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Abstract
[y ’ ) ’ ‘ [N ,
This stud& explores the guestions What 1s the process one ung -

‘

goes 1n becoming a teacher? What 1s 1t like to be a student teacher?
What does 1t mean to be a student teacher? Through the methods of- | v
existential phenomego]ogy and hermeneutical philosophy, the gxperwence

- Y - ¥

-

of three student teache!s as they partieipate in a program of art = -
. 1 .

l teacher education 1s unfolded, revealed end interpreted What beb1ns } ‘ //\\

as an attempt to describe tha.grocess of becoming a teacher shifts to
dwelling n the phenomenon oc/5e1ng a student teacher. Life- wortd
descriptions based on 1interview data are constructed 3pd then ahalyzed

themat1ca11y The major themes considered are the student teacher's

1}
conception of teachers and students, the student teacher and the artist-

teacher d11emma, and the student teacher s movement to se]f—awareness
It apgears that®an important and vital part of becoming a teacher is
being a student teacher‘wh1ch 1nvoles subjective beings existing in ,
relations loaded with contingencies. Among pther things, being a stu-"
dent teacher means making a commltmeht to making a commitment to .
teach.- It also peans entering a series of dialectical relationships

the relation of the 1ndividual self AE person toethe se1f as teacher,

]

the relation of the teacner to the students; and for the art educator,

the relation of the artist role to the t@cher role. The study con-

b—

siders, 1mplications for andwpossible applications to theohy and pwac- . \;_

tice 1n teacher education raised by the findings and by the method.
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~ . INTRODUCTION

-
.

~

to be a student teacher? What does 1t mean.tb be.a student teacher?

~

What 15 the*z;fcess one undergoes n becoming a teacher?

1 feel t

«

at 1t 1s q part of my own process of becod?ng and be1ng

an artist and an educator that 1 am concerned about askeng such ques-
e e . \

tiens. It 15 assobering thought that at - e age of forty, I look . °

back and realize that eagh year since the §§e of five, I have been

1nv01ved n formal educatgon either as a stOdent or as a teacher,

!
~ 7 wSince my seconq year of un1vers1ty, I have had a e]atlonsh1p with

’

ki
“

student teaching, either as a student teacher,, a cooperating (gr )

L}

sponsor) teacher, or as a unfverg;ty or co]ﬁege faculty superyisor.

I have‘exper1enced student teaching fgom the 1ns1de,'thé outside and

the edge., Like ﬁ%st téqfhers of teachers, my prroach has been 1in-

% L1

. tuitive with t?e content’ heing based 1n my subJect d1sc1p11ne and

\

my own teach1ng and personal exper1ences. L1kq student teachers and

4

teachers, teacher educators tend to teach the way they were taught

Rarely does a professor of education’ study tq be a teacher educator
It 1s just something one does, It also sznhs.to be.rar; for teacher
edutators to inquire Tﬂtq‘the'prodgss that thewr'studénts are‘uﬁder-

going. .

.~ Perhaps I am interested in "process" because I am an art educa-

w

tor*and an artist. Who 1 am certainly influences the questions I ask

\

and the way I seek answers to them. As an art educator, the notion
of process has been a csﬁbna
abqut teaching. Even as a student teacher, I was well aware of the

process versus prdéduct controversy, a perenmial debate 1in the field

-
-

This study asks the seemingly simple questions’ What 1s 1t like*

/1 concern of my teaching and my th;nﬁ%ng

L
.

t o
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_of education (Kaufman, 1966, p. 89). However, I fa11edﬂ6& see why.

at had'to be ong or- the other. Were not both important? Were they

not part of the same .continuum? Jould ot one have a destination and
y :

\

at the same .t1r;ne savour the view .a1ong the way? The product, the.
\}

finished drawing was something I admired as an adolescent, but I W/(

i

also sensed the joy of the mgking. As a s?hdent and beginning teach-

er, | realized the mmportance to the learners of the process--the
R

importance of the gettrﬁg there. This was'probab]y the time when the

T. -

_word "experience" became a central one 1n my vocabulary. Dewey's .

Qh11osophy relatiing art to ékper1ence’ﬂmd expérrence)to educataon,
whle iny partly understood, was appea11ng.‘ ead'§ vision of educa-

t1on as .the fostering of growth and 1ts cultivation through modes of

[ 4

expression, t t.1s, art, was 1nsp1r1n§ (Pea}se, 1965).
h school- art teacher, I was a juggler, balancing the

As a h

poles of artlst\and teacher while walking theﬂtlghtrope of procéss

g

and product. 'I came to real?ge, as I wrpte 1n my Masters of Arts

~

thesL§¢ that ™experience 1tself can be art" (Pearse, 1969, p 71)

I felt ;ﬁﬁt art-mak1ngdwas\éssent1a11y a sensory experience and that .

an unﬁer§g§nd1n%%of and'1ntegrat1on of the senses was essential for
an art education curr1cdlum Influenced by Marshall McLuhan and the
huma; potent1a1{£1es movement of the late 1960's and early 1970's, I
wanted art making and teaching to be a multi-sensory affa;r. [ was
alsa very 1mpressed with Abraham Maslow's not1oq of self-actualiza-
tian, wh1ch seeged the ultimate educational goal, and Martin Buber's
notion-of the I-Thou relationship, which seemed the 1deal teaching-

learning model. I was also fascinated by and attracted to oriental

philosophies, especially Zen, with 1ts playful, yet profound sense



of the paraaox1cal. ‘ ‘ v

As an artist- I have certainly been interested 1n précesses,
initially as methods_or techniques for‘creat;ng parhtings or prints
and Tater as$‘subject matter or coqtent. Early abstracg'works used -

shapes, colours, and textures to explore-1mages of metamorphosis or
<«

Ehinge The process‘of applying pawrnt to cenvﬁélpr texture to plate
was clearly a concern, but subject matter like §h1ft1ng‘1andf0ﬁhs,
ergd1ﬂg\rocks,1nodu1ating T1ines, and transforming colours per§1stedv
In 1970, I was introduced to conceptual art. Here the 1dea or con-
cept of the ‘art work became central. The visual became rQ§1dua1.-
The concept, the system; the ﬁrocess*preva11ed The fact that much

concept art, particularly the work of Carl Andre and Sol Lew1t,

t

resembled Tesson plans was not lost on me. 1 wfpte in.a notebook
from that time

conceptual art )
, 15 +about ’ *

making )

real

lesson plans

both

are about process
and processes .
and systems L

the prodpct

1s but one part

(the final part)

of the process .
the documentation

of the process

canh be the product . ¢-

T e
I noted that 1n bgth conceptual art{ pieces and lesson plans the
structure is clearly laid out, but within that structure there are

allowances for variations determined by changing, 1ndividualized

(4

T f e
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conditions. Here was an approach to art, a stance, a methodology

—y

with which I felt very cquortab1e. No 1onger di1d"I féel that [ was
doing a juggling act with my.art and my téach1ng. i always felt the¥
were complemeq;iry activities, the one emhancing or nourishing the
other,Abut‘now they seemed integrated. My teaching was concerned

" -
f

with 1nitiating changes, in learners and my art 1in‘sometimes initiat- .

1ng but always observing and describidg changes 1n materials or ;n— Tt
v1ronﬁénta1 phenomena. One art piece involved shaping clay letters

to spell ART and‘ihen photographfng Ehese unfired Q?Jects over a
perwod‘bf a week documenting the changes they went through. Others
docdmen%ed, through colour photographs, thelgas stations visited on

a trip from Montreal to Vancouvgr and the skies encountered on the
return trip (Gopnik and Gopnik, 1971, pp. 61-62). The culmnation of
thas pHotodocumentary art was a series titled "Lukas Eve}y Day fd;‘
Thege Years" (i973). -1 photographed %y son everydiy from birth to age
Ibree years, combining my interest in v1suél art, change, browth,
development, children, and education. A [og1ca{ step ‘1n’'th1s pro-

. @

gression was a 16mm f1lm, ca}led Five Kids and Their Pictures (1979)

that shows how fiva children, aged four to seven, have grown and
developed, by using 1mages of them and by them. Pictures made by

each child, from first scribbles to present paintings and drawings,

atre juxtapll'ﬁ with family snaﬁghots and.home movies that record the
ch1ld's growth and home environment. The film reveals that all of the
ch1}dren pass through common, recognizable developmental stages in . !
theyé'p1cture making, while at the same time each chi11ld deve]ops
1mages-and app;oaches that are unique and individual. ’ z

When the time to undertake doctoral studies arrived, 1t followed

S

%""“’fﬁ}fﬁ"ﬂs—q
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that I wou1d combine my profess1ona1 1nvolvement in teacher education o .

4

D
b w1th my perennial mterest in grdwth cHange and ‘becoming. , I beheveP
- L e R Y p
. that this 1interest’is more a predrlectlon,than1! consciously articu-_ o ‘e

lated, and chosen themes “Similarly, I think my leaning towérds’a

phenomeno]og1ca11y—based research methodo1ogy was Tess a cons$1qy§ g . \ "
. . .
ch01ce (and I hope not a case of bandwagon jumping), but more a
T e .
stance and perspect1ve to wh1ch I was pred1sposed It appears that &

I have been "doing phenomeno]ogy" in my “art mak1ng, filmmaking and d .
. even teach1ng years before I heard the word. i ’ v S ——

. - N ~

The purpose of these b1og?aph1ca1 a]Tus1on5 hps been to-p?8v1de N

. ‘ a context for the study and to show how 1t has grown{jlgp, and 1s

¢ e * . n ’ {
related to, my evolving interésts. Allport points out that " . . . 1t. %

' -
A
~

A
1s by reflecting upon the factors th&t seem vital in our own exper- N

1ence of becoming that we identify”the 1ssues that are 1mpd?tantﬁ 4 e

(Al1port, 1955, p. 100). Merepver, since my research approach™s- - .
VY " based on the premise that the researcher's subjectivity and histor: e
s .. v . -
. 1city are 1ntegra1 to the study, it 13 essent1a1 that I reveal my . '

perspect1ve, my biases, my prejudices. Since I am a partner 1n the

o . “ .
d1alogue that ensues, my perspective must be acknowledged, 1f only °

. %meﬂy.' ' | Lo ‘J’ -

The philosophical and theoretical facets which will be revea]ed
in the next four chapZers must be seen.in relat;on to the s;tuat1an-
al facets of the context: \Ihe situation in wh1eh I am 1mmer5ed . and
have been for several';ears, 1s-the teacher education program of the

*Nova Scotia College of Art and Design 1n_Halifax, Nova Scot1ia,
. Canada, where in a taken-for-granted maﬁ%er, [ have observed numer- L J
ous students progress through the two-year (or more) program and

#

»
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v

tr;nsform fraﬁﬁstudqnts to teachers. Obviously the program was con-
sctously and rationally planned to make the progression a meaningful
B ‘seqyence'of gvents and experiences But what was 1t that thé stu-
dents were experiencing? ‘what were the students' subjective

realities of the process ‘of becoming a teacher? How could I find out? -

el
¥

What mplitations woudd .that understandiﬁg have for our program 1n

part1cu1§r_ana teacher educatidn 1n general?

; N

.:3/ £ The Nova Scotia College of Art and Design is a relatively small
(fous hundred'and fifty studenfg) degree-granting {nst1tut1on housed
n restored historic buildings ;n downtown Halifax. Among the pro-
grams that the College offers are the B.A. and B.F.A."in Art Educa-
tionldegrées whach are usually taken n four years or eight semes-
. iers. Graduates-are certified to teach ig the province's schools.
N Approximately forty undergraduate students are studying 1n the Art
* :Educat1on Division of the College at any time. Nitb a faculty of
\ » f1;e, classes are small and the atmosphere informal. The art educa-
- . ) tion program cons1st!>f four core courses (In}:rf)ductory Art ’
et e T é60cat10n, Student‘T ;h1ng [, Student Teach1ﬁ§‘11, Advanced Student
“\ _feach1ng) taken 1n sebarate semesters, plus selected elective courses
- B on special topics 1n art education to a total of thirty-two credits.
v~ The remdining one- hundred and two credits consists of academ}c, fine
e art ‘or craft studio, and art history courses. The purpose of this-
study 1s to follow three students through this program in an in-
h ) degﬁh manner 1n order tb try to reveal the process.

’ [

P
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. ,‘,‘ *
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Chapter 1
" THE PROBLEM
TOWARDS AN ONTOLOGY OF TEACHER EDUCATION °

This study intends to unfold and reveal the students' subjec-
tive experience of the process of participating 1n & program of
tgacher education, the beginping phase 1n the 11fe-long process of

becoming a teacher. Although the raison-d'etre of colleges of educa-

ffgn and teacher-education programs 1s ostensibly to help stu&g;ts
become teachers, these institutions seem to place greater emphasis®on
teaching subject maﬁfer, content, strategies, techniques, gnd"1earn-
ng theories than gpey do on helping tﬁe 1ndividual reflexively
underspand the proéess and experience of becoming a teacher. The
emphasis 1s &n techn1e§1 control and objectivity, 1n spite of (or
maybe because of) the fact that classrooms are complex, ambiguous,
and inter-subjective environments. As Philip Jackson put-1t,4'the9

teacher 1n his decisions and actions must be content with

doing not what he knows 1s right, but what he thinks o; feels 15 the

¢

most appro§r1ate action 1; a particular situation. “In short, he aust
play 1t By,ear“ (Jackson, 1968, p.”167) Such a statement 1s meant
not to deprecate the ability or even tﬁé'qual1ty of the professidnal
education af tée teacher; but to‘underline .the innate Eontlngency of
classroom 11fe 1n which total "preparation”, "control”, or "competen-
cy" 1s an unrealistic and unattainable goal. Unwittingly, Jackson
makes a point for intuitive, s1tyation-based knowledge.

The empirical 11terature'y1e1ds a disturbing

conclusion about the experience of learning to

teach., Becoming a teacher 1s complex, stressful,

intimate and largely covert, but in accomplishing
th1s demanding task teachers do.not feel helped



Kk

- by teacher education. What laymen, legislators,
and education students have been claiming for
. decades may be true teacher education 1s ortho-
{ gonal to the teacher. (Fuller-and Brown, 1975,

AN pp. 25-52)

« This judgment 1s echoed by Cassivi and Vaughn 1n their study,
H »" »
4 The Attitudes of Teachers Towards Teacher Education i1n the Province

-
¢
-

of Nova Scobtia. They conclude . .
® that apparently the classroom performance of
teachers 1s little affected after the first year
R or two 1n the profession, by what has been taught
during training There 1s a wide gap between
~ teacher education and teacher behaviour. (Cassivi
‘ and Vaughn, 1970, p 206)

The essence of the dilemma of teacher education 11es not 1n the
content or structure of teacher educaﬁ*dﬁ’programs, or 1n some in-

herent flaw 1n the whgle notion of pre-service education for teachers,

-

but rather 1n the orientation and perspective from which the education

of teache;s 15 viewed and the ground upon which 1t 1s rooted. Many
contemporary educators, particularly in the area Q% curriculum (Aoki,
1978, Eisner, 1979, Van Manén, 1979) feel that there has been an
over-dependency on educational 1deologies based on technical contro]

(4 .

and instrumentalist attltudes.ﬁ\mé\cﬁve becoh? victims of the tendency
o

to conceive and evaluate educational programs from models based on the

physical sciences and cost-accountability and product-efficiency cri-
teria. Human beings exist 1n an 1nfinmitely rich "lived-world" with a
vast variety of attitudes, yet teacher education 1s dominated by an

impoverished system of meanings revealed by the one attitude of the
) .

scientist. Teachers cannot be "prepared" 11ke McDonald hamburgers, :

a classroom 1s not a metaphor of a fast-food franchise. How then can i
teachers be helped by teacher education?

teacher education programs must concern themselves

.y



.10

with persons rather than competencies. It means
that the i1ndividualizatron of instfuction we have
sought for the public schools must be anpiied to
these programs as well. It calls for the pro-
duction of creative individuals, capable of shift-
" 1ng and changing %o meet the, demands and opportuni-

ti1es-afforded to dai1ly tasks. Such a teacher will

' not ?ehave n a set way (Coombs, et al, 1974,

2 p 9

L]

The creation of a more helpful and realistic teacher education

15 not swmply a question of competency-based versus humif15t1q-based

) .

education This complex problem requires an equally complex approach

It can begin simply enough by shifting the emphasis 1n teacher educa-

tion from education in the abstract, to the teacher as a person L.
A.,Re;d poihts out that . '
. the very 1deas, the theories which affect

the practice, are discovered finally through .

personal 1nvolvemént. The person 1s 1nvolved

from beginning to end. (Reid, 1965, p 95)

/khe focus then, 1s on the teacher at either ppe pre-service or
the -in-service phase of his or heg becoming What 15 required 1s a
S

shift in th1nk1ng{from teaching as doing to teaching as being (Cun-
n1ngham;'1979, p. 1) The teacher 1s seen then as a unique self, an
existential being, situated in a partﬁcukar 11fe-world and 1nvolved
in inter-subjective relations with others. These relationships are

laden with meaning and value--not always conscious. Maxine Greene,

1n Landscapes of Learning, calls for teacher.educators fo encourage

“1n ihe1r students this kind of self-reflexiveness, to think about
their own actions, their own thinking, and to reflect upon their own
reflecting. She continues*

I am concerned as well with emabling 1ndi1viduals

to reflect upon their own lived Tives and the Tiyes

they lead 1n common with one another, not merelylas »

professionals or professionals-to-be, but as hugan
-

-

-
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beings participating 1n a shared reality.
(Greene, 1979, p. 55)

N hd 4

"Man" says Merleau-Ponty (but he could be referr1ng'spec1f1cally
to a learner-teacher), 1s " . : . équemned to meap1ﬁg"&£MErleadl
Ponty, 1962, p. xix). Teacher educators would be in a better posi-
tion to help their students, who are to become teachers: to’be self-
critical and se]f—ref]ectQVe 1f we had access & phengmenological
portrayals of "becoming" teachers encountering their emerging 11iq;
-worlds. Th1sAstudy attempts such portrayals.

#hat does one experience 1n‘becoming a teacher? My own expe;1;°
ence and those I have observed, witnessed, and participated rn wath

g my art education studemts $érge~and mingle. There 15 the first un-
steady decision "to go 1nto teaching". ""Is this what I reai{y want?
Is this good eq?ugh for me? Haven't, I spent enough of my 11fe in
schools? But I guess f ]1ke.k1ds_and working with people, and the
idea of teaching someth1ng-1-rea11y 1bve7—art--1s very appea]1n§ "
“But", says alter égo, "are yoJ saying that becéuse you tﬁink.you
can't make a 1i1ving.as an artist? Is this another one af your middle
class compromises?"” "But I really think I'can combine a love of art
and an 1n¥erest 1n teaching, at least I can paint during the long
h211days. I'11 be a useful member of society." These and many other
thoughts, hopes, E?ars and fantasies taunt the becom1né teacher once
that first decision 1s made. "Then come the courses; the theoretical

ones—-1nterestingf but whén do I get to teach? The pedagogical

methods--am I really going to need to use all this stuff? The aca-

demics--but I really want to teach 3ittle kids: The student teaching--

quick, show me how to write a lesson plan!”

1

Becoming a teacher must be something 1ike Beittel's evocation of

¢ <
-

4
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the being and begoming of the‘a:}1st andythe lover. It 1s a movement
or transcendence 1n a domain in which everything must be learned at
once 1n sodet@;ng that canéot be tauébt (Beittel, 1977, p. 112). It
15 a long slow process. No matter whether the program lasts four
years or ten montﬁs, 1t seems interminable hecause 1} tends to look
bey:;d itse]f—-1n%o the future. It 1s always preparation for some-
thing. I'm always }ook1ng to the day i can be a "real" teacher? Do
I stop "becoming" then? L .

+ The question of what 1t 15 to bécome and to be a teaghe} mergé§\
with the more fundamental ontological questions  “What 1s the sig-
mficance of being human?" "What 1s the significance offbeing’"
"dhat 15 1t tg be?" Existentialist wr1tersll1ke He1degger,¢§artre
and yarcel, write about "being there {ﬁ the world‘, "Tearning to be",
or "having one's being-to-be" as being descriptive of humah ex1stence
as 1t appears 1n the lived-world. Human existence 1s "not ‘yet", s16ce
it 1s lacking the kind of substantive coﬁient in 1ts futural, warldly

nsions that could lake this responsibility away with {t. To be
human 1s to be always unfinished One has to be this being tha# he
or she is not yet. Human being 1s, for Heidegger, "primarily possi- -
bilaty" (Heidegger, 1967, p. 143). Vandenberg notes th§t the "not
yet" 1s an essential characteristic of being a child and that "
the appearance of the child as a not-yet 1s a 'special case of.the
general case' of thé appearance of man as a not-ygt" (Vandenberg,
1974, p 209). {he "becoming" teacher 1s another special case of not-
yet, of the “having to be" of becoming educated as a teacher. Just
as human existenge 1s 1n’a state of constant becoming and 1ts "yet-

ness'snever arrives, the becoming teacher never "becomes", but reaches

’
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another plateau of being. In this case, I am looking at the student

teacher as 1nhabiting a plateau of being. ) ’ .
A student teacher shou]thn\ggnsidered not as a potential teacher,
but 1n Sartre's terms, a "being-in-itself" (Sartre, 1974). -

© Being-1n-itself cannot 'be potentiality' or 'have
potentialities'. In 1tself 1t 1s what it 1s--1n
the absolute plenitude of 1ts 1dentity. The cloud
1s not 'petential.rain'; 1t 1s, 1ntself, a cer-
tain quantity of water vapor, which at a given
temperature and under a given pressure is strictly
what 1t 1s  The in-1tself 1s actuaPity. (Sartre,
197, p. 74) . .
I intend to shew 1n this study how a student teacher can be seen ‘
as being-in-1tself rather than as a possibility of being a teacher. //////T”
Student teachers are what they are and have 1dentities. [ attempt to
reveal that i1dentity through describing the mode of being of being a
student teacher. -
What 1s 1t to be a student teacher? It 1S by 1ts very nature a ﬁ—7>
dual role. - One enters into a kind of hyphenated existence, both a
student and a teacher. It 1s a continuum or sliding scale, beginning
with being more a student and ending (if 1t can be said to end) with
being more a teacher. A student teacher can also be seen as a student
of teaching. The task is to learn about teaching or how to teach. It
can be seen as 1ndeed a task--something one learns about, or "how to
do", from the outside. The tendency has been to look at teaching as \
something one does, or has done to one, rather than as a mode of .
“being. While one may cease to be a student teacher by some adminis-
trative criteria and become a teacher by others, the point at which
one has completed the Jacocess of becoming a teacher™is much Tess

.

clear. Indeed, 1n a certain sense, a teacher 1s always becoming 1n

'S

that becoming, is bringing-1into-being. -
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“Teacher\educat1qn,has aevelvped as a tEa1n1n§ entérprise&fo
‘prepare” teachers, or to study how a student becomes a teacher,-or
how we can effect1g;]y and eff1c19nt]y Eggéﬁ :tuabnts to b?co teach-
ers. 1 am not denylng that these can bgulegEtima:g interesty. But
1s 1t not essent1al to drscover how student teachers are? The first
stép in this d1s?oveﬂy 1s td welcome them as partners 1n a d1é1ogue,

to enter, to g degree, intoe the student teachers' world.

)

e *

b gy
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: . T . Chapter &
BECOMING AND TEACHER EDUCATION

]

~

REVIEW OF THE LITERATURE RELATING TO THE
. PROCESS OF BECOMING A TEACHER

. *

A review of the l1tera£gre oF teacher education reveals a great
deal of concern for the result of teacher prepasat fon programs but
very 11ttle attention devoted to Fhe’process one undergoes 1n becom-

ing a teacheér. Books 1ike Becoming an Educator (Morris, 1963) deal

with what the student must know (theory)tgr know how to do Cpracticg),

rather then with the pidcess of becoming a teacher. More to the

’ point 1s Elizabeth Eddy's book Becoming a Jeacher: The Passage to

Professional Status, which 1s process or1en€e‘i although based on
" A ,

interviews with beginning teachers in their first semester of teach-
ing 1n slum schools 1n a "northern city" and primarily concerned w1t§w

\
thghr assimilation i1nto schools. New teachers are

.

viewed as
those 1n the process of making a transition from the status of pupil
to that of teacher" (Eddy, 1969, p. 6) She sees both the first

year of teaching and student teaching as ‘transitive periods during
. , \ .
which students observe and act out behaviors they are eventually to

13

assume as teachers.

The circumstances under which student teaching
eases the transition from the role of student R
to that of teacher, and the extent to which 1t
does so, are not empirically known. Yet 1t
) seems that important learnings about the role
of teacher do occur during student teaching . . .
(Eddy, 1969, p. 14) =«

I4

- g '
An exten:;E account of a student's perceptions and experiances

of a teacher education program 1s found 1n Competency Based Education

‘e * A Process for the Improvement of Education (Hall and Jones, 1976,

"
.
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Chapter 12) The student wr{tes of his thoughts, feelings and fears
as he progressed through a hiéh]y 1ndividualized program which en-
couraged a self-critical attitude and a high ]eve} of 1nteraction
amongsx'studéhts and faculty

whylé not from the student’s perspective, the mosg complete
exam1nat1oﬁ of the experience of learning to teach with 1ts atten-
dant stages, phases and concerns 1s presented by Fuller and Brown 1n

their article "Becoming a Teacher" 1n Teacher Education The Seventy-

Fourth Yearbook of the National Society for the Study of Education

They have assimilated the empirical research on "neophyte", "begin-
ning" or "student" teachers to create a portrait of individuals 1n a
state of dissonance and transition " . . . caught in the crack between
the 'emergent-oriented' college professor and the more traditional
supervising teacher" (Fuller and Brown, 1975, p. 29-30)}
"The early context of becoming a teacher has

more room for movement than a straight jacket, '
but both have more constraints than resources.

The neophyte selects herself without assistance,

probably on the basis of obsolete information

derived from her experience as a pupil. (Fuller
N and Brown, 1975, p. 47)

These authors 1dentify a series of stages or clusters of concerns
, 1 - -~

attending tHe process of becoming a teacher. The first pre-teaching
concerns of the education student who has never taught, center on
pupils--that 1s, on his or her self. Fresh out of the pupil role, he
‘or she can 1dentify realistically with pup11§, but the 1dentificatidn
with the teacher role 1s remote. With the first contact with actyal
teaching, however, the idealized concerns about pupils are shifted to

concerns about one's own survival as a teacher. Surviving and coping

predominate. The studgnt teacher 1s concerned aboyt class control,

(
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3 * [N
mastery of the content to be taught, and by supervisors' evaluations.

He or she struggles with feelings of 1nadequacy, dependency and lack
of self-confidence 1n his or her skills and abil1ties. Added to self-
survival concerns are the varied demands made to not just Survive,

b

o rd
but to teach. Teaching concerns are sti1l concerns about one's own

performance and not concerns about pupils and their Tearning. When
concerns with pupils re-emerge, the student teacher may be ;hab1e to
act on these concerns. Fuller and Brown point out that an important
task of teacher education 1s to provide contexts within which stu-
dents' concerns about survival can be resolved and concerns about
pupils encouraged, " . . . since better teaching 1s probably associ-
ated with concerns about pupils rather than concerns about the self"
(Fuftfr and Brown, ~H?75, p. 40). Nevertheless, while ndt expressed
1n this ‘language, the becoming teacher 1s engaged in a quest for
achieving a satisfying self-identity i1n an authentic existence.

More recent studies cited by Zeichner and Tabachnick (1981) that

-

investigate attitude changes in the becoming teacher sugport the view
*@\)
- . . . Students become increasingly more progressive
or liberal in the attitudes towards education during
their stay at the university and then shift to op-
posing and more traditional views as they move 1into
student teaching and 1n-service experience. (Zeich-
ner and Tabachnick, 1981, p. 7)
While acknowledging tha} support for the widely held view that an
attitude shift does take place, the article presents alternative
scenar1os. The first holds that the impact of universities 1s actual-
1y quite low since many respondents to questionnaires report a
greater influence of earlier mentors on current classroom practice

than pre-service training. Advocates of this view refer to a lack of



18
- ' -
use of a technical tanguage by these %eachers indicating the contin- ~

uing effect of lay imagery in profess1ona1 prac£1ce The second ,‘

scenar1o views the university*s influence as not 1iberalizing at all -

and regards these institutions as just as traditional as the schools

with respect to practice (Zeichner ahd Tabachnick, 1981 p. 9). Each
of these po§§1bTe exp]ﬁnat1ons.for the attitude chgnges u;derlxﬁé the \
important effect on their teaching performance exerted by teachers',,
(student or experienced) se]f—céhcepts and world views The 1ink
between " . . . what 1s believed to be ﬁrofe§s1ona1 competénce and
what 15 regarded as personal competencg . " is a strong one

(Coulter, 1980, p. 21). Regard1Q§s of the degree of openness or 1n-

novativeness 1n the teaching performance, that pe:;?rmance 1s affected

P
»

by the way 1n which student teacher$ see themse]ve& 1n the profes-

- -’

s1onal role.’

Thus,.much of the anxiety associated with beginning \

teaching arises from the threat to one's person,

the fear that failure as a novice teacher may be

1nterpreted as i1ndicating wider personal incompe-

tence. (Coulter, p. 21) : -
Coulter's research 1nd1fs that what he calls "self-competence",

t
the belief that one can succeed, 1s a major determinator of one's @
coomitment to teaching. It also reminds us of the complex and con-
tingent nature of the educative proc énd of the fact that student
teachers have widely different perso ties, pro?g§sioﬂg1 aspirations
and teaching styles which they strive to express and test in the pro-
“
cess of becoming a teacher. ,
These studies however, (1.e. Cou]ger, Fuller and Brown, Zeichner
. \

and Tabachnick), all tend to take a positivistic, "from the outside"
approach. A hypothesis is posited or a theory constructed and empir-

/

' .

o
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ical evidence 1s gathered. ﬁ??%ﬂe T1ght 1s shed on the "inside work-
1ngs" of the student teacher as an emergent self. Other recent ™~

3}
attempts to expland theory 1in £eacher education, which recognize™ the

complex nature of teaching and hold a versatile conception of the”

role of the teacher that is 1n£egra1 to a growing and changing self,
draw from deve]obmental theory (Witherall and Erick%on, 1978, Sprint-
hall and Glassberg, 1980, Sprinthall and Thies:Sprinthall, 1980).
These authors see the underlying 1ssue of teacher education as one of
adult development. They, draw on the developmental the6;1es of Piaget,

] * ,
Kohlberg, LoeVinger, and Humt.to begin to synthesize multi-dwmension- _

al constructs that depict various cognitive, moral, and psychological
stage§'1n the.growth of_1ndiv1€qals. For example, Witherall and
Erickson, 1n their examination o% two case spudies of teachers from
the perspective of ego development theory, IZEH@S‘Ze "the teacher's
uﬁderstand1ng-%f‘se1f" (p. 237) as am 1mportant task of teacher educa-
tion. They see a rec;procal relationship between a teacher's fak1n§
the perspective of studentg,and a4 more comp]gx, infegrated ugder-
standing of the self. , ¢
Insigh% into being and begoming as it 13 experienced by stuQent
teachersI1s the expressed aim of studies that are phermomenological
or hermeneutical in 1ntent and approach. One such study titled, "An
Inquiry into the Nature of Teacher Becoming as Person Becoming"
(Wei1sensee, 1980) investigated " . . . the process of inner growth 1n
becoming a teacher as it relates to becoming a person“ (1980, p. iii%.
The study 1s érounded n Viktor Lowenfeld's 1deas con&erning the f\}
growth related concepts of se]f—facingf'gZ?f~identiffcation, self-

.
expression and self-adjustment, paired within Abraham Maslow's notion

J -

’»
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of self-actualization. The §tudy 1s phenomenological to the extent
that it deals with actual experiences of student teachers. Life-
world data are provided from two students' journals from an under-
graduate course 1in art teacher preparation.

Their journals serve as a means for revealing some

of the gspects and characteristics which attend the

inner growth processes in b&ing and becoming a

teacher. Within the context of this research, the
Journals serve as collected data from the event-1in-
progress as they learned about teaching as teachers. \
(Weisensee, 1980, p. 11) -

-

. revealed the agomes',and Joys of

interpretation of-the journals provides pheromenological evidence for
the view that becoming a teacher evolves out of and parallels the )
process-of becoming a person. A series of recognizable stages, not
unlike those cited by Fuller and Brown, are revealed that chart the
student teacher's movement from se]f—csnsc1ousnes§ to self-awareness,

to awareness of others. When tafgible consideration_ of ciassroom

control and management are brought under control, there is greater y

emphasis upon individual needs, the dynamics of interaction and the
roles df responsibility. She sees these stages of 1inner growth as
amenable to direction, guidance and even acceleration (p. 273).
Another study with a phenomenological' perspective pertaining to
the experiences of student teachers was conducted by Hultgren (1982).
Her stated purposes were to carry out an ontqlogical analysis of
student teaching experiences in order to contribute to a philosophic
base-in curriculum, and to explore the use of hermereutic phenomen-

ology in el

iting modes o{\being and understanding that could be
ighteén_pimctice. In this case, the students were eleven

L]
s ~ . v

vt

N Rl
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student teachers of home economics returning from student teaching to
a curriculum course consisting of eighteen seventy-five minute ses-
sions taught by Hultgren. The class dialogue was tape recorded for
use as a text for hermeneutic interpretation Descriptions of stu-
dents' experiences were also elicited to disclose existential themes
L 4
in the students' experience of being teachers. In a review of this
study, Schubert comments that:
. the dialogue enriched present experience by
teaching students about the alive character of the
past in a present that is wide-awake. In calling
forth being experienced 1n their past (student-
N teaching and before), students came to realize
the greater meaning their present encounter could
have. (Schubert, 1983, p. 97)

He notes that the 1instructor-researcher participated with the
students, rather than acted upon them with pedagogical skills and
techniques. Hultgren acknowledges through her actions that the
research process 1tself incorpaerates her own personal quest for self-
realization. The themes she 1dentitied R

pointed powerfully to the vast vulnerability
of meaning-seeking and becoming to the psycholog-
1cal, social and political character of schooling.
(Schubert, p. 98)
The pervasive force of control evident i1n schools, schooling and the
supervisory relationship was 1lluminated repeatedly. She was able to
" . provide 1nsight covertly, 1f not overtly, into the 1ntimate
relation between curriculum and the lived gualitiespof teaching ex- °
periences" (Schubert, p. 99). In this manner, she was able to
" . 1ncrease awareness of €he meaning an experience has for those
who are undergoing 1t or have lived through it" (Hultgren, p. 75).
These two studies 11lustrate the promise of phenomenological

mnquiry 1nto teacher becoming or studegt teacher being. The door is
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opén and'we are 1in the threshold but ther€ are nfany rooms to explore.

» ™

. What 1s st111 required are more phenomenologies of student teachers'
11fe-wo}1gs 1n the spirit of those called for by Wyllis (1983),
Schubert ;nd Schubert (1982), and Pinar (1981). Writing from their
perspective 1in fhe éurr1cu1um fi1eld, they see the description and
1nterpretation of phenomenological states as being valuable and 1n-

structive to both students and educators in promoting experiences of

high quality. ™

. the quality of experience can be enhanced ohly -
as'the students come personally and autonomously to
understand their own T1fe-worids and how these are
connected with §2k1ng action 1n the external world.
Matural descriptions of phenomenological states may,
be a good way to begin promoting such understanding.
Creating descriptions which also ski111fully 1inter-
weave 1nterpretations and suggestions for action with
the lived qualities of personal experience is a way
for educators to make suggestrons based on profes-
sional judgments which may beneficially influence
students by encouraging their own personal under-
standing and autonomy. .

