teaching
experiences in a visual manner:
... it was funny because when we were leaving [the workshop] I just kept thinking of
“What words would explain how I feel this year?" I'm trying to think of themes or
something. And it's like, I guess you always hear the popular one is you feel like
you're always drowning or you're always dog paddling just trying to stay ahead. I kept
thinking of like a water theme and art-based approach to that. I keep thinking of...my
idea was...the layered idea was having an eye, just an eye and then like a crying eye,
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but having the tears kind of fill up to where it turns into your own ocean. Eventually
your ocean has a little boat that comes. While your sorrows or your frustrations may
come, you're always just building up into your own source of energy, your own water.
(Julie, personal communication, November 14, 2014)
Through this description, Julie began to touch on both her struggles with a work/life balance and
her emotional struggles related to teaching. In my interactions with Julie, I always felt she had a
sense of calm and “togetherness” about her. I felt certain her teaching had these qualities as
well. In this way, she reminded me a lot of Sarah. However, our conversations also made me
aware of some of the emotions she experienced beneath her calm demeanor. Her second year of
teaching seemed to bring unexpected emotional challenges. We had the following conversation
at our fall session:
Julie:

You know last year I guess I had a really good year. Because I never, I don’t think
I had a day where I went home and cried, which was good. But then this year, was
like “whoa”. It just hit me one day. So, it’s so…all the different facets of it all,
you know…and having to look at your kids as data points and then knowing
they’re students and having to navigate those waters.

Researcher: That’s a really interesting way to think about that. I didn’t really think…because
things have gotten so much more data-based, data-driven since I was a teacher,
and so I didn’t really think about how that might be hard to...
Julie:

Yeah, because I mean, I guess having to type up my SLO today, it’s like my
target is 80% of my students will score 80%, which is considered mastery on
their [standardized] test, or something. And so it’s like already you’re focusing in
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on a certain amount of kids that are going to pass, or blah, blah, blah. And so it’s
just weird. I don’t know...
The challenges that emerged in Julie’s second year indicate significant elements of the collage of
her experiences (Figure 5.39). In the material collage, both her growing concern for Student
Learning Objectives (SLOs) in connection with teacher evaluation (Figure 5.40) and her
emergent struggles with a student relationship (Figure 5.41) are visible.

Figure 5.40. Images of Julie’s SLO document.
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Figure 5.41. A portion of Julie’s culminating artwork, describing a challenging student
relationship.
Data-based teaching experiences. Although Julie and Lauren taught in the same state,
Lauren did not mention the impact of testing or SLOs to the extent that Julie did. Perhaps the
pressures of testing were more apparent at the middle school level, or perhaps the difference was
that Julie was at a single school and taught courses that involved student (and teacher)
assessment through standardized tests. On the website for Julie’s county system there was a
specific link for testing. Through a combination of Julie’s descriptions and the county website, I
was able to learn that middle school students in the system participated in at least two major
forms of standardized testing. One test was a local level test to “determine how well students
have mastered our essential curriculum through daily instruction” (county website). This test
gauged student progress over the course of the year and was specific to the course content as
defined by the county school system. Both the Creative Arts and Theatre Arts courses had local
tests which measured student learning. The other test administered to students was affiliated
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with the national Common Core standards. During the year of the study, the county was in the
process of transitioning from a state-wide test to one that was developed through a consortium of
states to assess math and English Language Arts (ELA). Although Julie’s courses were not
assessed through this form of testing, she was required to be either a test administrator or proctor
during school-wide testing days. In addition, the nature of this particular form of testing was that
it was to be administered twice—once when the school year was about 75% complete and again
when the school year was 90% complete. When Julie came to the last workshop in April, she
mentioned that everyone in her school was completely drained from the second round of testing
in what seemed like a one month period.
Julie was most impacted by the SLO movement, however. As in Sarah and Alyssa’s
state, in Julie’s state SLOs were being implemented as an additional measure of teacher
effectiveness and were incorporated into teachers’ overall evaluations. Julie said that her county
had added a fifth domain—specifically to accommodate for the SLO data—to the four domains
of the Danielson framework for teacher evaluation. During one of our conversations, I asked
Julie if she felt the SLO process was meaningful, and she responded:
...I haven't decided just yet, because I guess it is helpful in the sense that it helps you kind
of look at your student's growth and learning throughout the year, and really kind of see if
what you're doing is effective. But, because of the way...I guess, because of the way it's
pushed, it's almost like something you have to do, versus something that can—like, that
you naturally want to learn or that works to your teacher plan for the year. I think that just
breaks it, because they become part of your teacher evaluation. So if you fail your SLO,
then you automatically fail a part of your teacher evaluation, which a lot of teachers don't
like. They see it as a way for admin to grade you, which it is, basically. And then, a lot of
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people just worry about well, if it's your students... if it's based on your students, then it's
like that in and of itself is subjective because every school year your group of kids is
different....and it's still really new and hard to understand, so...(Julie, personal
communication, March 15, 2015)
The school-wide emphasis on SLOs was apparent, particularly when Julie told me that the
Professional Learning Communities (PLCs) teachers were required to participate in were
designed as a time for teachers to work together on developing their SLOs and to align their
curriculums in terms of content and assessment. The PLC movement has a fairly long history,
and even as far back as 2004 DuFour described PLCs as being “in vogue” as a movement to
improve schools (p. 1). However, DuFour (2004) also said the term was “used so ubiquitously
that it [was] in danger of losing all meaning” (p. 1). PLCs were designed as a way for teachers to
work collaboratively to gauge student learning, analyze areas for improvement, and implement
strategies to ensure the success of all students (DuFour, 2004). Julie’s school is a case in point
though of a somewhat misappropriated use of the term. Julie’s school defined one focus of a
PLC as a group of teachers of similar subjects designing an SLO to measure one specific aspect
of student learning, which would then be used to evaluate the effectiveness of the teachers.
Although assessments of student learning through the work of PLCs were intended to be
formative in order for the teams of teachers to continually adjust their practices to better meet the
needs of students, Julie’s school was tying the work of PLCs to high-stakes summative
assessments of both student learning and teacher effectiveness. By tying PLCs to SLOs and
SLOs to teacher evaluation, the emphasis of PLCs risked being wrongly placed on the ways
individual teachers could prove their students were learning rather than on a team effort to
continuously improve practice toward increased student learning. While Julie may not have been
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aware of the contradictory nature of the PLCs in her school, in the previous quote she did hint at
the way teachers in the school saw the SLO process as just one more form of evaluation and
surveillance. And, although Julie was trying to keep an open mind about SLOs, the stage was set
for her to embody the increasingly high levels of teacher distrust in a system moving toward a
de-professionalization of teachers.
SLOs were not the sole focus of PLCs; the other goal was curriculum alignment between
teachers of the same subject. Julie mentioned several times that she found this goal to be
particularly challenging. Although she and the other Creative Arts teacher planned similar
projects, they also worked at different paces and often adjusted the projects to match their own
personal strengths. As Julie said though, “Luckily we’re Creative Arts, so they (administrators)
don’t pay close attention [to us]” (personal communication, January 18, 2015). While Julie was
partially glad for this sort of unintentional autonomy, she raised concern that “You also feel like,
do you have a voice within the whole system?” (personal communication, October 11, 2014). In
the midst of the many data-based assessments, the teacher evaluations, and the emphasis on
alignment, it seemed Julie also experienced a conflicting awareness that art may not actually be
valued in the grand scheme of things.
In addition to possibly feeling insecure about the value the school placed on the subjects
she taught, Julie also expressed concern for her overall job security. She said that before she
began teaching she never thought about what it was going to be like to be a new teacher and have
to worry about whether or not you would have a job from year to year. She said the lack of job
security caused her to question herself, stating:
...it’s like are you enough? Or, are you doing things that help them realize that you’re
worth staying, or talented, or you’re doing good things with your kids? And that whole
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feeling. And I've been trying to figure out what that looks like, or what that feels like, you
know. (Julie, personal communication, March 15, 2015)
At our spring meeting, Julie said that her school was forced to cut two half-time positions, and
she—along with several of the other new teachers with the least seniority—was worried about
whether or not she would “make the cut.” Fortunately, Julie found out that she was not one of the
teachers to lose their position that year.
The emotional side of teaching. Julie’s completed artwork for the final workshop
brought her water metaphor to fruition through a series of three images (Figure 5.42). When she
described the work to the rest of our group, she explained that the first image represented
This idea of feeling like you’re completely submerged...just surrounded...almost like this
idea of darkness and light as well...just completely surrounded by the things that bring
you down. And for me they were mostly tied to the emotional side of teaching and things
you just kind of hold onto for some reason. (Julie, personal communication, April 25,
2015)
Her second and third images moved from “this idea of being completely submerged and reaching
out for something,”
...finding your rope, finding what’s going to pull you back up to the surface, and those
moments...how you still feel like “How can I do this?” or “How can I work through it?”
But then once you find your rope, hold onto it and let it pull you out. And essentially you
break through the surface and you’re back on top and kind of letting yourself bathe in the
sunlight and your safety boat--or whatever it is that brought you up--is there. And
remember that, and remember what your light is and how to find it again so that way
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when you’re lost in moments of darkness you still know that there’s light. (Julie, personal
communication, April 25, 2015)
The images on Julie’s artwork were made up of text expressing her thoughts and experiences.
The text included statements such as:


I didn’t cry until this year. I felt overwhelmed-- heartbroken.



How do you prepare for the emotional side of teaching?



Hurt, lost, stress



When you can’t figure it out. When you try and don’t succeed



Confident we can turn this around



It’s hard not to get bogged down, held back by the shifting waters that pull you down.
Things like testing, standards, bad days—all of it



Lessons that help you grow



Allowing yourself to fail

Julie’s artwork expressed her emotions in connection with some of the difficult aspects
teaching--including the testing environment already discussed, but also student relationships and
a feeling of drowning in her work. During the study, there was one particular student
relationship that Julie struggled with. At our January workshop she told the group that she had
received an email from a parent saying that the woman’s daughter said Julie didn’t like her and
was picking on her. Julie said she was completely taken off guard because she never singled the
student out and she couldn’t understand why the student would feel that way. This was the first
time Julie had received negative feedback of this nature, and she said, “I was so surprised at how
it just bothered me that I didn’t have that positive connection with someone. And it just ate away
at me. I was so surprised at how it personally hit me so hard.” (personal communication, January

232

18, 2015). Although Julie said she knew she shouldn’t take things so personally, she said it was
hard not to.

Figure 5.42. Julie’s culminating artwork for the final exhibit.
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Julie also pointed out that it was hard to leave her job behind at the end of the school day.
She told her roommate, who was not a teacher, “The one thing I'll probably always be envious of
is how in a lot of other professions, it's like, you end at five. And I told her, and I am working
through and accepting of the fact that I will probably never have a job that I cannot bring home”
(Julie, personal communication, April, 15, 2015). Julie described trying to find ways to help
herself get to sleep at night as well as ways to have time for herself beyond the responsibilities of
her job. She said she it was important to make time for things like art-making, or yoga, or going
on a run, “because this [job] is just crazy” (Julie, personal communication, April, 15, 2015).
These were also some of the things Julie included on her final artwork; the things that formed the
safety boat of her experiences. The largest text on Julie’s safety boat included the words:
balance, community, family, and create. Julie said she had learned in graduate school that she
would need to be intentional about setting aside some time for herself and learning to rely on a
community of friends and peers. Although Julie said it was tempting as a student to focus on
school work all the time, she said it was different when it was your career and it was for the
long-term. She said she felt that because she was a little older she had learned to set more
boundaries between work and her personal life. Julie suggested pre-service teachers also learn
the importance of a teacher community and how to build that community. Julie offered this
advice for pre-service teachers as they enter the profession:
You're going to want to try to be strong, don't be that way. You need people. That's how
you stay strong...Kind of just let yourself forget [about school work] ... it's okay to detach
every now and then. That's one of the hardest things to do. When you're teaching you're
always taking it home to work. You have homework all the time. The job doesn’t stop.
(personal communication, November 14, 2014)
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Resources for support. Although Julie said it had been difficult starting as a new art
teacher in a new location without a network of friends to rely on, she was fortunate to have a
supportive network of co-workers and some helpful new teacher resources to rely on. Julie
explained,
... I think a lot of it is, I feel like you have to learn how to ask questions if you're in a new
situation. And with the art teachers, I know that at least in the art field a lot of the times
you are the only person there. For me I haven't had to feel that. I've had that comfort or
really just that team of people that I can go to, which is awesome. (personal
communication, November 14, 2014)
At the middle school, Julie said she had weekly meetings with her “team,” which was the Fine
and Performing Arts department. At the meetings, Julie said they would discuss student concerns
and get updates from administrators or counselors. She was particularly grateful for the
collaborative nature of her relationship with the other art teachers. Julie said she also enjoyed
interacting with other faculty across subject matter and having lunch with various grade level
teachers. In our last workshop, Julie said one of her strengths from her second year was learning
to ask for help or advice from other teachers.
In addition to her supportive co-workers, Julie said her county school system provided
support for new teachers. In her first year, Julie had a mentor who was a Curriculum Specialist
in her school. The mentor was responsible for checking in on all of the new teachers in the
building, which in Julie’s first year included five teachers. In addition to the building-level
mentor, the induction program included courses for teachers in their first three years. Julie said
during her first year she went to monthly meetings which included an hour discussion with her
mentor in relation to the topic at hand for the month, and then another hour meeting with all of
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the new teachers in the county for continued topical information. Julie said the topics in the first
year included things like: how to talk to parents, standards-based grading, STEM, etc. The
course Julie was enrolled in as a second year teacher focused on classroom management. After
the first year, the courses were optional, but counted toward professional development credits
needed for recertification. According to the county’s induction website, the course offered to
third year teachers focused on the teacher evaluation rubric. During the study, Julie was in the
midst of the classroom management course, which she found extremely helpful. She said the
course involved reading a book and participating in on-line discussion boards. Julie felt the
course was particularly timely given the classroom management issues she was having with her
Life Skills class. Although Julie was generally happy with the induction courses, she expressed
a general disappointment with the professional development opportunities provided at the
beginning of the school year. She said the sessions were not interesting and were mainly focused
on the Common Core. In addition, while there was time for teachers to meet with their feeder
schools (schools feeding into the middle school and eventually high school), the time was
unstructured and ended up being a wasted opportunity.
A Return to Julie’s Practices
Teaching from a place of ambiguity. Although Sarah’s collage also indicated that she
was teaching from a place of ambiguity, Julie’s collage takes that ambiguity even further. While
Sarah was struggling with the lack of an art curriculum in her school district, the entire nature of
Julie’s identity as a teacher was ambiguous. Julie taught courses that were outside the traditional
scope of a school art teacher and therefore--for better or worse--her movements and practices
were less tied up in traditional representations of school art. The resulting ambiguity may have
given Julie the openings necessary to enact a multi-modal, confidence-building, exploratory
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approach to arts education. In this ambiguous space, Julie was able to draw upon her own
experiences with and passion for art as a form of expression. However, that same ambiguity may
have been partially responsible for the “drowning” feeling Julie used to describe her second year
experience. Julie’s personal and emotional commitments to teaching were necessarily divided
among her various teaching roles. While the other participants could put all of their energy into
negotiating their identities as visual arts teachers in schools, Julie was negotiating an identity as a
multi-cultural Creative Arts teacher, a Theatre Arts teacher and a Life Skills teacher. And, she
had limited representations or resources to draw from in order to imagine and live out a teaching
identity in any of these roles. Perhaps the representation most applicable to Julie was a
representation of what it means to be a school teacher in general. I once asked Julie if she had
any ideal sense of how she thought teaching would go. She responded,
I feel I came into it knowing it wasn’t going to be ideal. I’m starting to wonder if going in
jaded happens anymore—or maybe not jaded, but naïve about the situations you may
enter...I think it was maybe since as a grad student I was friends with teachers or people
who were just coming out of the teaching profession, so I did have that real world side
too—trouble with admin, trouble with parents. I feel you can hear the stories and so
mentally you can at least be like, “Okay this is possible”, but in the end it's really just
once you're there it's all you. (Julie, personal communication, November 14, 2014)
Although Julie said she was not naïve as a new teacher, she also admitted that things are different
once you are actually in the classroom. During her second year, it is possible that the
experiences that surfaced in Julie’s collage—having to think of students as data, worrying about
job security, and having broken student relationships—may have indicated places where predefined representations of what it means to be a teacher in schools were beginning to fail Julie.
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Wasn’t teaching supposed to focus on students as human beings? Weren’t teachers supposed to
have warm, friendly classrooms where the students all loved the teacher? Weren’t teachers
supposed to be valued as professionals who care deeply about their roles in students’ lives?
Within these failures, Julie’s already fragmented and ambiguous teaching identity may have been
compromised even further; and, in this place Julie began to feel overcome by the weight of her
experiences. Fortunately for Julie, however, she had supportive community of co-workers, a
willingness to accept help, a sense of work/life balance, and valuable county resources to help
keep her afloat.
Beneath the Surface of Recognition
Julie’s case was different from the other participants in multiple ways. As a middle
school teacher who taught subjects beyond the traditional scope of an art teacher, Julie had less
reason to concern herself with performing a certain representation of school art for her
administrators or other faculty. Although she was concerned about her evaluations, she indicated
that the administrators did not have a deep understanding of the content of arts courses and they
did not seem overly concerned about data-based measurements in relation to the arts. She also
indicated that her formal observation process was less cumbersome than that of some of the other
participants and although observations made her nervous, she valued the feedback she received.
Julie did seem to feel supported by her administration and mentioned going to her assistant
principal for advice when she received the disconcerting parent email. In general, the
administration at Julie’s school seemed less “hands-on” in terms of the arts curriculum than the
principals in the other participants’ elementary schools. This may be an indication of the
different nature of middle school cultures, where students experience courses and teacher-student
relationships in a more fragmented way.