. we need more and bétter naturalistic descrip-
tions of students' phenomenological states, and we
. need more and better ways of 1interpreting them so
that our normative suggestions to students enhance
their autonomy. (Wi1l1s, 1983, p. 47)

-

The present study accepts this call and challenge and of fers

| - -
phenomenologies of three student teachers. The following chapter
outlines the philosophic sources and attendant mefhodo]ogy that 1n-

form this stance and approach.

A\
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Chapter 3
THE METHOD OF INQUIRY SEVEN
CHARACTERISTICS OF EXISTENTIAL PHENOMENOLOGY

It 1s essential that a methodology be appropriate to the ques-
tions asked ar the phenomenon being investigated. As a method of
ph1losophical 1nquiry, existential phenomenology 1s particularly
sutted for describing the phenomena of education within the condition
of human existence, and for yielding i1nsights into the nature of be-
coming a teacher. The method 1s also amenable for application to
social science research. Althougb 1ts 1nfluence ]S only beginning to
be felt in North America, ex1séent1a1 phenomenology,las an operation-

al label refers to, the mode of ph11osobh1z1ng, predominant among

v

French and German philosophers that traces 1ts origins to Kierke- !

gaard, Husserl and Djlthey, through Sartte, Merleau-Ponty and Hei-
deggekl The esse‘i?il 1fnkage 1s He1deggér's ex1stént1a1 ontology 1n
which man 1s seen as openness, as existence, and/phenomenology's con-
ception of consciousness as a mode of being huma; is described 1n
terms of intentionality (Vandenberg, 1971). Existentialism and
phenomenology flow tdgether to form a new unity, with existentialism
providing the themes and phenomenology the method. Althoqéh there
are various approache§ to phenomenology, with ;xistential phenomen-'
ology 1ndicating a particular stance, 1t 1s p9§s1b1e to summarize
central phengmenolog1ca1 concerns and to ind%cate how phenomenology
provides an appropriate methodology for this study.

4

(1) Phenomenology 1s a form of i1nquiry that begins with experi-
' \ ‘

ence 1n the 1i1ved-wqrlid. The phenomenologist's main tasks are to see
!l'ili - RS

b,y

4
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the comman sehse world 1n 1ts massive complexity, to outline and
exptore 1ts essen£1a1 features, and to trace out 1ts;mn1fold rela-
tionships. What Husserl was advocating 1n his call for philosophy ?o
return "back to the thiMgs themselves", the world of original exper{:
ence, was not a plea for "thingness", but a caution against

theori1zing«whych could obscure the potential wealth of meanings

available in the experiential world. Husserl believed bhenomenology -

to be "presuppositionless" 1n 1ts attempt " Q . to/ avoid prejudic-

1ng the phenomenon bewng described and to allow 0 appear, to let .
1t be" (Vandenberg, 197%, p. 196).

Irn h1s concern for explicating pre-theoretical everyday experi-
ence, Husserl attempted to ground cognition 1n the actual structures
or processes of consciousness Consciousness, meaning a thrusting
towards the things of the world was, he felt, intentional.

The essence of consciousness, 1n which I Tive as

my own self, 1s the so-called i1ntentionality.

Consciousness 1s always consciousness of some-

thing. (Husserl, 1964, p. 12)
Husserl's philosophy of intentionality posits consciousness as already
act1vé1y involved in the world. This active consciousness allows the
world to be what 1t is. It Is impossible to think of the world 1n the
absence of humam-consciousness because thinking 1tself 1s 1htentron-
ality--a mode of be1ng\1nvo1ved 1n the world. Truth is not a question
of correspondence between our knowledge and a meaning which belongs
to a‘world separated from human consciousness Existence 1s con-
sciousness of ex1sting--mankind 1s essentially characterized as an
understanding relationship to being.

The phenomenologist starts with the idea that human e;per1ence

contains a meaningful structure. He or she attempts to disclose and
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describe the basic patterns or structure of human experience using an
intuitive and reflective method based on a spec1f1cratf1tude of mind
1n which one accepts the natural attitulle, and then steps out of it
This metuod, called “epoché" by Husserl, or mbrackettng out", 1s also
refeffed to as "phenomenological suspension”. It 1s a method with
wH:ch to separate the essence‘of reé{1ty from 1ts peripheral aspects
Essentially, "epoche” involves a shift ip modes of attention 1n which
a priori theories and interpretations are bracketed out, and the as-
pect of reality underlcons1derat1on, w@ether 1t be Heidegger §énder—
1ng the essencé of human existence,.or an educator searchtng for the‘
underlying strugpure of classroom interactions, 1s directly focused
and reflected upon. Through the phenomenological'attitude, ﬁusser1
c1a1n§.that SR rgach the ultimate exder1eﬁt1al and cogn3t1ve
perspective thinkable. In 1t I become the disinterested spectator of

my natural and worldly ego and 1ts 11%e" (Husserl, 1964, p 13).

(2) Phenomenology sets out to study the subjectivity of 1ived

experience. A central feature of phenomenotogy 1s 1ts concern with
subjectivity as’'an essential feature of 1ived experience. Humaq/
beings are not obﬂects or things. Their essencé” is 1n their exis- z::'
tence. They exist in a mutua11sﬁ of ;ubJect1V1ty and @or1d They
experience their "lived-body's" awareness cf.t1me and space Sub-
jectivity 1s what Sartre calls "consciousness of consciousness”
(Sartre, 1974, p. x1). Th1§'consc1ousness 1s not simply innerness.
or introspection. "It'éhrusts“,‘sayg Maxine Greene, "toward the
world, not away from 1t" (Greene, 1973, p. 131). Likewise, phenomen-
- ology 1s not solipsism wh1cﬁ says ?hat the only sodrce of knowledge

N
15 the self and that nothing exists but the self-conscious self and

. ]

]

¢
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its creations (Wagner, 1983, p. 18). Phenomenologists acknowledge
that each human being exists 1n a public and social world and also
exists 1n inter-subjective relationships with others. Phenomenolo-
gists understand social action as the meaning the actor bestows upon
this action, the meaning this action has for the i1ndividual. The
reality I encounter as an actor 1n my wbr]d ts at least partially
defined and co;;tructed by me. Yet at the same time 1t 1s inter-
subJe;t1ve.‘_I am 1o&ated within a biographical situation with a
personal and societal %1stor1c1ty that 1s relevant to any phénomen-
o]og{;a11y founded research, .Phenomenolgg1sts are wary of the
behavioral sctences when they " . . omit the other person's awake-
ness, his subjectivity, and count 1t for néthlng, when 1t 1s, rather
h1s human being" (Vandenberé, 1978, p. 5) . ¢ ’ '
The 1ndividual comes 1n touch with the world 1n multiple ways.
Maxine Greene an Teachér as Stranger notes that teachers eas11y can

*

{
and do take a behavioral view when necessary and can and do Tearn te °

teach didactically. "But we can also assume that no 1nvolved teacher
can wholly escape the vantage point of subjectivity, the vantage

point from which the cﬁose presence of others‘w111 be felt"(p. 54).
Subjectivity, believes the phenomenologist, 1s to be acknowledged as

1nevitable and essential, not to be avoided.

(3) Phenomenology's 1ntent 1s to arrive at a verstehende under-

standing of aspects of the lived-world. The type of understénd1ng of

subjectivity that phenomenological investigation leads to 1s called

verstehen. Verstehen 15 what the German-born phéenomenological social

-

scientist, Alfred Schutz, calls the common-sense reality of everyday

»

T1fe, which 1§ permeatéd by our understanding of the subjective
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meanings of the people with whom we relate 1n a social world of com-
mon meaning (Schutz, 1964) Verstehen understanding occurs when I
experience 1nter-sub3esﬁ1ve1y the meanings others bestow 1n their
actions In an educational context, 1t refers to the teacher's abil-
’1ty to understand students 1n a way similar to the way in which they
understand themselves Central to the notion of verstehen 1s the
awareness that the 11fe-world 1s not simply one world but rather an
infintTte number of worlds relating to the subject's infinite number
of attitudes. I recall Huxley's observation that "man 1s a multiple
amphibian and exists at one and the same time 1n a number of uni-
verses, dissimilar to the point very nearly of complete incompati-
bility" (Huxley, 1962, p. 279).

(4) Phenomenological understanding 1s the presentation of the

essence, ground structure, or deep structure of a phenomenon. The aim

of the phenomenological meth®d 1s to attempt to get under perceived
phenomena 1n order to confront the phenomena 1n question directly. It
1s seen as a method that would lead us to the root by moving from
gnatters of fact to essences, from empirical to essential universality
and to an understanding of structures firmly grounded It searches
for the deep,structure of human events and actions to discover the
srules or modes that give them order. It looks for "the very natu;e
of the phenomenon, for that which makes a ‘thing' what 1t 1s (and
without which 1t could not be what' 1t 1s)" (Van Manen, 1984, p. 38).
Husserl saw phenomenological method as both scientific and rigorous.
The Husserlian essence could achieve a repeatability and identity of

meaning over time, an "invarvent use of meaning" (Palermo, 1974, p.

244), Instead of generalizability, phenomenalogical researchers

-y
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talk about repeatabi1lity and 1dentity of meaning, instead of relia-
bil1ty and valadity they talk of essences and deep structure. The
words used by phenomenologists are themselves revealing, words 1ike
“root", "ground", "deep", "essential", "opening", "presence". The
terms "ground structure" or "deep structure" are metaphorical refer-
ents "a way of referring to the pursuit of a descriptive-analytic
method, leading to a verstehende grasp of social phenomena" (Van
Manen, 1979(b), p 9).

(5) Phenomenology utilizes an 1nte§pret1ve method of sense-

making. By 1ts very nature, phenomenological seeing entails 1inter-
preéat1on to the extent that 1t lucidates, represents, translates,
or somehow brings something to und;rstand1ng. In this regard all
phenomenological viewing 1s hermeneutie and 15 related to the dis-
cipline of hermeneutics, the study of understanding and interpreta-
tion, specifically of texts. Hermeneutics, when traced back to root
words 1n Greek, suggests the process of bringing understanding. Her-
meneutics as a theory and a method 1s complementary to phenomenology.
It claims the abil1ty to retain the phenomenological 1ntuition, at
the same time comprehending the wider perspectives of society and
history (Wolff, 1975, p. 103). When applied to social and aesthetic
situations, 1t fpcuses on the context of the event, the participants,
their values and culture as major sources for understanding the
meanings. The modern revised usage of the term and practice of
hermeneutics comes from the <ontemporary German philosopher, Hans-
Georg Gadamer, drawing on the traditions of Dilthey and Heidegger.

The best definition for hermeneutics 1s: to let

what 1s alienated by the character of the written

word or by the character of being distantiated by

cultural or historical distances speak again.

This 1s hermeneutics: to let what seems to be far
and alienated speak again. (Gadamer, 1979, p. 83)

28
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When practising hermeneutics, the researcher 1s 1nvolved reflex-
1vely 1n a simultaneous understanding of self and being. In this
attempt to understand the existegtial meanings, symbols, and values
of others the researcher must become simultaneously aware of his or
her own historical consciousness and 1ts role 1n this process. The
reciprocal nature of the process 1s echoed 1n what 1s called the
"hermeneutical cirgle", "“the whole received 1ts definition from the
parts, and reciprocally, the parts can only be understood 1n refer-
ence to the whole . . . meaning 1s what understanding grasps n the
essential reciprocal interaction of the whole and the parts"

(Palmer, 1969, p. 118).

The notions central to hermeneutics that méan1ng and meaningful-
ness are contextual, related to a‘perspect1ve from which events are
seen, and that the researcher's consciousness 1s relevant to the in-
terpretation, have implications for inquiry 1n education. A phenomen-
ological and hermeneutical approach to research in art education 1s
evident 1n the work of Kenneth Beittel, who has been i1nvolved for )
over ten years 1n longitudinal studies of the drawing “process of 1n-
dividual artists, both professlﬂna1 and nonj%utored. In his "study of
man as artist arting", he and his co-workers are participant obser-,
vers, "co-sharers of the artist's serial" (Beittel, 1974, p 3)

They observe and record phases of the artist's drawings with time-
Tapse photography and, through dialogue W™ th the artist, attempt to
reconstructi describe, 1nterpret, and understand the meanings asso-
ciated with the work and the process. Beittel refers to this pro-

cess as "formative hermeneutics" since " ., . . we are involved 1n a

movement toward understanding--in hermeneutics, that is" (Beittel,
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1974, p. 4).
What then, I am working at, 1n general, could be
titled "The Disclosure of the Artist's World of
Arting", in which the problem 1s that of my find-
1ng viable modes of interaction of my own horizon
w1th)that of the artist arting., (Beittel, 1974,
p 4

Beittel's hermeneutical exploration of the emergent nature of
the art-making process, this "being-together-with-the-artist-in- '
creating” (Novosel-Beirttel, 1978, p. 26), Has many parallels to a
study which intends to disclose the nature of the student teacher's
world of becoming a teacher. In both instances, the qualitative ac-
tuality and unity of the artist's and the student teacher's world and
the 1nquirer's world of "knowihg about" must be acknowledged 1n the
world.of understanding. This, in the words of Gadaﬁer, 15 the
“hermeneutical ambition", to make what is hidden, alienated or dis-
tant, speak again and clearly, with the qua11gy of self-evidence

(Gadamer, 1979, p. 83).

(6) Phenomenology uses a variety of sources Recently, several

1nquitry approséhés using a great variety of sources have been develop-
ed 1n the desire to interpret, express, and understand the world of
human experiences as they occur in natural settings. Such approach-
es which have implications for inquiry in education 1nc1ude$ethno-
methodology, ethnognaphy, analytic sociology, and const1tgt1ve phen-
gmenology. What they have 1n common 1s the wish to treat ordinary
social interaction as a feature of the 1ife-world and to make aspects
of the subjectivity of that world available and visible, Altﬁough
each of these methods of degcriptive-analytic i1nvestigation varies

1n 1ts origin and specific focus, each attempts to " . . . break

through the surface of everyday utterances, actions and interactions
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to the structures which are embedded on deeper }evels" (Van Manen, 1979
(a); D. 4]). The stance and ;h1losophica1 underpinnings of these
approaches are essentially phenomenological, although the research
methodoiogy and data collection technique of part1cipaﬁt observer

borrow heavily from anthrdpology (S Wilson, 1977).

Two examp]e% of rich and graphic participant observation

studies si1tuated 1n educational contexts are The Man in the Princi-

pal's Office An Ethnography (Wolcott, 1973), and Inside High School

The Students' World (Cusick, 1973). A more recent ethnographic study

with special significance for art teacher education 1s Hawke's “The
Life-World of a Beginning Teacher of Art' (1980) 1n which he played
the role of participant observer during the first half year of a begin-
ning,art teacher's career An apt label for this genre of interpre-
tive inquiry 1s "thick description®, adapted by the anthropologist
Cl1fford Geertz from the writings of Gilbert Ryle and Malinowskl on
the subtleties of i1nter-personal communication.
‘ What ‘the ethnographer 1s faced with . . . 1s a

multiplicity of complex congceptual structures,

many of them superimposed upon or knotted into *

one another, which are at once strange, 1rreqular,

and inexplicit, and which he must contrive some-

how first to grasp and then to render. (Geertz,

1973, pp. 9-10)

Anthropological field methods and approaches for writing thick
descriptions become useful tools for phenomenology as applied social e Jf’r\
science research. However, since phenomenology has 1ts roots and
draws 1ts sources from other traditions as well and 1s concerned with
different questions and phenomena, the result, while bearing a family

resemblance, 1s not anthropology or ethnography.

(7) These data of subjectivity have the status of examples as
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1cons or symbols. The approach most firmly rooted in the tradition of

Husserl and D11they 1s the modern approach to phenomenological re-
search, called constitutive phenomenology. Constitutive phenomen-
ology, following the method outlined in this study, searches for
essences and ground structures of selgcted life-world phenomena based
on concrete 11fe-experience material dﬁH/E;rt1c1pant observation. The
sourceé of the data are varied and might include: diaries, 1interviews,
personal 1i1fe experiences, observations, novels, poetry, art works,
philosophical, psychological and ;oc1olog1ca1 materials, film,audio
and visual recording. Van Manen claims that these data, focusing

on the subjectivity of human exﬂngénce, have the status not of case
study data, but of examples to be used for reflTectively weaving

together a phenomenological account.

-
~

Examples, then, are a methodological e that
belengs to the surface structure of phenomenological
inquiry; they are formulated to assist in the ef-
fort of making deep understanding possible. That
1s, 1t 1s the deep structure or ground structure
of the phenomena that examples are meant to make
"visible". (Van Manen, 1979(b), p. 9)
Examples are 1ike 1cons or symbols, referring back to what makes
them possibie. Like symbols, they point beyond themseives. The sym-
bol, unlike a sign which alsp points beyond itself, actually
“participates 1n the power of that which 14 symbolizes" (T111ich,
1953, p 109) Symbols function to open Tevels of reality that have
been closed and to make accessible to our minds levels of experience
of which we have been unaware. We recall Heidegger's 1nsight that
“~
! . the expression 'phenomena' signifies that which shows 1tself
n 1tself, the manifest” (He1degger, 1967, p. 51).

While in a certain sense, phenomenology 1s seientific and 1ts
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method rigq{qus, it sti111 dllows us to retain a sense of creative’
mystery that does not deny the depth of our humanness. Thi‘gyenomen—
ologist begins 1n wonder, yet realizes that while we can gain insights
and begin to see with clarity, the mysterious grounds of human sense
making cannot be fully disclosed. Phenomenology probes for what 1s
genuinely discoverable and pBtentially there, but not seen. It is
as Don Ihde puts 1t, "The door to the possible" (Ihde, 1977, p. 26). /)
' ) *
We enter the door.by attending to 1mmediate experience, to the
E

phenomena of experience as they appear anJ by describipg that appear-
ance., These descriptions, arising from the aforementioned stance and
characteristics, can be called phenomenologies. .y111i§ provides a
Tucid summary.

There 1s some consensus about what phenomenologies

are. Basically, they center in the personal rela-

tions of ,individuals to their perceptions of the

external world. As such, they are the l1ved

qualities of 1interior experience, the fusing of

emotional, cognitive and even physidlogical rela-

tions to the unfolding situations in which people
find themselves. (Will1s, 1982, p. 46)

L]
This study creates phenomenologies or 11fe world desc§1pt10ns of
three student teachers 1n an attempt to cast seme 1i1ght on what 1t

means to be a student teacher.

R I
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Chapter 4
THE STUDY AND WHAT MAKES IT

PHENOMENOLOGIEAL AND HERMENEUTICAt
/7 - I
In the preceding chapters I have tried to set ,the stage for a

study that wil] attempt to Qddress some questions that I believe are
. \
central to teacher education. The questions are:

- what is the process one undergoes in becoming a teacher?
r

! - what 1s 1t 11ke to be a student teacher?

‘- what 15 1t that student teachers are experiencing?

- what does it meafl to be a student teacher?

I discovered that questions related to becoming are entwined
with questions of being. In other words, the quest 1s phi]osoph1£a1
and ontological. These questions lead to other questions, the first
being "how can I find out?" A review of the Titerature relating to
teacher education dealing with the process of becoming a teachgr shed
some 1ight on‘the questions. Most importantly, it revealed that the
most fruitful approach for insight into questions of being and becom-
1ng as experienced by student teachers Q;uld be a phénomeno]og1ca1 and
heymeneutical -one. The stance, characteristics, considerations and
b} cedures 1nvolved 1n such an apéroach were outlined.

/ Destription or presentat1on of phenomena as they manifest them- b
sejves 1n coNsSCiousness 1s phenomenclogy's aim. In this study, my
project 1s to describe and present the life-worlds, the 1lived-exper-
1ence of student teachers ;§ they journey through a program of teacher
educa£ionu I_am interested in each experience as 1t presents‘1tse1f

to each consciousness. [ have no preconceptions as to the route
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that w11l be taken or the final destination. Being presuppositionless
does not mean, however, being unbiased or uninformed. 1[I have experi-
enced the process of becoming a teacher from-a variety of perspec-
tives my own education and professional deve]opmené, and vicariously,
that of my students over a period of about ten years. I am not with-
out preconceptions and theories, but I try to acknowledge ﬁy biases
reflexively and hold these 1n abeyance to "bracket them out", and to
allow the study to evolve organically Furthermore, being organic
does not mean being structureless. In a certain sense, this study 1s
highly structured. It takes place during a specific perlod of time;
the Tength of time it takes an 1individual to cqmplete the art educa-
tion program and become certified to teach. The study 1s also
structured 1n that 1t make; use of specific techniques and methods,
borrowed mainly from the social sciences and ethnomethodology. The
major tool 1s the 1nterview-meeting, held once a month during the
academic term. Each interview, which took place i1n my office, was
about one hour long anq recorded on audio tape. The 1interview con-
sisted of my posing gquestions to elicit response and reflection.
During the first sessions, the questions were predom1nantiy of an
information-seeking nature. As the study progressed, the questions
ammed to encourage the student to reflect on recollections of early
encounters with art and teaching, or current art and teaching con-
cerns. These 1nter;1ews were very much in the spirit of Van Manen's:
term "1nter-viewiwhich 1s seen as " . . . an interpretive conversa-
tion wherein both partners self-reflectively orient themselves to the
inter-personal or col]éct1ve ground that brings the significance of

the phenomenological question into view" (Van Manen, 198@, p. 63).
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Since I enter this %nvest1gati0n by tfy1pg to.suspend my pre-
suppositions and let the results unfold, I cannot anticipate the next
question, "what will I find out?" 1 do suspect, nevertﬁe]ess, that
[+w11l find out something that w11l help me respopd later £5 O
other questions that I have asked, "what implications will tms
understanding have for art education programs in particular and
te‘cher education 1n general? And, how can jpachers’be helped by

teacher education?" Perhaps some 1ight may be shed on that most

crucial question. \

My "task is to qo beyond my faken-fof—granted knowledge of stu- *

L] ‘
dent teachers and student teaching and to,gain access to the life

world of-the student teacher, or as Schubert putseit, Epa1ﬁ to "probe
the origins of (their) perspectives" (Schubert, 1983, o. 52) My
first foray into the student teacher'é 11f€ja3r§d'5egan on Septe@ber
21, 1979, when I visited the Introductory Art Education clasg to
1ntroduce and talk about the proposed study and. to seekK volunteers s
These students were all just beg1nn1n§ their first course 1n the Art
Education Prograh. It was their second kegk of classes, their fourth
class meeting. [ began by saying that I am beginning a study that

aims at investigating the process of becoming a teacher. I am ‘inter-

A A

ested 1n what can be called "the Tived experience" of becoming a
teacher. What I would Tike to do 1s Took at the transition of an in-
dividual from being a student to being a teacher. At that time, I had
not xet thought to ask the more fundamental question, "what is 1t to
be a !indéng teacher?: The notion of process and becomingness pre-
dom1qated. [ continued by saying that I wondered what the changes or

phases were that were experienced by a person studying to be a teacher.

®
v
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1 wondered about the fransitian 1n thinking, feeling and attitudes. I
wanted the students in my study to reflect on these questions and to
- ‘share their reflections with me. I wanted to engage’ 1n an extended
1

*

dialogue. ..

~— ¥ ,
\\\\\\V}/ . The students appeared attentive and interested. I said that I

was looking for a few students whom I would follow from this beginning

stage through their art education progran\1!!t11 1t is completed and

they wexe "ready to teach", or have "become teachers" ' My role

yould be that of participant-observer, meaning that as a faculty mem-

ber in, and chairman of, the Art Educatlon Division, I would be a

. participant, someone with a role to play in thys community and 1n

their education. But, and at the same time, I would be an observer,

4 someone looking at and describing, or helping to descr{be, their ex-

/ perience with a certain ampunt and a certain kind of detachment The

1 major contact would be thrqugh regularly scheduled 1nterviews. The
format would usually involve my asking some initial questions, then I
hoped the student would ta]k'openly and freely. I would take notes,
db some tape recording, and perhaps some filming. I would encourage
the student to keep a journal. a

Immediately following thelclass, s1x students volunteered They

came up to me, g{ye their names and scheduled appointments for Epe
following week. One student--a wdman who was older than the others--
missed the appointment, but called later to apologize and explain
that because of a very Qusy schedu1e’and personal complications, she '
felt she should not get involved 1n the study even though she found
the idea fascinating and "yanted to help me out". A second woman

also missed the appointment. [ saw her later that week and set

»
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another date which she also missed. [ did not pursue the matter any
further A third studént, the only male to volunteer, came for one
interview and dropped out of the College shortly thereéfter, 1t
appears for financial reasons. So the study began in late Septeéber,
1979, with three students whom I shall call Annie, Jane, and Julie. I
am the fourth participant in that I am a¢partner in the d1alogue.'
The student's recollections and reportage of their teaching-
learning experiences 1s "the work" or "the text" and 1s directly
parallel to the artist's production which 1s "the work" 1n Beittel's
studies (Beittel, ]9%3) or the artifacts and notes which are "the
text" 1n an hermeneutical 1nquiry conducted by Brooks (1980). The
text she 1nterpreted was over four hundred colilected art works and
artifacts of her own childhood art activities and the memories of
assoogated experiences which she described phenomenologically 1n a
memory qurna1. In my study, reflection on the work 1s stimulated by

my questions and more directly by recordings of actual teaching situ-

ations. As one of the students becomes more invelved 1n student

teaching, observations of her classes are made and these notes and

tapes are reprodu;ed for her reaction and4f%sponse. The aim 1s to

put ;er*back in that frame of mind when the eveht occurred and to make
the experience acces§1b1e to her again so that she may respond and
reflect on her thoughtﬁ, feelings and actions. These interviews,
which totaled thirty-five 1n all, are transcribed 1n a book for each
student. Each book represents, to use Gadamer's term, a "text", which
describes in her own words, each student's 1ife-world as becoming
teacher. In addition, to these three student texts, I have wr1£ten

my own recollections and reflections on my own becoming as a teacher



analogous to Brook's memory jgurna]. Like Brooks and .Beittel, my
approach to the interprétation of these texts derives from the g%r—
meneug1c phenomenology of Hans-Georg Gadamer, ntroduced Briefly “in
the previous chapter. ' .o
Gadamer extends Heidegger's hermeneutical phenomenology 1nto a
systematic ph1losoph1ca] hermeneutics. H%s concern’is notﬁ1ng less
than the conception of understanding and 1ts relationship to bging,

history, and 1an§hage. In spite of the title of his major book,

Truth and Method, Gadamer's purpose i5 not metﬁodologicalz Gadamer's

-

method that 1s not a method contains an irony, method 1s not the way

. ¢

to truth He believes that his refo;mu1at1on of hermeneutics 1nl1ts

F

attempt to take the human sciences beyond 1ts “mg;hodo]og1d&1 seﬁ%-
consciousness” and to connect these with the totality bf our experi-
ence of the world, transcends method (Gadamer, 1975, p. xf11). Meth-
od mmplies an effo}t to measure and control on the part of the 1inter-
preter, whereas 1n hermeneut1c§, the phenomena 1eaq. Palmer, a stu-
dent of Gadamer, claims that method is a form of dogmatism separating

.

the interpreter from the work, standing between both and bérr1ng the

interpreter from expgriencing the work in 1ts fuliness (Palmer, 1969, =

- - *

p. 247). The hermeneutical openness of experience 1s antithetical to

method. The text.acts on’and alters the interpreter. Says Palmer,
£ . . . : -

"It 1s not the interpreter who grasps the meaning of the text; the
mgan1ng.of the text se1z$s him" (p. 248). ~

.

To Gadamer, the aim is not 4o devise an 5rtﬂor technique of
understanding; the object of our reflection is understanding 1t-

self. Truth and Method asks the question, "how 1s understanding -

possible?" (Gadamer, 1975, p. xvi1i). Understanding, aCcordinq to

+

-

-~

S N
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Gadamer, 1s always an hwstorﬁcal, dialectical and linguistic event,

These underlie the four concepts, central /to Gadamer's approach,
which are pertinent to this study. historicity, the notion of hori-
zons, dialectics, and language. We are historical beings, and as such
our understanding of a text is possible because of our place within a
tradition. The 1heolog1cé] preconceptions gnd 1nteﬁt]ons that we
bring to an event of understanding derive from the tradition These
constitute the historical reality of one's being As Gadqme? buts
1t, "history does hot belong to us, but we belong to it" (1975, p.
245). Understanding always functions in three modes of temporality:
past-present-future.

There 1s ﬁo pure seeing and understanding of his-

tory without reference to the present. On the

contrary, history is seen and understood only and [

always through a conscrousness standing mn the b

present. (Palmer, 1969, p. 176):

The text and the tradition that has bequeathed 1t are of- the
past. Our duestiohs to the text BnG ordered by our situation are 1n
the present moment of that trad}t1on. We project ourselves future-
ward in the act of understanding (Brooks, 1982, p. 44) 0?,‘1n the

words of T. S. Eliot: -

’

» -

Time present and time past - ° o

Are both perhaps present in time future
And time fyture contained in time past

If all time 1s eternally present

. A1l time is unredeemable

Only through time is time conquered.
(Four Quartets, 1974, p. 32)
In my study, the temporal and historical arena 1s that of educa-
ti16n with itﬁlsub-sections of teacher education and art education.

The miTieu in which I encounter these has been shaped by myriad
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traditions. These traditions, this history, has been imprinted on

me in a particular way. I, as researcher-interpreter, encounter

these students, each with a unjque personal mstory, each thrown 1nto
a program of art teacher education with 1ts unique history. The text
that has resulted also achieves an 1dentity and history Both thé
interpreter and the text stand in the stream of history; interpreta-
tion becomes the present event Present understaﬁd1ng 18 wl&% Gadamer
calls "the 1nterpre§er's horizon" It 1s from this horizon that the

interpreter encounters the text, which 1s regarded as an other with

Jts own horizon.

The notion of horizon, or "horizon of-conscioysness" which
Gadamer developed from Husserl '1s a userul one. It 1s Husserl's
attempt to " . . . capture the transition of all Timited intention-
ality of meaning within the fundamental continuing of the wﬁo]e"
(Gadamer, 1975, p. 217). Horizon suggests not a rigid frontier, but
a view plaﬁe that constantly mov?s with one., It 15 a way of situa-
ting, butanot fixing, a particular vantage po1nt..

To have an horizon means not to be Timited to what

1s.nearest, but to be able to see beyond it. A

person who has an horizon knows the relative sig-

nificance of everything within this horizon, as

near or far, great or small. Simlarly, ﬁpe

working out of the hermeneutical situation means

the achievement of the right horizon of inquiry -
- for the questions .evoked by the encounter w1th

tradition. (Gadamer, 1975, p. 269)

The interpretive process necessitates an interaction between the
horizons of the 1ntexpreter and the text or texts. We are asked to

remain open to the meaning of the other person or of the text. To

Gadamer, . this openness always includes our placing the other

meaning 1n a relation with the whole of opr own meanings or ourselves

b
*
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n a relation to 1t" (1975, p 238) The 1interaction proceeds like a
dialogue between persons, structured in question and answer The
exemplar 15 the Socratic-Platonic dialectic, which raised the art of
questioning to a 'conscious art.

Dialectic, as the art of asking questions, proves

1tself only because the person who knows how to

ask guestions 1s able to persist 1n his question-

ing, which involves being able to preserve his

orientation towards onenness. The art of ques-

tioning 15 that of being able to go on asking

questions, 1 e. the art of thinking. It 1s cal-

led 'dialectic', for 1t 1s the art of conducting

a real conversation. (Gadamer, 1975, p 330) -

The dialectical experience 1s triggered by the 1nterpreter's en-

counter with negativity, the knowledge of not knowing. Questioning
1s based on the realization that something may be other than what one
had first thought. "In order to be able to ask", says Gadamer, "one
mustggant to know, which involves knowing that one does not know"
(1975, p 326). Genuine questioning means to "bring into the open"
because the answer 1s fot yet determined (Gadamer, 1975, p 326).
Dialectic proceeds by way of question and answer as 1n Socrates'
pattern of knowing and not knowing which probes the subject matter
1tself for an appropriate access to 1ts true nature. It 1s a move-
ment 1n conversation. The dialectical experience involves the inter-
preter's posing to the text a question from the specific boundaries
of h1s or her horizon and n turn, begin questioned by 1t. In coming
to understand the meaning of the text, the interpreter's horizon ex-
pands to include that of the text (Brooks, 1982, p. 44). The goal of
the dialectic 15 a fusion of horizons.

The fact that the dialectical experience takes place through the

medium of language 1s significant to Gadamer. To him, hermeneutics
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1s "an encounter with being through language" (Palmer, 1969, p. 42).
The tradition and heritage brought by both the infE%preter and the
text are carried by language. He sees language as not simply a tool
We do not possess language, 1t possesses us (Gapamer, 1977, p. xx1x}.
We belong to Tanguage. It 1s language that makes the fusion of hori-
zons Poss1b]e*,

The text is to be made to sgeak th(ough 1ntehpreta-

tion  But no text or book Speaks if 1t does not

speak the language that reaches the other person.

Thus, interpretation must find the right language

1f 1t really wants to make the text speak.

(Gadamer, 1975, p. 358).

In my study of the life-worlds of th}ee student teachers, ques-
tioning occu2§ on a number of levels. The first, the obvious 1eve],'
15 the direct duest1on1ng.1n the interview situation. The questions
are relatively presuppositionless, but not entirely. The answers
provoke new questions. In the movement to reveal my presuppomtmns,‘
I back as far away as I can. But tge context 1s set, we know each
other's roles} The purpose of my questions 1s to create openings,
to lead 1n the most general of directions, and to encourage them to
talk about themselves, their backgrounds, their feelings. I steer
the questions 1nto the realm of school, teaching, teachers, children,
art, and teaching art. As the interviews progress, the questions be-
come more pointed, the answers become almost monologues Sometimes
there 1s more give and take. There 1s“more conversation. When the
interviews are recorded and transcribed, they become a concrete text.

" As ; begin the hermeneutic process, I read and re-read thé text,

-and try to let a Tife-world he revealed. Another level of question

. and answer occurs, the dialectic between the {hterpreter and the text.

)

The questions I choose to ask the text reflect my b1a§§s, my tradi~\
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tions, my subjectivity. As the dialogue 15 reconstructed, another
text is created. This second text, along with the first.one, together
are available for still anoéher round, or layer, or plateau of ques-
t1dﬁ1ng I see parts reverberating with wholes, I see a kind of
whole 1mplied 1n.the recognition of the parts In construing the
text's details I construe the whole. I recognize what 15 galled the
"hermeneutic c1rgle“, the notian fhat " . . . the concept of the whole
1s relative, and when 1t is‘b]aced n even larger contexts, the
understanding of the-.individual element 1s always affected" (Gadamer,
1975, p. 167). .

Thus the movement of understanding 1s constantly

from the whole to the part and back to the whole.

Our task s to extend 1n concentric circles the

unity of the unders?ood meaning. (Gadaper, 1975, p. 259)

The carcle 1n this metaphor 1s not a oné-d1mén51ona1 closed
system, but a circle as a sphere, with agtumulated layers, 11ke an
onion or a snow ball. The criterion for correct understanding, 1s
the harmony of all the details with the whole. Understanding of\.the
text must bR in terms of 1tself. "understand1n§", says Gadamer, "is
brought to completion 11ke a work of art" (1975, p. 1685. This ref-

erence to the work of art is not a gratuitous one; he sees the prac-

tice of hermeneutics as an art. In T[yth‘and Method, he chooses to

investigate the understanding of truth by investigating the experi-
ence of art, that 1s, by constructing an aesthetic theory.

What 1s unfolded, or brought to completion 1s the kind of
knowledge thﬁt Gadamer calls "historical consciousness" (1975, p.
321). It is knowledge ach1ed!d through the dialectical encounter

»
resulting in the understanding of the text's horizon, the 1interpre-

ter's horizon, and the-‘tradition in which both are situated. It is



‘ 45

L]

hoped that this study will lead towards.a devélopment of a kind of
"historical consciousness” of the mode of being of the art education
student teacher. .

In summary, this study 1s phenomenological 1n that the inquiry
1s concerned with naturalistically investigating and making sense of
the subtective experience of student teachers in "real 1i1fe", "lived-
world"si1tuations. The stance is "presuppositionless” to the extent
that phenomena relating to the process of an individual becoming a
teacher are allowed to appear, to reveal themselves. From a variety
of sources, i1ncluding the researcher's consciousness, data of sub-
Jectivity have been gathered that will provide examples or 1cons that
will allow the presenta?ion of the essence, or ground structure of
the phenomena 1n order to lead to phenomenological understanding of
the process of becoming a teacher and the meaning 1t has for individ-
uaks. The interpretive approach 1s derived from Gadamer's philoso-
phical hermeneutics in which understanding 1s seen as an historical,
dialectical, and Tinguistic event. The horizons of the student .
teacher's "texts" and that of the interpreter fuse through a ques-

t::’process. The aim 1s a type of understanding, what Schutz
c

Wi all verstehen, n which the multiple realities of these 1in-
dividuals' perceptions and the mode of being of a student teacher are

communicabhle to others. -
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‘ ' Ch;pter 5 o ,
THE UNFOLDING OF LIFE-WORLDS- Al INTRODUCTION v .

& -

The individual case-does not serve only to-corrobor-

% ate a regularity from which predictions can in turn

be made. Its ideal is rather to understand the o
phenomena 1tself in 1ts unique and historical concrete;
ness. However much general experience 1s involved,
the aim is not to confirm and expand these general
experiences 1n order to attain knowledge of a law,

eg. how men, peoples and states evolve, but to under-
stand how th1s man, "this”people, and this state is

what 1t has become--more generally, how has it hap-
pened that it 1s so. (Gadamer, 1975, p. 6)'

-

It is fitting for an ert1st or an art educator tg search for
understanding 1n an individdal case. It 1s the way of art and
aesthetics to seek to understand or to gain understaqqing from a single
c;se. A work of art is a §1ngle case, a unique,event, and 1ts occur-
rence contains meaning. The meaning, when examined 1n historical con-
text, is not i1diosyncratic or exc]usiveiy subagcthe. Paradoxically,

a work of art is both a single case and an entire world. As Palmer,
drawing from Heidegger, reminds us, a“"world 1s the unjty~that appears.
1n the work of art, and the work of art 15 art only as it causes a
world to stand" (Palmer, 1969, p. 239). We make ourselves more open
to the kind of knowledge that an art work can reveal when we cease to
regard 1t as an object and see 1t as a world. Likewise a text (his-
torical, literary, aesthetic, anthropological, etc.) comprises a
world. The hermeneutic task 1s to allow this world"to come forward
and to speak. ’

The ;ect1on of this dissertation tﬂat follows unfblds the worlds,
the Ti1fe-worlds, of three student teachers, each an "individual case".
The intent is_to "dwell" in the student teaching wor]d; of these stu-

dents. I use the word "dwell" 1n the spirit of its use by Heidegger

-
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in his ess%‘ "Building Dwelling Thinking" (Heidegger, ]971, p. 145-
161).4 Dwelling 1n this sense seeks to re-establish the "primal one-
ness" of our relationship as huﬁan beings with our environment. To
Heidegger’, dwelling is central to "presencing", or the opening.up of
the possibility of authentic human existence. The &ord "dwelling",
he expPains, shares its roots in 01d English and High German with

the word for "building" and the verb "to ‘e". Dwelling, then, has an
intimate connection with being. Dwelling 1s pervaded by a kind of
cultivation, a bu11din8, a cherishing. The fundamental character of
dwelling 1s a "sparing and preserving" (Heidegger, 1971, p. 150).
Dwelling involves an awareness of depth and means to live close to
the centre (Jager, 1975, p. 252). It is a kind of wmersion and
sayourlng_and opehnesgmto connectedn%fs for which I strive. The 1n-
tent 1s, to use Heidegger's.phrase, to "dwell poetically" (Heidegger,
1971, p. xivi). ‘

Before 1 began the process of interviewing the students, I wrote
some noles to, myself, to serve as reminders or guidelines. I noted
that in a way I was attempting to discover each student's personal
"mythology of teaching" o} what it means to that person tobea -
teacher. What 1s the myth? What is each pgrson's'%nterﬁng myth? How
does the myth change over time? These questions will be explored 1n
Part IIT.

I noted also that my task was to look for ongoing evidence of
each person becoming a teacher. 1[I had to establish each persoﬁ's
background, get a history, a biography of each person up to this

point. ' Theyfoeus would be her perceptions of teaching and teachers

and her role as a stud%pt. I would aj> basic questians about her

e
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early schooling, then junior, senior high school and college. Where?
When? ﬁ;call sign1ficant memories and major events. Recall signifi-
cant others. Who? 1 will encourage each person to keep a journal or
diary. I will suggest that it begin with backgrouﬁd information and
as the term progresses, be used to record'ref1ect10n§, feelings,
1deas, events, etc. I must get her perceptions at this crucial point,
the beginning of a formal program of teacher education. Why now? How
does 1t feel? I will note the changes from the introductory course
through the student teaching courses Is 1t a change from student per-
cept12: to teacher perception? I will collect routine records and
when possible, keep copies of written class material produced by each
student teacher. [ wili be open to comments and responses from in-
structors at various stages. I will collect visual records (photo-
graphs, drawings, video-tapes) at intervals which w11l become more
frequent as student teaching progresses.

From the mass of 1nterviews &ﬁd other data that [ have collected,
I have attempted té reconstruct life-worlds or phenomenologiés of
three students. It may be useful to outline step by step the jprocess
that this reconstruction involves. The first step is the interview.
It 1s assumed that prior to these encounters, I have accumulated
numerous presuppositions that generate general questions and suggest
direction. I Ery, as far as®s possible, to suspend my presupp651-
tions I as% questions, usually leading questions, so the .student
teacher can talk. The interview is recorded, usually on audiotape,
but somet}mgs\y)th written notes. I Tisten I transcribe the tape
in long~hand into a book. I Tisterw again. I read. A typist types

the text from the book. I proof-read the text. I read the text,

Bt <
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underlining what seem to be pertinent or kéy statements and make
notes 1n the margins. Up to this point, except perhaﬁﬁ for'tTi mni-
+ t1al questions, I have been a relatively passive part1Eipant-observer.
[t has been a dialogue with khe studenfl with the student doing most e\
of the talking. It is my natural inclination to let others talk and N
to Tisten. As the text 1s created, read, and re-read, the text
speaks. - . ‘ -
Wheh I try to reconstruct the dialogue and present each student
1n a form that w1]k_be most meaningful and revealing to a reade;, I
begin to question the text and myself. What should be left in? What
;hould be left out? How can I build a true reconstruction of this
aspect of her Ti1fe-world from the (largely) verbal information I have?
[s 1t flowing truly? What is she saying here? [s 1t important enough
to be mentioned, for any réason at all? Should I only let her speak?
Should I respond? How should I respond? Should I say what she said
.1n some other way, 1n my own words? Should I summarize? When should
[ include my own expér1ence and observations? Should I 1nclude them
here? Later? Somewhere else? At all? In this conversation, this
dialectic, the other person or the text 1s a "thou" in the Buberian
sense. Thg "thou" 1s not an object, but stands 1n a relationship with
us (Gadamer, 1975, p 321) These phenomgnologies, these reconstryc-
tions coustitute_more texts, which 1n turn can be allowed to “speak
As I arrive at the next stage, the unravelling of the @hemes (Part
IIT), there w11l be more quesl1oning, more re-reading, more wmtmg,ﬁ
angd more re-writing. I will probably return to asking more specific

questions to the textssy the transcribed-typed interviews and the new

"unfolding 1ife-worlds" text.
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As part of this introduction to these students' phenomenologies,
[ feel obliged to address one final aspect of my "method". Through-
out this study, I was often asked, usually by persons unfamiliar with
phenomenological approaches £o research 1f | cqglq\be certain that‘fhe
students were able ta speak fully, freely, and truthfully given the
fact that [ was the Chairman qf the Deparcmént in which they were
studying and potentially at least, one of their teachers. (I actu-
ally only taughf a course to one of the students, Julie, and that was
1n her final semester after she had completed all practicum require-
ments). At the end of the first semester, I asked each student how

she felt about the interview sessions. I posed the question first to

Annie.

Harold "There is one question I want to ask you--I hust wonder
how you feel--how you have felt, about coming and talking
to me, every couple of weeks or so--whether you felt--well,
I'T1 just-leave 1t open like that." '

Annie: "Well, I think 1t's helped me to define and to discuss and

to think about these things a bit more--and--yeah--1
haven't felt restricted--but at the same time it's hard to
s1t down and answer questions and. be specific--I have.to
generalize a lot." »

Harold "But you havgp‘t felt threatened in any way--or that be-
cause of the fact that I'ﬁ Chairman of the Division, you
never felt that you had to say things to please me because
1t might reflect back on your grades in some kind of way?"

Annie. “Oh, not at all."

Harold: "I just have to ask those questions, because whenever I talk



about this project, some people ask, ‘how can yah be sure

that they are telling the truth?' Or maybe the situation,

the fact that they are students and you (me) are even more

than their 1nstruc£or, they think I have an aufhor1ty pos1-
" tion--they don't really know! (Both laugh). But that's

the question, how accurate are the responses?

-

So you're saying 1t's as much as you, can put ‘into words?"
Annie: * "Yeah." )
Harold:  "But, 1f for\1nstance, 1f 1 were to come say, from Dal-
housie or another university, do you think that you would

open up more?"
4

”
-

Annie "Um, no. Because I think it would be even harder 1f rt

we}e somebody coming from anothev?p1ace, because they .
[} *

wouldn't be aware of what was going on within the Division.
+

A Tot of things might be left unsi1d that wouldn't be

understood. " o,
Harold "So we can make a lot of assumptions " ‘
Annie "Ypah, Ttrke you know what Saturday classes are all about

aqd that kind of things The kind of things we are doing.
' I don't have to go into all those Tittle details, that '
‘mdght not become clear to somebody else.”
Then I asked Jane about the meetings we Héve had throughout the
term.
Jane "T've felt quite good°ipout them because I've had to kind
of think about what I've heen doing. So it helped me to
think a 16t~more clearer that way. \And ['ve never felt

L
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uncomfortable coming or.anything T1ike that. They were

-
»

good I thought."

"You didn't feel at all intimidated by me7m

\\ . < o

IIN04 " - »
"You didn't feel that, Tike you had to hold pack?"

“No."

"Did you feel that you could freely say what you wanted to?" -

"Yeah, I thought‘so. Yeah; I guess I felt that if you
d1d€‘t agree with it, 1 felg £hat was kind of too bad.
(Laughs). . . . I felﬁ th;t whaf/;,wak ;ﬁy{ng was valid
for-me, so no, I never felt intimidated in any way . . [
felt it was good to come and talk ;1nce 1t made a lot of

P \
v

things clearer."

And finally, Ju11$;. ..

Harold- ~

Julie-

Harold:

Julie.

-

"One thing I wanted to ask; I was wondering how you felt
about these interviews that-we had all term and whether or
nét you felt you were comletely free to say whatever you
wanted or 1f you felt .intimidated, or th}eatened, ar . . "
"No." ’

"Also, 1f you felt threatened, or held back, 1n the sense

that because of my position here . . . "

- N »

"1 thought of it a couple of times, and it bb;henedjme, but

‘e

I usually come 1n here and say whatever 1s on my mind and
1f 1t 1ncriminates me it incriminates me; if it doesn‘t, 1t

]
doesn't, I don't care.

But the only thing that did bother me was when we went into

the (sound) studio that time with all the equipment around,

N
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I found that hard." .

Harold* "Yeah, that bothered me too That's why I stopped doing
that. I felt it was more 1mportant to éet you to say ex-
actly what you wanted to say, rather than having a’ fantas-
tic recording " . »

Julie "I think it is a good 1dea because 1t makes me more aware

of going through. I'l11 stagt ta]king.about th1ngs,‘thgn

all of a sudden I'11 remember things I've forgotten. They
should be all written down I suppose, but I'm not good at

that. But I'll try better next time. ['ve even bought a

journal."’ . \

The students aerared somewhat surprised at the question  Each
one seemed to find thE dialogues quite natural and open. The appr;—

\, '
priateness of the approach was confirmed for me when later Julie re-

marked- .

"The kinds of things you are questioning me about
»+ - are the kinds of things I'm asking myself ninety-
nine percent of the time."

My interest 1s not these students' intentions or personalities.

In the texts a reality 1s brought to stand. In their talk about stu- -
dent teach1ﬁ§, children, teachers, lesson planning, weaving, drt mak-
1ng, etc., a reality is brought to stand. The point is not whether all
or most student teachers actually have those-feelings or experiences.
Something deeper and more universal 1s coming to express{onu It 1s,
as Palmer says: ’

The possibilities resident in being, Tighted up

now for a moment in their truth, not in a

scientific truth, but ih a .truth, nevertheless.

(Palmer, 1969, p. 247).

What is being revealed, however dimly or brieffy, are the

-
-

ar



possibilities resident in the beingness that is student teaching,

Tesson plaming, or art snaking.

" .

+
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Chapter 6
ANNIE ADAMS

-

Annie Adams, a U.S. citizen, was twenty-one years old when she
enrolled in the Introductory Art Education class at NSCAD. 1t was her

first semester at the College and her first formal step in the process

[

of becoming a teacher, although she says-

"I've always related with kids, been comfortable
around them . . . -I've been an aunt since I was
nine years old . . I've known these kids 1in-
timately. "

As a ch1ld and youth she . . was always encouraged to be a -

-
" -

teacher","even though no one.ﬁlse n her 1mmediate family was a

teacher Her own experiences as a student occurred i1n a variety of

" settings Kindergarten to first grade in Oklahoma, second grade 1n

annect1cut, third to eighth grade i1n rural Maine and ninth to twelth
grade as a day student at a‘prep school 1n Maine. Although frequent V/)
méves during the early school years made for a lack of continuity,
pleasant memories remain. Teachers are at least benevolent i1ndividu-
als and at best friendly and enthusiastic role models. Art 1in school
was of 1nterest but seen as something either highly structured or some-
thing for fun or to stimulate exploration. There was neither the
time nor the opportunity to take 1t very far.
When we began odr interviews, Annie had completed two years of

liberal arts studies at‘co11eges in Ohio and Maine, enough to know
that she wanted a more spec1a1izeé education 1n art:

"I realized I wanted to go 1nto art and they

didn't have the facilities. I've taken art all

along but always secondary to the academics. But
always jt was the most important in the Tong run."

Annie continues:
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“thinking about school.when I was a chrld I always
did well in school and enjoyed academic subjects.
Always tended to relate to the teacher in some
sort of a kinship--to get beyond putting this per-
son on a pedestal type of situation."
“Wh&t were some of your first recollections of school?"
“The school I started out in was a fairly Targe public
school. Several classes for each grade and a lot of them
modern types of education--modern math--I specifically
remember the types of books I started reading 1n the first
grade . . . Yeah, I have really good memories of 1t. There
was_a]ways the Tittle kid feelings and Tooking up to the
big kids--all that sort of thing. But, hey, I have really
good memories of all that time." . \
"What about other kids?"
"I remember a few, but wheu;e I s‘ed school we moved very
early so they weren't friendships that lasted or really
grew. [ remember a few short people, but--there were a few
in Oklahoma--I think I Timit 1t to maybe three or four
friends that I can really remember. And then i1n Connecti-
cuE, we 1ived there for one year in a suburb area and there
was a large neighbourhood of kids and there was always
games going on outside and always a lot of bickering and
arguing. It was just a really tense area, place to be in
the city. But from there, we moved back to Maine. In the
third grade, andtfrom then on it was knowing people who I
st111 know, whom I've known all my life. And that started

a whole new basis of my education really. Through.those

middle elementary years, (Third, Fourth, Fifth) I always
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all. It was that inhib;ted stage. And jt started when I
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tended to Héve fairly old teachers, you know, these old
white haired iadies, and I don't remember the teaching
being particularly’ great, at that point, because I'd been
1n these modern schools in these other places so that the
learning [ did at éhat point was probably more on a social
level."

“"Could you talk a Tittle bit more about your image of the

. teacher at that time?"

"Well, the teacher was always somebody who stood up 1n

front of the class, and explained the problems and told you
what to do and made you work out your Tittle exercises--and
art was really limited, 1n those years in Maine. I remember
rarely having the teacher let us colour things and do d1f-.
ferent problems. But it really wasn't a vital part of what
we studied at all. Until I got into the fifth grade and
then 1t was very i1mportant to the teacher there, but she
taught 1t in a }eally structured way, like 'this 1s how you
draw the human figure. Here is a circle for the body and a
c\rc]e for the head and . . . ', You know‘fhe system, you
develop the shape from gﬁose first shapes." And everybody
pretty much hated that " ‘

"When do you think’ you first saw yourself as being inter-
ested n art, or art as being something special for you?"
"Well, let's see. It was fun in those years, but it wasn't
anythlng particularly special. In junior high I don't think

I did very much at all and I felt Tike I had no talent at

-

4
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started high school”  That was the most important thing

about high school for me--was that we had a really good art
department and really enthusiastic teachers and the courses
we took were six or twelve weeks Tong and very 11tt1; struc-
ture, mostly just playing, you know, like s1lk screening

and lots of crafts--sort of just things to get you inter-
ested more than trying to give you a structured background
1n anything. So 1t was always very exciting and 1t was
changing every trimester sol1t never got boring. There was
r’er enough time to do 1t. And the other classes 1n that
school were also really good. Like the math--I've never
taken math since, but at that point I had just an excellent
situation there. And English and stuff."

"And so, what do you think would be your 1mage of the leacher
from those times?"

"Well, that dls when they became more of a friend, more of

a person, that you could really have a good time with, as
well as learn a Tot from and it also became important as to
how well they could teach. You could start to distinguish

a good teacher from & bad teacher at that point."

"What were the differences?"

"Well, most of the teachers I considered .pretty poor were
generally really organized, trying to express 1deas that the
students didn‘t really care about or didn't want to learn,
didn't seem important. And not being able to put it on a
level that you could understand it or relate to it. And

E4

then teachers 1 had who were good, just gave it to you and

-
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were patient and clear about 1t. Of course, 1t depended

on the subject as to how they went about that. One thing

I remember, it's a real strong jmage of my art teacher all
through high school--1t was pretty much the same person all
through. 1 remember feeling that she was very frustrated
because she would like to be an artist and she was a teach-
er, and I never thought I'd want to get 1into that situation
And I st™1 don't, to the extent that she was so wrapped up
in teaching, in her students, that she couldn't get her own
technique down. So she couldn't teach someone how to draw.
She never presented those basic things as important. It
was always--'this 1s how you do-macrame', you know, and
that kind of thing. But still, her enthusiasm and the fact
that she was a perso; whom you could really enjoy taking a
class from, and talking to, and learning from, was really
ihe most 1mportant thing."

"Can you remember a teacher who was the most significant
t;acher that you had?"

"I th;nk it would be this art teacher and the math teacher
I had fbr'my first two or three years 1n H1gh school. And
he was a man who was very conservative and had a definite
teaching style, but he was the kind of person you really
had a great amount of respect for. And he told great jokes.
But he was just an excellent teacher who could really get
the 1deas across and I've never been able to study math
since then. It never intereﬁted me and I've just sort of

lost all comprehension of it. But at that point, I just--

\J
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1t was so clear, he just made 1t, really and h1s other |
values also ?ame acrbss, just the fact that you really
respected him. He was a friend, although not the kiné& of
person who you would buddy around with, you Know. But he
was certainly somebody to take as a model."

Harold:  “"Now, talk a bit about, (1) How You perceive a teacher, or , -
the teachyhg profession, or teaching as somg}h1ng one does. . :
How you see that now? and (2) How do you feel about it
in terms of yourself? Being a teacher, and starting to be-
cohe a teache;?" .

Annmie: "It's something I haven't really given a lot of thought to

:
yet. I'm starting to n®w, but before I started school,'it

. .
was more in terms of being practical. Well, if you go to ,

3o

art school, and come out with a degree 1n art, what Yo you \

hdve, besides a ski11? But how can you make a Tiving? Well ~
now, teaching--I feel I have done a lot of teaching just

' 4

with my family, with my nieces and nephews. And 1t"s been

really exciting the times that I've been able to show them,

b ARG S5 R

uh, how to card wool, to just present a new activity to them'

and let them get really excited about 1t. Or just watch,

-

observe them and how they perform, and what happens. At

4
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this point my thoughts are really undefined--but [ can't

see myself in a large classroom trying to explain soﬁe kind .
of stagnant thought to a large group of kids. It doesn't

seem 1ike it would prove'much. But I.would like to be in

more of a situation with a small number of ‘ids and really

giving them the tools to explore their own creativity. I

[
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’

* guess there's a lot of good and bad in both of what's hap-
pening in public schools now. I've been out of 1t. I'm
nqt aware of all the changes that have happened recently,
especially since I didn‘t go to a public school in high
school. But, I'm sure there 1s a Tot of room for a 1ittle

b1t more personable teaching, 1n that system.”

a*

From thay same time, Annie writes in her journal:

. I find kids fascinating and they bring alive the
child within me. When I am with kids my fantasies
come alive. I can '‘pretend'. 1 think they teach
me. I am not sure what has brought me to the study
of teaching children art, Meyond the~practical
reasons. Something that comes to mind is creativity.

, ) My creativity is a child--or rather, I am a child
when creating. ' The dancer inside is allowed to be
free with a palette of some kind. I think it would
be exciting to help children cultivate this sense

' of creativity, give them the palette--their ,
imaginations are*already alive and free, to give
them the means to find the thrill of creativity.
It really is a valid educational tool!

X I - Rural 1ife and the kind of culture and tradition it is rooted in

. 1s important to Annie. She talks with affection about the period be-‘
fore she c;me to Halifax and " . . : lived on a farm, milked cows, and
teok weaving." Her drawings of cows and young chiTdren are sensitive
and Toving, capturing the essence of awkward bulk of both. She ﬁﬁnds
the lifestyles and values of Maine homesteaders and crafts people
appé%ling in their simplicity and sense of connectedness with the en-

vironment. In her journal she writes:

} . ‘Living in the city is not a satisfying situation -
"N\ - for me. At present, I am not interested in the
' social life at my doorstep, and I don't find the - o

noise and dctivity any kind -of asset. I am in-

' hibited by concrete and I miss staring at the moon
at night. I think my hlanking out is a blocking
out mentally of this stimulus which if taken in

.- becomes stress. .
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This theme continues in our discussions:®

Annie:

Harold:

Annie.

1
"And coming here is sort of separating myself from that

environment (Maine). And so everything I'm involved with

ties together, 1n that 1t all leads back to thq§ goal of

" eventyally Tiving in--1 don't know how to describe 1t

really, 1t's not that specific--getting back to Tiving 1n
the country, and making things a 1i1ttle bit more simple,
whatever that 1s being a crafts person and trying to teach
that, whatever, but . . . " ’

"So you see being a teacher as being compatible with going
back?*"

"Well it seems like you gotta start with children to make
these kinds of changes important; to give something like a
new culture firm roots, you gotta start with the children
and the education of the children and I guess that was the

basic conclusion of all this thought that came out--that

that's where 1t begins really, and that's where to put an

. emphasis--those ideas."

Annie is trying to give herself and her future life a sense of

wholeness and direction. She feels drawn to a 11fe that 1s close to

-~

[ 4
“the natural environfient and communal values, of the type she finds 1n

rural Maine and opposed to what she sees as typical of the North Amer-

%

ican "middle class non-culture sea of just-'blandness". Her art in-

terests surface 1n the form, of weaving and she sees the role and life

rural 1ifest

~

aching, in the sense that education is the process

of an artist—cra.-person-weaver fitting harmoniously with such a
E 3

of culture building which begins with the intellectuai, physical,
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soc1al, moral, and creative growth of children, 1s an integral part

-of that Tife. Like many art education students at this stage, Annie

1s feeling a sense of conflict between her 1nterests 1n education and

her,studio or craft interests. In art education, a career goal is

Tooming and she 15 expected to begin thinking 1n terms of being a

teacher, something new to her, and in wéaving she 1s expgcted to think

T1ke a craftsperson. I ask her 1f she feels that she 1s being forced

to make a choice between weaving and art education.

Annie | "1 think it's'Just a continuation of trying to make them
work together, you know, instead of letting 1t continue to
bej% conflict--I don't know whether 1t will work or not but
I think 1n terms of putting one's attention to one aspect
for a length of time and then a 1ot of attention to the
other one . . . just balance 1t out somehow. I think the
1dea 1s to just make it whole and not let it be a conflict.
Rig‘tfnow I'm at such a basic 1evg1 with both of them that
they are just ideas, almost."

One thing is clear to Anmie at-this point:— She writes 1n her

Journal that " . . . education of others is not my first priority".

v

She is not even certain that weaving 1s a high priority although
" . textiles are certainly high on my 1ist of priorities which 1s
obvious to me from the thrill I get Tooking at pand woven and printed-
dyed fabrics". The highest priority is self-education. She believes
that she needs experiénce and knowledge before she can teach others.

She searches for self-understanding through the J‘ﬂ!ﬁtion of her "inner

mindy' .

This, of course, 1s very complex and is something :fg~
I don't understand at all, but is taking up a lTot

e E
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of my thinking time these days. By "inner mind",
['m broadly referring te the non-physical places
I go 1n meditation, fantasies, dreaming, books .
and nature. An informal "study", I continue with
whether or not I am 1n school, 1s that of reading
books on (for instance) Zen, Taoism, sorcery i
(Carlos Castenada) and other fiction/non-fiction/
poetry, which will continually be a reminder that
the present reality 1s not all that exists. This
seems particularly important while living in the
city and being involved in school.

Annie has recently become involved in-the Halifax T. M. Centre.
She considers transcendentai™\meditatiofla "central part of her living
and sanity". She finds 1nspiration (and distraction) 1in meeting
others who are 1nvolved in meditation to a deeper degree than she 1s.
She meditates regularly and is now becoming more conscious of the act
and process of meditation. She feels.thatw" . .- its funttion is to
make dealing with 1ife stress more effortless, calm, and to 1increase
one's awareness all around”. She moves freely tp other states or
layers of consciousness. She writes. .

My fantasy self 1s an escape from th; present day

reality. [ don't know which is more real. I
don't know if it matters. |

One of the domains of Annie's world oflnultip1e realities con-
cerns the possibility of her becoming,a teacher. In her Introductory
Art Education class they are starting to talk about methods of teach-
1ng, ‘

"which 15 new to me and it kind of makes it more,
well--methodical rather than a mystery. It sort
of removes “some of this mysterious cloak--what
* you do when you get in front of a group of people."
Harold: "Had it ever occurred to you before to wonder why the
teacher, téachers, did what they did?"
Annie: "Oh yes, I'm sure I noticed and thought about it, but I

guess I haven't thoyght about it 1n terms of myself and how

65
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I'd go about 1t too much, basic i1deas, but not down to
spec1fic techniques at all. I think I've always been

aware of different teachers I've had and how they go about

Iy

teaching, just taking notice of the different ones--people
who lecture, ahd people who split you up 1nto groups, and
people who will come around to talk to you individually and

jJust have discussions. And I guess all of these are good

‘

for their different purposes. But I haven't approached 1t
yet to the point where 1 would stand on those kinds of
things."

The students 1n the Introductory Art Education class have begun a

\

sertes of 1n-class “teaching'ep1sodes“ 1n which they teach something,
either individually or 1in pairs, to the rest of the class. Annie has
Just completed her first episode and felt that 1t went "alright" but

was slightly nervous. [ asked her about her thoughts when preparing:

.

"I think I was mainly concerned with the organization;

' making it as simple and organized as possible. Another
person worked with me. It was alright--not fantastic.
I was cramming so much information into a short period
of time--1 felt really rushed. They asked questions--
seemed to be attentive."

Annie and‘Per classmates are preparing to teach the children's
Saturday art cla;ses that w11l rd% for the next seven weeks. Normally,
these classes are taught by the students 1n the Student Teaching I
class, under the supervision of their 1nstructo;. This semester,
however, circumstances were such that the Student Teaching I course
was. not offered. The Art Education Division still wanted to offer
this service to the public, and the Introductory Art Education in-
structor, who had considerable experience with supervising the

Saturday classes, felt that the "Intro" students could adéquately
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handie the c]assés,_and more importaﬁ%ly, would be#}fft from the ex-
perience. So, seven weeks after entering thez"Lptro\ﬁ(f Ed" class,

Annie faces her first class of children. She 1s excited but confi-

dent. ' ' ) ‘ -

S * . p -
Harold  "How was class on Saturday?" § .
Annie "Really dood--funny. One problém4(73~:a Tot of energy--a .
lTot of problems but I feel réplly Gha11engedi One k1d .

affected other kids--groups--seven mostly--teas1n§, ripping °
and eating paper."I realized he was go:ng,towhg a problem‘
before the class eveh stamled.z He was sulking when the

. other kids arrived--1 really didn“t know how to handle 1t.
[ didn't want to take the typicgl role I've seen teachers :
take allimy 1ife. He was Tooking for negative atte&t1on--
couldn't 1gnore him--as long as you paid sbme sort of
attention."” ¢

When asked about her first class, Annie responds i1mmediately by

talking about the children, their réactions and their behaviour. In- .

-

the class, her first priority 1s the children and what they may be’

.

<

learning, not the subject matter. Somehow, she feels that the way
teachers have operated in her past éxperience 1s not the way she wants
to operate. She 1s not sure what that way 1s, but 1s struggling to

-

find 1t. o

Harold:  "What plan did you have?" toT

Annie: "Everyone'made name tags--we gdt started late--started
talking about different characteristics--listed different
body parts-—namgs in hat and had the kjds draw--cut parts

and (piled?)--af the end they glued on pieces of paper.
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Kids/gé{ restless--it was time consuming--one got ripped
o fia1f. ~The end got crazy We enjoyed it. Our lesson
< went okay. I think they 1iked doing 1t but 1t was too

A drawg\out and structured, I guess. A six year old got

-

tirede-1t was an afternoon class "
Harold: - "How are you thinking of approaching next week?"
' : 1
. Annie. "It hap to be more dynamic and Tess structured--something

; that w111.st1mu1até all--build into lesson--moving, noise-
. |
. . mak1ng--but trying to stay in some sort of theme to keep

-, it from being total chaos. é?other suggestion--make some

kind of envaronment. ' The general objective is to let the

3

1madinations really go and work from the imagination into
N A}
actually making things--byt trying to Toosen up first."

She 1s trying to palance; freedom w1th a structure, excitement

without chaos, 1mag1nat10n w1th some d1rect1on, artlst1c products

* -

resulting from an enjoyable process. She is trying.to understand how

»

children think and act in groups and qnd1v1dua11y. And she doesn't

A}

- Tose sidht of herself and her interests.,

(2]

N

“I'm finding that from work1ng with kids I got this
- . real urge to draw fantastic things--in drawing
class and textiles . . . I started drawing last
night--I'nt not really happy with 1t--but the .
- energy 1s there. It can be turned back into art
ed again-cthat give and take."

1

As she progresses in the Intro course and the Saturday classe$,

t

. whlqh have become the primary focus, Annie ‘s experienciﬁg sutcess.
The children seem to be responding well td her lessons. She thlks,

. abbut her second class:

"Okay--um--first of all my objective was to get the
kids more aware of sensory percept1ons--and--l
started out by us1ng noises and giving them all

1
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these awful things to taste, and smell and differ-

ent colours and shapes to look at and you know,

asking questions as they went along--then I had

them do a model of a creature on another planet-- '

* " told them they had to bring these descriptions

back--so they had to put as much detail in as l
' possible--and they really took off--the introduc-

tion, I think, really did make them think about ~ Y

things other than what 1t looked like--that of

course was the main thing--but they wergq in-

cred1bly creative with that--and then they had

to do a collpge kind of thing of the. environment
Tived in *And they came up with all
sorts of thinys--combining two dimensional and ™
three dimensiomal--1 mean two dimensional materi-
als and making them three dimensional--which I
thought was rea]]y\?ood to see."

-

However, timing and cont?hli\ﬁifh aspects of classroom manage-

meﬁt, are perceived to be problems

"I wanted to have a closure that would bring 1t
back to where we started and suggest that they
go outside and be more aware of things outside
and we even had a plan fog that--that was a part
of 1t. . LI
2
And well, general chaos was kind of a problem--we
were 1n room number two. They were always running
back and forth to the washroom--always washing
i their hands and getting into little battles and
pouring water all over each other and all kinds
_of stuff.”
b < ’
Nevertheless, she feels that at this point thére were "more
. i A ’ «
positive than negative points" in her classes. She is becoming aware
of objectives and is following through on tfrem. She is better able
& .

to put her plans nto actign. Being a teacher 1s "starting tg'become
more comforggble--Just because I'm getting used to being with the
kids, I gquess." Although she resists comitting herself to a long-
rahge plan ér direction, teach@ég is something she wants &to ;t1ck
with". She feels that she is " . . . starting to get a pretty bas1?
rationale in‘terms of thinking §bout art": She 1s now seeing her

teaching and her art (textiles) more as one. Her approach to tex-

‘
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tiles and her 1magery are being influenced by children's art. And in

her teaching she has been stressing 1magination ovér realistic render-

1ng. As the end of the term approaches, I ask Annié to talk about

her ideas and feelings about her becoming a teacher and how they

might be different now, in mid-December, from the beginn1ng of Sep- °

tember.

Annite.

Harold:

Annie.

Harold.

Annie:

"Well, 1t's a funny thing--that in the last couple of weeks I

started questioning 1t--I had really been feeling positive

\about 1t all term--and I started feeling like--well, get-

-

-

ting really nervous and overwhelmed by planning lessons and
trying to manipulate these kids and stuff. It wasn't any-
thfng that either had to do with working with kids or with
art or with teaching really, but with trying to put all
those things tegether--it started to overwhelm me a bit--
and 1 don't thiflk I've resolved that yet. 'But I don't--
it's not anything serious--I think it was the end of the
term blues kind of . . . "

"Yeah." .

"Like that was one thing."

"Is there anything more to that to talk about--or was it
Just the feeling of being overwhelmed and as you say--kind
of end of the term?"

"1 don't know--I think we were getting so caught up in plan-
ning lessons--with things like objectives ané‘yays 1n which

we wanted to change the learner--and I became much more--

um--theoretical, it got beyond working with kids at a base

.

level experience--so that the planning.was kind of the

S 2
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thing that was too much to deal with after awhile--so as a
result--the last class--I didn't plan it very well--I set
up some vague objectives and took 1n a lot of different
materials and just decided to Tet them explore them--and
they-:they were expecting very structured classes--and they
didn't know what to do--and I didn't know what tB do and I
, thought 1t was going to be a disaster--but as 1t turned,
out--there was sort of a Tull after about the first half
hour. I thought they had used up all their materials
already--they thought we.were going to go onto something
new. And after that Tull they went back to working with
them again, and I was able to work with each individual
and sort of encourage them in sort of thé direction they
seemed to be going 1n. And 1t turned out to be a really
good thing."
"Aqd yoh think it was successful--the lesson?"
"I was told it was--Well, wa;aa thought 1t was--she was ob-
serving me--and yeah, I felt it was, towards the end."
"You said _you d1dﬁ't plan 1t very well."
"My 1introduction wasn't very strong--and then . . ."
“But you made it not too structured a class?”
"Yeah--but then when it camé down to that within the class,

CaY

I didn't know how to deal with it. It was sort of a new
eXpefien;e for me." -

"You mentioned the‘word manipulate. You used it in kind of
a negative way. Did you feel you were mamipulating the kids
negatively?"