238

Given the unique nature of Julie’s position in relation to the other participants, the nature
of her movements beneath the surface of recognition were different as well. While the other
participants’ movements involved making unrecognized breaks in or from existing
representations of “school art” or “art teacher” through their practices, Julie’s movements
happened on a more personal level. Beneath the surface of recognition, Julie was gradually
internalizing experiences that suggested failures in existing representations of “school teacher.”
Her growing awareness of the value of data, the lack of value for the arts, and the reality of
teacher-student relationships was mostly invisible to others. Likewise, Julie’s intense
confrontation with the emotional aspects of teaching went unrecognized as well. With these
experiences bubbling beneath the surface, the full impact on her teaching identity and practices
remained to be seen.
Mary Kate
A Short Vignette
Mary Kate, like Julie, was a second year art teacher. Mary Kate’s degree in art education
was also her second undergraduate degree. She earned an undergraduate degree in Art History in
the northern part of the state before moving to the Center State area, where she married her
husband and eventually had two children. Mary Kate lived in the Center State area for six years
before enrolling in the art education program. As a student who also had the responsibilities of a
family, Mary Kate was dedicated to her work and successfully earned Dean’s List status every
semester.
At the time of the study, Mary Kate was in her second year of teaching at Green Valley
Secondary School, a rural school accommodating grades six through twelve. She was the only
participant teaching secondary level art courses which included high school students. The
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population of Green Valley was 98% white and about 35% of the students were eligible for free
or reduced lunch. The Green Valley Area School District was only about 15 miles away from
Center State University, but the culture was quite different from that of the university town.
Although the university was in a rural location, the large academic population set it apart from
the surrounding areas. Because Mary Kate was used to living in the university town, she felt
somewhat out of place in the culture of the Green Valley area. For example, she described her
students as being very interested and involved in a hunting culture, which was something she
was not familiar with.
Even though Mary Kate was in her second year at the school, my conversations with her
often indicated that she was still working to understand her students. Mary Kate had done part of
her student teaching in a Green Valley elementary school and the other part at a high school near
Center State. She often compared the Center State High School art students to the high school
students in her art classes at Green Valley. She noticed early on that her students lacked the high
level of technical artistic skills that the Center State students had, and she was trying to figure out
how to account for that difference. One issue was the structure of the art courses at Green
Valley. According to Mary Kate, the students at Center State High chose their art courses as
electives. However, her students at Green Valley were often placed in art courses as eleventh or
twelfth grade students because they didn’t sign up for a foreign language. In addition she
explained:
I get a lot of kids that may have been kicked out of the tech program, maybe for fighting
or whatever reason, they’ll put them in my art class in the middle of the year because they
need the credit to graduate. I had one kid who they kicked out of woodshop and they put
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him in with me. He was kicked out of woodshop because they were afraid that he was
going to cut his hand off. (Mary Kate, personal communication, December 6, 2014)
Mary Kate was also disappointed that, for reasons unknown to her, the administration had
reduced the number of art courses offered. She said she previously had taught three sections of a
course called Color & Design, but administration cut the offering down to one section of the
course. One of Mary Kate’s goals was to work on re-building the art program by continuing to
push for more art courses and more levels of courses. In her first year, she fought to have an Art
2 course, which was titled Studio Art, put on the schedule and was successful in doing so. She
was enjoying having students in that course whom she had worked with in Color & Design
(which was essentially Art 1) the previous year. During the year of the study, Mary Kate also
convinced her administration to let her offer an Art 3 or portfolio preparation course the
following school year. The courses Mary Kate was teaching during the study included: one
section of Color & Design, one section of Studio Art, and three sections of 8th Grade Art (a
required course). The 7th and 8th Grade required art courses at Mary Kate’s school were taught
as semester courses, which meant that Mary Kate saw the students every day for 45 minutes for
one half of the school year. In the spring, Mary Kate’s schedule switched from three sections of
8th Grade art to two sections of 8th Grade and one section of 7th Grade art. There was one other
art teacher for 7th through 12th grades who taught ceramics courses in addition to the other
sections of the 7th and 8th grade semester course. Due to some shifting of teachers, the 6th grade
art teacher for the year had been the home economics teacher in previous years.
Although I also lived in the Center State area, my visit to Mary Kate’s school was my
first experience traveling to Green Valley. I was amazed at how quickly the scenery became less
commercialized, and instead populated with visible mountain ridges, open industrial areas, and
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farmlands. I even made a point to take photographs of the scenery surrounding the school to
document my experience (Figure 5.43). When I arrived at the school, I was also taken aback at
the level of security I encountered. Green Valley was the only school where I had to pass my
identification through a small opening to a security guard behind a window in order to enter the
building. I was not sure if this was an indication of the school culture, or if this was just more
common practice in high schools. It took me a while to locate Mary Kate’s room which seemed
to be in a far off hallway in relation to the rest of the school. Like Julie’s school, Mary Kate’s
school seemed to be clean and well-maintained. She had her own art room which was somewhat
sparsely decorated (Figure 5.44). I noted that while every other art room I had visited had
posters for The Elements and Principles of Design (posted either by the participants or other art
teachers in the schools) on display, Mary Kate’s room did not have those posters. Instead, the
most prominent visuals in her room conveyed artistic behaviors she wanted her students to
develop (Figure 5.45). After we finished our conversation in Mary Kate’s room, she showed me
the other art teacher’s room across the hall and took me on a walk through the school to look at
some displays of student work (Figures 5.46).
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Figure 5.43. The rural location of Mary Kate’s school.

Figure 5.44. Mary Kate’s classroom.
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Figure 5.45. Artistic behavior visuals.
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Figure 5.46. Displays of artwork in the hallways of Mary Kate’s school.
Mary Kate’s Practices at First Glance
Freedom of choice and personal expression. Early on in the study I learned that Mary
Kate had transitioned her teaching practices to a Teaching for Artistic Behavior (TAB) approach.
TAB was a specific organization that was part of the on-going choice-based art education
movement, and according to the website, was developed over the course of thirty-five years in
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Massachusetts classrooms (http://teachingforartisticbehavior.org/). The TAB philosophy
promoted experiences that regard students as artists and provide opportunities for students to
respond to their own ideas by making artistic choices and developing the habits of artists.
According to the website, in a TAB-choice studio,
Students are expected to do the work of artists, directing their own learning.
They practice (emphasis in original) coming up with their own art problems to solve,
asking questions and seeing possibilities in the world around them. Students learn to
persevere through difficulties as well as to trust themselves and their own judgment while
simultaneously learning to be self-directed, organized, and to manage their time.
(http://teachingforartisticbehavior.org/)
In a TAB classroom, teachers often provide short demonstrations or mini-lessons which the
students can use to inform their art-making. The TAB approach is ultimately a student-centered
form of pedagogy, which stands in contrast to teacher-directed art classroom approaches in
which the teacher develops the project ideas and instructs students through certain steps to reach
a pre-determined end product. Mary Kate’s undergraduate courses did not promote a specific
TAB approach, although she was introduced to choice-based and student-centered philosophies
in relation to early-childhood art education, in particular. Mary Kate described her interest in
TAB as something that developed over the course of her first year of teaching. In her first year,
Mary Kate took a more traditional, teacher-directed approach to instruction. She designed art
projects and taught the students how to work toward the desired result. Although things went
fairly well for most of the year, Mary Kate described a turning point in the spring. She had
asked the students to make an artwork using a grid technique in the style of Chuck Close to
portray something they liked about school. Although Mary Kate thought it would be a fun
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assignment, she said the students “hated every minute of it” (personal communication, December
6, 2014). Mary Kate said she had been looking at photographs posted by TAB teachers on the
Art Teachers Facebook Group and felt as though the students looked so engaged, so she thought
she would experiment with a project that would give her students more freedom. For the next
project, Mary Kate gave the students a theme of transformation, but let them design their own
projects in relation to the theme. Mary Kate noticed a positive difference in the level of student
engagement and decided to continue developing a TAB approach for her classes. At our
December meeting, she said she was “still working out the kinks...their products aren’t always
amazing, but it’s supposed to be about the process and getting them engaged. They are supposed
to think like an artist. That is more important than everyone just following directions” (Mary
Kate, personal communication, December 6, 2014). Mary Kate let her classes generate ideas for
upcoming themes and then the classes voted on which themes would come next. Once she knew
which theme they were going to be working on, Mary Kate would gather resources and find
artists she felt were relevant to the theme and could provide inspiration for the students. She
generally tried to include both historical and contemporary artists. She admitted to having an
affinity for historical artists, given her previous degree in Art History, but also saw that the
students gravitated toward the work of contemporary artists. Once the students were introduced
to the resources and inspirational works, they developed project proposals which outlined what
form the project would take and what media would be used. For each project the students would
choose at least four of the seven artistic behaviors Mary Kate had posted in the room—take risks,
solve problems, communicate, collaborate, observe, originality, art-making skills—to focus on
through their art-making. Students had three weeks to complete their works, during which time
Mary Kate would move around the classroom, helping students as needed by showing them
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techniques that might be relevant or providing additional resources. She also encouraged the
students to ask each other for help or to collaborate with one another. Mary Kate did offer some
instruction in the form of “Mini-Lesson Mondays,” during which time she gave short
demonstrations. However, she was finding that it was hard to keep up with the mini-lessons
because she always felt as though she was interrupting the students’ momentum on their projects.
Near the end of the three week period, Mary Kate would have the students participate in critiques
of their works. She tried various approaches to critiques, such as having the students verbally
discuss at least two of their classmates’ works or doing a walk-around-critique where students
wrote feedback on papers laying next to the works on the art tables. When the students were
done with their work, they had to complete a self-assessment, which involved writing a reflection
and assigning themselves a grade based on their progress toward the artistic habits they had
chosen. Examples of reflection questions included, “What media were you using? What specific
art skill are you refining? How are you going to incorporate the theme? What problems did you
face? What did you like about your project? What would you change?” (Mary Kate, personal
communication, December 6, 2014). Mary Kate said she rarely had to give the students a grade
different than the one the students’ gave themselves. In fact, she said most of the students were
harder on themselves than she would have been.
Mary Kate’s decision to move to a choice-based, student-centered approach for her
classes seemed to be partially due to a response to her students’ needs, but also partially due to a
connection with her personal philosophy of teaching. Even in the teaching philosophy Mary
Kate wrote as a pre-service teacher, her interest in encouraging students’ confidence as artists
was noticeable. Mary Kate’s philosophy, as written on her personal website, stated:
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My hope is that each student I encounter will develop a deeper appreciation for art and a
greater confidence in their ability to express themselves through their own
work...Creating a balance between setting boundaries and encouraging freedom to
explore new ideas, materials, technologies, and processes promotes growth in the
student’s work and expression of ideas. I want to challenge students to take risks and
explore new possibilities within a supportive learning environment.
It seemed Mary Kate wanted to foster students’ abilities to express their ideas visually and she
was willing to move beyond the typical middle school and high school emphasis on realistic,
observational drawing and painting in order to do that. During our December conversation,
Mary Kate told me about an article she had recently read which described a survey given to Art 1
teachers and students. The survey asked participants to define the purpose of an Art 1 course.
Interestingly, the teachers responded that the goal was to teach foundational skills, but the
students responded that Art 1 was an opportunity to see if they were interested in art. Mary Kate
saw this as poignant information and explained,
If that’s why the kids are there and they think they’re coming to see if they’re interested
in art, and if they’re just not at that point and they’re not good with the skills, do you
really want to discourage them when maybe they could be working abstract or maybe
they’ll end up liking sculpture?... I mean, you might not know how many kids are going
to grow up to be an artist—like that’s how they make their money—but maybe they can
still enjoy art throughout their life...So, do you make them hate every project because
they can’t blend and shade? (Mary Kate, personal communication, December 6, 2014).
Although Mary Kate said she wanted her students to develop artistic skills, she didn’t feel as
though she had to do that by having the students all make teacher-directed projects. She
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commented, “I don’t see the point of teaching kids that way. I think it would be better to teach
them how to think and to be able to take whatever is in their head and express it however they
can or want” (Mary Kate, personal communication, December 6, 2014).
Challenging the norms of school spaces. Mary Kate’s willingness to challenge school
norms extended beyond the content or instructional style of her practice. Although in many
ways the self-assessments students were doing for their TAB projects seemed to make sense
given the student-driven nature of the work, Mary Kate saw the self-assessments as a way for her
to dispute the larger issue of grading student artwork in general. She told me, “I’m over grading.
Like, I don’t care about grading anymore. I told [the students] yesterday that I think grading is
stupid and I don’t want to give you a grade for your work. I just want you to do it” (Mary Kate,
personal communication, December 6, 2014). Mary Kate even told the rest of the participants in
the first group workshop, “I pretty much quit grading the kids, and it’s high school, so that’s kind
of weird” (personal communication, November 11, 2014). In addition to rejecting the need to
grade student artwork, Mary Kate also described hating that she had to enforce rules she didn’t
believe in. For example, students were not allowed to have their phones in classes, but Mary
Kate let them use their phones to do research for their projects. With only two computers and
one iPad in the classroom, Mary Kate felt the use of phones for research was a reasonable
disruption of the rule.
Curricular autonomy as less than ideal. At the November workshop, Alyssa was
telling the group about the art curriculum for her school district and Mary Kate commented,
I think that’s actually really nice that you have a curriculum to go from, because what
I’ve noticed and it’s so frustrating and even scary when you get a teaching job is that
there isn’t a curriculum. Like some days, I just wish I was a social studies teacher where
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you go in and you have a book and you’re like this is chapter one and we’re learning
about whatever’s in chapter one, because we can just literally do anything. And
sometimes it’s like, well what’s the sequence? I don’t know what sequence to teach
things in, like across grade levels, throughout one year. What should you include? What
should you not include? I think as art teachers more than any other subject, except maybe
music, like what’s the structure? What order do you teach? I feel like it would be easier if
they were like, “You have to teach value and you have to teach these artists” and then
you could make up whatever you want...but what are you including and excluding?
In the same workshop, Mary Kate connected with an excerpt from a book chapter that I gave the
participants to read that described the way beginning teachers’ practices often ended up looking
different than their expressed ideals of teaching. Mary Kate said she could definitely see how
that could happen, especially “after many, many years of teaching, [she could understand how]
you might get worn out” (personal communication, November 11, 2014). She told the group, “I
have all these great ideas right now, but I’m trying to do things differently” (Mary Kate, personal
communication, November 11, 2014). It seemed Mary Kate was suggesting that she had the
energy to push forward with TAB at the moment, but she wasn’t sure how long that energy
would last. While Mary Kate wanted to offer her students a choice-based classroom, it wasn’t
easy. She was charting new territory in her school and she was doing it on her own using only
internet sources and social media spaces as her guide. So, while a structured curriculum was in
many ways contradictory to the TAB approach that seemed to suit her philosophy, that didn’t
preclude her from having a latent desire for the ease and comfort she thought a structured
curriculum might provide.
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Mary Kate’s insights about teachers losing their ideals over time were almost a prediction
of her spring experiences. At our March meeting, Mary Kate was noticeably frustrated with her
students, describing them as lazy and unmotivated. She was still trying to figure out ways to
engage the students, but she said, “I can’t give them any more freedom than I already do” (Mary
Kate, personal communication, March 22, 2105). Because she felt so many students were
“slacking,” Mary Kate said she decided to do a step-by-step project to get everybody back on
track. She had everyone search through magazines for any images they found interesting and
create a collage that would serve as the basis for a painting. She said a lot of students had been
having trouble coming up with ideas for artworks and this project gave them a bit of a break
from that aspect of art-making. She felt the students in her Color & Design course, in particular,
had trouble thinking beyond concrete concepts. After showing the students many examples, she
said they would often say, “Just tell us what to do” (Mary Kate, personal communication, March
22, 2015). She also said that while she liked letting the students do their own on-line research to
gather ideas for projects, she was having trouble with students finding projects on Pinterest that
they simply wanted to replicate. This strategy was not fostering the artistic habit of “originality”
she was trying to encourage in her classes. Mary Kate mentioned that she still referred to the Art
Teacher and TAB Facebook Group posts and often showed her students examples from those
sites as something to work toward in terms of quality. She continued to struggle with how to use
the TAB approach but also achieve the quality of work she desired. She noticed that sometimes
the students didn’t possess basic knowledge of concepts such as color-mixing or value, so she
would stop the class and have them work on more technical exercises. However, students would
tell her that the exercises were boring. While she felt her middle school students maintained a
sort of “elementary school enthusiasm,” she had given up on some of the high school students
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who were forced to take the Color & Design course. She said, “I think some of them are just
never going to be into it. I’ve accepted that. I quit taking it so personally” (Mary Kate, personal
communication, March 22, 2015).
A Collage of Mary Kate’s New Art Teacher Experiences