"I'think so. Yeah--I think--(pauses)--um--I think that
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L 4
manipulation 15 taking time to 1nfluence my values on some-

one else--and I'm not sure that that's always right--be-
cause--for one thing, mine change a Tot--not necessarily the
base 11ne values--but the ones that I am constantly explor-
ing. If I'm not totally sure what ft 15 I'm feeling--then
how can I feel that I should influence. someone else--but I
think we've done that over the course of the six weeks. In
the sense that it worked--as far as creating an atmosphere
of réally good feelings 1n the whole class--and I think
they did explore their sensitivities to things around them
a lot more--and there was a marked change from the begin-
ning to the end. The way thgy looked at art and the way
they went about it . . . well I've learned a lot about what
art 1s--what I think art dis--or at Teast I'm starting on
that--understanding art--when I first started it I was--you
know--1 had no 1dea really. And, but--how that deals with
teaching too--I think I've gotten a pretty good grasp on
that--but #here I fit 1nto that--that's sti11l what I'm not
sure of. weshad to write a final rationale for Derek (the
instructor) for last night--so he's got a copy--he's also
got a copy of the paper I wrote,”the one on child develop-
ment."

A
"Could you state the rationale, 1n twenty-five words or
Tess?" (Both laugh}. ‘

“Un--let's see--first of all--beginning with kind of a

. miniature of man category--1 see people as being both ind1i-

¥ -
viduals and groups--as sort of social creatures. And those
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two aspects help each one to grow--they contrihute--the
individual contributes to the group--the individuals make
the group afd then the group 1s 11ke the feedback for the
growth of the 1ndiv1du?1—-and art 1s\éxpress1ng feelings

and experiences, emotions, observations that a specific
1ndividual will have--and it's a way of expressing things
that can't be expressed through other means 11ke language--
and--(pauses) and we had to define education--education

puts children 1nto a group situation so that they can learn
to 1;teract in a group and it also opens up their eyes to
things 1n the world that helps them to gn?w individually--
so those work together--and so art education 1s--encourag-
1ng the child to be more aware of the things he wants to
express--beyond just mere categories and concepts and labels
--so that both his art 1s richer and is an expression of
what he 1s feeling--what he sees--yeah--so the teacher's
role is to encourage this. Does that sort of make a whole?"
“Yeah, sure. How would you see yourself as a teacher, aid-
ing that?" * ‘
"Um--1t's mostly using ways of making them more aware of
what 1s around lheﬁ and what they arel what they are feel-
ing--and then the use of materials." '

' )

"For what end?" ’ !

" "For the end of expressing further awareness, further aware-

ness--does that make sense? That's really general."”
"Yeah--that seems to make a ot of sense. Well then, at

this point how do you feel in terms of your art growth an&k

™ - T~ P
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development towards those goals?"
Annie. "I don't know--uh--well, I think this term has been setting

those goals--understanding what they are® And I feel like

the next step 1s for me to--well, I'm not going to he do13g

Art Ed next term--it feels good--1t feels 1ike I need to ex-

plore my own art more--to get really involved 1n that--be-

fore I go back and try EP teach--because--I guess that's
where the gap i1s--I'm not sure of my situation 1n terms of
art--and that's what needs to be clarified--more than
teaching and the teaching process--at this point. I don't
know where éhat will take me--or how I'11 feel about Art

Ed after."

Harold: "At the beginning oﬁ)the term when we talked--you felt quite
positive and optimistic about yourself and the ro]e.of the
art teacher. Do you still feel that way?"

Annie* "I think so. Um--yeah--I think in the long run I feel that
way--but again--1t's clarifying myself just before I--where
[ can work with other people--so 1t's not 1ike a negative
thing."

When the next semester began, Annie did not re-enrol 1n apt edu-
cation, but she continued to think about it and continued with our
interviews. She says that whether she'wants to teach or not is
“ . . . a constant debate that keeps going on. I hav resolved
it." On the one hand, she sees herself building on s& in tex-
tiles and fabrics, and on the other hand, "working with kids" has
been enjoyable and qui}e satisfying. But also, there 1s a thread, a

&
nagging feeling, that she is being tempted to pursue art education

4
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for extrinsic reasons.
"an extension of something that has been drilled / *
into me all my 1ife about a secure job and all
that--and ptacticality; and something to fall back
on."

But there are intrinsic reasons as well and not taking art educa-
tion leaves a gap. .

“Art Ed provided a chance #or me to think about
art in a different way than I was ahle to in my

§tudios." '
Harold: "What do you mean 'in a different way'?" @
Annie: "Well--to begin to understand Tts meaning for people."
Har&id: "Rather than just 1ts meaning for you?"
Annie: "Yeah--and its meaning in general--Tike its validity at all

s
. and to help me to define it--and then the other thing

v

1s I'm starting to see a_lot of possibilities for combining
textiles with edutation. 1 can see using textiles as a tool

tp teach and to teach about natural resources--and that

%

sort of th hich is another direction I've been moving

towards also--and it seems really important io have com-
. municat1§n'with people, [
there's those two sides--and I think they will probably .
flow toéether okay--but right now it's a continual debate,
. --because part of me just wants to be in the studio--and ’
‘o that's really selfish in a way--but on the other hand . .
I don't know--but these kind of decisions in the past I've
always found--they aren't rational decisions--you ration-
alize the& so all the rea;ons are~--born out--and then the
thing that feels right becomes predominant--it's not like

it's one or the“other--it's a matter of compromising one

1ch education provides--so-- 3

s
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| .
for both.* ) ‘\
"Are you saying it's feelings rather t'h'qn rdational thought
or is 1t rational thought plus feelings or is it feelings

’~

underlying it all?" : ) \‘

“Oh yes--I guess you could¥call it feeh'ﬁgs—-«I‘ve always

thought about it--it's more I1ke fate (both Taugh). I v

mean that's the way my life rups-—it"s Tike having a need
--and working out all the possibﬂitjes Iratior_; lly;-ahd
then llett‘ing' E;lai need seek its own way. Thatls Tike I -
en(‘ ‘up here--that's how I end &p anywhere in anything 'I
do. I still have enouyh t1me to think apout 1t better I~
gues® I'm also a bit scarkd of educatmn " ‘
"In what way?" - - - . \\. o
"Well, a lot of thinés tbat"I wa't begioning ‘to talk abput - N
at - the end of Jast tenn--qbestmmng--l th{nk I stFrted -
really gettmg caught up vnth 1e§son planmng ,gnd $H that
‘and it bogged~me down for awhﬂe-—createg a lot of]mhlm—

" tions pbout 1t--and alsq ‘the idea of. teach{ng--m the, ‘

4

schodl system 1s not appeal*ing to me."-

»

“Why's thqt?" . ~
) .

‘& mean--1I don't know,‘ it's a réal funny fhing--tﬁ:a fnsti- .
tutwn I thinka-l g'uess it's mostly my own'expemiences -
with schools and maybe it's the stereotype I have of schd’e'ls.
But ! feel er I've always been in }nstltuh:ns. And some-
wa I'mina real hurry to graduate so I can gét out of the
fnstitutwn-—even the ones that are real gobd .ones-—'it's

still a fnst{txﬁion»there stﬂl is sanetlﬁng saying ’
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'You've got to do this in order to do this'--add in the
gtudio--and teaching in a school system is just being {}
another one--except you're on the other end of the line.
ddt it's the same--you are following so many."

"What would the alternative be?"

"I would be 1nterested in--maybe recreation proqrams.”
"That's sti1l an jnstitution."

"Yeah. But somehow they aren't as--a school system to me

"seems td be real structured--you have five days a week where

you have tonbe in at a’certain time every day--and just the
whole thing--and--for a temporary length of time I'm sure
that would be fine--but I don't see that as something I
would do f§r a long period of time and get caught up 1n 1t
all and just all the politics involved." ’
"Maybe then there is a diffetgnte between education and
schooling--have you talked about that at all in any class?"
"Education and %choo]ing? Education being growth?" -
"Ydah--the process of growing--and schooling being the 1in-
stitutiona]i%3§7form§ that schools have imposed on it."

»

"I haven't thought about- that too much--1t s an 1nterest1ng

L g a

'thought though--it makes a, 1ot 6f sense--because we are

a]ways continuing our education-+gne thing I did.was--the

4
.

other day I wrote to a friend--a per;bn I know who owns a
camp, a sunmer' camp-g see if th*ey had any opemn!«s and to
get a- 11st of summer camps--to open up ‘that pﬁssﬂblllty I
had sort of decided T didn't want to do that--but, th1s week
I was thinkifig it might be a sensdble thing to do,™

S 4 °
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It might be a sensible thing to do. This 1s an ongoing conEern
and part of the debate. It 1s the social conscience, or 1n Freudian
terms, the super-ego, that voice of rationality and practicality which
1s speaking. One can't simply be an artist or craftsperson, or medi-
tate all day. One must think about being an art teacher and teach
children or be a weaver with apprentices or teach recreation or adult
education classes. Teaching in a summer camp would surely help. One
can even consider teaching T.M. or the "science of creative intell1-
gence" as the course 1s called. Teaching 1s a respectable profession
and can provide security for a young woman. Annie revealed at this
point that 1t was “family pressure" which motivated her to go to art
college and "go 1nto education". The move was made she confessed,
primarily to "pTease my mother"

Annie spent the rest of that term concentrating on her
course work Weaving, SCAN (three dimensional design), Art ﬁistpry,
and dance She showed mg a woven shirt she had designed and produced

and showed and talked about her drawings of dancer's feet. Her inter-

‘est n T.M. continued and she read me an essay she wrote following

b)

an intensive weekend T.M. seminar. She saw it re€lating to an art edu-
cation rationale for herself and an attempt to bring her ideas "into

"\
a whole". She says that it "1s not finished because "1t redched a

point where 1t wasn't clear enough to write aboug'. She starts to |,
\. "

read: N
Where to begin? The beginning seems to be the base
from which life moves, the inner silence which is ~
the well of all” knowledge and being. OQur society
has Tost touch with this pldace to a large degree.
It can be called absolute. We break our society
down into categories of age, income, profession, i‘
. etc. and isolaté people into these categories as
they fill them. Schools do this from.the time a

~ ¢

L J



child 1s four years old on for the rest of his or
her 11fe, 1n most cases today. Once through high-
school, the young person s put in the category

of College Student, Trades-person, or bum. The
three seldom interact from then on unless through
business dealings. If the person becomes Student,
the division is again made--which side of the
brain should he or she function on? Art or
Science? A defimite dividing line--And if two
high school friends graduate,.gne goes to Art
School and one to Technical School, they will pro-
bably lose contact within four years. This divid-
ing goes on and on, putting people i1nto isolation
from each other as it does occupation and so
forth. Mother retires to Florida, the older
brother and sister set up house-keeping careers

1n the country--the younger brother and sister
pursue student interests in separate cities and
they rarely see each other--or so 1t 1s 1n my
family.

This level of life 1n which we Tive so totally 1in
our own l1ttle categories can be called "the world
of the relative". It changes as a person grows
older--he or she goes from one group to another,
getting narrower and narrower into his or her own
realities--relative realities. This has been pos-
sible 1n our society because we have reached a
level of affluence--called middle-ctass which gives
everyone the freedom to do his or her own thing.

If one can't afford it, borrow or get a scholar-
ship--it 1s always possible. This freedom is won- .
derful, but I'm sure there is a Tymt. T know _
‘there 1s a limit and we are witnessing it now 1%°
what 1s commonly known as resources--natural re-
sources--limited natural resources. We have been
living a 11fe of oil consumptipn, coal, etc. to
produce higher and vaster technologies requiring
even greaterimachines and needing even fewer peo-
ple to run them. There fs no one in. this society
not a part of it, and in the past ten years, not
also aware of 1t. The resources are coming to an
end, and with it, the affluent society as we know
1t will come to an end. It may not be a devastat-
ing end, but it will be at least a change. This
1s etident, History shows that changes in sgciety
happen very naturally and periodically as 1
balance becomes greater. Some people may fattemp
to plan change. It seems to me that.it ugually
happens of its own accord-+in relation to’ the im-
balances which already exist. This brings me back
to the absolute--The Tao, God, Heaven, The Laws-of
Nature, Chemistry, Physics, Math,-or whatever ,one

_ uses for terms. This one with the rest seeks

>
J
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harmony and baldnce. It seems that human kind is
generally out of balance, houncing from one ex-
treme to anather. Thus the cause of change. The
absolute and relative are one--they are only a
tiny speck among the vastness of the universe and
tame. Yet everyone thinks that his relative
reality 1s the total, the centre. And many actu-
ally think they have control over it. Hah!

Annie goes on to describe a holistic view of textiles--from pul-
Ting raw wool apart, spinning 1t into yarn, weaving 1t into cloth in
beaut1ful colours and textures, to.mak1ng beautiful functional cloth-
1ng. From planting of the flex seed, to dying and weaving the
fibre. ."Thus the art of fibre teaches Ehe value of renewable re-
sources, the gift of the earth"- She looks at textiles in terms of
self, ecology, the world and the bigger system of things. _Annie, 1n
her thoughtfu]ngss and sensitivity, tries to see things 1n a holistic .

.way. She sees relationships, relative values, and relative real;-

- ties. She 1s, however, wary of philosophical retativism and 1s
looking for some absolutes. These she tries to find in "the Tao,
God, Heaveﬁ, the ngs of Nature . . " What she sees this all Head-
ing up to 1s " . . . this idea of using textiles as a form of tedch-
lng."‘ 3u£% how this 1s to be accomplished remains un;rticulated.

However th%;e 1s a hopefulness that a kind of alternative education

\ .

that goes beyond the "hippie phase" can be acﬁ%eved. "She §till talks
of continuing fd Art Ed next ?erm, and of spending the summer working

N .
. as an arts ¥d erafts instructor in a camp. As, she says:’ .
- . 6

X

, “I%-will be a really nice change to just explore
{  » alot df ideas. 1In camp there is a lot you can L
qp with conndcting nature with art." . ]

" When she returned to*NSCAD in September, Annie’didn't register
‘?b? ﬁrt édqcation but'instead, signed up for two textile courses,
SCAN-and a requi}equesjgn syrvey course. She came and talkéglto me
. ) L TN
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about her experiences at camp. She, along -with an ass?stant;|#§§"
responsible for the craft departmert, a little cabin with two rooms,
and>a seven wegk program. There were about one hundred kids between
eight and twelve and she Recal1s that " . the first month was

really nice--it went smoothly and I was still really fresh enough

EEd [
b 4

with 1deas.”

“We got a lot accomplished. We had to have a show
at the end of three and a half weeks which was
really nice--a ]lot of good things and really 1n-
teresting things.' And then after that 1t seemed
to go down hill [t just--seven weeks 1s too

"ong i "

R 4
Annie had hoped to be able to introduce textiles, but theféxtent

to which this was possible was 1imted. She speaks with enthusiasm

R}

of dying and carding wool with the older group, the twelve year Q]ds:

- .
"(but thi1s was not possible with the younger ones) She also used .

LJ

fabric scraps 1n projects with the other groups. "Thepe\was," she

}ays, "a Tot of variety, .but bt\;:e end I lost all my motivation, all
9

my 1deas". Another frustratin

«honour éyétem which awarded poifits for projects regardless of their

* [y

depth oy difficulty. She found this discouraging "because those *

things just got in the way." '

PR
A3

Haro]d: "Djd you have to make a report?"
Annie: "Yedh--1 can't remember 1f I said anything about that or
.. .not:-by the end I Was so used tgy;ji' I' just tried to 1g9-
~ nhore 1t7-I Just figured we wqu1qrp§ss them alt right away .
and tﬁenvstart doing;good stu}f. ‘he w&uldth worry about

getting proaeéfs fimshe‘d’f‘ So there was just peally ng

kindt 'of .sense of what art-for kids could do--My goals were

e

basrqplly tq, increase their observation.and awarenéss and
e . . »

- ) » b 7
4".“- ) . .

pect of teaching at the camp was an \

v
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stuff and most of the goals of everyone else 1n the Syétem

b

were to 'make presents for mommy'."
Annie was experiencing a conflict of goals and values,-hers and
the camp's  She wanted the children to work wmaginatively and crea-

tively with materials and 1deas but the expectations (of the other

i

adults 1n the Eamp and the children) were to make stereotypfca]
designg and objects Annie had worked there six years ago in the
kitchen and “nothing had changed with what was being produced" She
found 1t difficult to get "my 1deas accomplished within that §ystem."

“Then'd4s 1 went along I realized that the things 1
wanted te teach were mostly the things I wanted to
be -doihg myself--and not so much teaching. I
wanted to teach them because I'wanted to do them.
Not because I necessarily’wanted people to learn

i them. And I wasn't that i1nterested in trying to

. .- motivate unmotivased krds. And I also thought I

g was Just handing out materials I was just a dis- N
trigutor of materials--1 allotted a certain amount
and said "here do it"--1 could place orders for -
what we needed, but 1t might be awhile before we

- would get 1t. So, that kind of thing--1t would
also be--well we were hawing a Fourth of July-; o
we were mak¥ng floats for a parade. [ had to hand h

over all my crafts supplies for< those kinds of

things. And I was just trying to shift my think-

1ng into what 1t would be 11ke to be 1n a schoo] -

system. And I could see a 1ot of the same things .

happening even though 1t wouldn't be twenty-four

hours a day--I would be basically the only artist 7 .
°. .. in the situation and trying to work 1n a system t

that isn't really open to change that much. Those '

were some of the things I was thinking about last .

year--1 just started seeing them more clearly--to

do anything that had to do with creating whatever

it was--just being in.-charge of all that stuff.

) 1 don't know--it just drdn't sit right.”,

L

-

: Harold:  %So that's what made you-decide not’ to continue 1n Art Edu-

’
»

cation this term?" . 1
' &

Annie:  "Yeah-+jit was--not the total of course. Yeah--it.was--but p

'’

[3 - LY s ¢ ,
that was parth of the reason [ went into it, to have the day .
_ ’ ‘
A
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Harol
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Annie:

"She's a dental hygtenist, And then I thifik she was always

"the fact that maybe it's a rlsky th1ng to dov;hgt that‘ T < K

[, W -
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to day experience of working with the kids and to get be-
yond the preparatory fear--about that. Yeah, so that did
have a great deal to do with 1t. Of course I was thinking
abqut 1t pretty much the whole time--about the ;eason why

[ started. that program--the Art Ed program, was a lot of
practical th1ngs-—someth1nq to fall back on. And it was
mostly inspired by my mother who has a real fear ;?.Ey
being 1nsecure-~financially--and then, wha% she's done 1n
her 1ife--and she has always been a frustrated artist be-
cause she-~she :s a2 very talented woman, She never wentlto
art school--it was dur1pg the depression at that time apd
so it was much more 1mport§nt that she get a trade-;but all
her 1ife she wished that she had an art school education."
“What is her trade?" ) . ) \
frustrated because she never really had tiﬁe to do art-=

because of her work. And thlS is the way I see her anyway.

And, I gave her my theory and she pretty much agreed with k . }[
me anyway. And I began to feel that my .dejng .this which-- '

I didn't feel l1ke the motlvat1on was com1ng from myself.

It was coming from alnays out31de It wou]d be %1ke a s1de
track1n3 th1ng. 1t woulfvfsgg\ye away from do1ng text11es . . T
[ can see a progression of fawe years. [ started weaving '

five years ago--and I've always had -it on the brain ever : . }f

since then. And, slowly-—1t Eas takeén thdt 1ong to accept J , =

what, I am mostly 1ntere$ted in--that's what I am really-- '
. y

i
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and other things come after that."
Harold "Do you still have any interest at all in teaching or being -
. a teacher?"
Annie “Yeah. I don't think I'm discounting it. I definitely

don't see myself in a school teaching situation. But--I
don't know about teaching kids but there might be some’
potent1al for that But 1 guess--l think of teaching more

: genera]]y. I. thought about it more from a different pef-
/

shective. I think the first thing for me to do 1s to get
> my skills together and to get tompetent at what I'm doing.

- .. And then teach thgse_things--to people who want to lTearn

v them." . - '

I didn't see Apnmie after that fall term in 1980, a year and a
)
few months after we began our interviews. She didn't return to the

College the following semester, nor the ones after that. I heard from

-

. the Assistant Reg1strdr that Annie was attending the Maharish1 Inter-

national Jniversity in Iowa.’ I imagine she 1s pursuing her interest

S . v

“

1n T.M, I also heard that she is still interested in returning to

NSCAD. Is she still interested in becoming a’teagher? Ton't know:

' - There are several forces working against Annie's completing the ¢
' . ) ; drt education program in the ugual time,period, or at all, even
;o
. | . Lot though—she is 1nté¥&ngent and demonstrated genuine 1nterest apt1tude

K # ~apd ab111ty,l The cho1ce is hers to make, byt throughout the 1nter— /

o view sessions her remarks Show that she is tugged in several direc=

*

S

tions. The most obvious force, and certainly one not unique'to her
1

t 3

. ; " . .but famjliar to-most art educators, is the d1a]ect1c hetween the often
/. «f'. y cﬂﬁfllct1ng ro]es of artist and teacher. This ¥ssie w111 be &xpapded .
ey ® ) ot . e .ot
¥ N \ ‘ ! ¢
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upon\Hn Chapter 11. It manifests 1tself 1n Anmie's Tife-world in

several ways

" (1) As a simple question of priorities of interest givén
Timited time, resources, and energy.

(2) As feeling a necessity to learn an art or craft before
trying to teach 1t, revealing a view of art education as
subject centred. ,

(3) As the conflict between doing something more clearly
career Qriented, hence”pfac$1ca1, and doing something
less likely to lead to a job, but probably more person-
ally satisfying and self-enriching.

This third facet is exaggerated in Annmie's case since she feels

that her family is pressuring her to work towards rea]isfﬂc career-

oriented goals and that a choice to bécomg a teacher, while of con-

siderable 1nterest to her, 1s st111 a second choice and would be done

mainly to please her mother. If she becomes a teacher 1t will have to

b2

be for herseif, on her own terms. She knows sﬁé coh%d do it (and do .

it well) if she wants to. But does she want to?

13

Life in the city, even a small one Tike Halifax is not appealing
to Annie. She Tongs for the environment of rural Maine and a kind of
11fe style, close to the earth, in which her philosophy is roqted.
Tied to this wanting to be close- to nature is the closeness, ;ttach-
ment, and dedication to transcendental meditation and the spiritual
redim to which it gives her access. A]thougﬁ these factors'may not

be incompatible with her becoming a teacher, they certainly serve to

diffuse the focus. | ’ i

e ’

; As a participant obsqg:?r of ‘the Art Educatiop prbgram,"and from
L 4

.
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my perspective as an administrator, I wonder if the decision that
semester to allow the Intro students to'take the primary responsi-~
bility for teaching the Saturday children's art classes was a factor
1n Anme's decision to n;t continue in thre program. It may have been
a case of "too much too soon". She 1s theoretically and speculatively
inclined and é;rhaps would have benefited from more theory and con-
ceptualization before facing the drudgery of p]anﬁing and the routines
of managing groups of ch11dréq. "Hér sense of "getting caught up with
Tesson ;aann1ng", being bogge& down, and not wanting to constantly

LY

"manipulate" learners, may not have been s0 overwhelming 1f her pro-
gram had folléwed the typical forﬁat 1n which more attention c;n be
paid to building a solid theoretical and conceptual base prior to the
practicum., Typically, the Intro class observes a few of the sessions

while the Student Teaching I group teaches. She had few resources or

* defences to help deal with the rigidity and constraints of feach1ng

arts and crafts at camp. She equated. the camp routines and conven-
tions with the authority apd standardization of schools, even though
she had not taught inwa school, and found both binding and 1imiting.
Even though her study of art education has’yet to lead to a degree,

1t has helped her to learn more about art, how children learn, and the
creét1ve process. She has decided that she wants to Tearn sti11 more

about hersef? and about her art and craft.

A device introduced by S. C.lPepper, called a "root metaphor",

.1s a basic analogy that can b;/?elpfu]-for fbcusing QA concept or
. experience and 1nsqf:;ng;its, evelopment (Pepper, 1942). A root

4
metaphor for Ann]e might be 4 weaving. In a weaving, separate threads

goang, in.ppposite'dirgctjpns eftwine to create a whole faﬁiic. In her

s
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1iferand edutation, she is str"ivmg for wholeness. She has chosen .
the threads and some of the colours, but the pattern remains open.
» - \
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Chapter 7 &
JANE JONES

Jane Jones came to NSCAD in the fall of 1979 as a transfer stu-
dent from the Em1ly Carr College of Art in Vancouver where she had
completed one year of study. Prior to that, she had been a student
at Okanagan College, a junior college 1n the interior of British
Columbia. Her elementary school years were spent in Surrey, B.C.,
unt1l about the nminth grade, when her family moved to Vernon where
she went to high school. Her art experiences in pigh school and
college- were pbs;five and her teachers éupportive.and encourag}ng,
“Tike I ;ea11y love art and I think that I've had good experiences

through 1t."

At age twenty-one, Jane's feelings about her becoming a teacher
are ambivalent. Her older sister 1s a teacher and she has a frtend
who 15 a.teacher. As she says, "I've worked with kids a little bit
and I really like 1t". She loves art, and at this point, being an
art teacher interests her. She disapproves of what passes for a;t in
public schools, particularly the idea " . . . that art is dittos and.
stencils and colouring books" and the approach of " . . ..now we are

all going to draw trees". She feels that teachers and education stu- .

dents lack the respect they deserve: )

. "Like at UBC it's a big joke when you are in the
Education Department, it's the slack department,
1t's 1ike how P.E. is treated at Dalhousie--ydu
don't do any work in P.E.--ha, ha, ha! And I
think that's the way a lot of people treat teachers,

. in the same way: 'What a nice job, eh? You get
" there at nine, get off at three, and you have .
four months @ff every year. You don't do any-
thing.' Little do they know. [ think in order
to be a good teacher you have to enjoy what you
do, ,'cause you have to do a lot of work in it.

P 4 (2]
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And 1f you think of it as just wark, then it be-
comes just work, and I think you convey that to
the kids, that it's a real drag."”

Jane is encouraged, however, by her frieﬁd who 1s a teacher in
Inuvik wﬂo "says she loves planning for her lessons because she
learns something everytime she plans." And more importantly, " . . -
the learning doesn't stop there. I continue to learn from the kids."

She would l1ke to see teachers considered more as professional per-

I3

sons.

“And I think that people don't really realize how
v much is involved. Like maybe not so much struc-

ture, Tike with a doctor there is a certain amount’
of skills and knowledge that you have to acquire, "
but with a teacher, there are certain skills and
knowledge that you acquire at the beginning but
you have to continue to acquire them just as:a
doctor keeps up his medical knowledge."

Jane would Tike té see pu511c attitudes changed and feels at this
point that perhaps she can help to effect some changes. ~ .

"And people &omp1ain about the publ¥c school gystem

and say 'ok, it's too bad' but if someone doesn't ..

go out and change it; I'm sure I can't make it,
T1ke change it so that it's radically changed, but

every small change helps, I think. Like 1f you ~
can help one person, that qne person can help.
someane else." R \ -

Jane 1s an‘Bpen, télkative, friendly person. In our conversa-
tions she tend§ to ramble, sometimes repeats ﬁ}rse]f: and jumps from
one topic to another. Nevertheless, the thoughts have continuity. &
The repetition reinforces certain‘key concerns. I can relate to and
identify with much of what she says about the public {ttitude to
'teaching and teachers and the status that education departments have
at universities. Maybe it is the fact that we both grew up in small
communities in British Columbia. ' I can see thé people and the places
and hear the voiges when she mimics the cliches people Spaut complain-

\ 8
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;
1ng of the "slackness" of education -students and the “soft" life of

teachers * These views are probably common throughout North America,

but when spoken by someone from my home province, it rings especially

true.

Like Annie, Jane was a member of the Introductory Art Education

class that taught fhe.§aturday children's art classes that fall.

R ~
Seven weeks after beginning her first education course, she is faced

with the task of planning for and teaching art,to a group of eight

' year olds. She 1s forted to examine more closely ber reasons for

4
wanting to teach art and the goals she wants to promote or achieve.

She begins haltingly to articulate her 1deas.

"The girl I am teaching with, Susan, we were talk-
1ng at the beginning--why we wanted ta teach. We
thought we should talk about 1t so we would know a
11ttle bit more--each of us--what we were trying to
do 14 relation to our lesson plan. And, um, she
. comes from--I think P.E.I.--and there are a lot of
people who don't seem to have any direction or pur-
pose--and she feélt if they had an i1nvolvement as a
ch1ld 1n something important--but not meaning that
everyone would continue 1n art--but 1t would help
them find other things. Whereas I kind of felt 1t
was not therapeutic but that our school system was
really lacking in the arts--and I said that I
thought art was the most important subjects-and she
sald she didn't think it was the most important.
I don't know, I thought about 1t a lot--but I st1ll
think 1t 15q& In. the way 1t's emphasized in our
schools it's the'least important--in most schools--
it's kind of sad."

I
Y

Harold "Why do you think 1t's the most important?"

Jane "Bécause 1t affects all sorts of other creative th1n§s--11ke
even people who are 1nvolved in physics or chemistry--even
academic th1ngs-—like physics is really abskract--a kind of
creative thing. And even sports are very personal, creative

" type things--1t's really a motor skill you develop--still--

.
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T1ke figure skating or gymnast{cs are more so creative--
but‘everyone develops the{r own running style, and their
own dr?ve;—wh& they do ?veryth1ﬁg. I don't know--oriental
cultures, or even Eskimo cultures, 1t's a more 1ntuitive
style? It becomes part--it's not another extra that when >

‘ money gets tight it gets cut back--1t"™s more a part--an

‘ 1ntégrated part. I th;nk that's hoy it should be--not so
- much d1v33eq up--maybe‘our whole school system 1s divided

up  too much. " ’

Jane 1s gonvinced that ‘art 1s, or sﬁou]d be, an i1mportant part of
everyone's 1i1fe, singe it‘is an 1mp3rtant part of hers. She sees what
she 1dentifies as creativity in many types of activities that are
taken ser16us]y by schoQls and society at large Since creativity 1s
to her obviously a central feature of art, then a;t shou]d also be
taken seriously. She infers_that somehow the creativity derived from
ar£ ac§1v1ty can be transferred to other aspects of 1ife; 1indeed, not
simply transferred, but totally integrated into the culture  She
also looks fo; 1ntégrat1on and legitimation 1n her career choice.
Jane. "I think things are becoming more secure--like at first I
wasn't really sure 1f I wads taking art edugation because--
like I really enjoy art--1 wasn't really syre 1f 1 was Just
hedging the bet--11ke okay I really 1ike intaglio ahd cer-
amics, but could I ever make a 1;v1ng at 1t? And the

teacher who I had for drawing at junior college--he said

. to me a couple of times--'never sell out--be sure that was

A - A N
what you really wanted to do'--pot to do it because you
really couldn't do anything else., Last year wasn{t'tao

. ®
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Harold*

Jane:

N '92.

. [

good of a year.for me—-personall&-;and I kind of lost faith
7 , . R
1n everything that I did--pretty wéll 1n life in general, I

guess--and at the end of “the, year nothing 1 produced was any

good and I didn't know what I was doing there--and I con-

-

sidered quitting a number of times--for the year Then I *
spent'the summer trying to decide what to do--and at thg

beginning of August I dacided, yes, I would go back ‘to .
AN .

schooly. And yes I would go to Neva Scotia--but at }he same ‘
time--at the back of my mind was this Tittle nagging worry--

was | sel[ing out? Was I doing 1t just becauiﬁpl nvested

all this money and I had to have a way to pay for 1t--a way
to make a Tiving--a way to Qg_sompth1ng' L1ke you have a
lot ¢ friends who are being thinés--theyfll finish and
they'11 be something. And what w11l you be when you finish

school? Now it's becoming mﬁ%e clear that 1t 1s something
e S
I'm really interested in--something I want to do--l11ke 1n
|

¢

the class, Art for Exceptional Children, I ém working on a

L)

project on art for deaf children and 1t's becoming a bit

M Ih)
~more clear {Qii it 15 something I want to do. I want o

4
teach art and it's--to change things--not that I, think my

o

‘way 1s r1ght--bﬁi [ think that--new ideas are always kind

of goqg--and’l think that I want to contribute things." .
"You say that you are now more comfortabJe with the 1dea of
your being a téacher?" ‘

"Uh--L1ke--I know that this is what I want and nowiI'm not
S0 wbrr}ed,about that. I'm becoming a 19% more involved--

I really enjoyed it right from the beginningy but I worried

) . )



T
Harold

Jane

a .
’ ’ .

. that I was selling out But.I don't think that's a big

.
¢

thing 1n my head anymore."

4
2

"You thought there would be more status in your being an

¥
LY

artist?" °

]
“No I just think that--I don't think that you have to bey
Y
one to teach--just because you are good 1n art doesn't mean

you are a good teacher The friends that I went with to first

and second year used to have this stupid saying “those who )
Ean, Fo, and thSSe who c;n't teach” Well, I don't think .
that's true. But I don't think that those who -are gooa ,.’
artists necessarily make good teachers. I°think being a
teacher 15 Just as important a thing and just as much work .
as being an artist I think there are just as many consid-
erations and just as much work and learning involved. As
an artist you are growing and devé]oping all the time,
and I think as a teacher you have to do the same--so many
péoplg figure that they just have to go to school five
years and voila, they{are a tea?her-—now they are sometﬁyng
1/ don't think that anyone 1s just made wha£ they ;re; they
ave to grow and change,votherw1sé everything becomes kipd
of static. And Iaguess ﬁaybe that is becoming more c'ear
now. I think--1t, art education, has bécome—-l realize
how deep that 1t 1s. It's--there's a 1ot more depth to it
than you first think. But I think 1t's Tike anything--1f

you really become involved in 1t--and I think you have to be

to be a good teacher--there's a lot of depth td 1t." —

When she begins the Saturday children's art class, Jane chooses

o -
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the group of eight year olds since " . 1t's €as1¢r to make mistakes

-

with them . .’ they aren't so Juggmehtal, [ quess"e¢ She th1nks§1t

will be "fun”/andﬂhs Tooking forward to. the experience
. J
"At tﬁh same time 1t's kind of scary, T don't
know, Tike how much you can--1f they know that
you try to do the right thing, you khow--T1ike
maybe what we do all along 1s wrong " o

Her first lesson 1s to deal with circles, " . Just to give

»

them a d1ffereﬁ?’way of seeinqg, a new kind of exploring " ’ /

"We're going to have them s1tt1ng 1n a c1rc1e and
explain that this 1s one of the reasons why they
are going to draw 1n a circle and explain that we'
thought 1t would be neat to draw on a circle rather
than a square, and--a different way of seeing--we
are going to explain why they are going to do 1t--
we're not go1hg to just give them circles and say -
. 'draw'. It's hard to go ihto someth1ng-—11ke
. walking inté a room ng know1ng what you're sup-
posed to do. We'll talk a 1ittle about--T1ke
who they came with &nd evenything. We don't want
to -influence them too much. When we first started '(
out we were afraid, 11ke, of making too many
decisions. 'Like wow', we thought. We would let.
i them draw any shape they wanted. Ther e thought
we'd have to make some decisions. We were afraid
of 1mposing our ideas on them But I guess some- -
one has to make .the decisions

We do have a definite purpose. It's not Tike we . '
want them fo draw whatever occurs to them. But

at . the same time, we want them to gxplore things

that they might not have explored. } Like, we .
want them to have enough medium so they can ex-
plore the medium for itself." ‘

What, NN a teacher to Jane at this point? A good teacher 1s deep-
ly 1nvolved in what she'does both teach1ngcgﬁd the subJect A good
teacher has a purpose for what she does, g1ves direction, and guides
children but tries not to influence them too much. She also allows

-

them to make some decisions What did Jane discover 1n her first

. i <

Jane “It's surprising--the%ids were a lot older than I thought

-

teaching experience?
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they would be." )

"D1d you know what their ages were?‘-

“Yeah, but they were a lot older than I 1magined they ‘

‘ &éuld be‘rand a couple of kids 1n our class, like one girl--

.éhe was involved in a lot of things--exposed to a 1ot--aqt
wea]t;;, but rich 1n experience--like music lessons  They
a}1 seemed mor; mature than~hhat [ expected. \They had out.-
;1de.expgr1ences, T1ke Tlna-—;he goes fo danc ssons
~"We talkgd—about thmngs;that we 11ked to ort;
and things. Hér.(T1na‘s) fister 1s really into sports--she
doesn't like them and she doéfh't have to do them, so I -

J ' ) o

don't think her parents are pressuring her. She obviously
= "

makes the,choitet herself and really wanted to come to the

classes I don't think that any of the kids in our class

are there but don't want_to be." :

“Any other wmpressions?" ‘ o

"I knew this before but k1as are so individual. And one
Tittle girl who seems, not really 1nsecure of herself, byt
really wants a lot o% attention. And two boys, both called
Andrew (we call them Andrew One agd Andrew Two). ~And
Andrew One seems to.be a lgt more opgms~gore,sure of him-
sglf, aﬁd Andrew Two seems more shy.. Last‘heék he seemed
more ass.ured . . . One thing we uaa\ned too--1n our second
lesson. They/;ollected sliced-up garbage bags as sort of
an env1ﬁ0nmen{ and the children made up costumes of garbage

bags. They selected'things they wanted to portray We had

music and they qpved to the environment. Then we talked
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about how they thought dancing and drawing were related-

»

qp1cﬁ was the néxt Step 1n the lesson . .  when we ;q1d,
'wer; drawing and dancing alike?' They said, ‘of céursel
as 1f 1t were a fact. They hadn't divided everything 1nto
11ttle boxes lxéé we had. You kind of know 1n the back of
your mind,)put 18's kind of a surprise when the# are that
open They are so accepf?%g of everything we do " ‘
Another thing Jane 1s learning about teaching 1s "the amount of
time 1nvo]veé". She saysWPhat other peoPle in the class are.complawn—

ing and probably wontt 90/6; to the next level of student teaching.’

»

She st111 plans to continue. 7
"I just had to sit down and reorganize my sghedule
' to f1t everything in, . . I don't feel too bad.
. It*1s a Tot of time. I don't want to short change

the kids. I feel I've a real obligation. "1 feel
they are gaining Every Saturday I feel they are
depending, not Tike a big ego thing, but a sense
of responsibility. And I think that 1f you are
going to do something you do 1t the best you can."

4

Although she accepts the amount of time 1nvolved, she admits that

1t came as a surprise But since her sister 1s a te;cher, "T guess I‘

realize 1n t?e back of my mind there 1s gaing to be a lot of time 1n-

volved." She realizes that a commitment has_to be made.” She 1s up-

set wﬁen her teaching partner 1s casual about when she arrives for

the class and tells her so. 9

Jane: "T don't feel.uncomfortable te]]iﬁa Her things like that
because I think 1t's--1f you are uncomfortable telling s;me—
one some?hing I1ke thatygthen I think you ?35 uncomfor'table
critic1{jng their teaching--Because when ‘I Naught, by my-

Eg]f, she po1nteq out that after Andnew opened up %p much,

(Athink he was the only boy 1n the class--a lot of children
. ‘ N

v .
.
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d1dnrt come last week) h8tended to hbnopollze my attention,
she said. It's a critical poiat.” I think 1f ydu can point

out 11ttle things, obviously, you're not being cruel "
- h |
"So you're teaching and being critiqued By your partner?"

-

"Yeah Susan 1s going to teach next week and 1'11 observe

-y -

her ! '

""Do you have a sense yet what some of your strengths and

¥
some of your weaknessas are?' ) .

"Jul1e came 1n tvo--1 think.one df. tHe strengths 1s that

1

['m really _relaxed around the children, and never Teel un- -

" comfortable. Last week I--Susan had gone over *for coffee--

and Jubre was Tike--ummm--and I've never really been scared

about things like %hat Like 1f you are going to make any
m1§fakes—-théy(are not going to‘know--and what 1s a mis-
take? Etveryone makes mistakes talking and stuff Julfé
worried about Yosing her place 1n talking. Things like

that doh't worry me--1 really enjoy the kids and 1 feel that

P

you have tq be ’a11y ftexible." .

-

s ‘ .
Jane talks about how she was able to.adjust her lesson when ght

felt the kids were not responding 1tn the ways she anticipated.

Jane

S

"I don't think 1t was structured enough. Like, I thought

the children could be a Tot freer than what they were

-

‘That was something I 1earned--they do need a- structure to

follow. And so we sat them all down with a story and I just
tarted out by saying "The story of a racoon that went on

a trip to £urope"--§hd I could see Susan Tooking at me--she.

.

* was sitting up on a l1ittle box and looking Tike--Tt's not

~—

]
al
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~ . going td work--but the kids really got involved with 1t--

g e

. i ana I addéd,the animals--the characters tha} they were--
ané they had td tell semethtng about .'1 S
-~ Harold "Was th1s planned?" ) h
Jane ‘?ﬂk. Wg:had*too much time--so I gust made 1t up On the
AW spot 1 ngt we had to do semething--they wére’obv1ousPy
, ’

“-getting bored with dancing andgnoving -around--so we took tle .

music and the characters that they were and put on some

- cosiume; So I think that was‘?ne strong point--the spon-
- taneity. I gﬁess ['m really at ease with them_}nd I'm not
affeid of ihanﬂ: , ] \\ ‘
Harold “And weak po1nts?} - -

- -~
i

Jane "That I can be kind 6f sucked 1n by the kids, §:ii;;ig7t

" that Andrew could draw my’;ttent1on’away like th¥t—nd then
\ w1 kThAd of neglected some o} the other kids I guess a weak .
point too would be--I'm really afraid of putting them 1nto
T1ttle boxes. So m;ybe I['m trylng'Eoo much for them to, be
¢reative and they already are. They Jd;% need a way to

3

focus the1r creativity. 1 guigs haybe 1t's-because a lot

of my early art was stgpc1ls and Qeav1;g Easter baskgts‘and )

things 1ike that--a lot of junky craéts 11ke you see today

that people think are such neat art _ And I'm really para-

noid ¢f having kids f;t 1nto those l1ittle mo]ds‘~56 I think

that 1s a weakness too--you can go too far the other way,

11ké how a ¥Qt of free schools or open-a1¥ schools did. v
, . .

. 7 - .
: Like open-air schools I don't think, fit for every chi1d.*

I think you have to be a lot more aware--like I'm getting

"
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a sense of our group--and I think that will comeﬂﬁb]ot

Qi' easier with more experience. And f think one of my weak-
neﬁses 15 gust lack oﬁ[generg] knowledge about what their
iendenc1es are, but that will come too--more work and more
knowledge " ' x v(

Iy <‘ X
As "Jane nears the end of her first tBrm 1n art education she has

been 1ntroduceb to gome basic pedagogical and theoretical concepts and

-~

" has had an opportunmity.’to plan and teach several lessons She has

1. ¥
heen made to examine her reasons for teaching and she has an emergang

sense of her sf*engkhs and weaknesses.» Her ﬁbrcept}oﬁs of children

L

-

JDave changed. Children gseem somehow older j29 more mature than she

mmagined. “And to her surprise, discipline was mot a problém. She
also eonced:g/;hat'“the 1deas of how to pldn and how to teach have

changed a 1qt"

.

Jane- "Well, when we first stamted teachiny it was--'well let's
9!‘

have them paint things'--but now 1 know,a lot more why I'm
having them do things. Well, I kind of knew inside, but I
Ky h

;‘\ didn't know hbw\to express 1t. But--I've grown a jot that
’ . "'away l:ﬁ

Harold: "What other thlngs did you notice?"

Jané "I guess--why, well, what art 1s and what art education 1s
has become a Tittle clearer. It has slowly been emérg1ng

. out of the fog the whole year . . . . [ think that I don't
agreqjﬁifh the way art 1s taught in a.lot of schools
I think there are too many people teaching art who don't
have any trainindg, really. I don't think you can learn to

teach art 1n a two er three week course--1ike cram 1t in "

.
- «®: e
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Her‘experlence of art 1n the schools and art teachers has derived’
from her‘own schooling and also, to a large extent, from her s1ster:
who 15 an elementary classroom teacher an& 1s also responsible for
teaching 'drt 1n her school, since she has the most art training of”

anyone on the staff The sister has "“taken a number of summer art
[ 3

© rtourses" Jane talks about getting a 1etten§fpom her sister who wrote
[ fg"
that her students " . ., did murals for the’ Christmas project and

because the Eh11dren can't draw well enough, they are blowing pi6-
tures up out of colouring books". Jane moans Apparently, sister is
trying to'p]easé the principal since last year the kids,did freely
‘painted big murals, which were not appreciated.

“Lila, she doesn't have eh¥ugh knowledge about how
to defend 1t, or she hasn't clearly defined 1n her '
own mind what the children are doing.. She-knew
that_what they did was good. But she didn't know
how to explain 1t to anyone else that 1t was good
So how 1s she going to make something that all the
addults--the fathers and mothers think are good?

. And I just think, 'Holy mackeral'. I don't know.
I have become clear- that that's not what I want to
do. But 1f I have to fight the whole time I
teach, F'm not going to give 1nto things 11ke ghat.
It's easy to say now--but when the situation arises,
you might Tose your job or something--unless you
teach the way your principal wanpts you to. I -
don't know." j

The practicalities and the day-to-day politics of being a teacher
‘ -

are never far from Jane's mind. "And 1n that mind are starkly painted
1mages of what goes on 1n schools. These images weigh against what
. .</ she thinks should go on Tike a perpetual see-saw. I ask 1f now, at

the end of the term she could state her rationale for teaching at.
.

"Well--1t's really tied in to what art 1s--and

for me--art is something that happens to you--

an experience that can't be expressed in any

other way. And it's kind of essential to use

those matertals--1t's dealing a Tot more with

the senses and feelings, an exploration. And I
’
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think that in order for a child to develop--I think
he needs that facet. Not as a therapy sort of thing
It can be therapeutic too, but to be completely
developed, He needs that. Npt to paint red, blue

,and green 1n designated squares or trrangles But

to express what is inside him and his feelings and
hﬂ‘e the opportunity to explore materials that'he
ofMerwise wouldn't, you know. But too many teachers

_ «do red, blue and green 1n designated places, you ¢

know. And I feel that they should have an oppor-
tunity to pe expressive and I think that children
are naturally creative, are naturally spontaneous. :

.. While she concedes that a certain amount of discipline and order

1n school

your, own, something that 1s persomal, and I think art can be that;—

something

s 1s necesséry and gopd " . you need something that 1s

that 1s really exciting"  She, thinks she can aid this

quest by offering planned opportunities for children to really explore

i»
’ materials

of being a teacher, she 1s hesitant.

comment.

a -

. @orked in 1t a couple of years myself."
) Harold “D1d you feel that your own art and your teaching are
separate or conflicting?"
y "Um--they just feed off each other a Tittle bit--the odd

However, when I ask her how she feels about the prospects

Then she cons1{§rslthe q'estlon again and comments anyway

"Like I feel that 1t would be really Mtnteresting,
really warthwhile. I feel that always I would
Tearn a lot, and continue the job. . Like in a Tot
of jobs you kind of remain static, you l€arn all
your sk11ls and then you do them everyday, and

I think that way I'm really looking forward to

it. And I know that, but el that, I have some
good 1deas, and I would Tike to change a Tot of
things, given time, but maybe not an overwhelming
change of curriculum . . . but I think, help some *
children, but at the same time--my own art’ is very
important to me,.and that's what I feel, hesitant
about, Tike maybe i1t would be better 1f I just

time--Tike I'm sure I could use forty hours 1n a dayl—t1ﬁg

wise--when I really wanted to print or I figured I'd be

)
L

She thinks 1t's too earlx(to

.



Harold

Jane

v

LI Q@ 0 . ‘:]02 ‘
- @ &1!,‘

fintshed printing But alt sorts of technical prob]ems had

come up, then I'd feel Ttke the foel. and wish I d1dn t have .

1

to go do that-but that happened a ﬁtt]e tnt 50 1t wasn' t ¢
T1ke they were conf11ct1qg or tear1ng each other apqrt

And 1n some ways, the things thag [ tearned 1n my éatu?—

\day classes teaching, helped a 1ot 1r\hw oﬁn.wohg, not the
-subject matter but just, I can't put my finger on 1t, the v‘

incidents, things that the children had said or done. ., {'d ’
. Just have to go 'wow!' [ never fﬁsught of 1t that way ’ - e
ﬁ? > N
Arid 1'd go back and it would sort of blow me OVEf——g%mZ1ng ]ﬂ

So they diad help each other--not super a lqg:-11ke how a
drawing course relates to a painting dr to prln%mak1ng,
A ~

course directly like thaéi but they did feed off each

2 - » - § L] .

other." .

"Any other thoughts or fee]ings about this term 1n relation L

« to the process that’you're going through in becoming ‘a

. »
teacher?" ’
&l guess I've Tearned this term too that there are a 1ot of '

P - ® ®
d1fferent reasons why pegple teach i don't know, 1t's a s,

general--you like to teach art to children~-1 don't know
why, but 11ke--um--because of the genera]ly accepted 1dea
that all children need arta-and then—-well I st111 ‘fedl that
--that all_ch11dren need art. I fee] that even stronger--
but some people, my teachind partner, Susan, feels that--
how did she put it? There's.a 1ot of people in the world -
% that don't have any direct1$h or any goals or anyth{ng 11ke
'that, and if they had art in their lives, this woulﬂ help

» ]

L
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‘them to find-f;ore of a therapy type thing‘like. I really

ha;;~to admire Susan because she i; very open and she never
minds admitting that she doesn't know anything--most people
hde that fact. But she beljeved it--it was really sfrong--
it didn*t fit 1nto what I thought.. Like I thought more art

for art sake--art because art 1s important--not art because

art wﬁ11.2?ke }ou a better person. And I just khought

" about jt for days and day§~and days. And later--about the

fourth or fifth lesgon, I did tell.her that it blew me

away. It didn't f1t into mine very much. And--she laughed

and she said 'What do you think now?' And [ said 'Well, I
think if that's why you want to teach--that's still good'
.+ . but in reality she did, I guess, teach very much what

I would teach, but with just a different purpose. But may-

be I expected her to do exerci¥es to make them better

'peopi;--or something. Well I think that. Could be done too

by someong who had that philosophy. So I learned a lot--
that the‘

are so many different reasons ¥or teaching art
but they can kind of be the same when you teach them (?)
(ra1sed voice in a question). Everyone has a different o
1dea why they do it--but 1t can all be kind of done the

same way. And so--it made me a lot broader--opened my eyes

a lot.

Jane's second semester begins with her having enrolled in both

LR IR

student teaching and intaglio printmaking. She returns fé&ﬁ a Christ-
mas vacation "out west" Tooking forward to a productive term. Unfor-

tunately, two weeks into the term she slipped and broke her wrist

’ »
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which meant that she could not continue with her course 1in intqgl1o
printmaking which requires turning a wheel of a heavy press. I
wanted to have an interview with her before she went back home to
B.C., but since one could not be arranged, she spoke to me into a
tape recorder.

"It just blew everything that I had done! Maybe 1t
was because I plan too much? But I guess things
w11l work out okay. I'm in a Tot better humour
about 1t than I was to begin with,.

It's kind of funny that I feel worse about having
to leave Intaglio than I do about education.
Possibly because I see’education as--this 1s just
a beginning and when I get out to teach will be
really when I learn things. I guess--I don't ’
know. Maybe 1ntagli10 1s more important to me at .
this moment, I'm.not really sure.

['ve kind of made some plans as to what I'm going
to dorwhen I go home. I'm really afraid that I'm
go1ng‘;o get bored and waste a lot of time. I
guess ‘that's a problem of mine--that I'm afraid
that I'm going to waste my time--going to waste
my 11fe away. - It's going to slip by and all of

a sudden I'm going to be ninety. I don't know,
maybe I, try to pack too much in . . '

I think that this will'be good for me in that 1t
will give me an opportunity to think more where I
wanit to go with my education degree. I have to
admit that the i1dea of going out into public
schools turns me off. Maybe I was kind of afraid
of 1t too--but I was really gung-ho about teaching
the Saturday classes. [ thought--wow! A full day ,
with these kids, that would be great because there
was only half g day before--and I really kind of
got into that idea. So I guess maybe I'm looking
for more 1nformal situations with formal knowledge
I guess. I guess it's the same with any kind of
art. I believe that you have to have a good back-
ground to do whatever you want with it--have a good
technical background. And I think that art history .
and things Tike that are really important to your
art. Well, they are important to my art. And I
guess I'm speaking personally--so I think that a
formal education as such is important for me to go .
out and teach--I1 guess because I've had a couple of
bad experiences 1n art school where people who were
very strong artists in their own right but they

S
A3
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really weren't good teachers. And not everyone is
cut’ out to be a teacher . . . . [ guess what I'm
trying to say is that with my degree--I don't think--
I'm pretty sure I don't want to go into a public
school situation--although I don't agree with the
art 1n the public schools--but 1t's not just that--
it's not that I don't agree with 1t so I don't want
to get 1nvolved with it--or 1t's the pits so I .
don't want to get involved with it Tt's--I don't
think I want to work in a structured situation like
that--1 think 1'd prefer to work i1n a gallery situ-
ation, like Calgary Art Centre for Children has--or
the Vancouver Art Gallery have--where kids can come '
and work--that type of situation. Or--maybe per-
haps maybe an art college--sometime 1n the future--
not in the immediate future. I 'guess this time will
also be good 1n that 1t will allow me to do a 11ttle
b1t of searching for somewhere to do an M.F.A, I'd ¢
T1ke to--at this point anyway, 1'd likerto do an
M.F A. intaglio--1'11 see how 1t goes the next
year. But that's kind of what I had in mind. After
I fimish this degree and do a bit of travelling. I
can't see myself settling down--1 guess that's one °
of the reasons why I can't see myself teaching 1mmedi-
ately--because I feel that you have to make a strong
eommitment to the kids who are depending on you. And
to the people who are employing you. And at this
stage of my life, I guess [--there are too many things
I have to do, 1 want to do--1 feel that are really |
important to me. Like I said before I'm so afraidr
of missing anything.

[ guess 1f you are going to do anything, you have got
to do 1t really good--pack as much 1n as you can
Why ski the back way. down the mountain when you can ,
! sk1 down the face? I guess that's kind of my idea
behind everything. You have to do 1t really well--and
push yourself as hard 3as you can--11ke super-enthusiasm
or not to do 1t at all. I can't see doing something
half-way. ‘ :

When Jaﬁe returns in September she is faced with a dilemma
During the spring and summer she strengthened her conviction that
she does not want to teach 1n ;\bub1ic school. However, pressure
both 1nternal and external tells her that she should be thinking
about ways of pursuing gainful employment and that an education degree
would be a'valuable asset. She discovers that by special arrangement,

4

she could complete the art education program in two semesters. Sti171,

,%
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she ts aching to devpte her full énergies to her art--her printmaking.

She feels that she must now make a choice between teaching and art.

L\ She contemplates the considerations and the alternatives.

"I guess I really didn't think about what 1 was =~ -
going to do.’ L knew that I would have to come
back. I felt I had to come back to do three sem-
esters, because--just the time 1nvolved--and I

* really wasn't into that on& extra semester. I

"~ was really into getting finished this year. Not

» finished as such that T wouldn't have any more
education or anything--but just finished in that
-1 wanted to get out and work--just to have time
more to myself--because I think--with work, you
are somewhat finished when you go home, but

‘ school--your day begins after your classes end.

And--while I was working--1t was nice. I'd come

home and there were things I could do--just hav- |

ing that type of freedom--a Tittle more time to

yourself. So, that kind of Anfluenced my decision.,

I decided that--1 knew there were plans to combine

something along the way--but I wasn't sure what--

and I decided--had 1t gone through, then I would

take the education and finish off the degree this

year. And then I went and visited my: gister, and

she teaches grade seven--she had been teaching

grade three at that time. And so--I %Jd-—they

had been doing clay--so we built a smafll outdoor
kiln, basically a pit. I fired with the kids, and
there were a few that really got into 1t--but most
of them--we were outside--out of sight--so I just
put 1t down to 1t being they were grade seven . . .

. My sister complaims that, art seeq; to be the last
thing on the 11st?5\khg\yhen I came back (home) I
decided--1I thought that\]'d never teach ja a pub-

11c school. And so I contacted everyone that 1

- knew that was 1nvolved in education--primarily in .
art education, to see if I could fit 1n or help or
do a‘'lesson or something like that (th#s was 1n
about April). I knew a lady who was an art con-
sultant for some of the schools, but also a teacher--
and she teaches grade one and two. She just

/ teaches the art. It was very much the same.* The
grade one's were a l1ittle more enthusiastic--but
there was st111 the fighting and nobody wanted to

. do what they were doing--and--T1ike, in my sister's

! class they were very obedient and if she said 'stop
that', they did stop. But they were constantly
trying to get away with something. It was just a
constant big battle for control. It was very much
that art was a class in which they could fool

: around--they didn't have to do anything--1t was

-

®
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Jus% a fun thing. (Thi1s was all said 1n a scornful,
mocking tone of voice). * And they Could fire bits
of clay and everybody gets to paste, and--you know,
wreck other people's work. It sounds Tike they were
really destructive--but it wasn't--1t was 1n very
small amounts but 1t was just. constantly there.
And I-decided after that that I really didn't want
to teach n a pyblic school.®
There must be something about the environment and the ambience
of pub11Eoschools that creates this negativity, she conc]udes.‘ Per-
haps art‘teach1ng would be more satisfying in another k1ﬁh of situa-
tion. She investigates the possibility of teaching 1n an art gallery.
Jane “I decided that would be the answer--somehow to work 1n a
gqllery s1tuat:5n,'or through a recreation department. But
I really didn't want to be crafty like a Tot of recreation
centres--11ke macrame. At the same time [ thought that
art was really important. So then I was 1n a-real dilemma
/ --what w11l I do when I get back to my degree. It was con- .
stantly a 11tt1e harp1n§/th1ng in the back of my mind and
then [ (ﬁought-—maybe I 11 go back and take a whole bunch
of drafting courses and then I'1Lbe.settled on what to do."
Harold-  "Drafting?" :
Jane "How that popped in I don't know (both laugh)--air photo
interpretation, cartography, or drafting." .
Harold:  "Something practical?"
ﬁane; * "Yes, practical--to make money, to pay off my big student
Toan--and then I could go from the;e. Obviously I didn't
want to teach 1n public schools--so why was I taking this
education degree? I never reétﬁgd any decision. Everyone
I talked to would say 'well, whatever you think- is risht.*

A11 I wanted was for someone to say 'This 15 W yéu -

-
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should do'--but no one said that. So when I came back and
the scheduling was such that* I could do 1t (complete the
program in two semesters), I went home and it’didn't;51t
right somehow--eighteen credits and everything It wasn't
so much that I didn't think I could do 1t--I wasfaafgpthat'
I could 1f I just got down to'do 1t. And 1t wasn't that I
wasn't 1into w8>k1ng, because I real;} was. I really wanted
to work--1 just felt that--I wasn't giving either arem a
fair chance. So 1t bas1éa11y became a decision of doing
one or the other--and' I thought well, I'11 drop my 1ntaglio
and finish off gy education, because basically the educa-
tion wds the practical thiﬁg to do--because when { got out
I would be a teacher--which is--also I gbt/a bit of hagsle
from people that I knew--ﬁwh§t are you go1ﬁg tp be when yol
finish? And I said, 'Qe]],‘l'll have a Bachelor of Eine
Anyf'. .They'd say ,'0Oh no'. But also, with a bit of magin-
ation--‘oh that's not so bad, you could teach then!'
(Taughs). But than [ thought--1 seriously tﬁought again--
'Am I just taking the education for that reason, so that
I will have something?' Because I've always said I don't
want to teach 1n a public school . . . but I knew that I‘
wanted(ﬁo work with fairly young children--or 1n an art
school situation--and an education degree wouldn't help me -
m that area. I would need a lot Bf studio--so I decided
to concentrate on the studio. And then when [ went to talk

to (the i1ntaglio nstructor) after I decided all this, he

sai1d; 'well, you know--T was a Ti1ttle worried, because I

O
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don't think you Qere giving either thing a fair chance.'
I think that at thié point--I1'm very happy with what I de-
c1ded--]'ve atready started working in the print studio '
So I think this w11l work out a lot better It 1s not that
I have abandoned the egggation degree, but ﬁ Just want to
. findtout a little b17 more of what I wa;t to do with 1t "

So 1t was decided. Jane would‘not work towards the combined art

education and fine arts degree, but would concentrate on her studio

and the Bachelor of Fine Arts degree, .

[

Doeé that mean that she ceases to think about education? I ask
her 1f she can sti111 picture herself in the role of teacher.

"Um hum (yes). 1 think one of the things I learnt
Tast year was--you have some knowledge to give”
to the children, but they also had--I think that
you both learned--it wasn't so much that you were
the teacher and they were the learner--and that
was the thing I didn't T1ke about the public .
school--that here was-&od, the teacher standing at ‘ .
the front of the room and not so much the education
sector but the social sector+of how children were
beneath you. Whereas 1n art school, an institu-
tion of higher education, they (we) were both
’/,r”/ valid people--just because they were six years
old I didn't feel that made them any less of a &
person, and I felt that schools tended to encour-
age that. Where 1n those Saturday classes, the
children didn't call us Miss Jones or Miss Cameren, N
and 1n a way, through our social structure, they
d1d respect us because we were older. And we did
maintain some organization, which I think there
, has to be in any group of peo&]e, l11ke 1n a play-
ground structure there 1s a leader and 1n a group
of children there can also be a leader--and 1h a
classroom. And I think that was part of the prob-
Yem--the stronger or strongest personalities of
the children tried to dominate and the teacher
wasn't allowed to let ,that happen, he had to keep -
) everyone in control. He had to be 1n control of
J . the situation. And in order to do what 1s supposed
' to be done 1n a school, you do have to maintain
- that sort of organization. But I think 1n a way,
. you lose a lot of the children's creativity--and
that's what I really didn't T11ke."
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"So you see the teacher's role, in either situataon, a

-

public school ar Qg:;::?oo] s1tuaf10n, as really different?"

L]

"T don't think I'd to be that authoritative person who
1s so fi1lled with knowledge and is always right." (She
§1ves example of a grade eleven English teacher and class--
a teacher insisting M1s response was always right and hers,
although‘maybe interesting, was not valid and that when she
gave what he w;nted, she wouldn't &et more tha; a C+).

"Do you think that that's inherent in the public school
system, or is that just that individual or type of individ-
ual?" TN

"I think that's an exceptional case, that teachér, but I
think the structure of our public schools does-tend to put

“

that person--like ‘'1s this right, teacher, am I doing 1t

right teacher?'--there's a right and wrong. And the teacher

has the right answer. Children figure out how far they can
push the teacher--it's just a game. And the teacher knows

what he has to do to get along with the principal, and the

‘principal knows what he has to do to get along with the

school §uper1ntendent. And T just felt that I didn't want
to get involved in that type of game. And at one point, I
thought, 'you could change that 1f you don't agree with 1t',
but I thought maybe that's not the way to change 1t--maybe
there are other‘avenues to change it rather than getting
into the‘pqp]ié school system and fighting against ft.

There must@g alternate methods Tike alternate schools. If.

there are alternate schools why aren't there alternate meth-

P A Rl g e
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‘ods to chapde situations? I think that td get 1nto a

school situation where I obviously- don't agree w;th what's
golng ;n-—I think that——I would quit™teaching. I on't‘
know 1f 1 would even 1ast fyye days. 1 wou]dﬁ't put up
with that constant battle-—I can't. In a frictiop situa-

tion 11ke that-g}'l] hack away."

( .
Jane graduated with a BFA and a mejor in pg:}tmak1ng the follow-

ing semester. A few weeks before graduation I asked her how she felt

Al

about graduating-

-

“In some ways I feel, 1t's all‘over, thank God.‘ N

And in other ways [ think 1 haven't.done half the
things I wanted to dd with my work."

Since shé 1s a printmaker, she 1s concerned about access to print

facilities when she leaves the College. She also-wonders about which

city to Tive 1n and the most overriding concern of all, about finding,

a jobgand to " . .. bgsica]]y get out of debt". She has applied for

a position managing a printshop 1n the Northwest Territories and

expresses her hopes for such an opportunity.

Harold |

Jane.

Harold

Jane:

Harold:

Jane

¢

"Would there be any teaching involved?" » .

"They do spec1fy on the application 'teaching', but I think g
1f'é more adults than children. *I imagine 1t's just tech-
n1c;1 work--moré of a college sttuation.”

"Right. What do you feel about teaching right now?"
"1'd really Tike, that." '

"Teaching adults at the college level?" .
"I think so--because I think these people are really inter-

ested in what‘they are doing, like just the attitude. Like

in our shop--it's a really nice situation--they are there

- . | ‘
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to Work, not toaput'in“time e . "
"So what are your feelings now, in terms o% teaching?"
.1 would stilt ;ea11y 1ike to become involved 1n 1t, but
.I feel very strongly that I wouwldn't 1tke to teach,in a
pub]Hc-schoo] sityatiom I hayg kind of been looking 1nto
S.F.U.'s education program--just bécause feel that f I
don't get this job i1n Pelly Bay I'11 &Fﬁé:bly end up out
west--and S.F:U has a lot of outreach programs that deal

with community work and I think 1t would be a worthwhile

" thring to pick up, especially if I were working 1n a job to

make money--it would be nice to have something Tike that--
which 4s what I can see for the’next few years--to get out
oF debt, to get together enough money. I'm going to Took
and see about buying a second hand printing press . . "f\
"So, do you think--your feeling then 1s, that you gouldn't
really combine Tearning to be an Qrtlst and learning to be
a teacheﬁ at the same time?"
"Well, myself at this point I.qust couldn't do it--just

time wise . . . " \

“Do you think because of your personal maLe up you have to
focus, or do you tend to focus on certain areas and concen-
trate on that®? Are yod reluctant to spread yourself too
thinly?"

"Not so much that, but I find that I get--uh--remember there
was a Tittle boy.1n o:r Class last year, his name'was Andrew
——J\]ust how intensely caught up he could go--and fxe would

change media three or, four times during that day, but every-

-
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thing that he did related to him. Sometimes I could see
the relationship bétween them and other times I couldm't.
So at the same time I had to smile because that's very
much the way I work. And our Tast crittque, the paper--and

the blue series 1ino-prints that I did--and then these draw-

1ngs, they all related--they were all the same, And a .

couple of people 1n my class--especially the white paper--
‘no way are they related to the print'. And I was like--
‘Well you are just not looking at them, obviously'. And
then afterwards I thought, 'Maybe they don't, maybe you have
to separate them more--and slowly they will, come together--
there may-b& some basis of the relationship.' But-I find 1
can't really get caught up and time all of a sudden 1s gone."
”Sg you think it 1s largely a matter of timd--of balancing
your time? That's why you chose to concentrate exclusively
on your art work?" .
“That, and I wasn't sure where the art education degree
would take me. The only thing was that I did know that I
‘gjégigfyant to teach here--hut I didn't know what I wanted
to do with 1t."
"You mean you didn't kmow where it would take you 1n terms
of teacher certification?"
"Not that so much. Like I kpew I could end up with a 1C5.
I had to admit that'I felt it would be very easy to end up
at’the end--even though I gjggiﬁ want to teach in a public
- school, saying 'o.k. I'11 just teach here for a couple of

years,
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"So, téﬁch1ng 1n a public school was what you weré ambiva-
lent about?" |

"Um hum. And I could see myself very easiiy-—o.k.—-teach
for two years. And the commitmept that I think 1s jfvolved
1n teaching--I think there are some people who are teaching
for the money and nothing else--and aren't putting in the
time that's required. And I knew that for myself--I
wouldn't be able to teach and not love 1t "

“So, you are saying that teaching requires a very strong

"commitment 1n order to do it honestly and reflectively?"

"Yes--for myself I knew I couldn't teach without doing that.
And I was afraid that although I knew I didn't want to teach
1n a public school system and didn't agree with what was
happening and I didn't ;gree with having art 1n little
blocks, fifty minutes a day, Tuesday, Wednesday and Thurs-
day. And could see myself with a TC5 1n my hand and a ?ob
opportunity--and although they are not easy % come by--they
are there if you want them and if you are willing to work

at 1t. And 1f it were between teaching and waitressing, I
could see myself taking the teaching job, If I couldn't
find a teaching job in a gallery or an art centre or.recrea-
tion program that I really wanted to do, I could see going
back on it."'

“Let's say that you had t2§~opportun1ty to ei1ther work 1n

a print shop, or the opportunity to teach at a College, with
also the chance to work on your own, which would you choose?"

"0.K. So I could either print by myself, or teach and

o7
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print?- I would Fake the teach and print, definitely!” »

Harold "So, given the proper circumstances, teaching or educgf1og‘

‘ 1n the broadest sense is still of interest toiyou’"

Jané "Yes. Like I'm not asking, 'l don't want\to teach Qere, I
don't want to do this ,> . ', it sounds like, '0.k. I want

‘th'walk into a $25,000 job'. I am rea11st1c:-that?é not
what I'm asking at all. But, I couldn't care less 1f I,only
had five kids and one small grade craft class, but if those
people were there because ihey wanted to be tﬁere. ATthohgﬁ
I think art 1s really important 1n the school, the way 1t
is set up 1t 1s not‘QOing what ?t s@ou]d be doing. And I
originally thought that I could becoéé involved and change
that--but chon't think so--I'm.prefgg sure I coufdn't: 1

“think I-wéuld enq up qu1tt1ﬁg after a max:ﬁum of five years
1f I taught 1n a public school. I'm sure that wouldipe 1t--
I'm sure I'd never teach again. So I think it wbu{d be best
1f I stayed away from it-zwhich 1s part of the reason why

I'm going to ge% myself out of debt as dumckly as possible.

. And then get a? education degree--1 felt that with an educa- *&
tion degree 1t would be too tempting to work to pay off the
debt--a means to an endy@ - « ‘ ’

Education, to J;ne, must be ¥ chosen.‘aBotﬂ'Etudents and
teachers must be involved 1n Tearning becagse 1t is something they

want to do. If there are ulterior motives, such as the %eacher par- s
ticipating merely to pay off debts,‘then the activaty is sullied.