Figure 5.47. Mary Kate’s collage.
Distrust beyond repair. Mary Kate’s unique willingness to take major pedagogical risks
was evident in her collage. However, the overwhelming force that emerged through the collage
of her experiences was a profound distrust of her school administration, coworkers, and school
environment in general. Mary Kate’s sense of distrust could be traced to a defining series of
events that took place in her first year of teaching. Like the other teachers in Mary Kate’s state,
she was subject to two formal observations during each of her first three years of teaching. At
the post-conference for her first formal observation, the administrators told Mary Kate she was
the best first year teacher they had seen in any subject area. However, by the time of her second
formal observation in the spring, Mary Kate’s first year had taken a complicated turn due to
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events she described as both the best and worst moments of her teaching career. Mary Kate
shared her experiences with the group in our October workshop. Part way through the school
year, Mary Kate was able to make a connection with a tough student who she realized was
failing his senior math course, which also put him at risk of not graduating. The student was
being tutored in math, but he wasn’t making significant progress. Even though Mary Kate said
math was not her strong suit, she offered to spend her preparation periods helping the student
with his math work. The student told her she was the first person to ever explain something to
him in a way he could understand. As Mary Kate began to build the student’s confidence in
math, he starting improving his attendance in school and even became more interested in art. The
student would go to Mary Kate’s room during his study hall periods to work on both math and
art. Mary Kate’s student was able to raise his math grade and he decided to apply to college.
Unfortunately, he wasn’t accepted at the school he applied to. However, Mary Kate took the
initiative to write a letter of recommendation on the student’s behalf to the school where she had
earned her first bachelor’s degree. Mary Kate’s letter paid off, and the student came running
down to her classroom one morning to show her his acceptance letter. Mary Kate told our group,
“That was the best moment ever. I felt like I got accepted to college” (personal communication,
October 11, 2014).
Unfortunately, the enthusiasm and pride Mary Kate felt when her student was accepted to
college was contrasted by the sickening feeling she had when she learned that her administrators
suspected her of having an inappropriate relationship with the student. Unbeknownst to Mary
Kate, another faculty member had brought it the attention of the administration that Mary Kate
was allowing a male student to spend time in her classroom during her preparation period.
Rather than discussing the situation with Mary Kate, however, the administrators began a covert
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investigation of the matter. Mary Kate found out later that the administrators had called in some
of her other students for questioning. In addition, Mary Kate actually caught her assistant
principal trying to eavesdrop on her classroom while hiding in a recessed area of the hallway
near her room. According to Mary Kate, the issue blew up into a huge ordeal lasting months and
months. Mary Kate was extremely distressed about the secret investigation and was perhaps most
upset to find out that the administrators documented their unfounded concerns on her second
formal observation of the year. She said they included comments such as “needs to observe
personal boundaries with students” on the document that was submitted to the department of
education. Mary Kate was mortified that a comment such as this was permanently documented
and she brought it up again in the January workshop, stating, “That sounds horrible—like I’m a
horrible person!” (personal communication, January 18, 2015). Mary Kate said from that point
on she felt a continued sense of unease with her administrators, and particularly with the
observation and evaluation process. She explained, “That’s why I’m so nervous. I get sweaty just
talking about it” (Mary Kate, personal communication, January 18, 2015). However, given all
that had taken place, Mary Kate said the positive impact she had on the student was worth the
terrible experiences she went through with her administration. She said she told herself at the
time that even if she got fired, it was worth it. In fact, when she was sharing this story in the
workshop she told us she had recently spoken to the student and he was maintaining a 3.5 GPA
in college.
Despite the fact that Mary Kate’s second year seemed to being going much more
smoothly, she could not rid herself of the unease she felt from the previous year’s experiences.
Whether or not her concerns were founded, she often suspected that even broad faculty emails
were somehow directed at her. For example, she said that the principal had recently sent out an
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email with a passage supposedly quoted directly from the faculty handbook which stated, “AT
NO TIME should a student be in your classroom if they are not scheduled” (Mary Kate, personal
communication, October 11, 2014; emphasis in original). Mary Kate said she was sure there was
no such policy the prior year and therefore she wondered if a rule had been created just because
of her. The email also said the issue had been observed and reported by several people in the
school building. Mary Kate explained that emails like this were typical of her administration:
So rather than going to the particular teacher and saying “I noticed that you have students
in your classroom. It’s a new rule this year that you’re not allowed to do that,” they send
out these vague things where you know that they’re watching you. And then, they wait
until your observation and then put it on there and then submit it...so that’s very
frustrating for me, and so every day I go into school really stressed out.
Mary Kate’s experiences led her to embody a constant concern for the ways she was
being surveilled and a continued distrust of the school culture. In fact, she sometimes shared her
concerns as a form of warning to the other participants. At the end of the first workshop, the
participants were discussing the various ways their schools were using Google functions such as
gmail, Google Classroom, Google Drive, etc., and Mary Kate commented:
Did you know that if you are logged into your Google account and you do not close your
browser, log out, and re-open a new browser they can track everything that you do? So, if
you Youtube or Google or something, it gets recorded. (Mary Kate, personal
communication, October 11. 2014)
In addition, Mary Kate told the group that the teacher who was her mentor for her first year (the
other art teacher) made a point to tell her at the beginning of the year, “You can not trust
anybody. You need to know that now. Don’t talk about anybody. Don’t talk about anything. You
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can talk to me, but don’t talk to anybody else about anything” (Mary Kate, personal
communication, January 18, 2015). Mary Kate said this was because in her rural school district,
everybody knew everybody and you never knew who was friends with who, or who was related.
She told us she had encountered one teacher who she felt acted strangely toward her and soon
found out the teacher “was best friends with the principal and they used to coach football
together” (Mary Kate, personal communication, January 18, 2015). Mary Kate also said that
because the teachers in her district had been working without a contract for so long,
administration sent out an email about school morale. When the results came back, the
principals said they were “shocked” that teachers had low morale, but Mary Kate wasn’t
surprised. She said, “How could they be shocked? Everybody knows that people are distrustful”
(Mary Kate, personal communication, January 18, 2015).
Limited support. As Mary Kate indicated, she did not trust anybody in her school other
than the other art teacher, who had also been her first year teacher mentor. Mary Kate had a
great relationship with her mentor and said that although they were supposed to meet once a
week in her first year, they actually met every day. The other art teacher’s room was right across
the hall from Mary Kate’s room and she said they still talked very frequently. Mary Kate was
thankful she had such a wonderful mentor, because she said the actual induction program was
not helpful. She described the induction program as a sort of book club, but said she did not find
the books relevant to her or especially to art education. Induction did not involve meeting with
any other new teachers, but did require participants to complete 12 observations of other
teachers. Mary Kate was also required to complete a portfolio for induction that consisted of a
collection of artifacts from the year. However, Mary Kate said no one every looked at it;
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administration just signed off on the portfolio without any comments or feedback, so Mary Kate
felt the process was a waste of time.
Underlying doubts. Mary Kate’s culminating artwork (Figure 5.48) juxtaposed her
reflective thoughts with student responses to prompts such as: What do you like/not like about
class? What do you like/not like about me as a teacher? Mary Kate told her students she wanted
to know their honest thoughts, so their responses were to be completed with Sharpie markers on
torn strips of paper to maintain anonymity. When Mary Kate told the workshop participants
about what she had done, everyone was impressed that she would willingly subject herself to
such honest feedback. She told us, “It was really scary. I was shaking when I was telling them
what I was doing—that it was for an artwork” (Mary Kate, personal communication, April 25,
2015). However, despite Mary Kate’s concern that some of her classes did not seem to like her,
she did not receive a single bad comment. Some of the student comments were:


Actually cares about her students--that’s hard to find in teachers these days. She’s fun
and caring. Also very talented.



She’s helpful and fun to have art with.



You help us finish projects and with ideas we have, but you don’t tell us how to do
things.



Very much enjoy the freedom we receive when working on projects



I love that you let us have fun.



We get to pick our own projects.



We get to paint/draw whatever! Listening to music is the best! It helps me so much and
makes my day better!



Class is always full of inspirational music.
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You’re very understanding.

Prior to reading the student feedback, Mary Kate wrote her own reflections on paper torn from a
teacher evaluation rubric. Mary Kate’s reflections included both the highs and lows of teaching.
The lows included comments such as:


Distrust and accusations from administrators have changed my mind about my teaching
experience.



I’m tired of enforcing rules that I don’t believe in.



I hate grading art.



The stress of formal observations is one of the worst things about being a teacher.



Every day I question if I made the right career choice.



Worrying every second of every period that if every student isn’t on task at all times an
administrator can walk in and it can affect your job.



When students say they don’t like you, it hurts.



Being stuck in the teenage rumor mill is not something I expected.



When your job depends on student behavior and unfounded rumors.



Some days I feel like a fraud—maybe I’m not good enough.

The highs included comments such as:


Seeing students be proud of their work



When students want to spend extra time or leave study halls to come make art



emails from parents that their child loves your class reminds you that you must be doing
something right



When a student tells you something and you know you’re an adult they can trust



The day I helped a student get accepted to college was one of the best days of my life.
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Past students calling, writing, stopping by to say how much they miss my class



When students make art outside of class and bring it in to show you



I never expected to care so much about my students.