Jane makes art because she lToves to. Similarly, if she chooses to

teach, it must also be a decision based on Tove. While yearning for

’
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the security that being:a teacher can provide, she fears the prospect
-,
of stagnation. If she is to have a-teaching job, it must be more
L) ﬁ’ o

than merely a job.
For Jane, the question 1s not "what is the procegs I go through
to become a teacher?", but "Should I become a teacher?" She has a
very clear conception of what being a teacher is 1vke. She has a per- -
ception of the context in which she would hg\1mmersed as a teacher.
Schools, of necessity, seem tb require an authorifariap stance on the
par§ of teacQFrs and priqcipals. There 1s continual "game playing"
and power struggles am;::\;TT involved--administrators, teachers, par-
ents and even children. She sees constant tension and friction and
rejects both. However; éducatiqn and teaching are noble and valued
endeavou}s, if only they could take place. tside of schools. Jane
gontinua]]y t;ies to eonvince herself of tZZ'Fighpgess of her thoughts,
goals and deE1s;ons. - N
As. is the case of Annie; family exerts a strong influence in
Jane's decision to not begEme a'teacher. Whereas with Annie, the
rejection was a resuTt of not Wantiﬁg to succumb to the pressure of
doing 1t only to please her mother, with Jane, the famly influence
was manifested 1n another way. The famly, as repregéqted by her

»

sister, provided the dominant model of "teacher" and the pr%me source

L

for information and attitudes about being a teacher. Jane did not
11ke what she saw and heard. Both Jane and Ann%é are convinced that

1f they are to become teachers, it must be to please themselves and {

on their own terms. (\l
‘ o »
Jane allaws frer past experiences and the example and influence

of her sister, rather than the formal study of education to guide her
J -

-
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decision. 'Her ;ttitudes about teachers and teaching have changed
little since she entered the Introductory Art Educa%ion class. Her
views of teaching afid teachers remain 1n a sté%e of paradox and ten-
sion. Her education studies and the Art Education Division played a
neutral role. They have introduced her to education but have merely
opened the door % 1ittle wider and imdTtated clgarer directions and
eptions. While this new source may have added to the tension and
increased the paradox, .prior experience and opinions sti111 provide ‘
the guidance. My professional bias tells me that Jane retained and
reinforced her negative view of teaching in schools by taking matters
into her own hand£ by visiting and teaching in her sister's classes
without the guidance of "teacher educators" and without the "proper"
preparation and academic buffer that a program can provide. Her ’
myths have remained unchallenged and relatively unexamined.

Jane talks often about nbt wantihg to "put th;ngs into Tittle
boxes". Indeed, a box suggests itself as a root Méﬁaphd} for Jane.

/ e

She struggles to try to bring her notion of what an art teacher is or - ¢

what an artist is, out of their boxes. However, the notions sti1l
pd

remain 1n boxes. The only difference is that perhaps the boxes are
a little larger. Another.appropriate root metaphor 1s a see-saw.

Sometimes she 1s up, sometimes down. Sometimes teaching is the clear

choice, sometimes it is not. The see-saw seems to have stopped.

-
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Chapter 8
JULIE ELLIS

Julie E111s spent her childhood years in Ottawa, and her adol-

escence 1n Prince Edward I[sland, the daughter of a professional

photographert Posing for pictures, which she hated, and making pic-

tures, which she loved, have always been a part of her Tife.

< ;jv’t

Harold:

Julie.

"I remember'hating colouring--I was always trying
to 1nnovate the colouring book--do something dif-
ferent. Then I'd always go to school and have
things drawn outside the actual lines. I remember
the teachers getting very upset. If I could have
Tearned to deal with inside the lines, I probably
could have progressed fine,.but I never did learn
to do that. But I did 1t at school, I didn't do
1t at home."
"What strong early school experience comes back?"
"Umm--it would be kindergarten--that was defimitely 1n
Kindergarten wnere the teacher approached me constantly.
First of all*she asked me if she could keep my work, which
was 11ttle sponge drawings, colouring 1n chickens and num-
bers and that sort of thing. And I expect at that time 1t
was not known what 1t did to yoy, but we used to do asbes-
tos ash trays and all sorts of ‘wonderful' useful things
11ke that. And, I just remember farting around with these
things and then seeing, 1t was always, 'l want you to do
this--do 1t 11ke this'--it was_a bore Qiaughs) 1n a lot of
cases, Sometimes it was fun. [ remember painting this

L4
picture at one time; I think it was i1n Kindergarten. I'm
quite sure it was. And it was, I can't remember what it

was about, but I'know 1t was splashes of colour, going all

over. And this one particular (I always look back at it)
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Dad put 1t up on the wall-=-{ toﬂ( 1t home, down in the base-

3

.

ment. And [ remember constantly Tlooki g up at 1t and seeing
a red leg, and thinking--'My God, that'j a good leg'. It
“wasn't supposed to be a Teg to begin with--but 1t sure made

a dandy leg! (laughs) I'd try to get other people to see

the leg 1n that painting--sometimes they could and sometimes
they couldn't. 1'd get kind of upset Iy they dadn't, Th
must Qave been Kindergarten. Most of that art was
ularly for a purpose; like 1t was 'take it howme to Mother
for Mother's day or something 11Qe that."

Harold "Was there ever<s particular point in your school experience
that art became special or took on a special significance--
for some reason?”

Julie "Throughout primary school it was always just snuck in

wherever your homeroom teacher would squish 1t 1n, and 1t

was really ql:ite awfui——l really don't have too many feel- '
1ngs about 1t, except in grade foﬁr, we had a teacher--that
was Centennial year, and the b1§ bang was on, doing some-
. thing special for Centennial year, and, teachers always
. notice my art work, they'd always hold it up."

Harold: "Divd you always like doing art?"

Julie: "Yeah--1 didn't know 1t was art. I had more fun doing
things at home, in my spare time, I think, like creating
spaces. [ think I've always liked creating spaces. Yeah,
things used to get shipped into our places;, like say a
freezer unit would come in, say a cardboard box, and that
was a field day for about a month. I'd have people oyer

<
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and entertain them in my 'new apartment', do all kinds of (
nutty things, and experiment with soap suds. I used to do
the damnedest things with ivory snow, make pies and cakes
" and all kinds of crazy things out of it--1t was more on the
experimental things like that at home that I had more fun’
than at school."
Harold:  "Have you ever been thought of or labelled as being a
‘talented kid' or 'artistic'?" :
Julie . "Sort of. I don't know when that started. I think--well I
remember my Kindergarten teacher part1cu1ar\y : . . I remem-
ber her saying I would never give her any of my art work--
they had to go r1gh£ home. My Mom put‘sope kind of value ///
on 1t. It must have méant something anyway. Gf;de four I
think was the first time that I had a teacher that really
pointed out the fact that--well, made us do anything crea-
tive I‘quded that, it was just a matfer of working with
1deas--1ike the airplane--and this Cé}tennial year project--
. and having to cqme up with different environments . . . Dad
used to help me a 1ot with projects . . . We had to do a

-

house one year, a model of a house, of our house or some

kind of a house for a project. And Dad sat me hown one
" night and ye built a whg]e house ou% of sugar cubes, so
that was very interesting. Dad got i1nto things, almost
more than I did, in a good mahy iﬁ;éantes. Yeah, there was
- a{ways this type of thing between Dad and me because I re-
member at ohe point . . . we had this community parade,

\ »
Jamboree, for all of the kids to do up their bikes. Well,

N
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Dad just wanted to have a chance to do up a bike (laughs)

L] 1
so he did up my bike one year without me even knowing about
1t, and sent me out on 1t the next day. And I didn't want

‘\

4
to go becaus® 1t was this giant chicken' (both Taugh). I

had to s1t in 1t and ride it up and Yown the street with my
Afr1gnds, and 1 thought ‘Oh my God, this 1s just awful' I
don't want to do this; 1t looks so differentsand horrible °,

Anyway, I ended up 1n it--and I

prize. Well, that put a Tittle daf slant on %t be-
cause I got this whole Barbie outfit and I thought 'this
1sn't bad'. That taught me something abcut being different.
It really did. &t really settled home with me. I remember
that very, Qery ¢learly. And the next year he did me up as
a cake (laughs) I was.a Centennial cake--here was Julie
sitting 1n the middle of this thing. And I won again That
was the last year I wentﬁ1h 1t. } knew at that point that
1t should no Tonger be my father«%hat was doing this sort of
thing . . . I was always very self-conscious. It's funny,
yeah, 1n art, I don't think I ever minded doing anything dif-
férent. In some cases I didn't want to be different at all.
Theréakas also a thing between, 11ke, Dad constaét}y hé1p1ng
me with things. [ notice that now, and I moticed it all the
way through. He was always there with these 1deas--11ke
'‘o.k. you do 1t', so when you get out in a situation 1ike
here w;ere he's no longer around, 1t takes an awful Tot of
readjusting to realize, 'Hold it, this is your shod it's

nmot your father's."

-
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"Was there a point in school at which you decided that you
were going,to go on 1n art?" .
“In grade six. I was sti1ll 1in the same elementary school,
only now there was an art teacher, and that made all the
zifference 1n the world. I remember her-very, very clear-

ly. She stands out . . . she was bringing a lot to me that

1 didn't know about-before, differen(\techniques, things

about artists and that sort of stuff. Yeah, I thought she

was pretty great. She would take work that I had doné and

put 1t up 1n the halls and foyers. It did a lot for my self
esteem. ‘That was probably a major turning point. I became
very Interested in horses, starting i1n grade six."

"And that came out in art work?"

"Yeah, 1t did . . . a lot happened 1n grade six. I r;n nto

a whole school of really good teachers, for one thing, which
developed me a Tot more into the open, because I had become,

[ went through different periods where I became very much
1in-turned. Like, I.d1dn't want to have Jery much to do with
people or anything like that. I was very self-conscious. i::'
Yeah, af%er grade six, and this particular art teacher and

-

finding a love 1n horses, etc., a‘Jot started happening. |
My art just bloomed with my interest in horses."

"How long did the horse images . . . "

"Oh, 1t's st111 there (Taughs). But 1t's just not practi-
cal at the moment, well,'I sappose right up to until grade

nine I think--or ten, yeah--I thinkygrade ten or eleven was

the last year I had my hoﬁSe."

N
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"Oh, you actually had your own horse?"

"Yeah, I had him when I came to P.E.I. That was, I think

when I finally did get a horse 1t was more of an eye opener
than anything else . . . "
"Whak about through high school then in terms of your art

interest?"

7
“ "Well, 1n high school I had this (sighs, laughs) oh boy, oh

yes. ﬁélll the teacher that I had seemed to love me;.she ;
thought 1 was wonderful. 1 was just great, and I should
keep going and do Qhatever [ wanted and everytime there was
a competition, I should enter that, because 1t was very im-
portant for me to enter that. It wasn't.ti11 a little later
on [ figured out‘ynxfit was important for me‘to enter those
--s0 that she could send off my pjctures and say that I was
hg£1student-and this sort of thing. I never saw my work
;ga1n. [ gave myself up for work that I'11 never ever sae -
again. [ feel really badly about 1t. And I began to see
how she related to other students, other friends of m1nef
and that reﬁ]ly disqusted . . , 1 feft feeling no arf, 11ke
I hadn't accomplished anything in the time I was there.

High school training in.art should be a real ball . .1t
should prepare you for something-1ike college or whatever. \
It was just garbage, really awful. I think my best art
training was in grade six, and in grade seven, and that was
1t. Anything that I got after that would have been night

classes, poking around on my own, just interest."

What .attitudes about art and art teaching has Julie developed by
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the time she completes high school? Art, which encompasses drawing,
.painting, making objects or creating spaces, is something she enjoys
doing. She does 1t spontaneously at home for her own enjoyment, or
"on order" at school for the approval of her teachers.s There is a
" distinction for Julie between “home art" and “school art", although
§%e doesn't use these terms. .The former is done for pleasure and out
of genuine personal interest while the latter is done usually for a
purpose. "Art 1n school 1s still enjoyable", yet she says, "I put
an awful Tot into art that I wou]hn't bother with in other courses".
Like many adolescent girls, she loves horses and draws them constant-
ly. Her parents support both interests, encouraging her to draw and
providing a horse. She admires teachers who provide not only approval
and encouragement, but also information and technical training. She
1s becoming aware of teachers' approaches and motives. When she
feels that an art teacher has been enticing her to enter contests for
selfish reasons, Julie feels betrayed and is left with a negative feel-
'1ng for high school art. Although a self-conscious gir] with a ner-
vous laugh, she finds that art allows her to feel more comfortable
about being "different" and/or individual. She realizes that she must
come to terms with her father's influence and willingness to help. _
. Following high school, Julie stﬁd1es comercial design at the
same junior college where her father 1s an instructor of commercial
photography. Upon completion of the two-year program, she takes a
job as a window display artist.
, "I had a job, and there are a lot of opportunities
for me at home, on the Island, for the line of
work that I was trained in. There's a lady there
who is dying to utilize me, and there was another

fellow who is looking for somecne to freelance
with him. -And, 1t was tempting and yet it wasn't
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tempting at the same time. For some reason, I
thought that I wanted more-connections. I just
didn't want to be producing for someone else . . .
Well, I found even 1n window display there was
Just the people element that was missing when I
was doing 1t."

The people element; perhaps the answer to that need could be
found 1n teaching. Julie recalls during our first interview that
", . always I had the notion that I wanted to teach art"  She
thinks that spark was kindled by a "fantastic art teacher" in grade
s1x. In the spring term of 1979 at age twenty-one, she enters the
foundation program of N.S.C.A.D., and in the fall of that year, takes
her, first art education courseit:d her first formal deliberate step
towards becoming a teacher. I ask her 1n our first interview that
fall how she felt about the prospects. y

"At the moment, I am prett&ﬁuhsurei The responsi-
bility is very challenging. The responsibility of
educating children and developing minds 'your way'.
I'm not the kind of person to be sure of myself.

I would want to be a good teacher, there are some
teachers that only take half the time--1t 1s some-
thwg I want to work at."

She perébives the role of the teacher positively, and would want
to be the kind of teacher who made learning "fun or interesting" To
Julie, teaching "properly" means that the " . . . teacher is interes-
ted in kids and the subject and makes it interesting for them."

The students in the Introductory Art Educatidn class have been
conducting short teaching episodes for cach other, While Julie feels
that she and her partners were successful in that they kept "on track",
she says“" . . . I was pretty terrified and it was the first time we
had been standing up teaching anything. It was kind of, I don't
know; I swore I wouldn't be that nervous when I did it another time."

L1ke Annie and Jane, Julie is in the Intro class responsihle for
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teaching the Saturday children's art classes, sa soon finds herself

preparing her first lesson. She has begun the planning with a part-

ner and 1s procedding awkwardly and tentatively.

Julie.

Harold:

Julie

"I'm going to be working with Donald aga1n,»it worked out
that way, . . . he's having problems now wondering 1f he
will be able to stay 1n the course because of conflicts
with otheér subjects. It's kind of tense worrying about 1t,
but I'T1 just take it as 1t comes, anyway . . . [ th1nk the
experience though of working with another person is really
good, 'cause I know I could do better alone! (laughs). I
mean 1t's great to have other opinions coming back to you,
but as far as sitting down and planning 1t out and that
sort of thing 1t's complicated to try and work with another
person."

"What do you feel you will learn by working with another

N

person?" .

-

"More about where 1 fall down--well, just the other day we
were discussing 1deas as to just wbat we we;e going to do,
and Donald 1s forever saying that he has only been trained ]
in photography and that kind of technical stuff, and I'm the
one trained 1n art. I know all that stuff, so he'll just
iisten! But he's the one that's coming up with all the
ideas so far. As soon as somgzne says to me, 'You think

up a]I:%he 1deas', I can't. My mind goes blank. So I

guess we're working on an 1dea he came up with. Right now,

we're going to use a camera to photograph children after

they painted up their faces. And the whole idea of it
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started around this polaroid camera. Now it has sort of
been hashed around to the point that the polaroid camera

1s out and the kids are painting each other's faces, and
they don't see each other. And, the whole thing 1s taking
on the roles they see after they 1ook 1n the mirror after
they have been painted up." . 9
"So thap's your, um, amm for this lesson?"

"No. Actually, the 1dea 1s for a lesson sort of centred

[y

around getting to know each other. And the 1dea that we
sort of came up with was that childrer would be 1n pairs--
nine and ten year olds. I thougnt that wou]? be a géod age
because of, well, just the nine and ten year olds I know my-
self, that's all I can relate 1t to. But, they would sit
down together and because it's the first lesson and they
don't know each other too well, that kind of close contact
1s going to be scary anyway.. So now we are trying to come
up with methods of maybe using brushes to paint the surfaces
of the people's skin, rather than actually touching. That
can get kind of personal. But the idea 1s that theyxwould
be si1tting working with each other and they have name tags
saying who they were and the whole idea of once they get
these oth;r roles, their faces, to say who they are and what
they do when we can see they are somebody else, that sort of
thing. [ don't know how it will work out. It's just a
crazy idea."

"How d1d that ide; evolve?"

"It started with the polaroid camera--then we were hashing

L
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. around these ideas as to, o.k., we've got this polaroid cam-

era, which we aren't too sure about anyway, just throwing
these 1deas out into the air, like costumes and Just kids
taking pictures of each other doing funny things, and ask-
1ng kids to do‘other things for others to take their pic-’
ture;. But none of 1t took a great deal of time, just sort
of fun things to do But then we wanted something more of
a whole lesson, something that would take them from start
to finish, keep them going all the way through. We're
st111 not sure about that, we'fe st111 trying to come up
with some 1deas. Like--we were talking to Derek Young (the
1nstruct9}). He was giving us more 1deas and just sort of
channeling us 1n certain directions. I don't know, I really
have to meet w1£h him this week., We really didn't get a
chance to get together on 1t. Bﬁt there is st111 the thing
of mater1als——wﬂat we're going to use--and that sort of
thing. And Derek Young told us about the fact that certain
kids have allergies to different makeups and tﬁ1ngs T1ke
that. That is something I'd never think of. So we'll have
to ask them if they're sure 1t's o.k. Then 1f 1t's not--
['T1 cry! I don't know what to do.(1aughs)."

“Can you think of an alternative way of getting at some of
those same intentions?"

"You mean if the child is allergic to make-up or some-
thing?"

"Yeah."

“Well, possibly using -something else, like another powder

1
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or something. But if they can't have anything on their
skin, 1 don‘? know. Maybe costumes, hats or masks."

"Yes, masks, 1t's just another layer of something else on '
the skin, 1sn't it? Well, are masks, and the notion .of
what 1t is a mask does, 1sehat a central part of the ‘theme
you are working with?" nd

"Yes, 1t 1s, really, sort of (laughs) Introduction 1s the
main thing. But the, on the mask, well, 1t's just someth{ng
we kicked up, and if 1t develops into anything, wonderful,
but after that it's sort of chance. We're trying to make
1t more meaningful, I‘gzﬂpose."

"If you had to simplify it into one, basic, bottom-11ne

goal that you.want to accom511sﬁ, for this first class, what

do you think 1t would be?" ) ’

"You mean dealing with the kids, masks and everybody? Get-
ting a feel for what we are doing, I guess, or what we are
supposed to be doing. Maybe getting te kmow about working
with Donald, and getting to know about handling nine and
ten year olds, and, somehow or other, getting through a
Tesson on googy masks (giggles) with having everyone s%ay-
ing sane at the end. I guess that's what 1t's all about.
Actually coming out with something‘perfect in the way of a
mask, that would be impossible.”

"Right. They are just going to have to wash 1t off at the

“~

end of the class anyway." d

(laughs) "And off their clothes! I'm sure there are lots

of things we haven't though{ of that are sure to hit us

g i, Nl o
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right smack in the face on Saturday mon?hg. Maybe that's

y
“Right. 0.k. You talked quite a tot about what you are 1in-

the breaks.™

tending to do and what your plans are--how do you feel at

this point--getting ready to do your first student teach-

ng?" ° )

"Well, I'm not thinking about 1t (laughs)". ' - //

"If you had ta th;pk ébout 1t?"

"Isn't\1t gwfu1.” ‘

"Since I've asked you".

"I'm kind of worried. I'm kind of wonq§r1ng, well, betause

we're working 1n a pair, I'm kind of wondering who will

dominate the classroom, lake, when I talk to Donald I find

that he's sort of an aggressive type person as far as having

1deas set in his mind and wanting tq go.through and see

these things out, that sort of thing. And he was saying--

when 1t comes to things 1ike, what do you ¢all that, obser-

ving, that he's been through critiques in photog?%phy‘and

sort of knows the whole benefits of ;bserv1ng and telling

it Tike it 1s, which sort of surprises a meek and mild per-

son like myself. But maybe it wial be good for me. I'11

be able to throw it back at him, if I see something."

"You mean observing . . . o

"Well, criticizing for the purpose of 1earning."'

"So, one of the thingsk each o‘you 1s doing 1s to' observe

and critique each other?" ;;

"I don't know if shat's what's going to be going on in the
]

s umnsuidiy v ..

-
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first class, I don't think so, but 1ater."‘

"It's kind of hard to do that when you are both active,
isn't 1t?"

B ]

"Yeah. Oh I don't think we could. But this 1s supposed to
Be a set up to last through the seven wee%;, so I think as
it goes on, we are supposed to do ohserving as well. I'm
Jyzifﬁertain how it‘wi11 work out yet. I'm kind of hoping
1t's something'not too severe (laughs). Like I've said be-
fore, I've talked to my roommates (who have almost completed
the program) about it and they've soré of given he the Tow-
down’on what,happénedwother-years, observing, that sort of
thing, so I have an idea of what is going on, which 1s
sometimes good, spmetimes bad." *
“Yeah. Well it could be a 1i different too, because
you have to remember . } .

"Yeah, 1t 15 a totally different sit ation<{h§g they had."
"And also they were a year--they were'at aﬁather st}ge."
(pause) "So I'm going to make a 1ot more mistakes."

"Well, 1t's going to be very different; you're starting at

d1fferent place."

In spite of her fretting and nervousness, the first class "went

gﬁ}". Her partner, Donild, decided to drop out of the College,

sg¢ Julie was Teft to handle the lesson alone and w11l be taking the

lass sxngle-handedly'for the rest of the term. She reflects on the

irst class: .

A

.
[

“Well, Derek Young had talked to me just before-

- hand that maybe I should drop it, that the idea

was too ambitious and there was a lot of work in-
volved. I felt at the time that I didn't really
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want to drop it. [ sort of psyched myself up for

it. So I varied 1t a bhit. He gave me some’ sug-
gestions about it--Tike only putting out so many
colours of makg-up. So we only used three colours '
and I Timited it that way. The whole idea was to

make them over--make themselves--think of-some-

thing they wanted to be. One was doing the other,

and it worked out to be right after Halloween. So

the first thing they said when I mentioned that we -
were going to do something a 1ittle bit 1ike Hal-
loween. They said (deep voice) ‘not more Halloween
stuff! I don't want to do it.' So that sort of
flattened me for a few minutes (laughs). But once

they actually sat down and started in on it, they

were really, really 1involved. They didn't stop

unt1] the end of the class."

"Really! So they spent the whole class painting each

L4
s
,

other's faces?"
"We had a l1ittle djscussion beforehand about {pauses) oh,

the 1dea was to get to knqy each other, who are you and

where are you from and what you 11ke to do, and that sort

of thing. And at the end of the lesson when all of the

kids were all made-up gnd everything, we asked them what

they were and what the mask made them look Tike. I wasn't
going to put'it in my conclusion because at that moment I

was sort of tearing my hair out, trying to get all the kids
cleaned up and clean1pg up the ones that wanted to get cleaned
up and control the ones that wanted to stay weird and wild

and go home and show their parents. So I didn't think I'd
throw it 1n, but at the last hinute, I thought I'd put 1t

in and 1t rg§1]y made a difference." .
"Whag\ﬁés the conclusion?"

"Well, just asking them what they felt they learned, if

they felt they knew each other better and did they feel like

somebody else and what would they do if somebody asked them

»
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who they were and what they 1iked now, "that sort of thing.
Oh, they just roared the answers out. That went really '
well--everything has sort of been slowed'down since that
first class, doesn't seem to measure up to 1t (1a%ghs) "
"Sticking with that first class for a‘llttle while, what do
you think you learned from it?"
"The first class? Well, a Tot about myself, really, and
dealing with/them. Pretty much ;Le way I am controls the
way they are. .Someohe can Say’that to you but you don't
really realize ﬁow powerful 1t Js. I'm sort of scattered
anyway, but 1n the classes I was nervous at that time and

»

wasn't really that sure about:how to-; had*not really
thought this lesson o:l before I d1£ it. It showed up, ¥
like there were t@1ngs that I ny? Q't«do, uh, unorganized
--somethings just sont of developed as T was going along,

- 4
and, the kids they never got qut-of contro],' They wen?r

kind of crazy at points, but I never really lost contro]'of
them I suppose. There was aNother thing. We w?re sftting
1n a circle and I was\ask1ng qgést1ons about themselves.
The kids found that sort of a situaticn when each spoke
about themselves and the others listened, gets kind of bor-
1ng, and they confront 1t as a group. And there's a whole
Tot of other Tittle thjngs. I've been trying to remember

to put it 1n my journal as I go along."

.\Juhe's first lesson was ambitious and exciting and she pulled

1t off, much o the Eurpr1se of her 1nstructor. Was 1t a fluke? Does

she know why 1t‘w6rked7 Does she know why she 1s teaching art?

LN
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“What about the following week?"
"Well, the week after that I had devised this great wonder-
ful plan of butlding a v1115§e. And we were going to do

}

it. My idea was from something I had learned in Lowenfeld,

about how kids at that age l1ike to work individually but

then feel . . . "

"What age?" h )

“Nine and ten (laughs). I tried to do something along that
11ne so they would all be working on something 1n a group
and then put 1t all todether and it‘would make a big vil-
lage 1n the end, working with cardboard boxes. I'd stil]
T1ke to do {t, but at that particular time Derek Young
introduced 'rationale’., He sa1d that none of us were on
the right track. I guess he read all of our lesson plans

from Wednesday and handed them back to us on Friday and

_ told us that the rationale, we weren't hitting 1t. So he

gave us this whole lesson plan outline he wanted us to
follow from then on and revise our lessons accordingly and
then teach them on Saturday. Unfortunately, the 1e§son I
had written, not fér the 11fe of me, fitted into the
rationale, so I had to scratch 1t."

"Wha£$rat1ona1e7 My-rationaie?" ’

“No, I didn't have a rationale! That was the thing

(Taughs). I just wanted to build a village. And you can;t

* do that." ' )

"Well, what about what you are just teTting me now? This

was something you thought about after that? That you just

>
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wanted to prov1de.experiences for kids of.that age to work
n grouﬁs—-}sn't that a rationale?"

"Yeah, but 1t was something to do with the fact that I
couldn't qu1t? catch what he was saying about rationale--
and he thought that to help me out, 1t should be something
that was more related to the Tesson I had done the wee& be-
fore. "

"T see."”

"T think, I'm still not completely sure about it, I just
remembereb getting completely upset. But, 1t was just that
the whole thing happened at the last minute and L'ha&, {

got this back and we were discussing all this about ration-
ale on Friday morning, and I had to scratth the whole thing
and come up with something else fér Saturday morning. That
was crazy." i

"What did you do on Saturday morning?"

"Well, I talked to some of the graduate students, and Derek

"and I decided to do a different elaboration on faces, some-

thing that had come out of the/ééek before. The thing had
been, he said, 'What did you notice dabout the kids that you
would Tike to develop?'--which is the 1dea,‘and my previous
Tesson on d61ng“the village was just for fun, 1t wasn't any-
thing related to the week before or anything else. What I
finally decided to do, was to use plasticine and for them
to take from the week before, their experience of feeling

the face and getting to know where they were putting make-

up on and to use this idea 1n modelling a face out of plas-
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ticine and then draying 1t afterward to see 1f their draw-

ing had changéd any from that experience. And uh, I'fried

2
w*

1t, but again 1t was something that had happened at the .
last minute and I wasn't really prepared for 1t. I knew
what.I wanted to do and had an 1dea what I wanted t¢ get
acrpss and everything, but just when I had them work]ng
with the clay--first I was telling them to put 1t 1into
shape:? And you don't do that. You are supposed_to take
the clay and feel 1t first and then the kids are so ex-

cited about working in clay that they almost could ﬁaye

" [

had a whole lesson on just working with the clay."

“Was 1t clay or plasticine?"

"Oh, plasticine. They could have almost ha& a whole lesson
on Just getting used to the plasticine and doing things with
1t. And I didn't know if I was supposed to just let them

go to 1t, 1f that was what they wanted to do, or to tell
them to make the thing into a face. - So, anyway, when L
kept going with that, I kept'showing them how to soften 1t

up, then t showed them how to spread 1t out. And that was a

.big, big mistake, because they all spread 1t out and ﬁut
“a

the little eyes and mouth and everything else onto %t. And

that's not what I wanted. And there was a big mess-up be-

cause 1f I had taken the day Seforehaﬂd and tried 1t out on .
a friend of mine, something at homé, and got the lesson down

1n a way that I wanted the kids to foilowl I think 1t would

have been a whole Tot better. This just sort of Teft ‘me

feeling kind of, well, it wasn't a tota] failure; but it
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really didn't do Lery well  So, the drawings didn't turn
out too bad. There was a bit df change from one thing to .
another but that was a b1t of success-~and uh . . ..".

Although eager to 1ea+n, petermined and conscientious, Julie's
-

lack pf self-confidence 1s showing. She is flustered when she has to

-

change her lesson on short notice. *She 15 concerned about what 1s

"supposed to be" and what is the right way. She 1s realizing how-

ever, the 1mmportance of having a clearly thought out reason for a

-

lesson and the necessity of carefu;/glgnning.

Harald ' "So, you've had two lessons now. Can you see areas now
that you consider strengths and weaknesse;j;' )
Julie “Um--(Taughs). Right. Now I'm thinking really weak areas,

um, I'm not sures-there still are a ot of questions un- *

asked. Oh I don't know, Just about get£1ng along with the

kids." ' . N
‘-
Harold “What do you mean getting along?"
\ , \‘
%
Julies  "lell, be1ngf§b]e td hold their attention and get them to

do--do what you want them to and yet not be up fhere as
some sort of a dictator and raising my voice." N

Harold. "Rea]]y,'you notice that?" “

Julie "Yeah, I don't 1ike that at all. But they'1l all start
talking at once. [ know that there is another way of doing
1t besides just raising your voice, a way of 1ook1ﬁé them
in the eye and having them know you mean business. I think
I could get it, but I have to just get used to that, play-

1n$.around with, and just how I talk--and controlling my-

self. I was watching Emly (the graduate assistant) last

—
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week--the way she was teaching--and that was really great
for me. I just didn't have anything, I shouldn't say, to
compare myself to. Byt, I hadn't seen anybody teach, really,
except uh, teachers here. Well, it probably 1s the same
sort ofnth1ng, but it feels different somehow . . . But
Em1jy had a whole different way of handling the situation
altogether. It was really neat to see. .She wWas v!?y slow,
precise, clear. SQe had everything laid out, she had a
couple of sticky parts, that were a Tittlie tense for a
minute and she felt that the kids got bored towards the end
of the lesson . . . but she was very well organized. and
she said 1t was a lesson plan that she had and was familiar
with the process. So I think I learned something from that
--d1fferent ways of deing things--what the kids might Tike
and what they don't . . . “.

"What do you think are your strong points?"

.(laughs) "I enjay it! If that's a strong point., But,~um,
I Tike dealing with the kids, and I think I can keep them
n Land without running around after them or pulling their
hair out or’ anything like that. But I thigh that they do
Tisten, um, really. I think 1t's too early to say at this

point."

I ask Julie what direction she would Tike ta go with the class and

w .
. what kind of experiences she thinks would be beneficial for her at

this time.

Julie.

"Well, I think they're getting kind of bored with faces,

I am! I don't know about the kzds, but if I were them and .

Y
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someone kept throwing tha% at me every week--I think I
would get pretty disgusted. So I want to do something
else, but: I want to--I don't’know—-I'm Just trying to
notice things ['ve noticed 1n the kids that I want to

play with--T1ke the things that they do. They told me they
were really keen on building things, and ['ve been trying
to get at that from every angle now since starting, but
that again really 1sn't--a function--as far as where I

want to put their minds--I guess is the only problem. I'm
not sure yet. This 1s something that was sort of intro-
duced last week. I guess 1f I'm really involved 1n how
best to plan this week's lesson, that's the reason--I

just don't know where to move them. It will probably be
something to do with, how they feel about drawing? I'11
have to think about 1t. I'm just not sure about 1t. I'l1
be back tomorrow and I‘'11 be sure (laughs)!"

"How are you feeling about this whole experience so far?"
"It's a Tot of work! 1 guess that's the most noticed tﬁlng
at the moment--just the fact that I've taken eighteen
credits and 1t's really starting to--everything has to be
.doné at once--and I'm not used to spreading my time out.
So it'11l téke a 1ot of adjusting on my part. But as far as
‘ being 1n the Art Ed building and working here, I really
enjoy almost more than any of my courses. It sort of gets
thg most attention. ‘Hav1ng fun-~but uh--I am enjoying it.

I find 1t frustrating--Tike Tast Thursday when all that

happened about--what Derek was trying to tell us about
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rationales--what he's saying. And how he's trying to d1-‘
rect our thinking. It's kind of hard~o go through. I
don't know 1f anybody else has caught on or if nobody has
caught on, but we all seem to be handling 1t a Tittle dif-
ferently. And everytime I ask somébody, ‘Well, I'm not

sure, but I think . ' (laughs)--so. But I think plan-
‘

ning lessons and having them work or not work 1s one of--
finding out."
The last few Satﬁrday classes "went along better", she says,
"simply because I started dealing with' something a 1i1ttle more basic".

She team-taught the last class with the instructor, Derek, since she

did not have a teaching partner throughout the term.

"It was interesting to watch him teach. 1 feel
Tucky 1n that way. Other students didn't get
that chdfice to see him teach. Just the way he
handled the class--I don't know how much to tell ‘
them what to do and it was good to see his dis-
ciplinary tactics because I was having problems
that way, little things like that--just when to
start a discussion, when to stop and pick 1t

ug and take it to something else--things I
wasn't aware you had control over I was much
more pleased with the last class."

- Jul1e 15 also becoming aware of the teaching process in classes 1n
whicn sne 15 a student.

"In one lesson 1n particular, I watched what

+  he was doing. He was talking to Susan and she
said something to him--was mentioning what her ob-
jective or rationale was, @nd 1nstead of saying
that she was either right or wrong or on/the topic
or off the topic, he took 1t as far as {1t could go.
He discussed it 1nside out and brought 1t back to
the beginning again. He had been d01ng this -
throughout the course and I just didn't know that!
(she giggles) And when I saw it happen1ng to
Susan, I thought, ‘Oh, that's what he's doing'®
And 1t started to just click. And I talked to him
about that, about the fact that what he was doing
was just going all over me, going way beyend me.
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So when I saw his approach, I could figure 1t out
after that."

"Do you find yourself, after this experience'and approach to
dealing with educational problems~and teaching, do you find
yourself more aware of teachers?"

"Yeah, I really do. I didn't think I would, but I'm taking
a course at Dal, in Outdoor Education, which I«love! And
I've been watching this instructor there constantly since
he 1s doing somegking the same as what we are, something

he 1s calling experiential education, where 1t is just,
more or less, putting you there. He 1s just a gqide, really.
It 1s really 1interesting seeing how he teaches, how you
teach here, aﬁd how studio teachers teach. I'm just aware
of everybody that might have somét;:ng to say about some-
thing. Maybe not as much as#l should be, but just con-

scious."

Julie 1s'struggling to learn about teaching and how to teach. She

thinks feaching 1s something "out there", something to be grasped.

>

Or to take a d1fférent image, 1t will all become clear when a ve{1“1s

11fted.

Harold.

»
Julie.