When Mary Kate combined her thoughts with her students’ thoughts on her artwork, she placed
them on a 3-dimensional structure she had created. She placed the positive aspects of her
experiences on the high areas of the structure and the negative aspects in the concave portion of
the structure. When Mary Kate shared the work with the group, she said that as she was making
it she realized all of the positive notes had to do with her students and all of the negative
thoughts had to do with her own concerns and self-doubts. In addition, she thought it was telling
that all of the negative comments ended up buried under the positive ones.

Figure 5.48. Mary Kate’s culminating artwork for the final exhibit.
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Despite Mary Kate’s realization that she may have developed a successful rapport with
her students, she continued to doubt whether or not she was cut out to be a school art teacher.
When she came into the final workshop, she made the comment that she had been telling her
husband she just wanted to be a stay-at-home mom, or start a small art business of her own.
When I asked her to explain, she said she was “just over it”; she was tired of the kids being lazy
and disrespectful and of enforcing rules she didn’t believe in. By the end of the workshop, Mary
Kate opened up about the fact that she had been truly spending time trying to understand her own
discomfort with her teaching position. She said she had realized the following about herself:
I think that I never liked school. I always hated school. When I went to school I was the
worst student in the world. I’m not good at following rules—obviously. The first time I
went to college I never went to class, I always failed. It was bad. So, now I’m like, why
did I make this decision? I hate having to work somewhere everyday from this time to
this time. I feel like I’m in jail. It gives me a panic attack that I can’t leave the building.
There’s so many rules that it makes [me] want to freak out. And, I have to enforce rules
that I don’t really believe in. Like if someone has a bottle of water and they’re thirsty,
I’m not allowed to let them drink it? I’m losing my mind having to enforce rules. (Mary
Kate, personal communication, April 25, 2015)
She said she told her husband she didn’t see herself continuing to do this work for the next
twenty years. Instead, she said maybe she could teach art in some other type of environment:
maybe I teach art to adults. Can I sit on the floor in a hippy skirt in my bare feet, listen to
music and drink wine and paint with old ladies? Yes, I can see myself doing that. I would
be really happy doing that! (Mary Kate, personal communication, April 25, 2015)
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Mary Kate even looked at Alyssa, specifically, and said “You are meant to do this. I’m not meant
to do this.” (personal communication, April 25, 2015). Mary Kate said her dislike of school
spaces combined with the job uncertainty that came with an evaluation system she didn’t trust
made her think that she had chosen the wrong career.
A Return to Mary Kate’s Practices
In-between autonomy and subjecthood. Although Mary Kate had only been teaching
for two years, she had already experienced profound ruptures in the image of an art teacher she
had prior to setting foot in her own classroom. Throughout the study, Mary Kate described a
school environment with a student population she did not fully relate to, students whose artistic
abilities were not at the level she had imagined they would be, an administration that sought to
undermine rather than support her, and a realization that she maintained a philosophical distaste
for and opposition to the policies and procedures of school spaces. Mary Kate’s own reflection
pointed out that she had never liked schools. However, she seemed to have started out her career
by disregarding that portion of her life, attempting instead to enact the image of a “proper” art
teacher. In her first year she taught the projects she thought she was supposed to teach until she
realized the students were not responding in the way that she hoped they would. At the same
time, Mary Kate had just experienced a major break in her image of school administration.
Perhaps the simultaneity of these two experiences created a sort of perfect storm, which led Mary
Kate to give up on performing an ideal of school art she didn’t truly believe in. From that point
on, Mary Kate’s practices in many ways reflected an opposition to school norms. For example,
her move to TAB was grounded in a search for student agency and a democratic approach to art
education where all students could gain confidence as art-makers regardless of skill-level or
talent. Her TAB classroom represented freedom and choice in the face of an overly structured
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school environment. She even rejected the idea of grading student artwork, which she pointed
out was far from a normal thing to do in high schools.
Even though Mary Kate’s practices and actions indicated she was willing to take risks at
all costs, she was not totally free from her position as a subject of the school system. For this
reason, Mary Kate seemed to be caught in an in-between space—a space between a desire for
complete autonomy and a desire to maintain proper subjecthood. For example, at our fall
workshop, Mary Kate explained that she had not told her principals about her move to TAB or
her move to student self-assessment because she was afraid of what the principals would say or
how it would impact her job security. Within the in-between space in which Mary Kate lived as a
teacher, she developed the ability to perform for both herself and her administrators. For
example, in March Mary Kate said she had just finally had her post-conference from a formal
observation that had taken place several months prior, and the conference went extremely well.
Her principals even said they couldn’t think of any areas to document for improvement, which
was a huge shift from the spring conference in the previous year. Although everything went well
with the observation and conference, Mary Kate still thought the overall system was a farce. She
said she had told her principal specifically which class period to come to because she knew it
was one of her best groups of students. In addition, she said she told the students that if they
behaved well during the observation, she would bring them a treat. For this reason, she said the
students “were giving each other helpful feedback” during the observation, “like, putting on a
show for me pretty much” (Mary Kate, personal communication, March 22, 2015). Mary Kate
was completely aware that she had stacked the cards in her favor, so to speak, and that if her
principal had come during another class period her evaluation could have been skewed in the
other direction. However, Mary Kate did what was necessary to preserve both her status as a
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proper subject and her ability to teach her classes according to her own philosophy once her
classroom was “free” from the eyes of administration.
The in-between space Mary Kate occupied may have also been responsible for her sense
of discomfort in terms of curriculum. The space between autonomy and subjecthood was fraught
with tension and ambiguity. Mary Kate was, after all, only a second year art teacher and she was
taking risks without significant support. For example, Mary Kate had nothing but on-line
sources to rely on for TAB and she taught in a school environment where she only trusted one
teacher. For this reason, the moments of slippage back to more structured art projects or her
expressed desire for a pre-defined curriculum were understandable results of her attempts to
embark into unknown territory completely on her own.
Beneath the Surface of Recognition
Although the practices of several of the other participants—such as Sarah, Lauren, and
Casey—revealed small, yet significant ways they were pushing the boundaries of school art,
Mary Kate’s practices moved even further beyond the pre-defined grooves of school art. Mary
Kate had re-imaged her entire teaching practice by her second year of teaching. However, Mary
Kate’s disruptions to the norms of school art and even school procedures were largely confined
to the relational space between her and her students—mainly because that was the only space
where Mary Kate felt safe enough to perform something other than the norm. Like the other
participants, Mary Kate took risks and challenged existing school art representations in ways that
went unnoticed and unrecognized by the rest of the school culture. Mary Kate’s students’ work
could be seen in displays throughout the school, in local art shows, and even social media, but it
was her unseen practices and subversive acts that had an untapped potential to re-image school
art and education beyond her classroom.
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CHAPTER VI
MAPPING NEW ART TEACHER EXPERIENCES WITHIN CONTEMPORARY
ASSEMBLAGES OF EDUCATION
My approach to the analysis of my research experiences with the participants through
collage was an attempt to move beyond habitual ways of understanding the actions of new art
teachers. If I had taken my data at face value and attempted to draw out connections between the
documents as representations of new art teacher actions, I would have neglected the potential to
view the teachers’ actions as something other than autonomous pursuits within static school
spaces. My attempt to chart the teachers’ actions within contemporary assemblages of education
can be likened to what Deleuze and Guattari (1987) term “mapping.” The authors’ discussion of
mapping is presented in relation to the operational concept of the rhizome, which serves as a
foundation for their philosophy of immanence. The rhizome offers a non-linear mode of thought
in contrast to the linear, binary thinking common to Western society, which they refer to as
arborescent or tree logic (Deleuze & Guattari, 1987). The rhizome is a horizontal tuber-like root
system which Deleuze and Guattari use metaphorically to describe “the connections that occur
between the most disparate and the most similar of objects, places and people; the strange chains
of events that link people: the feeling of ‘six degrees of separation,’ the sense of ‘having been
here before’ and assemblages of bodies” (Parr, 2010). Rhizomes consist only of lines—lines of
articulation (segmentarity) or lines of flight—which draw diverse acts together as assemblages,
but which are always forming new connections (Deleuze & Gauttari, 1987). Lines of articulation
work to organize or territorialize the rhizomatic connections through forces such as discourse
and normalization, often working to maintain a status quo (Martin & Kamberelis, 2013, p. 671).
Lines of flight, on the other hand, take off from ruptures or breaks in the rhizome; they are
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decentering forces capable of disrupting and threatening existing organizations of reality (Martin
& Kamberelis, 2013, p. 671. Although ruptures and lines of flight are possible, the lines always
tie back to the rhizome and risk “reencounter[ing] organizations that restratify everything”
(Deleuze and Guattari, 1987, p. 9). According to Deleuze and Guattari (1987), tracings merely
reproduce a tree logic and thus, in relation to the rhizome, only reveal “impasses, blockages,
incipient taproots, or points of structuration” (p. 13). In contrast to tracings, rhizomatic maps
foster connections between fields and remove blockages which work to prevent new
understandings (Deleuze and Guattari, 1987, p. 12). Educational researchers Martin and
Kamberelis (2013) suggest that traditional representations of research findings portray reality as
comprised of linear, cause and effect relations and therefore are akin to tracings (p. 671).
Research as mapping, however, “problematizes such portrayals by interrogating these
representations for the lines of articulation that account for them...and by looking for lines of
flight that might disrupt them” (Martin & Kamberelis, 2013, p. 671). Deleuze and Guattari
(1987) make the point though, that “the tracing must always be put back on the map” (p. 13).
By superimposing the tracing and the map, it is possible to understand the plane of immanence
as comprised of rhizomes with areas of arborescent knots, and root systems infiltrated by
rhizomes.
In my own analysis, the collages provided an opportunity to engage with the data and my
initial interpretations (which functioned as tracings) through relations of juxtaposition and
disjunction, which resulted in a mapping of the assemblages and rhizomatic relations always
present yet initially rendered invisible. By considering my initial observations of the new art
teachers’ practices in relation to the rhizomatic relations of the collages, I was able to “bring into
high relief the dominant discursive and material forces at play (ie. lines of articulation)” as well
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as make visible the forces which were marginalized or the forces which had the power to disrupt
(Martin & Kamberelis, 2013, p. 671). Thus, collage as analysis allowed me to generate new
understandings in relation to the original research question: “When new art teachers’ experiences
are viewed as a collage, what can be learned about school cultures, school-based support
structures, and school art practices in relation to the new art teacher’s experiences and
practices?” And through analysis, a reframed version of the question surfaced: What are the
forces working to structure the actions of new art teachers within contemporary assemblages of
education? The following sections address this question in an attempt to draw out significant
understandings which emerged across the cases of the new art teachers in this study.
Forces of Accountability, Standardization, and Compliance
Before narrowing in on the actions of the art teachers, I begin by first making note of
those forces working within the larger assemblages of education in order to then consider their
relevance to the teachers’ actions. Based on my interactions with the participants and their
schools through this study, I noted a pervasive culture of accountability, standardization, and
compliance across the school sites. Within the school cultures relevant to this study, certain
discourses prevailed. For instance, education as it is currently understood appeared to be
synonymous with the acquisition of information and skills. This could be inferred from the major
emphasis across the participants’ schools on standardized testing. Through standardized tests,
“learning” is measured and reproduced as data. It seems data means everything in school
cultures. Beyond standardized tests, the school systems functioned to collect a proliferating
amount of data through supplementary measures such as Student Learning Objectives (SLOs).
Teachers, of course, were not beyond the purview of standardized testing. In fact, it became
apparent that teacher effectiveness was evaluated as a direct correlate of student achievement
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data. Even art teachers, whose subject matter is largely absent from standardized tests, were
subject to evaluation based on the test performance of the students in their school. And,
supplementary measures such as SLOs provided a guaranteed way of measuring student
“learning” in direct relation to the teacher. The teachers were also evaluated in other ways, often
according to a predefined set of standards and through formal and informal observations. As in
the case of Lauren, observation rubrics included such detailed criteria as using calling sticks in
the classroom. Teacher evaluation rubrics, such as those based on the Danielson Framework,
operated as elaborate devices which reduced the teachers to numerical equations and thus
determined whether the teachers were rated as distinguished, proficient, in need of improvement,
or failing. For the new teachers in the study, induction programs served to bring them into the
existing culture of schools. Induction programs prepared the new teachers for compliance to
school policies and procedures, and the standards of teacher effectiveness and evaluation.
Student compliance in the form of behavior was also a major emphasis of the
participants’ school cultures. All of the elementary schools represented by the participants in the
study had at least one if not several initiatives dedicated to moral and character development
and/or student behavior; the higher the rate of poverty, the lower the test scores, and the more
initiatives implemented. These initiatives were pervasive not just in the procedures and actions
of the school, but in the material culture of the schools as well (e.g., the pedestals of character in
the lobby of Alyssa’s school, the positive behavior coupons and moral development posters in
Lauren’s school, the tree mural with the “Seven Habits of Happy Kids” in the lobby of Casey’s
school, etc.). In addition, teachers participated in professional development programming such
as restraint training and conflict resolution. These initiatives function within what Britzman
(2003) describes as conservative agendas of education which “promote national unity and
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uniformity, protect respect for authority, and serve as a common mechanism for the preservation
of traditions and their continuity” (p. 5). Within this kind of agenda, Britzman (2003) claims
education is often reduced to “acquisition of stable knowledge, skill-based teaching, and
curriculum practices that are accountable to the teaching of the basics” (p. 5). Thus, an emphasis
on student compliance went hand-in-hand with the culture of standardization plaguing
participants’ schools. Within these school cultures, I believe the students and teachers came to
function as objects of recognition above all else. Teachers and students were recognized through
compliance and as objects/producers of measurable data, but the complexity of their lives—
inside or outside of schools—seemed to lack real significance in relation to educational agendas.
The Shaping of School Art within Contemporary Assemblages of Education
In 1976, Arthur Efland wrote an article titled, “The School Art Style: A Functional
Analysis” in which he attempted to discern the reasons why a specific style of school art, with
little to no relation to art outside of schools, had not only developed within schools in the United
States, but had become internationally practiced (p. 38). Efland draws on Wilson (1974) to
describe school art practices in which “conventional themes and materials are fed to children” to
produce a desired result, and he provides examples of conventional school art projects such as
holiday art, fish mobiles, masks, string paintings, and tissue paper collages (1976, p. 38). In the
article, Efland (1976) proposed that the school art style had developed in service to the hidden
functions of schooling, which “involv[ed] socializing the individual into accepting the authority
of the school as a prelude for accepting the authority of other institutions” (p. 40). Due to the
repressive nature of schools, Efland (1976) argued that art classes within schools came to be
understood as a reprieve, as “time off for good behavior” (p. 40). He called for art teachers to
“face the fact” that the content of art in schools was not “about art as it exists beyond the school;
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it [was] more a function of the school life-style itself” (Efland, 1976, p. 39). After viewing the
teaching practices of the new art teachers in my study in relation to the forces working within
contemporary school cultures, I propose that Efland’s conclusion in 1976 remains true today.
School Art as Objects of Recognition
As evidenced by this study, school art has come to function within the forces of
accountability, standardization, and compliance present in contemporary schools. Within
schools as systems of recognition, school art must result in recognizable objects which can
function as data in direct relation to the effectiveness of the art teacher. In order to be
recognized, however, the products of school art must correspond to existing representations—the
social imaginary of school art. The social imaginary “creates for each historical period its
singular way of living, seeing, and making its own existence” (Castoriadis, 2002). As revealed
by this study and upheld by existing literature, the social imaginary of school art is to a large
extent inscribed by the characteristics of past movements in art education such as DBAE,
especially in connection to “master” artists, and modernism in the form of media-driven content
which emphasizes the elements and principles of art. In fact, Olivia Gude, artist and Professor of
Art Education at the School of the Art Institute of Chicago, remarked in her 2013 article, “New
School Art Styles: The Project of Art Education,” that while the dominant paradigms in art
education have changed over the last four decades, the actual projects taught in most schools
have remained eerily the same (p. 6). The production of art objects in schools serves, ironically,
to sustain a social imaginary which defines school art within this limited interpretation. Thus, a
cycle has developed in which the visual culture of schools serves as a sort of spectacle capable of
reproducing the limited vision of the social imaginary. The spectacle is more than a collection of
images, it works to “manufacture our desires” (Garoian & Gaudelius, 2008). As was noted by
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the participants in the study, the spectacle of school art extends beyond school spaces, especially
through the internet and social media sites such as Facebook, art education blogs, and Pinterest—
not to mention mass produced curricula such as the one Casey was required to implement. In
addition, school art according to the social imaginary, especially given its rather sustained
history, may feel comfortable to new art teachers who likely experienced a similar form of
school art as students in art classrooms themselves. It seems apparent then, that “school art” has
taken off from the conditioning relations of school spaces—spaces of recognition—to become a
discrete entity articulated through both the social imagination and the spectacle of school art.
School Art in Service to the “Real” Functions of Education
Beyond the function of art teachers in schools to produce objects of recognition, their
function has also been shaped as a service to the “real” functions of education—distributing
concrete knowledge in relation to the subject areas deemed most important, and creating
compliant individuals.
School art in service to the “real content” of education. Within the testing culture the
focus of schools has narrowed and in many schools, especially those that are low-performing, the
“real” content of education has been limited to reading, writing and mathematics. This emphasis
on only specific subject areas may account for the fact that many of the participants in this study
felt compelled to design lessons which integrated art with other subjects. While arts integration
can create meaningful learning opportunities for students, depending on how it is implemented, it
can also function to structure the art classroom as just another place to work on the “real” content
of education. For example, all of the participants except for Mary Kate described being
encouraged (if not required) by their administrators to incorporate writing into their art courses.
In Alyssa’s case, student writing was displayed alongside art projects as another means of
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recognition. Most teachers seemed to force writing connections. Also, Casey’s entire
curriculum was based on an integrated model of education, but the result was a form of art
education that tied into classical goals of education and merely reproduced the characteristics of
school art according to the social imagination. In addition to the “real” content of education
bleeding into art classrooms, the “real” functions of education continually marginalized the art
teachers and the content of their curriculum. Almost every one of the teachers described being
asked to perform decorative tasks in their schools without regard for the work they were doing
for their own classes. In fact, the content of the art courses did not seem to be a major concern
for administrators.
School art in service to compliance. As noted by the plethora of behavior-related
initiatives in the participants’ schools, student compliance was a major emphasis within the
school cultures and this too carried into art classrooms. For example, Lauren described character
development as the primary emphasis of her pedagogical practices, particularly in the school
with a lower socio-economic status. Although less prominent in Sarah’s pedagogical goals, she
described worrying about whether or not it was okay for her students to be noisy in the
classroom as long as they were engaged in their work. Also, Julie, Alyssa, and Mary Kate all
described behavior management as a major concern and, although Mary Kate was compelled to
loosen up on classroom rules, Alyssa gradually became stricter with her students. In addition,
Britzman’s (2003) claim that school agendas which emphasize uniformity result in “the teaching
of the basics” was supported in this study by the number of art teachers who felt it was their duty
to provide students with basic art knowledge and skills. This was particularly the case with the
elementary school teachers.
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School art as care: A non-recognizable byproduct of the “real” functions of
education. Casey and Lauren, who worked in the most diverse and least wealthy schools, came
to believe that their primary role as art teachers was to care for their students. Given that their
school cultures were heavily articulated—even more so than the other participants’ schools—by
discourses of standardization and compliance, there was no room within the “real” functions of
education for the lives of students to be acknowledged through care. However, due to the
marginalized nature of art in relation to the “real content” of education, the art classroom was
capable of functioning as a site of excess where care could be enacted in ways it could not be
enacted elsewhere in the schools. By taking on this function, the art classroom and the art
teacher functioned simultaneously to exceed the discourses of the “real” functions of education
and to sustain those very discourses by filling an area of neglect within schools. It is also worth
noting that the role of female teachers has historically been articulated by representations of the
“good” woman or “good” teacher as “self-sacrificing, kind, overworked, underpaid, and holding
an unlimited reservoir of patience” (Britzman, 2003, p. 28). Thus, Casey and Lauren’s actions of
care were also likely part of their own social imaginary of what a good female teacher should be.
New Art Teachers’ Movements Otherwise
Although the forces of accountability, standardization, and compliance working in
schools had significant impact on the actions of the new art teachers in this study as well as the
shaping of representations of school art in general, these forces were not totalizing. Rather, by
mapping the actions of new art teachers in relation to these forces, I was able to notice the ways
the teachers’ movements also functioned differently—as disruptions to the normative forces
within schools. For example, almost all of the teachers in the study pushed their curriculum
beyond the representations most common within the spectacle of school art, even if only