"I found myself all the way through Intro fight-
ing for exactly what was going on, and what was
teaching, and what was expected of me, and the
students and everything else. “I'm still not one
hundred percent clear. But I find that Deérek
dealt a 1ot in theory and--the practical, the
dealing with the kids--sort of got lost in the
theory."

MWhat 1s your overall feeling now towards the prospects of
‘\.
your becaming a teacher?" !

"Well, I don't know. 1 don't feel Tike it is that easy
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anymore. I thought it would just be a matter of training
and time, but 1t 15 a whole different way 6f Tooking at
things. Well, 1t's more than that. But 1t's really inter-
esting. I know for awhile there, I was feeling kind of
defeated, I didn't know where I fit in to all this (pause)
stuff. But I don't know, when I see my rcommates teaching
and hear them talk about teaching, and see other people
teaching and how they get alopg, I say to myself, 'I can do
1t'. There 1s no reason why I can't. It is just a matter
of figuring out where I'm coming from to teach them, but I
think this year is going to be a lot of figuring out exact-
1y who 'me' 31s and what my values are and what I wanf‘&1ds
to get from me. That's a lot of heavy thinking. I'11 work
on 1t this term, but i1t 1s something that will go on for-
- ever, [ would just like to have a better 1dea than I had
before." ’
While struggling to grasp the key to teach1ng-and comprehend her 1n-
structor's theories, she sees teazhing a; “a whole different way of
1::’ at things". As "a way of looking", the wmplication 1s that
ooker, the teacher, 1s an active agent 1n the process and 1n a
sense, a source of the experience, or at least an integral partici-
pan;. The te§cher 1s an "I;, and as I, must ceme to understand where
the "I fits ynt. ‘As Julie says, I must figure out "exactly who me
1s". She is’bég1qning to sense that self-understanding 1s impdc&gnt
1f she is to become a teacher. As she ponders her first semester of
teacher education @thé student teaching, the semihars),she thinks

that " . . . all these things ‘you see inside yourself a bit more
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maybe". She sees her task to be to grow in self understanding. This

goal 1s possible . if I open my mind enough". For an “outdoorsy",_

perky, but self-conscious young woman, self-described as somewhat

"scattered" and more inclined to the practical than the theoretical,

these comments are rather insightful..

Julie 1s not questioning her goal ,of becoming a teacher. The
process so far might have been a struggle and she méy have had some
doubts as to her ability, but the desire to become a teacher 1s un-
wavering. While Annie and Jane question the role of teacher, Julie
only questions herself. She still Wants to be a teacher, and often
talks about those she admires. As she continues the art education
program 16 the next semester, she 1s impressed by Cecilia, her Stu-
dent Teaching I instructor. ’

Julie "I Tike her attitude towards teaching. I hope I can be
something li1ke ghe 1s--she's very demanding--but that's not
such a bad thing. ‘I think you are demanded a lot of when

‘ yéu are a‘tea;her. I find things a lot clearer this term."

Harold. "Clearer in what.way?"

Julie "Well, T don't know. Last term I sort of felt l1ke--Art

Education was almost untouchable for me because the theories

were up 1n the sky. But Cecilia seems to be bringing them’

. down a Tittle. Well, that's what Student Teaching I 1s all

about. And I just find it's a T1ttle more practical. I'm
'more of a practical type person, so I can relate to it bet-
ter. My first class--wé passed in our rough lesson plans

on Monday, and reviéweq it with her on Wednesday, and when

I first did the Tesson plan, as usual it took about three-

2w
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and-one-half hours--for me to do the lesson plan--which I

thought was a Tittle too much..> I was pulling.my.hafr out
and everything else and it still wasn't.the way [ wanted it.
'But'when I talked to Cecilia onUWehnesday, we managed to
point out a few specific problems as to why it was taking
that Tong. She said that L'had all*these ideas and I am
trying to get: them al], into one lesson."

Trying to pack a Tot, some would say too much, inte her lessons, her
college program, h(e}r life, seems to be a character¥stic of Julie. .
Each semester she consigggntly enrclls for the maximup number of -
credits, against the better judgment of advisors. This sehféter she
- thinks 1t is because she "just" chose the wrongggoUrses SRS § 2
had chosen the things that were a little ligﬁter . - . ‘
Julie: "I'm finding it really.tough this term in the fact that I've

" taken too Jnany credits--and to tr} and stay on top of every-

thing 1s becoming impossible. I'm just sort.pf gasping for

-

air all of the time." .

Harold:  "Do you have any outside th1ﬁ§s that you do regularly, like
swim classes, yoga, etc.?"

Julie: "Oh yéph (laughs). That"s another problem in iéself. I
lead a very active social life. I lgve the outdoor§; I gny
to get away as often as I can skiing, because I just learned

to downhill ski this winter. I did that trying to-prove

that cross-country skiing was better--so now I‘m hooked on

both of them.” I Tove skating and I love to get out doing

&

different.things I haven't done before . N
‘ L J

Tem, really a problem. [ sit down every now and then at

. It's a pFob-

L

£

.
sy

3

A A B e e L]

e e

e BN A B o Sesckelal a

PR

e ek Bt &



Harold:

Julie:?®

HaroYd:
Julie:
Harold:

Julie:

P

' 145

home tryi&g to think out how ;o arrange everything into a
schedule, but I find that hard to do."

"I forgot. Afe you.living in residences?”

"No. I'm Tiving 1n an apartment with two other ArF Ed stu-
dent;." a

"Bo you find you have enough privacy?"

“No." d v

"So that's a part of %he problem too?"

"Yeah.‘;Tﬂat‘s a problem, and there is-a lot of pressure too
because tﬁey are both in their final stages of Art Ed and
they are feeling pressure and it ends up spread around the
apartment--and cold wars--and all kinds of fun things
(nervéus giggle). [t*s4%vpain, but it has its good times.
It's certainly 2 learning experience, but I'11 try to keep
otit as much as I can--stay out of everybody's-feetl I think
most of the studying I do as a matter of fact I usually do °

at the 1ibrar§; because I have such a short attention span

I have to stay away from everything that might be happen-

ing.

Julie talks about her first Saturday clas§-thf§'£emester. -

Harold:

Julie:

"And the lesson went along fairly well. There
were a few things I suppose that ! would have

changed, but I was comfortable with the kids and

they seemed to be comfortable With me. I think
they enjoyed themselves. But we had fun anyway--
I think that's important.

s

"Any other differences?" ;
"What did I write down (checks journal notes). I said that

I wasn't really nervous about the class at all, which is un-

usual, becduse last year--ft was just about a tantrum (gig-
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gles). .Um, I found I was paying more attention to the kids,
whereas last term I was sort of thinking out theories, and
they were in the room, and I was 1n the room, but we weren't
together on anything. Especially when I was thinking of all
these other things that I was trying to 'do with them'. But
when I'm just sitting there conversing with the kids 1t
seemg a lot easier. I can sort of pick out tthgs that are
happening 1n their heads--maybe--um, I noticed that I felt
more comfortable. I found observing 1n the afternoon was
< long; I would have rather been there doing. I found obser-
ving in the afternoon was difficult."
Even though the instructor, Ceci1lia, provided the observers with some
guidelines for observing, the action-oriented Julie found observing
difficu]t.A The difficulty 1s to know "what to he looking for". Again,
1t appears khat the problem is one of focus. Observing in a public

4

school, another requirement for the course, seemed to‘come more eas-

)

11y, although her comments remained on a superficial level,

Harold: "I guess that was really the first time that you were in a

school since you were a student yourself?" -

Julie: "Yés."
Harold "Could you talk about your impressions and reactions?"
Julie. "I was really at ease, I was really comfortable. I found

}t even more comfortable than Saturday classes--but they

were a terrific group of kids . . . . It's a beautiful
, gcbool--the teac@gr‘s really fun. She's easy to talk to

and we seem to get alony pretty good--se far (laughs).

. What else? The kids seemed to accept me right away. I was
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introduced as ‘Julie' which always makes me.feel better
than ‘Miss E111s' or something 11ke that anyway.- I under-
stand that different schools operate 1in d1fferent d:;s, and
that school seems to be very liberal--in itg thinking, which N
s nice. The teacher there 1s like me, she Tikes to get the
kids outdoors as much as possible, and do things like that.‘
{ find that kxad of nice I'm not -that heavy 1into the
school politics yet. I was surprised too--the teachers
teach all subjects. I was expecting to see a sc1encefroom
and--boy 1t really is a lovely school--and the teachers are
all avidly doing co]odrfu] things. The walls are covered
in fun things--there seems to be a really good attitude--1in
some places 1t 1s pretty drab Tooking."
Ju11e‘dec1des to hold her second to last Saturday class at the
Art Gallery of Nova Scotia. Prior to bringing the class, she consults
with the gallery's education officer who agrees to act as a guide. 1
observe the session,' taking notes and drawing diagrams. A few days
later I meet with Julie 1n my office. More ;;an in the previous

meetings, the interview becomes a dialogue. I read from my notes and

at times refer to the diagrams:and sketches. My aim 1s to estébi1sh

N
\

a a1alogue that will serve to recreate the class at the gallery sQ,
she can rec§11 what she was experiencing at various points in her les-
son. Here we h;ve a mults t1ered life world reconstruction On one
level is the lived exper1ence of a student teacher interacting with
lgarners as described by me and ds recalled by her, wh11e on aﬁ/;her
level is her description of her thoughts, feelings and reactions as

. the interchanges were occurring. Perhaps threads is a better meta-
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phor than levels. We have access to Julie's thoughts and feelings

regarding the teaching process as she sits in my office, beside a

tape recorder, responding to the stimulations of my description of the

events 1n the gallery. My descriptions, her_rggg}lect1ons, her re-

flections, and our dialogue interweave to create a richly textured

fabric that bespeaks a becoming teacher's learning process. I will

quote the dialogue 1n 1ts entirety.

Harold

Julie:

Harold

Julie:

Harold:

"0.k., let's read a 11ttle b1t from my notes

Class 1s at the Art Gallery of Nova Scotia. Julie
has arranged for kids to meet at the gallery. They
all gather in the hall-;get name tags. They all
meet Agnes Hawkins (the education officer)--the
kids are ai1 shepherded down the hall--upstairs and
into the mezzanine gallery. I counted about four-
teen kids. T

"There were fifteen". \

"0.k. Fifteen.

Everyone sits on the floor except for Julie and

Gerry (Intro Art Ed student assisting Julie).

Agnes talks to the kids--about the GaTlery--

where they are--what the Gallery does--and the

rules of behaviour.

Anything up to that point?"

"I was Just sort of wondéring what--at that point--I was
dealing with myself--when I would have to get ﬁp and do
that blurb on space. I was kind of newwous, whether I was
going to havesenough time, and watching her to see how the
kids were reacting--to sée what she was doing and how she
talked with them. [ noticed that she kept them all fairly
quiet. She would ask them questions--one to speak at a

time."

“Are the kids usually that orderly?"

1
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"Umm, yeah, they can be--it depends. They hav® been, but
not consistently."

"And you had talked to Agnes before and you'd agreed that
you were going ta do something on space?”
"Yes--space, the landscapes and the boxes "

"And you had been doing lessons or exerc1ses‘on space?"

"I had done’a Tesson with boxes about space earlier--1t
was--I wasn't super-pleased with it. There were a lot of
good things, 1n 1t I was told, but I wasn‘t super, one hun-
dred percent pleased with 1t. I thought 1t would be easier
to” talk to them about space after they had been acquainted

with 1t." «. I

"Right. Did you have any reason for the fact that you were ,

.
I3

taking them to the gallery that-day?" .

"Yes (g1gg1e§)i(inaud1ble comment)".

*It's kind of a two-part questidﬁ Why a gallery? And then
T,

why that gallery?" o

"0.k. I really wanted to take them to the gallery ever

since I started the seven weeks--because just after I
t

. started, well my sort of theme throughout the sevén week s-

1s to have something 1n every lesson about boxes. It could

have been something a little moré--something like--pattern,

»

or maybe space--sort of an art concept. Is that what 1t

1s?" R
"Yes". * ¢ B
“I think maybe I would have seen more of a development if

I'd done that, but I chose boxes so all I ended up doing »

¢\

4
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was samehow fitting a lesson around boxes--so it wasn't as

really beneficial to me in that way--but I did learn that
you can't do.that so well. Anyway, because 1 took boxes, I
thought that the exhibit at the art galtery would be really
fun for them. They would be able to see something in 1t,
maybe some other exhibit they wouldn't--and I kinqko¥ 11ked
that stuff--thought 1t was neat myself. And [ had been to
see 1t and I heard about other classes 1n the school system '
that had seen 1t and the kids got kind of excited about it
so I thought, 'Well, I'lTL have to dd it some time‘, and

then, this last thing came up at the éhd. Cec1lia had out-

11ned the theme of the lesson as.heing—ltell1ng the kids

about a-piece of art--and I thought, 'So there's a possibil-

1ty--so 1nstead of bringing in a piece of art work, why not
take them up there—-the} can really get involved'. So--and-
[ wanted to learn--and I really wanted to use resources out-
S1de the schools, because I don't 1ike the 1dea of staying
n one p]kce all the time."

"0.k. I noticed at the beginning, that everyone was down,
except you and Gerry were the teachers so you were standing,
and then, five minute; 1into Agnes' talk and Qiscuss1on and
questioning of the kids, you and Gerry started to crouch
down.. Did }ou notice yourself doing that?"

"I was very aware of 1t. 1 didn't know what Agnes was going
to do right off the bat--she just started--so--a fheling
that I didn't know when I was going to be called gpon:‘ 1

sort of wasn't sure where I fit in with the kids there.ﬁ So,

Q
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. I sort of stood back wondering 1f something was going to
happen, and then when I realized that she was going to keep
on for a few minutes, I just wanted to bet more involved, be

- with them, taking in her . . . ", =«

® Harold "Then I noticed that once you crouched down o the_k1ds', .

level, you started to smle. You werén't smiling before

[

then " <

* .

Julie ©  "Oh, really! (laughs)."
Harold "I made a note of that."
Julie “Maybe I was noticing the kids and their reactions."

Harold:  "Right. And then Agnes was asking what they see as they

‘ come 1nto the gallery--taiks about sharpening their eyes,

-

and then you joined 1in the questioning from time to time--
then you took over.

Julie takes over  'Remember the time we took the
boxes and worked with space--there are no boxes to-
day'. And then you have them spread out on the
floor. 'Remember we did closed space with boxes'.
And then you asked everyone to make a small ctosed
space. 'So small we can hardly breathe'. A1l the
kids crouch and scrunch down. 'And what about a
high space--as high a space as we can possibly
get--as much space as you possibly can?' And then $
the kids stretch--and then you' get back into sit-
ting position. T

What about that part? What were you thinking about?"

Julie: "I was trying not to move--because .l thought‘b}‘;tanding up
and crouching down I was immediately telling them yhat I -
wanted them to dp and I noticed that I was doing ;;—-and it
was bad and I got upset Pbout that so I just stayed where I
was from the beginning of the conversation. I was mad

about that. I didn't know I was going to do that (laughs).

re
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I thought maybe I would just start 1n with the tube, and
then I thgught '‘Why not get them to move' seeing as they
wéré Just 51€t1ng there T1ke this with all this stuff

around them watching. I thought if'{ Just brouéht in the
tube they could just go (breaths in) like this--so I thought
maybe I Qou]d make them move first. I think that's about
a]i, except for the fact that I was upset with myself about
moving because I didn't want td give them that information.”
“In other lessons, did you have them doing things like that
before?" .

"A few things--not that thing in particular. I had them turn
around and touch the walls in the room where they arranged
the boxes--to move into the space 1n the room--measurements."
"And then you are back 1n the seated position-

¢

‘So you have an idea of how it is to take up space'.
You get out the-black material (tube). 'We have an ‘
interesting piece of stuff'.

I T1ike how you used the word 'stuff'--1t didn't give away
anything that it was going to do.

'Pay attention to the kind of space it is taking up'.
And you walk around 1t. You talk about--'as 1f you
were a caterpiller'. There is a lot of shh-ing.
‘One at a time--you are taking up space--high space,
--or low space--and there is something special
about this particular thing'. The kids say, 'It's
black, 1t takes up space, 1t's cloth'. And then
you got 1t and you played with it and you made a

ball oyt of it--and then you say, 'there's another
way-;;iside 1t!'  And ¥hen the kids get excited and
you , 'Be quiet'--and they want to get inside--
‘just one at a time'.

What about that sequence?"
"I carried that too long. I was sort of experimenting there

/
and I shouldn't have been. I should have had 1t right down
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as to what I was going to say, but £he kids kept saying
things and I kept responding--to see what they would do
with 1t; but I let the time slip by so they couldn't all
get 1nside the tube. Oh, the 'shh' business. It was just
that I was trying to get them used to the fact that an art
gallery 1s a place to visit and really go and see.” ] was
very aware that it was an art gallery--up there in the mez-
zanine--1 remember when I was dowﬁ in the main gallery and
heard other people talking in the mezzanine, how Toud 1t
was, so [ kept thinking, 'God, 1t w11l be so noisy down
.there‘, so 1 was cHBstantly coming back and *shh-ing'."
“And then a man came up to look at the paintings. Did that
bother*you7"
"Yeah, a bit. I was thinking 'He's in our space’'. 1
thought maybé he should have been somewhere else and the
kids were watching. I didn't think he should have come up
when we we}e there."
"Well, it's part of the gallery." .

"Good grief!”

" And then (I mention that when kids are inside they can see

,and several can get in at one time)."

- "Yeah, I guess you could, but Agnes was getting concerned

about the time. I mean‘l would have loved to have more
time for that thing; I would have loved to let everyone run
through, but we finished up a Tittle late as it was."

"0.k.

‘Now' Agnes sayS--they all go downstairs--'first
we will see the paintings--think about space--no

/
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running please!' They all go downstairs.

"That's something I noticed when Agnes took over--how I was
drifting off and--drifting off--and all ;he had to do was
mention a couple of different things and 1t got together
again. It's really neat--I felt really bad, but jt was
good to see that happen." ;
“That might have been something to do with a different per-
spective that a teacher might have 1n dealing with objects
and paintings 1n an art gallery--those kinds of experiences
-zdifferent from how a person in an art gallery program
would see them--she only has so much time.

Then they all go downstairs--Agnes leadingZ-you ®ay

'A11 right you fellas, come 8n take it easy.' Then

they are downstairs--Agnes, 'No running--this 1s an

art gallery'--then they all gat around one paint-
1ng--Agnes leads questiom’ng—-‘t do you see there?'
(I refer to 11ttle diagram I drew)."

"I'm not in the group, am I. There was a reason for that.
Actually, I wasn't in the group upstairs either.”

"Only when you really started talking."

"Maybe again 1t was just the fact that I didn't know to
which position I belonged. I thmk if I were to do it
again I would be right 1n there, but you just don't know
whether you should be watching or taking in--or . . 1 ",
"So were you confused as to what your role was? Who was
the teacher?

"“Um, well Ilknew 1t was--;m--I felt I was--but I'd just

never heen 1n that sort of situation before." ' -

"It's a difficult one."
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"Yeah, but I think 1f you did 1t often epough you would get
used to it. I was‘feeling a lot more comfortable towards
the end of 1t.‘~when we got into groups, I really started
feeling part of 1t. When’'we sat downstairs, I noticed
Robert, I think was just itching to Juél molest that piece
of sculpture that was over on this side--1t was called the
'gé1ng down the road' one, and he would come over to 1t--it
looked JUSt']fke a typewriter, and I just started sitting
there, grinning at him everytime he got too close, and get-
ting him to go back 1n, but it was kinda interesting."

"Do you recall anything else when you were in that part of
the room—-around.the paintings 1n a group with Agnes ques- «
tioning and trying to elicit responses? How did you feetl
things were going at that point?"

"At that point? Yeah, I thought we were about an hour get-
ting 1nto things, and this is going to be neat seeing how
the kids responded to t;is painting, and I remember think-
1ng at first that--especially when Robert kept coming up
with (inaudible)--but he 1mmediately started trying to Tead
the class, and he said 'That looks 1ike some two year old'
(1n mocking voice). I thought, ;Oh, here we go', and Agnes
immediately said, I forget exactly what her words were, but
she said he missed the poinf of it; Le wasn't getting 1inside
the painting."

"Do you feel he was 'put down'?"‘

"No, T don't feel he was put down at all, I think he was

just being asked to--to think--and not just blurb. And

’
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then when the othér kids started getting 1n there, I started
to feel him thinking, ‘Oh welil, I'm not having much fun 1ike”
this, they're not listening to me', so he sat down and sort
of thought abolit 1t for awhile and he went 1in too " "
“That's right, I noticed that, right at the end, that was
very good."

"But he was the only one who did 1t. I thought there would
be a lot more of 'That's two year old' stuff. There might
have been one other comment on the other side of the room,
ut 1t didn't Tast long either."

"et's read what's in here. That firstpart--they can all
respond--then.

The kids get up--and step back--that's after the

first painting--then there are three paintings 1n

a row--Julie asks questions--they talk about the

painting beside the first--what 1t réhinds you of

--compare the two--and a third one. 'Do they

look anyth the same--can you see any big simil-

arities betWeen these paintings? What do the

colours remind you of?' And there were responses

T1ke* ‘Rainbow,” dirt', and then 'They are all out-
s1de--they are all sort of a landscape--do they

all remind you of a landscape?' And one kid said

'"Not really’.

(Julie laughs)."

"T tried so hard to get them to a point quickly that I
started telling them it's supposed to be."
“Then I note:

Julie pushes the idea of landscape. One kid gives

a definition of landscape. Then you say, 'Keep

that 1n your mind today as we look at the other

paintings'.

"That bugs me. I think they were coming to it on their own.

I didn’t know how to grasp what they were, I couldn't grasp
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at the right one and pick up on 1t and take 1t there, that -

annoyed me."
Harold "Do you think you were getting impatient?”
Julie "Yeah, I was. I do that. I got to be careful about that.

I do that 1n other Tessons. There are certain questions

that.you have to pick up on to get yéu there, right away,

and 1f you miss them, we]L;I get real wmpatient (Jlaughs al-
. most hysterically).”

Harold "So you feel uncomfortable in actually telling the kids

things?" . '

Julie: "Yes, I-do. I don't like to tell them, 'this is this'. I
T1ke them to sort of figure that out."

Harold "So then tﬁéy all move to the other end of the gallery--

they look at this big relief painting. Agnes ques-

tions them about what they see. Julie checks to

make sure all kids can see and then they form into
. three teams with the adults as 'captains' to look
at the sculptured boxes. Julie takes four kids.
The kids decide as to which one they want to look
at. First of all a grey one--'Look at all four
sides'. I think you are saying this--'What do you
notice--come around to this side--take them one at
a tume--look what happens when I close it--Took
what happéns when I open it. Have you ever been
places this reminds you of? 0.k., don't touch
girls, what do you suppose they did that for? How
do you think it Tooks closed? If you were inside
1t? How does it feel to be right in the middle?
And how does it feel when it is open? What does
1t feel 11ke to go through it?'

L]

That's all the first one."

Julie: "Well, that one felt to me definitely iike something--so I
enjoyed talking about that one. It was kind of--maybe it
was just obvious. I thought those questions were o.k. May-

be they could be more--taking the kids from one point to

v
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another." ‘ < .
"Do you think thg kids werewdspending?”
"Yeah, I think tﬁéy were, " °

"0.k. Then you go to another one (I point io my drawing of
1t), I think this one with wings .~. "

(laughs) "That one I wasn't Comfortable with, I didn't know

does it make everybody feel?' and somebody
ays, 'A doctor kit'."

(laughs) "Wow!"

“'Look at the big stand. Take everything in about
vit., What do you suppose these are?' They watk

around it. Julie hands in her pockets--then holds |
a kid up to look insYde. 'Is it more open than the ' .
other one?'" g

"Umm, couldn't decide. Th; questions Should havq been more,
'How is the space?' You know, SPACE! I probably never men-
tioned space (Taughs)."

"Yes, I noticed later you did. That's probably all right§#
"I realized when we got back here, I never once told them’
who the artist was or where he was from” (laughs). I just.
about died! Cecilia said, 'Oh yes, Art History here, I sup-
pose you mentioned it was a contemporary Canadian'artist?' .

No, I didn't at all, it was terrible (still laughing), but

A Y

neither did Agnes." ’

]

"No she didn't, so you think that's important?"

' "For what they were dqing, I don't think it was, but it is

nice to know, especially when the poor guy's a Canadian
and--things that they were familiar with.

“There was a picture of him."

[N
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Julie: ' "Yeah, next to one of the pictures. In fact, there was a
’ ‘whole Tittle booklet at the desk (still giggling)."
Harold: "In a way that's good."
Julie: "It remains completely a Tesson about space and the boxes."
Harold: "And the work speaks for itself."
Julie: "They don‘t have to fit the art to him you mean . . . ." )
Harold: Because often the artist's 1ife story overshadows the work
itself, but that's an interegt{ng observation. It just
didn't come up. You go on to another, oh yes, it's the
" black and white one. . . .
'Look all around--what kind of feeling does 1t give
you? Open very carefully. Hey--not too much.'
They look inside. ‘What does it remind you of?'"
Julie: "I notice too when I'm telling them things like--'Bon't run

through the gaqﬁery‘, ‘Hey not too much', and stuff like
that--they are not right. You have to say something, but I
fhink that should be--not a don't--but more something like
Lresgect. Instead of don't--that's sémetﬁing I'11 have to
work on." .
'~Har01d: "You'll also remember that you.tend to }aise your voice when

L you do it though, and they come out more strongly, and it's

‘e

easy for me to catch them to write down, but I-just ‘have to 2

be aware when I'm doing this that I'm not just catching
those kind of remarks and missing all of the others, but
g ) they are things.that do stand out. . ‘

Y ..
. . . and then.they all look inside. ‘'What does -8
it remind you of? What kind of space? Have you

bheen ptaces this sort of space reminds you of?*

And someone says--these are your responses to

things they say--'Your grandmother's place? A

creepy house?'" y )
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does it feel the same as the inside?'
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"I said that?" '

"The ki1ds said it amd you reinforced that."

" remember that."

"So what do you think about that question; Have you been
places this sort of space ;em1nds you of?"

"T think I was t}ying to get them back to landscape. I
It sort of

don't know 1f that was giving them too much.

reminded me--espectally the box part--1t sort of reminded

me of a corner, maybe I was just feeling something myself,

and I was wanting them to féel how I felt (laughs)."

"Then another one.

. with many kinds of knobs. 'Isn't that neat,
come around to the front. What kind of space does
that remind you of? When you look at the outside
Then someone
says, 'It looks different--a potato chip'. You say,
‘A potato chip?' ‘Do you see any shapes 1n here
that you recognize? Have you seen any shapes out-
s1de Tike these?' And a kid says 'This is really

1cky inside'.
Remember anything much about that?"
"I noticed something else that you didn't pick up. That was

the one that‘came out at the back--with all the knobs at the

back--and I said (shouting) ‘Don't pull it out!' And then
I realized they were all' supposed to come ouf. So they
were pulling. I said, 'Oh, yeah, that's néat!' Oh God!"

"How did you feel about the fact that thesd sculptures ¥
really begged to be touched, hanéled and pylled?"

"I felt really fousy about that because I felt I shouldn't
be e who gets to touch these. But Agnes said so

strongly to 'touch with your eyes', but I fidn't realize

\
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they were going to have to do that. I thought maybe that
one of us could let them touch carefully, so I was trying
to--every now and then--I think I had two girls with me and
they really wanted to. I think that's how it could have
gone--iﬁ wasn't f;ir that I was tHe only ‘one getting to do
that. It was really fun to db, that was the Sétter part of
those things. The fact that I had to do 1t took that ex-
perience away from them."

"Then they

?

.« . gather back as one group. ‘How many are in
grigle four?' And then they divide into teams again--
kid® are starting to get restless. You say, 'Every-
one want to keep it down again?' You select leaders
--others to line up behind them--and then Agnes

gives the instructions, 'You are going to be news-
paper reporters'."

"That's when I started getting nervous because I see par-
ents walking in. I realized I had told the parents to be
thel a few minutes early--but they were early--like fif-
teen minutes--so I was getting kind of nervous about parents
stand?ng around--1mpatient for the kids--waiting to go shop-
ping.. So I was getting a little (spacey?}--so the time was
running out."

IIL!“‘__

. . . newspaper reporters for this sghool paper and

have to describe 1t for their classmates--and then

you run for pencils--return--and then in groups of

three kids--you say, 'You fellas decide what you

want to report--work quickly'. Agnes gives Julie

the gallery evaluation form--you startgto fill it

in while at the same time keeping an e n kids

in the group."

"That was an interesting aspect because I really didn't

want to fill it in at that point. As it was, I might have

-~
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jotted down a couple things and then left 1t--and after the
kids went, I filled 1t out. I had the feeling 1t wouid be
left out on the floor 1f I didn't."

Harold “And then you

Y

. . . keep asking them questions about the piece
to guide their looking, and then you .forget about
the form. Julie calls them all together again--
over 1n a corner--kids on the floor. Julie has
leaders read their reports separately. Sometimes
you repeat some main points--like 'Did you notice
that all of these were diffgrent on the inside '
and outside--open spaces arfl closed spaces--remind
you of things you saw outside? 0.k. we're just
about done--Agnes do you want tggpdd anything?'

To kids, 'Do you all want to thdnk Agnes?' And
then Julie collects the pencils and sheets.

What about that part?" )

Julie. "Well again, I was surprised. Agnes just said ‘Juliels
going to take (laughs) (care of it?). 'Oh, what am I going
to do?' But I find, just talking about 1( now, I think the
problem was--when she put me on thg spot like that I go
blank! At first--and I think it slipped away from me at
times--just exactly--about the fact that I was d1rect}ng ihe

. kids towdrds space. And so whenever 1t came back to me 1t\P.
should -have been reinforcing the space thing. So when they
brought back the reports and everything, they-could have
compared everything that they saw-~there could have been a
bit more time to tafk about it. But there wasn't, and I

~ could have been saying things about--just mentioning things

that would bring them to a realization of talking .about N
space rather than ‘Did you notice th}s, hpw'abaut 1t?t 'If

that's what you want to hear I'11 tell you that's what I
saw!' (laughs). gut it shouldn't be like that. And I was

)
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surprised that Agnes tossed that on me. hm, I wasn't super-
pleased with that culmination, or whatever 1t was, but Agnes
seemed to be happy with it (giggles). I don't know, I was
real pleased talking with Agnes afterwards about keeping

the parents waating, because that was bothering me as soon
as I could see them all. In the Saturday classes we say,
'Ah, they can wait!' hecause we can't see them (laughs),

but when they are all there looking at you--yuck. Actua]ly,
the kids weren't noticing their parents, whereas in Satur-
day classes they are usually saying things like, 'l think
my Mum's here', or 'Gee, I'd 1ike my Mum to see that', or
something 1ike thaf—-or Ipok\ng out the door--but there
they didn't care. ‘They must have been pretty involved or
they wouldn't have done that. They even wanted to go on
with that last activity when they saw their parents ceming
n. Anyway, Agnes said after that shg was real p1gaséd that
the parents had to stand around because they got a really
good Took at the gallery and how their kids were acting in
1t. And how they were enjoying 1t--two or three stayed
around afterwards and were asking me questions, which was
bad because I didn't know too much (laughs). This one lady
(1naudible)--a picture of a blob. She said 'Now what's
going on here? This 1s art?' (laughs). I thought, 'I
don't have to deal with this do I?' and Agnes was nowhere
to be found. So I'm right in there. I'l1 tell her all I

know or all I feel. I can't do anymore than that. So I

talked to her for a few minutes and then Agnes came by. I

A
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don't thinﬁ [ helpeq her any, but I showpd her that I was a
b1t interested anyway. I wouldn't want tg psych her out or
anything 11ke that. But she.was real curious, kept wander-
ing around after that. Agnes thought it 's good for publiic
relations I enjoyed it. Going over it with you--made me
realize®even stronger things thajs-k was upset about-~that

I store i1n the back of my head and tr; to forget. It's
something I would l1ke to do again--get bétter at. I don't
think that I handled the class the same as the other kids
did that Saturday, and I thirnk a 1ot of people thought I

was having an easy ride because of it--jumping on Agnes sort

of thing. I'mglad I did. I think I learned quite a bit."

Harold:* «"Yéu think 1t was a good experience for the kids?"

Julie: "Yeah, I think they really enjoyed‘lt. I don't know what
we're going Po do,thi§ week to measure up to last week 1s
the problem." -

Harold: "Are you thinking of some kind of follow ;p?" !

Julie; "Yeah, we have to do an evaluation thing, this week, énd [
don'é have enough work to evaluate, so I'm almost consider-
ing evaluating the seven weeks by evaluating last weeks'
experience, but I'm not really sure how to get them to
evaluate it--whether to draw things or just discuss 1t."

Harold: "That's éood, Fhat was a lot." ¢ .

We are getting further insight into Julie's phenomenological ex-
perience of being a student teacher. While any teaching-situation 15
comptex, ambiguous, and multi-dimensional, the student teacher has

the added burden of the teaching also being self-learning. It 1s the

-
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need to be consgious of being conscious, aware of being aware. Julie:
experiences y{?es of awareness- of belng nervous, of the position of
her hody 1n65pazgj of her reactions to ihe children's reactions, of
time\fleeting by. She ‘even experiences being unaware--sohet imes Just
“go1ng.b1anh{; Her feelings fluctuate wildly, from joy Ai the ch1l-
dren's wonderous discovery of the sculptures, to feeling "lousy" that
the sculptures couldn't ge handied, to feeling "bad" when another
adult. calls fokr quiet, to feeling guilt at "telling" the children tdo
much. S6he senses'a 60nf11£t betweeén wanting to be clear as to what
- she 1s going to say.and wanting to be free to respond spontaneously.
She experiences role con;us1on, not hging sure "where I fit in"., Is
she with the teacher group or:the'étudent group? Although she hash
dﬁveloped some fa&111ty 1n concelving Jlesson 1deas and anteracting ‘
with children, Julie ends the téﬁm‘onea "Tow point", 1n a state of
mental disorganization. Héﬁ la;t“1es§op‘“bomped".

Julie- "Yeih. A Tot has” to do w1tp the organi;at1pn173ust the time
_spent on planning, and fhe fact that I was‘rea11j in a low
period because 1. had all this work.and didn't think I was
going to be"able to pick my way out of, it. 59 I' was just
‘anxious for summer to come, QUt basically the fact that I
wasn't organized:enough, and I started believing 1n {he

classroom that I couldn't handle the kids, and it ‘just

started snowballing, At the end of last term, I felt-y

wrecked. I was really beat out, I had takett too,much that .

I Tiked all together, and tried to do well in all of them;

1t was 1mpossible, s0 I ended up-doing really badly."

0

Harold:  "Did you do really badly?"

Julie: “No, I didn't do badly, I just did badly--in my heart

3
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(laughs). ‘I reglly Tike to do well, and enjoy--and I find
with teaching, you really have to give 1t your a]lw/‘ltts

« *, .something I found before; you have to be organized., You
have to plan, and if you don't have time to do_that\ well,
you only hurt yourself.". ‘

One of Julie's great loves. is the outdoors.. As an outgrowth of

her outdoor educatiom class, she ‘volunteers to assist i1n an acclima-

here they take kids from one environment and

tization program

Just completely immerse them in another environment and 1e§ them feel
their way out and learn throush experience'. Immediately following
her hectic spring term, she finds harself with six other adults fac--
1ng four days 1n the woods and a ten mile hike with thirty kids be-
tween grades six and seven., o ,
Harold: "So what do y?u think yoa yained from that in tesa;.of your
" growth as a teacher?"
Julie: "“Well, just even watching kids, watching them grow, because
I knew what-was going to be héppening. We were ouf the
' weekend beforé-;§ort of setting 1t uﬂ'apd,surveylng‘!he
area--stuff 1ike that . It was lesson planned, every last
minute of it wasnpianned. ‘It'sagarﬂ to believe that it was
p]anﬂeg that much. It was really heat to see'how Alex and
. the other instrictor hand]ed‘things when’the‘kids got dis-
appqinted. l1ke, after my."bomb“ class, I was very aware
of d1;appo1nped kids. Really. And there were é 16t of them
there, but just t@jsee how they reacted in situations--me
being a part as gustgan assistant I could really sort ofl
sit back and watch, I was just--going for this and’go1ng

. e
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for that--helping along, but not really respons151e for the
learning process. They told us a-couple of things we should
do."