273

marginally. Sarah made relatively small moves towards incorporating student interests into her
decision-making for upcoming projects or offering more open-ended art-making opportunities.
Lauren challenged the definition of art in schools through projects which incorporated street art,
performance, and popular culture. Casey made efforts to teach outside of her mandated
curriculum by offering art-making opportunities that encouraged self-expression and personal
narrative. Julie disrupted the school art emphasis on “products” by emphasizing the creative
process of art-making. And, of course, Mary Kate re-imaged her entire pedagogical approach
toward choice-based art-making (which it could be argued is making an entry into the spectacle
of school art, but at this point is still a minoritized practice in schools).
In addition to pedagogical and curricular forms of disruption, several of the participants
also challenged standard school procedures and norms of recognition. This could be seen in
Mary Kate’s refusal to assign grades to her students’ artwork or to enforce rules such as “no
phones” or “no food” in the classroom. She also became adept at performing for formal
observations while subverting school norms otherwise. Lauren made similar choices to perform
as needed for her mentor/evaluator by using calling sticks when she “had” to. In addition, Alyssa
began to rail against a perceived need to perform as a teacher who stays well beyond school
hours by making a point to leave at the exact end of her contract hours each day. Alyssa also
mentioned standing up to teachers in her school who attempted to marginalize her value as a
teacher.
The latent crisis of school art. Although the new art teachers in this study challenged
the pre-defined grooves of school art and the broader discourses of accountability and
compliance, their movements were not dramatic enough to elevate their disruptions to the level
of crisis, or transformation. As I pointed out in the case of each teacher, their actions outside of
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the representations of school art or discourses of accountability and compliance went
unrecognized by administrators, mentors, and other teachers. In addition, when the new art
teachers faced situations in which their own images of art teachers in schools failed them (when
students’ lives came to matter more than art content, when administrators performed irreparable
acts of intrusion, when traditional art content failed to engage students) no one was there to help
them embrace the potential of those moments or bring recognition to the ways art in schools
might be imagined anew. As such, the representations of art in the participants’ schools largely
reflected Efland’s (1976) description of “conventional themes and materials...fed to children” to
produce a desired result—and thus the status quo spectacle of school art and the corresponding
social imaginary were maintained (p. 38). The ruptured lines of the rhizome tied back into the
arborescent knot of school art.
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CHAPTER VII
SUPPORTING NEW ART TEACHERS WITHIN RELATIONAL SPACES OF
BECOMING
My work with new art teachers through this study provided a means for me to “take the
familiar...and render it problematic” (Britzman, 2003, p.33). As a former art teacher myself, I
entered this study with my own image of what it meant to teach art in schools. Looking back
now, I believe I anticipated that I would see that image represented in the experiences of my
participants. While in some ways that was the case, in many ways it was not. When I began this
study, I had already been out of the public school context for just over ten years, and during that
time the culture of accountability in the educational systems of the United States exploded. I had
known school spaces as complex, but did not anticipate just how complex or just how much
schools had come to function within discourses of accountability and compliance. In addition,
despite doctoral studies which opened my eyes to the ways individuals are socially constructed,
throughout a large portion of this study my habitual ways of conceiving teachers as autonomous
individuals within schools resurfaced. In fact, I had constructed a sort of binary understanding of
teachers as either enacting contemporary theories of art education or enacting taken-for-granted
representations of school art. As Deleuze and Guattari (1987) advise, when trying to think
outside of habit, “mental correctives are necessary to undo the dualisms we had no wish to
construct but through which we pass” (p. 20). Fortunately, the unexpected experiences of the
research led to me to encounter new art teachers in ways that disrupted my existing
understandings. I came to view new art teachers’ actions as conditioned by assemblages of both
the actual and the virtual. And, through collage as critical practice—as mapping—I began to
uncover the rhizomatic relations of new art teacher experiences, the forces that work to articulate
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those relations, and the inherent potential of planes of immanence where teachers are always
becoming and opportunities to become otherwise always exist. Understanding new art teachers
as always becoming suggests an ethics of research and teaching that is “therefore not about right
response to a radically exterior/ized other, but about responsibility and accountability for the
lively relationalities of becoming of which we are a part” (Barad, 2007, p. 393)—a being-with.
Preparing Teachers for the Complex Relations of Schools
Given the complexity of the social, material, and discursive relations of schools, I would
caution that any effort on the part of teacher educators to encourage beginning teachers as though
they are entering a “neutral zone where they can single-handedly fashion it into places of
learning” would be misguided (Britzman, 2003, p. 222). Likewise, the content of education
courses in universities should not be conceived of as a set of decontextualized skills, theories, or
curricula that can then be “applied” in any classroom. Preparing teachers in this fashion will
create conditions for the teachers to “give up” when they face adversity or blame themselves if
they fall short of the ideal implementation of what they have learned. The result of either of
these actions is the continued maintenance of a status quo of art in schools. Instead, pre-service
teachers should be encouraged towards a critical awareness of the complexity of the school
relations they are about to enter. Perhaps pre-service teachers could embark on their own
mapping of school spaces in an attempt to draw out the dominant forces of normalization as well
as the opportunities to resist those forces or imagine otherwise. Pre-service art teachers, in
particular, should work toward an understanding of existing representations of school art and the
forces which work to maintain those representations. Without this understanding, existing
representations of school art will continue to function as blockages to lines of flight which could
potentially alter the ways art in schools is both imagined and enacted. If these blockages are
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disrupted, however, pre-service teachers may be better positioned to raise critical questions
regarding the role of art education—both in and outside of schools—for contemporary children
and adolescents.
Supporting In-Service Art Teachers
Through this study, it became even more apparent that current forms of support for new
teachers functioned solely within the discursive forces of accountability and compliance in
schools, and were not relevant to the content of art education. The absence of relevant support
capable of working beyond the status quo of schools spaces is especially problematic for new art
teachers due to the ambiguity and misguiding representations of the role of art and art teachers in
schools. The beginning art teachers in this study were largely on their own to negotiate art
curricula and pedagogy amid the complexity of school relations. Only in rare instances did the
new art teachers have a few coworkers to rely on for support, but even then the coworkers could
not be relied upon to foster alternative visions of art education in schools. This study—as
research through a support initiative framed by collage as critical practice—did allow me to
discern how the support I offered came to function for the participants in ways their school-based
supports did not.
Dialogue with Like-minded Peers
All of the participants in the study expressed their appreciation for the opportunity to
engage with other new art teachers, particularly those who were familiar to them from the
university and who had similar philosophies of art education. This sense of camaraderie with a
network of people experiencing a similar set of circumstances was not something the participants
found in their schools. Even if, as in Lauren’s case, there were opportunities to meet with other
new art teachers, those meetings were structured by the discourses of induction programming. In
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our follow-up conversations, several of the participants expressed feelings of isolation during the
year following the study. Alyssa remarked, “You’re always on an island, and I feel like the other
two elementary teachers are awesome, but we’re miles apart, and that makes it even harder to
collaborate” (Alyssa, personal communication, February 19, 2016). Casey’s isolation was for a
different reason: “I have people I can talk to at the school, but everything’s more in relation to
teaching, not so much teaching art. That’s why I tried to explain it just isn’t worth my time
sometimes because they don’t know what I’m talking about” (personal communication, March 6,
2016). Casey said she had enjoyed our time together in the workshops because, “It was really
nice having the community of people to talk to. I really enjoyed going up [to the university] on
those weekends because it gave me the opportunity to talk about things that were definitely artrelated” (personal communication, March 6, 2016). During the workshops, some of the art
teachers were able to share in very specific dialogues. For example, I noticed in one of the
workshop videos that Casey and Lauren were comparing photographs of their carts and talking
about the ways they had modified them to suit their needs. In addition, Sarah and Lauren both
said they valued the opportunity to share in dialogue with other art teachers who were new,
open-minded, and shared a progressive vision of art education. Mary Kate also pointed out that
she was glad to have the opportunity to participate in a form of casual support without fear of
evaluation or surveillance. She said she felt as though she could ask questions that she would
have felt “dumb” asking her mentor. In the year following the study, the participants expressed
trying to seek out opportunities to connect with other art teachers through on-line spaces such as
Facebook groups, on-line conferences such as one offered through The Art of Education, or by
going to art-making workshops.
Juxtaposition with Other Teachers and Workshop Texts
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In addition to the camaraderie with peers, several of the participants said they valued the
opportunity to hear about the experiences and contexts of the other art teachers. As Julie
remarked, “Participating in the study helped me think of context and how as art teachers we all
have a very different context in which we work. That doesn’t necessarily polarize us, or anything
like that; but rather it just helps us gain different perspectives on the job we’re doing” (personal
communication, February 21, 2016). Julie said hearing everyone's stories also led her to realize,
even more than before, the importance of advocating for the value of art in schools. In addition,
Casey said she felt it was interesting to see all of the participants’ final artworks and to get a
sense of how their practices, while grounded in similar theories, had evolved differently. For
instance, she said the artworks “showed how people that were in more urban settings tended to
focus more on relationships” than artwork (Casey, personal communication, March 6, 2016). The
contrast between teachers did not always result in positive feelings, however. In my follow-up
conversation with Mary Kate, she disclosed that the workshops sometimes left her with feelings
of self-doubt because she felt in some ways inferior to the other teachers, particularly Alyssa.
Mary Kate found herself questioning her choice-based approach in comparison to Alyssa’s more
formalist approach which resulted in impressive end products. However, Mary Kate ultimately
said, “I do feel confident that the way I’m doing things works better for me” (personal
communication, February 23, 2016).
During the study, I also noted that the workshop texts were entering into some of the
participants’ school spaces and practices. For example, when I visited Casey I noticed that she
had some of the workshop articles posted on the wall of her office—along with the visual
representation of her teaching philosophy (Figure 7.1). In addition, Casey actually photocopied
the articles and cut out pieces of text to incorporate into her final artwork. At one point in the
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study, I also sent both Casey and Lauren a chapter from the book Bad Boys: Public Schools and
the Making of Black Masculinity because I sensed it might be relevant to their school contexts. In
my next meeting with Lauren, she told me she had actually shared the chapter with a colleague
and they had been discussing it. She also said the text had helped her to reconsider the
relationship between students’ lives outside of school and inside of school.

Figure 7.1. Workshop texts on the wall of Casey’s office.
An Opportunity to Slow Down
Many of the study participants told me that the format of the support initiative gave them
various opportunities to take time out from the whirlwind of their jobs to reflect and create.
Along these lines, Lauren expressed the following:
I think [the study] made me a little more reflective on teaching and looking back, because
when we would talk in those groups and I would talk to you, I would reflect on what I
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was doing. And then, in the beginning of this year I was like, “Boy, I’m really not
reflecting on that much.” You asking me all those questions [for the follow-up interview]
kicked me into gear a little bit to try and be more reflective and look back.
Casey also said she felt her experience in the study helped her to better understand her role as a
teacher. She took comfort in the realization that the emphasis of her practice was on her
relationships with students. She told me,
I think it’s good that I realize and know why I do my job, and being part of your study
was helpful in that because it made me have to think about it a lot. When I get really
frustrated at work, that’s the thing that’s keeping [sic] me here. If I was just an art teacher
who was focused on making art and that was what I did, I don’t think that would keep me
at my job. But the relationships that I have with the kids, and the fact that art is a way for
them to develop different parts of themselves, that’s why I don’t want to leave my kids.
That’s what’s most important to me. (Casey, personal communication, March 6, 2016).
Several of the participants also mentioned the culminating artworks as an opportunity to reflect.
Sarah said the final artwork gave her a chance to connect her personal experiences to her artmaking practice, and Alyssa said she enjoyed making artwork as a reflective practice. Also,
Julie said the study helped her to realize how much she valued the opportunity to express herself
through both writing and art. In fact, she sought out opportunities to maintain a personal practice
the following year by joining a Facebook group in which new art-making prompts were posted
monthly.
Virtual Event Potential
In addition to asking the participants questions about the support initiative experience in
the follow-up interviews, I also asked them about their current year of teaching. The most
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surprising development to me was that Alyssa had decided to transition one of her Kindergarten
classes to a TAB approach. Given the level of control Alyssa had maintained over her students’
art-making the previous year, I was somewhat shocked to learn about this shift. Alyssa
explained that she had worked with choice-based approaches in an early childhood practicum at
the university and she had always maintained an interest in them. So, partially from hearing
Mary Kate talk about TAB in the workshops and partially because she had entered a graduate
program for which she needed to devise an action research project, she decided to experiment
with a TAB approach in her ESL Kindergarten class. I asked Alyssa if she felt there were certain
expectations she felt she had to meet in her school and she responded, “For sure...I feel like when
you’re in a school it’s just been kind of custom that teachers give kids their projects, but I wish it
was more like TAB” (personal communication, February 19, 2016). Alyssa even said a mentor
from her graduate program who had visited her school and seen the student work, told her she
offered plenty of choice in her regular projects. Alyssa did not agree, however. She said that a
few choices within a cookie-cutter project were not enough. She even described a moment in her
TAB class where a student was so excited about the marks he made on his paper when he
experimented with spinning the brush between his fingers, and she said,
This is what I’m here for. A cookie-cutter teacher sample is—you gave them all of the
problems and you solved all of the materials already. This is so exciting because they’re
figuring it out. They’re doing stuff that I would never think of doing. (Alyssa, personal
communication, February 19, 2016).
While the shift in Alyssa’s practices and expressed view of art in schools may not be fully
attributable to the work we did in the support initiative, I do believe that the support initiative
generated new event potential at the virtual level of Alyssa’s experiences. The events of the
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workshops contributed new elements and relations to the assemblage of Alyssa’s experience,
thus altering or adding to the event potential from which the events of her teaching could take
off.
Collage/Art amid Chaos
In both Chapter IV and the beginning of this chapter, I discussed in detail what collage
did for me, as a researcher. I described, for example, the role of collage in allowing me to
encounter new art teachers in order to understand their actions and experiences differently. The
juxtaposition of the data materials created a relation-of-nonrelations which both provoked
multiplicities and brought them together in concrescence, all the while resisting closure. The
process of being-with the new art teachers by being-with their collages allowed me to map the
rhizomatic relations of school art within contemporary assemblages of education in order to
make visible the forces working to structure new art teachers’ investments. However, collage
informed more than the data analysis of this study; collage was also the means of framing the
methodology for the support initiative as a whole. Thus, the coming together of six new art
teachers—each their own multiplicity—was a collage of its own. In the collage of the
workshops, we all participated in a becoming event, even as we all experienced our own
becoming. The juxtaposition of the teachers in the study created a relation-of-nonrelations which
provoked new understandings for each of us in our own way. In addition, the development and
creation of the culminating artworks gave the participants a means to bring together in material
collage form, the relations of their experiences. In fact, the making of the artworks gave the
participants an opportunity to encounter their becoming-teacher experiences anew.
Collage is both an art form and an art practice, and therefore this study was ultimately
conceived and implemented as an effort to imagine how art might inform the support of new art
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teachers. While art, particularly collage, has the ability to multiply relations and set those
relations “in motion” (Ellsworth, 2005), according to critical theorist Elizabeth Grosz (2008) art
also has the ability to “temporarily and provisionally slow down chaos enough to extract from it
something not so much useful as intensifying” (p. 3). Art emerges from the chaos of event
potential as a plane of composition which allows sensation to “breathe and have a life of its own”
(Grosz, 2008, p. 7). Given the unfolding of this dissertation as a rethinking of new art teacher
experiences according to a philosophy of immanence in which “reality is viewed as a continual
process of flux or differentiation” (Martin & Kamberelis, 2013, p. 670), art may in fact be critical
to the support of new teachers. From the chaos of the assemblages of contemporary education
where sensation is back-grounded by a culture of data objects, art has the ability to bring
sensation to the fore to “have a life of its own.” I have previously described the ability of collage
to make the material, discursive, and representational forces of schools perceivable, but those
forces are more than actualized in the practices of new art teachers, they are felt. As Britzman
(2003) poignantly articulates, “The surprise is that one’s voice, whether we call it the voice of
experience or the voice of the beginner, seems to come from the outside in, even if it is
intimately felt from the inside out” (p. 21). The forces working to articulate contemporary
school spaces are both performed and embodied by teachers, often without their awareness.
However, art can bring those forces and sensations into the realm of the actual—not just to
realize their presence but to realize the immanent potential always available to be taken up as
something new.
Conclusion
We do not know how many educators see present demands and prescriptions as
obstacles to their own development, or how many find it difficult to breathe. There
may be thousands who, in the absence of support systems, have elected to be
silent. Thousands of others (sometimes without explanation) are leaving the
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schools. Surpassing, transcendence, freedom: Such notions are not being
articulated in the conversations now going on. And yet...a teacher in search of
his/her own freedom may be the only kind of teacher who can arouse young
persons to go in search of their own (Greene, 1988, p. 14)
Maxine Greene’s (1988) book The Dialectic of Freedom formed the foundation for this
research, and thus I thought it only appropriate to conclude with a reminder of the assemblage
from which this dissertation took off to become an event all its own. My purposes in pursuing
this research were to implement an alternative vision of new art teacher support in order to
understand how collage as critical practice might function to allow the teachers to perceive the
forces at play in their school contexts, and to understand more about new art teachers’
experiences in public school spaces in order to inform their preparation and development toward
the implementation of contemporary theories of art education. While my initial interest was
largely driven by a desire to see contemporary theories of art education take root in school
spaces, I’ve come to challenge my own image of what this might mean. Replacing one version
of curriculum with another—say a modern curriculum with a postmodern curriculum—will not
transform the nature of art in schools. More relevant to the becoming of art education in schools
rather, is the need to “experiment in thinking differently, ‘beyond’ representation” (O’Sullivan,
2006, p. 2). An encounter with the very nature of art in schools is necessary in order to move
from the implementation of static curricula, often heavily articulated by the discursive forces of
accountability and compliance working within larger educational assemblages, to an embracing
of the dynamic ability of art forms and art-making to make something new from the immanent
potential of everyday life. How might students in schools be encouraged to understand art’s
ability to both set “in motion” and slow down the chaos of the virtual, rather than be taught that
art is a set of discrete skills to be reproduced? And, given the findings of this research study, how
might new art teachers be supported as leaders of this endeavor?
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When the current system of education is conceived of as a hierarchical structure, the
weight of oppressive forces within that system might feel unbearable and new art teachers may
“find it difficult to breathe” (Greene, 1988, p. 14). Looking for tiny gaps in the dense sediment
of such a structure is not enough to ignite freedom. However, by thinking the plane of
immanence for education, it becomes possible to imagine other than hierarchy; it becomes
possible to imagine a horizontal plane of event potential, rhizomes, and assemblages always in
the making, where in-between spaces are charged with generative tensions and where freedom—
the potential for new forms of life—is made possible, even for new art teachers. Thus, as we
prepare pre-service art teachers in universities and support those teachers during their first years
of teaching, we might prepare them to see themselves as creative agents, ready to take on the
challenge of an educational assemblage which does carry the potential for new ways of being as
teachers. We might take Ellsworth’s (1987) advice to embrace the “eventful and volatile space
of difference” (p. 37)—in this case, between the who contemporary assemblages of education
think new art teachers are and the who new art teachers have the potential to become. Current
induction practices may attempt to close the space of difference, limiting the movements of new
art teachers in order to manage the outcomes. However, if new art teachers were supported and
encouraged as creative agents, then perhaps much needed changes within school spaces could be
both imagined and possible.
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Glossary
Contemporary Assemblages of Education
I use the term “assemblage” as it is conceived in the work of Deleuze and Guattari
(1987). An assemblage is “a heterogeneous collective of elements both material and nonmaterial, that come into composition in different ways at different times to produce a particular
activity” (Strom, 2015, p. 322, referencing Delanda, 2004 and Deleuze & Gauttari, 1987).
Assemblage (from the French agencement) is used as both a noun, to describe the heterogeneous
collective of conditioning elements, and a verb, to describe the assembling of those elements
(Richardson, 2011; Nordstrom, 2015). While the diverse components of assemblages exhibit
agency, the assemblage, as a “living, throbbing confederation,” also has agency in its ability to
generate effects (Bennett, 2010). The phrase “contemporary assemblages of education” refers to
all of the material (e.g., people, places, and things) and non-material (e.g., social, cultural,
political forces) elements brought together in the name of education. The act of teaching, then,
can be understood as an effect of the always becoming contemporary assemblages of education
of which teachers are a part.
Contemporary Theories of Art Education
In order to move beyond the binary often implied by the terms modern and postmodern,
in this research I use the term “contemporary theories of art education” to refer to the most
current theories of art education being discussed and taught in progressive higher education
programs and being written about in current scholarly journals of art education. Although I
describe these theories as current, some have been around for at least the last ten years, but what
makes them current is their continued relevance to progressive dialogues of art education theory
and practice. At this time, I believe contemporary theories of art education to be motivated by
the following: visual/material/digital cultures, contemporary art practices, social justice,
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community and place-based education, learner-centered approaches, and arts integration. This is
not a conclusive list, but rather an indication of the kinds of theories I believe are indicators of
contemporary approaches to art education.
Modernist Art Education
Modernist art education emphasizes the formal qualities of art such as the elements and
principles of design and often uses Western European male art as the standard by which to judge
all art (Gaudelius & Speirs, 2002). In modernist art classrooms, copying or using images from
popular culture is highly frowned upon and there is a definite distinction made between "fine art"
and commercial art (Emery, 2002). Legitimate subject matter includes figure drawing, still life,
and landscape and may include reference to some of the styles of the Avant-Garde, like cubism,
surrealism, or fauvism (Emery, 2002).
New or Beginning Art Teacher
The terms “new,” “beginning,” and “novice” teacher are often used interchangeably to
describe teachers who are in their first years of in-service experience. While some might define a
novice as a first year teacher (Bain et al., 2010), others might consider those with up to three
(Pogodzinksi, 2014) or even six years (Burkman, 2012) of teaching experience to be novices.
For the purposes of this research, I chose to work with graduates who were in their first or
second year of teaching. In addition, although the term “novice” is often used to describe new
teachers, I felt a resistance toward the term. While the terms “new” or “beginning” suggest the
phase of the teacher in terms of chronological time, the term “novice” seems to connote a
beginner in terms of development, experience or skill. Some might describe a novice as “young,
inexperienced, and not yet able to master working techniques and approaches” (Buchtová, T.,
Kucerová, L., Chudý, S., Neumeister, P., Plischke, J., Petrová, J., & Vyhnálková, P., 2015), or
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describe novices as belonging to a specific stage of teacher development in which they are
focused mainly inward on developing personal images of themselves as teachers (Kagan, 1992).
However, descriptions such as these can limit the ways new teachers are understood, supported,
or valued; and stage-based accounts of teacher development have come under criticism (Levin,
Hammer, and Coffey, 2009). In an attempt to avoid making a judgment about the skill or
developmental level of my participants, I have chosen to use the terms “new” or “beginning” art
teacher throughout this dissertation.
Postmodern Art and Art Education
According to Emery (2002), Postmodernism does not refer to a style or movement, but
rather a split from modernism. However, while postmodernism may have started with a
definition that implied the period after, a split from, or a position against modernism, a
constructive postmodern approach a does not necessarily mean a rejection of all that the
twentieth century had to offer, but an overlaying of a critical eye and language which
challenges the conventions of modernism, while picking over its tastier morsels and
revisiting all that modernism rejected (Hardy, 2009).
According to Hardy (2009) there are four main principles which underpin postmodernist visual
art:
1. The Little Narrative: Individual stories and symbols but within the context of a
cultural melting pot.
2. Iconoclasm: The value of artwork is explored and questioned and the accepted canon
is balanced with a socio-political regard for the place of women and non-western
practitioners in the history of art.
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3. Dialogue and Text: The meaning of art is explored through deconstruction, discourse
and the encouragement of multiple interpretations.
4. Eclecticism: The deliberate plucking of elements out of their original contexts and
bringing them together to form new aesthetic relationships and tensions are common
postmodern traits.
As a reflection of postmodern visual art practices and concerns, a postmodern art education does
not emphasize the modernist notion of the individual as expressing her/himself in a creative
manner that is free from social forces (Emery, 2002). Instead, a postmodern art education
understands individuals as being inextricably connected to, part of, influenced by, and makers of
the society and culture that surrounds them.
School Art
This phrase draws from Arthur Efland’s 1976 article “The School Art Style: A Functional
Analysis”, in which he attempted to discern why a specific style of school art had developed that
had little to no relation to art outside of schools. Throughout the dissertation, “school art” is
used both as means of simply describing art practices that take place in schools, and also to
suggest that “school art” has taken on a certain identity that has been formed within the relations
of schools themselves.
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Appendix A
Reviews of Effectiveness of New Teacher Induction and Mentoring
Author(s)
Title
Date
Type of Review
Focus
Shockley,
Out on a Limb:
2013 Qualitative meta- Impact and effectiveness of
Watlington,
The Efficacy of
analysis of 10
teacher induction programs in
and Felsher
Teacher Induction
empirical studies the United States; effective
in Secondary
elements of induction;
Schools
conditions of effective
induction programs; effects
on teacher motivation, job
satisfaction, and teacher
retention
Long,
Literature Review 2012 Literature Review Induction and mentoring in
McKenzieon Induction and
based on analysis relation to early career teacher
Robblee,
Mentoring Related
of 93 research
attrition and retention
Schaefer,
to Early Career
studies
Steeves,
Teacher Attrition
Wnuk,
and Retention
Pinnegar, and
Clandinin
Wang and
Mentor-Novice
2012 Systematic
Traditional mentoring
Fulton
Relationships and
review of four
relationships where
Learning to Teach
bodies of
experienced teacher is paired
in Teacher
empirical
with new teacher in first or
Induction: A
literature since
second year; literature on
Critical Review of
1995
mentor-novice relationships
Research
during induction that
influence the outcome and
process of novice teachers’
learning to teach
professionally
Ingersoll and The Impact of
2011 Critical review of Evaluative studies that
Strong
Induction and
15 empirical
provide evidence of effects of
Mentoring
studies
induction and mentoring on
Programs for
beginning teachers or their
Beginning
students
Teachers: A
Critical Review of
the Research
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Hobson,
Ashby,
Malderez, and
Tomlinson

Mentoring
Beginning
Teachers: What
We Know and
What We Don’t

2008

Review of
international
research literature

Mentoring of beginning or
early career phase teachers;
research related to nature,
effectiveness, advantages and
limitations of mentoring
support for beginning teachers

Wang, Odell,
and Schwille

Effects of Teacher
Induction on
Beginning
Teachers’
Teaching: A
Critical Review of
the Literature

2008

Literature review
including
empirical and
case studies,
program and
personal
descriptions and
literature reviews
and position
papers, 19972008

Induction programs in
relation to first year teachers’
learning to teach; evidence of
effects of induction on
teachers’ conceptual or
practice changes or students’
learning

Table 1. Reviews of Effectiveness of New Teacher Induction and Mentoring
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Appendix B
Selected Literature on New Teacher Identity, Socialization, and Resistance
Author(s)

Title

Beiler & Fink

Strengthening new
teacher agency through
holistic mentoring

2013

Self-study of holistic mentoring practices
with 4 secondary English student teachers

Akkerman &
Meijer

A dialogical approach
to conceptualizing
teacher
identity

2011

Redefines teacher identity according the
psychological theory of dialogical self

Cherubini

Reconciling the
tensions of new
teachers’ socialization
into school culture: A
review of the research

2009

Review of literature from 1969 to 2005

Keay

Being influenced or
being an influence:
New teachers’
induction
experiences

2009

Study of 2 new secondary PE teachers’
experiences during first five years of
teaching

Achinstein &
Ogawa

(In)fidelity: What the
resistance of new
teachers reveals about
professional principles
and prescriptive
educational policies
Contexts which shape
and reshape new
teachers’ identities: A
multi-perspective study

2006

Case study of two teachers who resisted a
mandated literacy program

2006

Study of a cohort of 14 new teachers during
their first two years of teaching

Developing novice
teachers as change
agents: Student teacher
placements "against the
grain"

2003

Study of 3 to 5 student teachers and their
guiding teachers over 2 years

Flores & Day

Lane,
LacefieldParachini, &
Isken

Date

Description

Table 2. Selected Literature on New Teacher Identity, Socialization, and Resistance
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Appendix C
Letter to Participants
Dear [participant],
Enclosed you will find some materials which I hope will inspire you to create a collection
of thoughts, sketches, images, or artifacts that stem from your teaching experience. By providing
you with these materials, I am not asking that you make complete artworks, but rather that you
take note of your experiences as a new teacher. Some potential modes of collecting might
include: writing, drawing/painting, collaging, placing objects/materials in envelopes or in the
box, taking photographs, or any other means that works for you. The goal of this endeavor is for
you to come to our first workshop in October with some physical reminders/reflections of your
teaching experiences since the beginning of the school year. In between each of the workshops,
you should continue to add to your collection. During our time together in the workshops, we
will be working with these visual/written/material artifacts for reflective purposes but also for
art-making.
As you begin collecting, consider how you might document the following:













significant experiences
concerns that you have
everyday experiences
student interactions
curricular thoughts/concerns
thoughts about student work
experiences with faculty and administration
experiences of the school environment
experiences with new teacher induction and/or mentoring
experiences with parents
experiences of the school community
and anything else that you wish to document!

Please be advised that any documentation of student artwork or photographs of students
must protect the identity of the students (no names associated with student artwork and no
faces of students in photographs).
I look forward to seeing you at Penn State in October and will continue to stay in touch via our
Facebook group!
Sincerely,
Christie
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Appendix D
New Art Teacher Workshop #1
Saturday, October 11, 2014
Tentative Agenda
1. Introductions
2. Developing our Group Commitments
“The human soul does not want to be fixed, it wants simply to be heard” (Palmer,
1998/2007, p. 156)
“The purpose is not to critique each other’s pedagogy, but to speak honestly from
our own experience and listen openly while others do the same.” (Palmer,
1998/2007)
3. Critical Moments:
 Tell us about a moment when things were going so well you knew you were born to
teach.
 Tell us about a moment when things were going so poorly, you wished you had never
been born.
“I have taught thousands of students, attended many seminars on teaching, watched
others teach, read about teaching, and reflected on my own experience. My stockpile
of methods is substantial. But when I walk into a new class, it is as if I am starting
over. My problems are perennial, familiar to all teachers. Still, they take me by
surprise, and my responses to them—though outwardly smother with each year—feel
almost as fumbling as they did when I was a novice.
After three decades of trying to learn my craft, every class comes down to this: my
students and I, face to face, engaged in an ancient and exacting exchange called
education. The techniques I have mastered do not disappear, but neither do they
suffice. Face to face with my students, only one resource is at my immediate
command: my identity, my selfhood, my sense of this “I” who teaches—without which
I have no sense of the “Thou” who learns.” (Palmer,1998/2007, p. 10)
4. Our goals for our time together:
 Not to fix each other or fix our teaching (perhaps you have a program for that in your
school system), but to spend some time thinking about who you are, your philosophy
and goals as a teacher, and how you negotiate these aspects of your [teaching]
identity within the reality of teaching.
 To think about the goals of a contemporary art education curriculum.
 To encourage you in the pursuit of self-authorship and freedom.
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o Marcia Baxter-Magolda (2001) defines self-authorship as “the capacity to
internally define [one’s] own beliefs, identity, and relationships” (p. xvii).
When a person reaches the final phase of self-authorship, they have achieved
an internal foundation which allows them to manage external influence rather
than be controlled by it.
o Within spaces of freedom, new teachers would be encouraged to interpret
lived situations, to name obstacles, to distance themselves from social realities
in order to imagine otherwise, and to participate in dialogue and solidarity
with others in order to broaden perspectives and effect transformation
(Greene, 1988).
We’re going to begin by attempting to reconnect a bit with who you are…
5. Autobiographical work: DID NOT HAVE TIME
 How did art education choose you? (How did you come to this field, but also what
makes it a part of who you are?)
 Try to remember your art classes as early as you can and think about what you
learned. Follow this line of thought through your school years and into college.
What do you remember about your art classes and what you learned? Based on
your experiences, when you think of the role “art teacher” in your mind, what
images are conjured up?
6. Teaching Philosophy DID NOT HAVE TIME
 What can you recall about the teaching philosophy you developed in your
undergraduate coursework?
 What did you learn about art education curriculum in the undergraduate program
that sticks with you today?
 Do you recall the visual representation you made for Art Ed 490? Can you
describe that representation and how it embodied your philosophy?
7. Share the documentation you brought in relation to your teaching experiences (e.g., photos,
artifacts, written reflections, etc.)
I’d like us to take an opportunity to lay all of the documentation out on the tables so that
we can view it as a group. Spend some time viewing the documentation and take note of
the following so that we can discuss your thoughts with the group: WE LAID OUT THE
DOCUMENTATION BUT DISCUSSED IN RELATION TO #8 INSTEAD OF THESE
QUESTIONS
 How does the representation of your own teaching experiences seen here relate to
both your autobiography and teaching philosophy developed in university? Are there
places where you note correspondence? Are there places where you note conflict?
Are there any surprises?
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What are some things you notice as you look at the documentation (yours and the
other group members’) as a whole? Are there similarities? Are there differences?
8. Excerpts from relevant articles/books.
In groups of 2 or 3…
 How do these readings relate to your understanding of your teaching experiences
so far and the documentation you have brought with you (as displayed on the
tables)?
 What are some factors that influence/impact your teaching?
 What are your feelings in relation to these readings and your experiences?
 Group your images according to some emergent themes
 Share with the group
9. Spend some time quietly reflecting on all that has taken place here so far and making some
notes in your sketchbook/journal. Consider the ways your experiences of teaching are related
to or connected with your autobiographies, university coursework, experiences of your
school context, and educational theories. Begin to develop areas of inquiry (questions,
concerns, wonderings, etc.) about these relationships that you might pursue through artmaking. How might some of your documentation be used as a starting point for your artmaking? WE DECIDED THIS WAS SOMETHING PARTICIPANTS COULD DO ON
THEIR OWN SINCE WE DIDN’T HAVE TIME
 Choose 5 (approximately) of your documentation artifacts to create a
storyboard/collage which develops a line of inquiry. Arrange the artifacts in a chosen
order on a material of your choice. Incorporate relevant text and images as you see
fit. Text and images could be your own, from the reading excerpts, from magazines,
etc. and can be added alongside, on top of, in layers, etc.
 Write a short curatorial statement of 200 words or less which describes the collection.
 Share with the group
10. How will your voice be heard?: Some artistic inspirations WILL DO NEXT TIME
 Explore the Pinterest sites on my Research Board
 Why have I chosen these artworks to share with you? What do these artworks have in
common? How might they relate to artworks we could create as a group?
 As we move forward into the next workshops, start thinking about how this group
might go about creating a final product(s) which makes your voices heard to a chosen
audience(s).
11. Start planning your own artistic exploration using a mixed-media collage or assemblage
process which draws upon or uses some of the documentation of teaching experiences in
addition to other imagery, text, etc. WILL DO NEXT TIME
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Again, consider the ways your experiences of teaching are related to or connected
with your autobiographies, university coursework, experiences of your school
context, and educational theories.
Plan to develop this line of art-making over the course of the year.
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Article Excerpts from Workshop #1
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Appendix E
New Art Teacher Workshop #2

Saturday, January 17, 2015
Tentative Agenda
Focus:
Ideal vs. Real and the Space “In-Between”
If your “real” is not your “ideal”, then why?
What forces are at play in your “real”?
What can be done?
1. Our goals for our time together (Review from first workshop):
 Not to fix each other or fix our teaching (perhaps you have a program for that in your
school system), but to spend some time thinking about who you are, your philosophy
and goals as a teacher, and how you negotiate these aspects of your [teaching]
identity within the reality of teaching.
 To think about the goals of a contemporary art education curriculum.
 To encourage you in the pursuit of self-authorship and freedom.
o Marcia Baxter-Magolda (2001) defines self-authorship as “the capacity to
internally define [one’s] own beliefs, identity, and relationships” (p. xvii).
When a person reaches the final phase of self-authorship, they have achieved
an internal foundation which allows them to manage external influence rather
than be controlled by it.
o Within spaces of freedom, new teachers would be encouraged to interpret
lived situations, to name obstacles, to distance themselves from social realities
in order to imagine otherwise, and to participate in dialogue and solidarity
with others in order to broaden perspectives and effect transformation
(Greene, 1988).
2. Philosophy of Art Education
Use index cards to write/draw your thoughts on the following questions:
 What makes good art curriculum?
 What is the purpose of art for your students?
 What are the enduring understandings you hope your students leave your class
with?
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3. Share the documentation you brought in relation to your teaching experiences (e.g., photos,
artifacts, written reflections, etc.). I will also provide the documentation that I have
(interview data, photos).
 How does the documentation fit into our philosophy of art education
web/conversation?
 Is your real different than your ideal?
 If so, why? What forces are at play in your “real”?
4. Spend some time writing your thoughts in relation to our discussion so far.
5. Break for lunch
Take a look at the articles I’ve printed for you.
6. What can be done?
 Explore the Pinterest sites on my Research Board
 Why have I chosen these artworks to share with you? What do these artworks
have in common? How might they relate to artworks we could create as a group?
 As we move forward into the next workshops, start thinking about how this group
might go about creating a final product(s) which makes your voices heard to a
chosen audience(s).
7. Start your artistic exploration
New Teacher Workshop #2 Follow-up
1) During the workshop we spent some time discussing your philosophies of art education
(present and past). Although I handed out the photographs and excerpts of interview
transcriptions, we didn’t fully have time to consider the following:
 View the documentation in relation to your philosophy (past and present)
 Is your real different than your ideal?
 If so, why? What forces are at play in your “real”?
 If your real and ideal are similar, why? What has helped you achieve your ideal?
2) A challenge to consider: Before our next workshop, or even my next one-on-one
meeting with you, consider pushing yourself to develop and implement a unit of
instruction that comes closer to your ideal.
 Consider your answers to these questions from the workshop:
o What makes good art curriculum?
o What is the purpose of art for your students?
o What are the enduring understandings you hope your students leave
your class with?
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Also consider your teaching philosophies and foundation from Penn State. Are
there some important curricular qualities that have become lost in the day-to-day
realities of teaching?

3) The group decided to create a collaborative artwork that could be part of an interactive
discussion with undergraduates in the Art Ed 401 and/or 489.
 We viewed some examples for inspiration
(http://www.pinterest.com/cahanawalt/research/),
 These are things we discussed to guide the art-making:
 Each of you will create your own individual work and when we meet again in April
the works will be combined and/or visually connected to create one piece
 The artwork should be about the highs and lows of your experience as a new teacher.
You should also consider the questions listed in number 1 – What forces are at play in
your real? For example, how do the following factors impact your experiences as a
new teacher:
o school and geographical context
o logistical challenges (art on a cart, classroom space, number of students, etc.)
o students
o administrators
o other teachers
o mentors
o evaluation
o relationships
o curriculum expectations
o standards
o value or lack of value for art in the school
o parents
o school duties/responsibilities
 The work will be mixed-media and will use a combination of image and text
 In terms of text, you may want to consider stories from your teaching experience,
quotes from your interviews, quotes from kids, etc.
 Images might include drawn/painted imagery, photos, photo transfers, appropriated
images, etc.
 As you create your art pieces, you should consider how the use of layers might add to
your message. Consider transparent or translucent layering, for example. How might
some areas be covered over, scratched through, partially hidden, blurred, etc.? How
might text overlay image or image overlay text?
o See visual journal examples http://www.pinterest.com/arted303/visualjournal-examples/
4) When we meet in April:
 We will combine the 6 artworks visually.
 Art Ed 401 students will come for a portion of our workshop time and you will
engage in dialogue with them about your work. You will ask them to look for
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connections they see between the six pieces and to use string to mark those
connections visually.
The work will be installed (hopefully in the Visual Arts Building near the Zoller
Gallery) and we will invite others to interact with the work by adding their own
reflections/connections (adding pieces, stringing connections, etc.). The work will
be on display for the Saturday Art School Show

5) We decided on the following dates to share progress on your individual artworks:
 Feb. 17
 March 17
 April 17 (?)
Perhaps the easiest way to share your progress would be to post images on our Facebook group
message board.
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Appendix F
New Art Teacher Workshop #3
Saturday, April 25, 2015
12pm
Tentative Agenda
Reflections on the First (or Second) Year of Teaching:
Highs, Lows, and a Vision for the Future
11:30-12:15

Lunch and photos

12:15pm
1. Our goals for our time together (Review from previous workshops):
 Not to fix each other or fix our teaching (perhaps you have a program for that in your
school system), but to spend some time thinking about who you are, your philosophy
and goals as a teacher, and how you negotiate these aspects of your [teaching]
identity within the reality of teaching.
 To think about the goals of a contemporary art education curriculum.
 To encourage you in the pursuit of self-authorship and freedom.
o Marcia Baxter-Magolda (2001) defines self-authorship as “the capacity to
internally define [one’s] own beliefs, identity, and relationships” (p. xvii).
When a person reaches the final phase of self-authorship, they have achieved
an internal foundation which allows them to manage external influence rather
than be controlled by it.
o Within spaces of freedom, new teachers would be encouraged to interpret
lived situations, to name obstacles, to distance themselves from social realities
in order to imagine otherwise, and to participate in dialogue and solidarity
with others in order to broaden perspectives and effect transformation
(Greene, 1988).
2. Hang artwork on Display Screens
 Discuss artworks
 Make connections and decide how others will interact with the work
 Develop a statement to post with the work
 Establish goals for dialogue with Pre-Service Teachers
2:00pm
3. Dialogue with Pre-Service Teachers
 Pre-Service introductions and sharing of unit plans or Saturday School work
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New Teacher introductions
Sharing of Artwork and Dialogue about the following questions:
o How is it possible to implement art education theory and practices learned as a
PSU undergraduate?
o What are your goals as an art educator?
o How is your teaching of art different from the kind of art education you
experienced in K-12 schooling?
o In the realities of teaching, is it possible to resist the temptation to return to a
modernist form of art education, focused on things like: the Elements and
Principles of Art; white, European, male artists; a DBAE approach which seeks to
replicate the styles of artists, etc.?
o What barriers do you face to the implementation of your vision for art education?
Interactions with the artwork
Dialogue/Q&A

3:30pm
4. Reflections
 Visions of Art Education (philosophers, curriculum theorists)
 Look at documentation gathered over the course of this year and reflect on your
experiences
o What are 3 areas of strength from this year that you want to remember moving
forward? How can you expand on these strengths?
o What are 3 areas for improvement that you want to remember moving
forward? What changes can you make?
 Discuss experiences of participating in this group:
o The workshops
o The one-on-one visits
o The art-making
 How would you define your sense of self-authorship? Has this group made a
difference? Are there other people or groups that aid your journey toward selfauthorship? How could a group like this make more of a difference?
 Has this group provided a space of “freedom”? Do you have other spaces that foster
“freedom”? How could a group like this create an even stronger space of “freedom”?
 As a new teacher, what kind of support would you wish to have from the university?
How would this support be different from what your schools provide?
 Moving forward…
o Staying in touch?
o Further participation?
5. Finishing touches on exhibit if needed.
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Appendix G
Consent for Research
The Pennsylvania State University
Title of Project: Critical Visual Narrative as a Methodology for Supporting New Art Teachers
Principal Investigator: Christina Hanawalt
Address: 1311 Curtin St., State College, PA, 16803
Telephone Number: 717-991-1153 (cell), 814-826-2253 (landline)
Advisor: Christine Thompson, Ph. D.
Advisor Telephone Number: (814)863-7311
Subject’s Printed Name: _____________________________
We are asking you to be in a research study. This form gives you information about the
research.
Whether or not you take part is up to you. You can choose not to take part. You can agree
to take part and later change your mind. Your decision will not be held against you.
Please ask questions about anything that is unclear to you and take your time to make your
choice.

1. Why is this research study being done?
You are being asked to participate in this research because of your position as an art teacher in
the first three years of teaching and your status as a graduate of the Penn State Art Education
program within the last four years.
This research is being done to consider the potential for a process of critical visual narrative in
dialogue with peers and a mentor as a methodology for supporting new art teachers, especially in
relation to implementation of contemporary theories of art education curriculum.
Approximately 6 people will take part in this research study in the states of
Pennsylvania and Maryland.
2. What will happen in this research study?
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1) Participation will involve three workshops at Penn State over the course of the 2014-2015
school-year. Tentative workshop dates are scheduled for: October 11th, January 17th
(snow date February 7th), and April 25th.
2) In between the workshops, the principal investigator will visit each participant in their
respective location to have one-on-one conversations and follow up on visual narrative
pursuits.
3) At the completion of the study, participants will be asked to reflect on their experiences
of participation in the research.
Study Procedures
Before the first workshop at Penn State:
Create a collection of thoughts, sketches, images, or artifacts that stem from your teaching
experience. Some potential modes of collecting might include: writing, drawing/painting,
collaging, placing objects/materials in envelopes or in the box, taking photographs, or any
other means that works for you. Please be advised that any documentation of student
artwork or photographs of students must protect the identity of the students (no names
associated with student artwork and no faces of students in photographs). In addition, the
researcher will request parental permission for the use of images of student work. Only work
by students whose parents have signed the consent form will be considered for discussion in
the workshops.

During the first workshop at Penn State:











Develop norms for the workshop environment
Share in dialogue
Participate in autobiographical work in order to recall prior experiences in art education
Discuss teaching philosophies as developed in university coursework
Consider the material documentation and memories of teaching experiences in relation to
autobiographies and teaching philosophies developed in university
Consider the material documentation and memory of teaching experiences in relation to
excerpts from educational theory texts
Spend time in quiet reflection
Create visual narratives of teaching experiences by using a mixed-media collage or
assemblage process which draws upon or uses some of the documentation of teaching
experiences in addition to other imagery, text, etc. The goal being to consider the ways
experiences of teaching are related to or connected with autobiographies, university
coursework, experiences of school context, and educational theories.
Share in dialogue during art-making and about art-making
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Develop an idea for a final product to be created from the visual narratives of the group
(e.g. a book, a virtual gallery, etc.) with an audience and purpose in mind.

Workshops 2 and 3
The second and third workshops will be very similar to the first workshop; however, the
experience of the first workshop and input from participants will be taken into consideration
when planning the subsequent workshops.

In Between Workshops
 Continue to collect documentation of teaching experiences
 Continue work on visual narratives if desired

One-on-one Visits
 Discuss teaching experiences and reflect on experiences in the workshops

Upon Completion of the Workshops and One-on-one visits:
 Reflect on experiences of the workshops and one-on-one visits
 In the event that the researcher would like to continue this research beyond this initial
study, you may be contacted about your interest in further participation.

3. What are the risks and possible discomforts from being in this research study?




In terms of the study itself, there should not be physical or emotional risks of participating in
this research beyond those which would likely be experienced in group dialogue or one-onone interviews.
There is a risk of loss of confidentiality if your information or your identity is obtained by
someone other than the investigators, but precautions will be taken to prevent this from
happening.
In addition, the study will require participants to drive to workshops and one-on-one
meetings and therefore the risks normally associated with driving will be present.

4) What are the possible benefits from being in this research study?
4a. What are the possible benefits to you?
This study is intended to be a form of support during the new teacher experience by
providing a community of peers and a mentor to assist in the pursuit of personal and
professional goals in relation to your role as an art teacher.
4b. What are the possible benefits to others?
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There is potential for this study to aid in the implementation of contemporary theories of art
education and have a positive impact on students. In addition, the support of new teachers
will hopefully encourage a commitment to teaching and aid in teacher retention.
5. What other options are available instead of being in this research study?
You may decide not to participate in this research.
6. How long will you take part in this research study?
If you agree to take part, it will take you about one school year to complete this research
study. You will be asked to attend three workshops at Penn State and work with the
researcher to arrange two one-on-one visits.
7. How will your privacy and confidentiality be protected if you decide to take part in this
research study?
Pseudonyms will be used for the labeling and storage of all data.
Forms of Data Collection:




group discussions and one-on-one interviews will be recorded either in video or audio
form
photographs will be taken or scans made of artifacts which are relevant to this research
study
text and images posted in on-line spaces specific to this study (such as email or our
Facebook group) may be considered as data for the research

Data will be archived for use in the researcher’s future research projects. Efforts will be made
to limit the use and sharing of your personal research information to people who have a need to
review this information.



A list that matches your name with your code number will be kept in a locked file in the
principal investigator’s home or a password protected file on the principal investigator’s
personal computer.
Your research records (including recordings, photographs, artifacts, etc) will be labeled with
a pseudonym of your choosing and will be kept in a locked file in the principal
investigator’s home or a password protected file on the principal investigator’s personal
computer.

In the event of any publication or presentation resulting from the research, no personally
identifiable information will be shared.
We will do our best to keep your participation in this research study confidential to the extent
permitted by law. However, it is possible that other people may find out about your participation
in this research study. For example, the following people/groups may check and copy records
about this research.
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The Office for Human Research Protections in the U. S. Department of Health and
Human Services
The Institutional Review Board (a committee that reviews and approves research
studies) and
The Office for Research Protections.

Some of these records could contain information that personally identifies you. Reasonable
efforts will be made to keep the personal information in your research record private. However,
absolute confidentiality cannot be guaranteed.
8. What are the costs of taking part in this research study?
8a. What will you have to pay for if you take part in this research study?
Participants will need to pay for gas to get to and from workshops/meetings.
8b. What happens if you are injured as a result of taking part in this research study?
In the unlikely event you become injured as a result of your participation in this study,
medical care is available. It is the policy of this institution to provide neither financial
compensation nor free medical treatment for research-related injury. By signing this
document, you are not waiving any rights that you have against The Pennsylvania State
University for injury resulting from negligence of the University or its investigators.
9. Will you be paid or receive credit to take part in this research study?
Non-monetary compensation in the form of art materials will be provided.
10. Who is paying for this research study?
There is currently no funding for this study.
11. What are your rights if you take part in this research study?
Taking part in this research study is voluntary.
 You do not have to be in this research.
 If you choose to be in this research, you have the right to stop at any time.
 If you decide not to be in this research or if you decide to stop at a later date, there will
be no penalty or loss of benefits to which you are entitled.
If you decide to leave the research, contact the investigator so that the investigator can discuss
use of data already collected.
The person in charge of the research study or the sponsor can remove you from the research
study without your approval. Harm to other participants would be a possible reason for
removal.
During the course of the research you will be provided with any new information that may
affect your health, welfare or your decision to continue participating in this research.
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12. If you have questions or concerns about this research study, whom should you call?
Please call the head of the research study (principal investigator), Christina Hanawalt at
(717)991-1153 if you:



Have questions, complaints or concerns about the research.
Believe you may have been harmed by being in the research study.

You may also contact the Office for Research Protections at (814) 865-1775,
ORProtections@psu.edu if you:
 Have questions regarding your rights as a person in a research study.
 Have concerns or general questions about the research.
 You may also call this number if you cannot reach the research team or wish to talk to
someone else about any concerns related to the research.
INFORMED CONSENT TO TAKE PART IN RESEARCH
Signature of Person Obtaining Informed Consent
Your signature below means that you have explained the research to the subject or subject
representative and have answered any questions he/she has about the research.
______________________________
_________
________________
Signature of person who explained this research
Date
Printed Name
(Only approved investigators for this research may explain the research and obtain informed
consent.)
Signature of Person Giving Informed Consent
Before making the decision about being in this research you should have:
 Discussed this research study with an investigator,
 Read the information in this form, and
 Had the opportunity to ask any questions you may have.
Your signature below means that you have received this information, have asked the questions you
currently have about the research and those questions have been answered. You will receive a copy
of the signed and dated form to keep for future reference.
Signature of Subject
By signing this consent form, you indicate that you voluntarily choose to be in this research and
agree to allow your information to be used and shared as described above.
___________________________
Signature of Subject

__________
Date

________________
Printed Name
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New Art Teacher Data Collages
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