Julie 1s further impressed regarding the necessity of planning

’

and 1s Tearning more about children through direct planning.-” She
takes a summer job as an interpreter 1n a Nat1ona1 Park which puts her
even more closely 1n tune w1th.chi1dren. Part of the interpretive
program was aimed at introducing children to the park environment and

animals \hrough drama. She has her "eyes opened" as to ways of "using

-

one thing to help another", drama helping kids "open up". She even
found time, along with another student teacher, to visit some Island
schools and teach some art.

"She (the other student) couldn't get over the
noise, and the discipline. I found that really
the atmosphere--because I knew that they never
had art befor®--that they were gonna be rowdy

. and 1t was real,important for them to mouth off
.to each® other f;d to let each of them know what
they were doing. The stuff that came out was
terrific! When we were driving home we were
Just (giggles)--it had gone really well. We
sat back and really analyzed 1t too--what could
have been better and what could have been worse,
and then we had a chance to do it again . . .
When we actually did the (printmaking lesson),
a lot of them couldn't believe 1t--some of them
are so quick. _And some of them were so, com-
pared to Halifax kids, some of them were so
behind."

Julie begins the fall ferm hoping she can "start another year

*

With new ideas". As 1n other terms, she is taking a full credit load.

This time 1t 15'U~q art education elective courses, the second level

of student teaching, art history and ceramics. )

Julie: = _"But I think I can handle 1t because they are all somewhat

related. I'm almost glad that I'm taking them (the Art Ed

£y
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eléct1ves) all together. Well, the studio and the Art His-
tory I can do without, I mean I like 1t and everything, but
there's a time and a place when that could be more enjoy-

ahle. But, I like how they all fit together. I don't know

about the practicum part of 1t, I'11 just wait and see

"Do you have some apprehensions about that?"

¥
.

"Oh*sure (nervous giggle)." '
"This will be your first time in a school except for those
observations?"

"Yeah, r1dht. That's.a neat 1dea, but I'm also 1nterested
1n what Katherine (the instructor) will have to say."

"So, when I started talking to you about a year ago this
time, one of the things I was 1nterestea in was getting a
sense of what you felt about going 1nto teaching and how you
saw yourself 1n the role of teacher. Maybe you could talk
a'little bit about, how you see yourself now." ‘

“I'm having a lot of trodB]e with that (laughs). I'm hav-
1ng ‘trouble” trying to develop a rationale. I think it's
sométhing that cpanges. I don't know, I have different
ideas than I did when I bedan. But I'm not sure yet of
anyt§1ng~for sure or positive, except for the fact that when
I'm in a classroom {:get“;ea] excited. I am--ever since the
lesson went last yea;:—I have been really worried about 1t--
NOf ta.1et that happen aéa{n because 1 don:t want to. I
don't like that ai all, but I see the importance of sitting
back and reasoning out what did go wrong."

“So you feel your image of yourself as a teacher is a posi-

¥ “
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tive one?"

“Oh--um--hm--1n some cases yes and in some cases no. I can
see myself working pretty good with small groups of kids,
but when I think of the amount of kids that were out on a
thing T1ke that walk--going on. F think 'oh boy!' TIt's
going to take a few years before you can pull off something
1ike that really successfully! Because a lot of what I've
done here 1n cjasses has been pure luck (Taughs). Really,
um," I'm a Tittle nervous about it. I'd 1ike a Tot more
experience with kids, and I question a Tot about 1deas that
I had in the past. I'm starting to opeﬁ up to myself a lot
more--to question myself in a lot of ways, which I like.

It Tets me expand a bit, which I can use I think I'T1

be able to say better a little farther along 1n the term.

I think T can do anything I set my mind to."

"How do you feel 1n terms of where you are now to where you'
were at this time last year? Have you progressed very far?"
"Jell cergainly. I've Igarned a2 lot more about teaching.

I don't know 1f I could put my finger on everything. 1
can't remember exactly how I felt when I came in, but
(pauses) I have trouble with that question. It's pretty
broad. 1 feel I'm aware of a Tot, I find that now whenever
I'm ;% the room with a teacher, instedd of just sitting N
there and taking everything they say as the word of God,

sort of thing, I'm constantly Qatch1ng the way they teach,
and picking up on T1ttle things that they do. 1 might be

able to print my big reference book (laughs) just in what

RO



[ S

170
®

I'm Tearning. I‘ve bheen doing a lot actually--other things
that just don't come to mind."

This 1s the fall that Julie's classmate from "Intro", Jane is
back on campus. I suggest to Ju]je that they both seem to be attempt-
1ng to concentrate their studies this semester.

Julie: "Well, she has a field, she knows that she's strong in the
area-of print so she wants to concentrate "

Harold:  "Yeah, she wants to concentrate her efforts on that. She
feels that if she did both she couldn't give herself fully
to éither, whereas I get the sense with you, that you prob-
ably feel similarly, but you've chosen tb--or you've set
things up so you can get the most out o; your education
studies right now."

-

Julie: "Yeah. I really want that to come clear i1n my mind. I
want to get myself as giggg a view on education as I possi-
bly can this year. Making it a priority, to establish some
clear views of teaching, and education, and the field, just _
getting involved in it more. 1 would have really 1liked to °
put Yy name 1n as student rep;asentativeson the Coyncé1a
but I don't think it would be fair to them and myself."

“ -

Harold:  "Why?" ' * .

Julie: “I don't thjnk I could spare the time. There are a whole
Tot of things I'm really keen_ on doing,:but I find L hhve
to budget my time a little better."

Harold: "Qhere does art fit in your life?"

Julie: "Well, I need 1t to keep me on the right track. Weil, just

when we were walking down Spring Garden Road to give a per-
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fdctly good example--I've been in painting for a long time,
but just didn't think I could fit 1t in; it just sort of
passed out of my mind. And I hit on a show of water col-
ours--1t, floored me! I got so upset that I hadn't begp
painting. I think probably when it gets around to 1t, 1t
w11l be painting or something Tike that that I'm really
most 1nterested 1n. 'But find just like education--just
being at the art college--the experience of being exposed
to all diFfferent types of art--and even using materials--
Just letting whatever takes over after I leave."

"Do you éver see yourse]f in the role of an artist?"

"I haven't. But you never know (pause). It depends on to
what degree. 1 %rlnk I'm going to be hearing a lot about
1t this year, for some reason--just about artisés and teach-
ing. f don't know. I have a Tot of other interests. And
I'm just at that point where they are all hitting me at
once. I haven't really picked a path. Maybe I'11 be an

artist someday, I don't know."

Two months later, I bring up the topic again. I ask-

Harold:
Julie:

Harold:

Julie:

"What about the art making side of this whole thing?"

""Well, I think it's just fun."

"Are you still able to be-active enough to satisfy your-
seff? Let me put 1t in a blunt way. A u a frustrated
artist?" r';

"I don't think sa. I'm a frustrated teacher! (giggles). I
don't think I am--maybe’ that'll get worse too. I %yst want

to find out about all these different ways of making art. ,

4
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I'm curious--how it's done--why people do it--what's impor-
‘fant to potters, weavers, and painters, and I'm fisping that,
well, I didn't know anything about that. I'm finding it
takes time just to Tearn that. And there's no better way

to find out than actually put yourself in the position of
somebody who 1s trying to work with the §;uff. There are a
couple of f1e1ds that*l. feel I'd like to take farther "

Harold: "Which are those’"

Julie: "Everyone I ve taken Clay was neat, and I dldn t geﬂ?to
work on the wheel a who]e Tot, and I think that would be
kind of fun. It's very technical once you get to glazes,
just the basic working-with the ;lay was fun-;gla{iné w0u1q
be just a whale'different kettle of fish. 1 feel like .
painting a lot.=1I'd &ike to dé more water colour:painting--

which they don't offer here . . . but I haven't touched too

» heavily o%?jt—-and I felt all the way through with Art Ed
2

I want to concentrate on Art Ed; studios are,

they start splftting me‘*because I like ib‘do.phem, but I

never:pdrsue any of the studios seriously--fike you know y
gaying (mock serious veice)\;I want to paint} (laughs). -
'T want to weave!' ar anything else 1ike that, I don’g
know if I e;er would. ®
Julie's student teaching course puts her in a schooldtuo days a’
week for seven weeks. The schoaol in which she is placed is a private
school, known fot its demanding acadehic standards. The art progr!m
has a strong art history bias. Julie's art education instructors

probabTy placed her in that sftuation, at least partly, to impress on
<
Vv
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enough" . She tries'to be 1nn0Vat'iVe and have the kxds ct out §cenes

. W
from paintings, but f'ears ‘that although the kids had.fun, the poind

. qu not cle‘and her otuectwes suffered“ She worrie 'abodt al— i

L

“I find that justh that whole buimess of thinki
about a reaction frem students, how to give youry: .
° self to students, and set up s?fuations, it take »
iy . an awful lot more out -0f you thah sitting down a
studying for an art histoty. I find art history b ®
breeze .cénpared to . . . I mean avt history is.hapd
. and I don't Tike to sit and havg'to memorize,buti| .
, it's a cinch compared, to hav‘ng to deal wit 1nte -
actions withrkids . . : {¥'s different yhen you'r

ceive of uays%f r-emeni;enz; whét She vlants to say,

. . in p.school sysgem .-, . T feel that just being @ .

th *two days a week I'm not part of school i ’
: I can't give all to it.that I'd like to® .t's P
different"being in a schoo‘l the kids-aré there-.
& it's not 1ike they are gdi m;auz go anywhere--either .

they like to do.it or no’L they are not going
to leave." - -

’
¥

. Julie beHeves th&t she " ... . needs more exposure to a;vt«

az teagnrs and t feaghing” btfore ‘she woulg be able to “teach school’.
Nevertheless. at the same time, she believes that: . \ . _-“,

R ...Ineedttpetoactuallysifdwnanddp e
- "sou .reading, get back to the world. Not that
* this is bad or fng.hutf.f u are doing to
L g:‘: teacher in- the world--it's n{ce to knou what -

1 ..
inthes‘tofﬂ\n\mrd . .
onvmt it fs 1ike befnga student mcher. In

»
. 3 - ot
LI ¥

-
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: -~
her student teaching seminar the instructor asked the students
. " . . . Qow we felt about being a student and a student teacher). L

: “And I told her I felt Tike I was being ripped in
-, two! (laughs). Especially--not so much in any of
- the other student teachings as in Student Teaching
. : II. I think if it was Advanced--I‘ve decided that
when I do Advanced I only want to do Advanced, or
‘k - something that complements it, something that in-

volves something totally different, you don't
‘ realize until you are actually there dealing with

. "the school system and being hit every day with a
full schedule, just exactly how much of you has to
go into that. Amazing! I like it--but I find it
very very demanding."

E Harold: "So how are you ‘ripped in two'?"
,‘ Julie: "Well, I'm taking eighteen credits. But especiaﬂy‘history
0 - and especially my studio--really, really tore me away from
.. L teaching."
v ¢ Harold: "In what way?" ’ .

R ’ Julie: "Well, as they say in Ceramics, and he did say it a third

‘- . A . ‘._“ or halfway through the term when we were all going craz}, he
‘ . . said that whep you are dealing with clay, it is different

P w’hen you are dealing with paint or anything else that will

wait for youbclaj will not wait! (laughs). It has sort of a

/":\ T + pature of fts/own./and’you have to be there when it wants

. 7 . “‘ L " . you, or it doesn't Tike t'ﬁat,':'it‘gets upset dnd destroys>it-v
. \3};* .. . ‘ se]‘f (1aughs)'. I didn'td'cqme Ol:lt m"th'a whole)ot of p%eces‘
P Y * .out'of ceramics. And I worked awfu} hard for the pieces ~ 3
s T thtraideets @ . g Lo |
E _+_Haroid: "So',"do 'you-think the same .t-hl'ng 'ép;plﬁ'és\to_teea;:hing,‘ 'kids
Co T L willnet waite 2 S
) ‘ ) (J\Eﬂie: “0h, of gourse. I knew that, i?is‘ ticp of the same.’ It
. :" . swon't work' ) ‘ . oL '
l Lo . . . * » “
. . . .
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Harold:

Julie:

’

Harold:

Julie:

Harold:

Julie:

Harold:

Julie:

"So you think you attempted too many activities this tem?"  °

‘no sﬁegt. But the nature of the activities that are invol-

® ‘ |
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"So, in that case, the nature of those activities you were
involved 1n had a conflict.”

"Yeah, I had no idea aboututhat when I took clay. So I
asked everybody, I said, 'Julie you better check this out
before you take the course because you don't want to get
into anything too involved!' Everybody I talked to said,
'Oh, ceramics 15 so fun--you'll jbst Tove it!' And I did
love it. I Iiked 1t a lot. And I Tike teaching a lot. But
the two of them together--just waaa!'"

"So what about the Aéf History? You say there was also a -
éonflict there?"

"Oh yeah, oh we}l."

"Is the conflict in the nature of the activity, or 1s 1t a
Fonf]ict in the matter of time and effort?"

“Timing, I think. T know that if you're taking two-rl'm
kind of worried about that--defg;ﬁigTy‘if you are taking
one. I think you can breeze through on Art History if all *
you want to do is get credit and you sort of enjoy the lec-

}ures; but the exam is a hassle. It's-a matter of kééping

up wifh the reading, every couple of weeks or so,.and allow-

ing yourself enough,qime to geé the assignments and study:

ing for the exam. And that's kind of $rd to juggi'é, but ;

it has to be done." te . ;

"Yeah, well, the amountt of credits is o.k. The philosophy
of taking eighteen credits is you can fly through. 0.k, |

® (]

o
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ved, especially the ceramics course, but once I got in !

there, I was saying, 'Ohj this is an incredible amouht of

work, William is so demanding'. And everyone.else says

‘Yes, um hum, right, [ could have told you that!'¢(1aughs).'

‘Oh, why didn't you?' Oh well, I know now. And I did en-

- o

.joy 1t. I just felt badly in ceramics that I couldn't put
\

more time to it.

And badly in Art History and Art Ed, that

I couldn't put more time to it."

Time, Julie never has enough of 1t..

Julie:

L

Julie feels that one source of her problems and a major weakness

wasn't seeing any of my friends. [ was completely cut off.

. one of the things that botheréd me the most--I +

I was pulling at least two--in the final three or four

weeks--1 was pulling at Teast fwo all nighters a week.

Which 1s kind of hard on me--weekends were used up. One

weekend my family and a friend of mine came over, and it

set me way back, which was just icky, because I %elt.guiity

the whole weekend being with them--just an awful feelxng.
. =

And then, knowing that you can do 311 these things,- and

knowing that you can be good at them, and really wanting

to see your:best efforts, and when you are putting your

best effort, when 1t is spread out over so many thinys, it

.just crumbles up intola Tittle half-assed type jol::."I

4

is her Jack of skill in planning. During the next (gori emester, ‘'

she takes on Independent study with one af the ari‘ ducation ifstruc-..
/ '

tors. _ She hopes it will give her more.confidence. )

Julie:

"I wasn't planning well, and I wasn't Tookingaforward ‘to

-

1

’ .

-
- +

» bx
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planning because I found that everytime I did, I'd be up,
oh, it would take me an hour and a half to two hours just
,to come up with an idea, a plan of some sort. And, by the
time'l did that, and tried to write up a lesson plan, I'd
be up all night. And I was having to deal with six or
N seven classes a day,.and that's just étgglg. There's no
way you caﬁedo that. ft might work for Saturday classes,
but I'm sure 1t &oesn't work in a school. So, something
has,to be done. So I'm’gning to try to come up“with some
1dea of .how I can plan bette;. And I found that when I
/\was‘prepared, the classes were just wonderful--just great. ’ !
" +But when.I wasn't--it was just like geramic?ﬁ I was feel- |

v N []
_ing so irritated that I was only doing half the job and
\ - -

L 22

thtnking how much better it could be. And klds,yff you _°
have any thought at all. that yOu ape not«putt1ng everyth1ng
'?ntq this, the kids wi1l tell you right away. They can pick .
1t up Tike that. 'Yep, you're right teach, you re pot do- . .

alng it!! (k1d voice) (laughs) 'bor1ng --'booar1ng""

Harold: , "Well, 'talk a T1tt1e bit more about--when you say that iou

-
LI
»

. feel that p1ann1ng is a weakness, I‘ can seé it-in the sense® ° " v

of, net be1ng prepared--perhaps not taking suff1c1ent amount

K §§ t]me to figure out what You are go1ng to do-for that par- E

t1cu1ar time--not hav1ng everythlng ready. To me that's T

) .’a“' . r
.

NI PR P prepqratapn‘#1n "the narrowest sense. . But what apolit pian- .-

o ‘ ~ ~ 2 )~
" n}ng--on a mﬁte long term comprehens1ve ba51s7" »

+ “dulie: : "Ne]] the‘only exposyre I' ve had to plannlng in Art Ed is i
.. Tesson plans and un1t plans were touched on this téam ‘and -.J
. v o N '/—-\ - i ’ .
‘ | S )
3 ' ' - ;
0‘ s . . , “ - ‘ b Y L L‘j
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« Harold:

Julie:,
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because 1 was working with a coobérating teacher with a

178

very structured system, my unit plan really didn't come 1n-

to'pJay. She had that more or less all figured out. It

was sort of valuable because I thought I needed that exper-

1ence, and even 1n a teaching sj;uation she %ound It hard
to leave the room when I was th;re. ghe didn't know what
to do with herself, She a1dn't want to leave, so I just
depend;a on her.\ Anyway, that's P]ann1aq. Yeah, just

taking 1t right down to a Tesson plan, I had trouble that
way--in just realizing my objectives--and I think sypl1-
fying more than anything. I tend to get--to blow things

out of proport1on a bit; so I think I have to cover more .

than I need to cover--or Mnstead Just taking one th1ng and

exploring every angle of it, and I'11 try to cover a couple

. 4 - |
of related things--fuzzy. It's the same problem that I'm

having with planning My own (pause)."

L

* "Your own life?" . .
!

"WelH, yes (laughs). The story of my 1ife, I can't plan.
am--I1'm more or less‘a spontaneous type of person. It's
hard for me to sit down and say '0.k., this t1ma you‘re‘
goﬂg to be doing this to this extent'. 1 find that dif;‘i
uft L find it very necessary, and sqmething I -need work
in, and that I would like to have a much better hand]e cml
becaus( I think that I.could acedmp11sh a who]e 1ot mare

yself if I dzd--if 1 CQMd\use it as a tool But I d0n e
5

-

know. ddes tﬁ"t exglain7"
" "Yeah, I th1nk so." ‘

‘

t e
. . 13
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Julie:

Harold:

Julie:

Harold:
Julier

Harold:

Julie:

Harold:

Julté:

Harold:

S R -~ \

“Because,I didn't take it too far."

"So, planning then, iF one of the weaknesses you‘ve noticed.
What strengths have you notloed?“

(pause) (laughs) "I can ad 11b!"

"Yeeh, that really is a strength and 1s 1mportan1‘in teach-

ing.
#'But you're walking a thin line when you do that."

"For sure, but as you say, 1t needs to be controlled "o
"Yeah you get a lot more out of it too, if you'could find
a nice lefway*po1nt between plann1ng'and spontaneity.
You'd be loughing." e
"That's right--don't Iosé your spontaneity."
"No, I don't thirk I could--unfortunately." .
"Wel1, forturmately. As long as &ou have someoh1og_to back -
1t up and keeplit in check." . .

"I was reading over Kathbrine's and Aelen's (M.A. student -
as:s1stant) notes when they werg observing-:'nice come back,

I don't know how you did that! Most people would fal] on

their nose.' ‘'Great ad fiq job Hére.', and 'Here it did~

* ‘not work". «(laughs) So it was--just--I don't know--too

tense--just too much not plannifg." ‘

"R1ght, what about--you talked. aboyt planning and sbjec- \
't1ves Do you think .you. have a c]ear idea of your reasons.
'for teaching--your reason for teach1ng art7" -

"No. Again when I, said that I fblt that next term I'd¢ Tike

to s1t1doun and rea11y take a 1ook at Art Ed—-and.the.facts

* and fIQures Qbout '"it--I" d 11ke to--Just I think 1earning

- I I3 .
'
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about planning, and talking about different peoplg whﬁ plan,
and talking to different people who teach--and doing some
reading in Art Ed material--and maybe a few recommended
books on whatever--getting a better hand]e on exactly what
1t 1s~-and why I am'teaching. But I do know--here's a spon-
taneous reaction again,‘I do know that when I'ﬁ in a class,
and the lesson goes Qell, 1t faeTs'great. Th;;:hare other «
reasons too.- 'I can't draw them to mind immediately--those
are my la;ge over—a{l»objects-aa little fuzzy (g1ggle§). I

'know that I wouldn't keep coming back 1f I didn't think

A there was something that I wafted. Because it would-be a
lot more fun making mongy!" : .
_Harold-  "You mean making money doing anything?"
Julie: "Yeah, well, I mean I podld be out Somewhere with a job. I

Héve enough credentials as it 18 to,hav; a job }n commer-,
cial design anyway, and 1 did work for éryear, so I know

. what it's Tike to make money. And I do miss it. So there
must be somethxng that keeps\gsicom1ng back to this. I
guess I have to s1t down and f1§3}e OU%*exact1y what my
reasons are. So I have them c]ear 1n my head "

As the spring term progne%ses Julle makes a concentqpted effort

to plan and to 1earn about” Qlangjfg/gggroqches,~te§hn1ques,,and ‘sche-

4 . st *
dules. She.is 3nt8rvieuing a varietp of ‘people and is keeping a

~journaT and notebooks. We talk some more about planning and goal

.
) hil
4 . ' < . ’

setting. R ‘
¢ LY ' "

Julie: .. "It was. kind of - getting to me 1ast term . E was here and 1

was doing 311 thfs*work and there were sq many other thtngs
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' Julie:
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. " Harold:

Harold:

Julie:
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" easily on other people to figure things out for me, set -, .° .

181
that I wanted to do. It just sort of got to the point
where I said, '‘No; what is it you really want?' It takes
time to sit down and sort it all out, and put yourself back
to where you were at the beginning--what you wanted."
“Do you have 1t figured out? What you really think you
want?"

“Yeah, I want to’'finish my Art Ed. Fairly soon, it means

giving up a Jlot of other things that I want to do right
\l

RN

-1
-away, and that's hard-for me to do because I get--well, it's

the old spontaneity bart. I" always.think 'It'11 be gone

tomorrow; I'11 never get to do th;se things'. Byt you

have to flghéuk;;u;hs) Also #'s a matter of sitting down ’
and reasoning things out rather than just 3ump1ng nto them "

"0.k. So your goal rlght now is finishing Art Ed, but that's *

a relatively shortsterm goal. What after that?" :

"Yeah, well, after that it gets a little fuzzy."

"What does that do to you? What do you become at that

point?" : ' -
"Do you mean an art educator?" . ) RV ,i;
"What phase or level does that bring you'to, hqvingycom- ¢

p]eted ydur'Art Ed program?"
"Well, 1;t-thls p01nt ‘I see the end of tudgn and o really
wpnt to.start worklng, it's a]most to the po1nt of I’ want/to

stprt qgnk1ny at anything I find. For me--I'depgnd very

. . ]
- things "up for.me, do things for me, it's just the way I yas

[} (k]

brbdght up., It's 901ng to be a flght from here on+in. jst

+
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to break thaf. But--and there are still jyst paris tha;

you never see. .But school sets up-a perfecf environment

for me to relish in that sort of thing. If wﬁerégs I were
on my own and had to make money, and bé regponsihle, Phe.
responsibility Tashing around me, 1t would put me on the
Tine a Tot quicke}." \ .
"What about being on your own as a teacher? Imagine your-
sqlf on your own 1n a school situatfon. You're the art .
teécher and you had éériain resp&nsibilities that you had

to carry out. You are put in a responsible position, ﬂéople
are dependent on you. Also, at the same time, t;ene are
things that others want you to fulfill, and there are.a lot .
of structures huilt in the school sys%em as well."

"Well, I've come to the Aecis1gn that T don't know right
away if'1t's a schoof.system that [ want to teach in--11ke
--1 came to that.conclusion quite awhile ago. If-there was
a job within a school system then 1*& have to structure my-
self to deal with 1t; I realize there's a structure tH;re "
"On the one hand, glven what you said about your perspnal-
1ty, you tend to lean towards structure and feel comﬁortable
if you‘havg people tel]ing you what to do. Do you see that
as possibly being an attracfkve feature, of schools?" )
"I think if I was to go into somethlng where I am belng told
what to do, it stops my growing.’ It stifles it anyway, be-
cause I see the need for making decisions. I'm not sure. "

“In a sense, there needs to be'a balance between your own

determ1nation aQ\‘your own 1nd1v1dual1ty, fhere are t1mes

.
4
. .
/ ' . -
. s
. . .
. - .
!
)
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when nothing is going to happen unless you initiate it. At
the same time, certain thing§ are going to support that =so
within that, there might be the kind of balance that you
need."

Julie: "It could be, I won't know until I try. I probably will
tryt I think 1t will be a good place to start. I think you
need some kind of direction and atmgsphere to start teaching
in. I don't ?E:Rk\you should just go out and-ghatever."

Harold:’ "For sure. If.itgdere within a recreation program, there.
sti1l would be a lot of restric?ions,.a lot of built-1n
onés--gust a little different." ‘

Julie: “Oh, yeah. The looser your program seems to be the more .

structure there has to be."

As a becoming teacher, Julie is 1ike a juggTer trying to keep

- several diverse and often opposing objects 1n the air; planning and

spontaneity, looseness and structure, responsibility and dependence,

s%udy and fun, a student life and a social life. She-also points out ’

that being a student‘heans not being gainfully employed, not making
money. Being a student is to be on the periphery of society--not
quite 1n,the real world. Being a student teacher is a more special-
izéd form of peripheral existence. ‘

One th;ﬁg that keépt Julie in touch with the outside world was a
part-time job. About a third of the way through the fall term,QJulie
thought that she had "a bit ;i);xtra time" that she““cou{d be apply-

ing" and could be {picking up a differenf‘angle on education", so ‘she
. B [N . -

volunteered to teach at the ﬂova Scotia Museum. °

-

.o, ce™ ..l and Ijanted'sciencg for this job that ]

, . wanted in.the ‘summer and yet I couldn't take th
/ time to take biology or whatever, so I.thought, -

L 4

4
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the museum might bé a good plaée to start."
What began as volunteering to assist with educational tours quickly
turned 1nto a job working a few hours a week on the information desk
and * . . . showing educational material, films, and taking Beavers,
Broknies, and WhaQev;r, around the museum on different programs.t
Julie: "I don't really need thé Job., It was just the teaching
experience that I wanted. I know the job would certainly
help, but that wasn't my main concern . . . I find 1t
. .really fas¢inating. .Maybe 1n a couple of m;ZEhs 1t will :
be boring to me, I doh't know, right now it éea]]y neat. .
I* can see possibilities of art and what they're doing, and
environmental 1issues. I thinkrl'ie always had an interest
1n«both.‘ I find the recéeation programs at Dal environmen-
N . tally 5;iented. I don't know what I'm pointing for but
theré's'something there--that I'm sort of following. It's
' goody I'Qe had to ;ut 1n too many hours the past fgw weeks
. which has interfered with education. But“I also found the
. « . Museum a'saﬁity f;;tor, a big samty factor. I'd-sit there
. an@ things would ,just start to (sigh)--I'd just relax, and
'Oh Béavers—-oﬁ~we11, bring in the Beavers!' Because I
™~ . didn't care about all these formalities and everything--
like when you are up in front of a class--you've got so many
. ' Co .d1fferent th1ngs-—we11 I've got two yea}s of facts and fig-
\ ures that are all around my head as I'm trying to tel] these
\ - “ kids some basic simple things, and I think maybe if I sort

- ' "of sneeze, and get rid of all. those for a few mifiutes, it

. -

; . ‘ might be @ 18t easier.” . ' T

PO —
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Harold: "When the Beavers came in--you don't have tg plan anything
special?"
Julie: "I don't have to plan, but there's an outline that I have

to follow, so it's been done . . . "

Harold: "So your ad 11b ability is really appropriate there.”

Julie: "Yeah, but it's neat because after every confrontation with
them I'm analyzing myself as to how it could have been bet-
ter--how I could have just clued them in on this, and I
d1dn'f, I sort of Tost fhem, and I find closures too, I'm
not’ cTosing off as well as I-could--1 Jork on it--automati-

% cally, 1ike putting on a raiq hat to go outs{de, and I like
that because everything here seems so, it's supposed to be
this and then this, and then this. I'm so conscious of the
different categories, 1ike opening procedures, that axt seems
sort of forced. I have to find something that will fit in
there to make a closure, but when I'm up there talking to
‘these kids, 1t's just sort of 'You've got to do something
else here 3ulie' (laughs), 'It's not working just right'. I
‘ find that easier to deal with than just a sor{ of struc-

ture. It's just all self-imposed really, because I could

-

\ be: doing the same thing 1n Art Ed. And I think maybe it'1l

help a bit. I did find elf when I was in the School us-
~ [
ing things that I Eiﬂ/gzmiil Museum too, ecology did things
- )
for those guys, it worked 'all right--so I'd try it. The

more I think about it, the only way you can really get a
feel for it'is to be teaching. You hear a lot and you can
read a lot and it's important to establish where-you want to

-
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_ 9o, but when you are up there dealing with all those little .o
kids, you really decide quigk]y, have to come up with things >
~ quickly, changé your plan, what tg do if this doesn't work. '
. They all start running away. You have to bring them back’ * :
tactfully, so don't worry. I just find 1t scary, espécia]-
1y when I concentrate on things that went bad, I think, 'If
it's always like thi§ you can't do it--there's just no way'."
Haro]d:v “Scary while you're theré; or?" .?\
ngie: "Well, both--afterwards, and--usually immediately following '
a class that hasn'E‘workgd so well, 'Sigh, you'll never’be |
any good at this, this is awful', but then whén it's good’l |
think ‘'Ah, tomorrow, the world!' I just have to have more :
.good.classes." %
Near the end of the Sp;ing (1981) term I Bbgerve Julie conduct a 1
session at the Museum with a group of Beavgrs. Afterwards, I rea& her \
my notes' to stimulate her recollections of her thoqéﬁ{s, feelings and | - v
actions related to that event. Here are some excerqﬁs frbm'that dia- e : :
logue. ’ . A ) |
Harold: "O.k. when I came you éad a pack of Beavers. What do\they .
| call them, 'packs, herds'?" . .
Julie: ) “I'forget &;at Beavers are called--I know they're called
Rids if they're not Bgavers--a‘Bevy of Beavers? (Iauqhs).é?:‘ .
I'm not sure.. E
Harold: "Well, this was a her; of Beavers. O.kq.ly;u were Shst giv- ' ;
ing some genéral instructions as to how to act in the . : !
Museum. Do you always do that first?" . “ : c;
Julfe:  "You walked in just after the disaster point,.well, the S
S B
. . . |
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Harold:

Julie

--Harold

Julie

fact was that somebody has been screwing up my schédules

for the past couple of weeks--putting people down, for the
séi' times. It's been a b1t of a problem I don't sche-
dul® them. The pe;son I report to schedules them So I got
1n on that evening and found that I had both a Pathfinder
(girls group) that wanted a gallery tour, and a bunch of
Beavers tha{ wénted a Beaver tour, and I didn't kngw what

I was going to do. So I figured par£ way through the even-
ing that I was going to take them gll_fér a qallery tour--
and Just at that point Donna*showed up--and'you showed up
five minutes after that, so 1t was just like (sighs)--I

was gasping with relief, and 1n the middle of realizing
ers, 1t was Beavers and I was going to do another gallery
wa]k'--1} was about there."

JO.k., SO you were feeling sort of frustrated?"

"Yes, the g1rl at the desk was on the phone, she does too
much. And there were people ‘at the 1nformation desk that
wanted information plus fhey said that she was on the phone;
so I was obliged”to give information -and make the Beavers
wait. So\ that's where my head was at that time But, any-
way, you were t ereland the Beavers were there and I started
gwing the presentation to them, and I usually do that just
by--that's just completely ad 11b--mostly just trying tg
make them aware of the fact ‘not to run' (giggles)."

"R1ight, so yeu give them the introduction and say 'My name
1s Julie'.”

(laughs) "I usually do 1t the other way around."
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"Then you start talking about 'How many have ever met a
real beaver? In the flesh? -In the City? And you are ask-
1ng questions and they are responding--I noticed that about
ninety perceﬁt of your stafements were questions, was that
conscious?" )

"Actually, 1t was consé1ous to begin w1the hecause | had )
b?en told 'The best Qay to deal with this 1s to ask ques-
tions' because I didn't know what beavers did or anything

else. And I started to 1é5rn, just like when I did the

nat1vé lore--and I‘vq on]y‘done 1t twice--and sat down the

“first Time I was there and I.said to these Brownies (raises

%

pitch of voice) 'you probably knoy more about this than I
do' (laughs), but I cofldn't just leave 1t at that. The
whole 1dea of thé educational system 1n the mugeum 1s to
ask quést1ons--to keep asking questions--and I find that
that 1s so wonderful gecause 1t really takes care of 1t-

-

%e1f oL " ) .

She leads the group to the Beaver diarama and asks them ques-

* tions about what they see.

Julie:

Harpld

Julie:

"what.I'm try1qg-to~ao 1s to get them to Took\at 1t rather
than just look a% the 1abe11 Because you wouldn't believe
_how many kids go through that museum anJ JustAMlook at the
“labels! It's ﬁust unbelievable . ... "

"So what's happening there--when you're there with this
display--what's happening n your mind. What ére you try-
ing to do?" . .

E

"0.k., me and the kids and the diarama’" *

I
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"teaching art?"
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IlYeah 14 . »” N o (

"I suppose, 1f I, could see 1t -visually, you have the dia- .
rama sitting here 1n the wal], and the k1ﬁs sitting out-
side the diarama. I think I'm trying to push the two )
together. And nof just push them 1nto that env1ronﬁént3
but make them Took, make them look a second time, because
1t's all there,_ everything that--all thé‘answers that they ’
give me are right there It's just }hat they have to ° N
Took. An; 1t's more bringing them to looking, and th1ﬁk1ng
about what tﬁéy say rather than just responélng the way
they are to]d‘to respond It's just awareness, I‘égn't
teach them all the figures and biological terms I can't
do that and 1t's not what I am there for "

’ ‘ . - %

“Is that very much different essentially than when you are

"0.% , Tet's bring 1t back &1s what you'are doing there’

(laughs) (sighs). .

teaching? Do you consider yourself a teacher?"

"Um, I haven't Yf;:zlly-—l haven't considered myself a -
t I'm involved 1n education (laugh), I

teécher. I* know

consider myseif anygducator I know I see a difference be-

tween teaching and educating. I think of teaching as teach,

teach, tefch, and educating as sort of educating (drawn

out) (laughs). Just the sounds of the words--'t' 1s sort

of aggressive.!

-

"I should mention for my tape that when you say educator,

your arms are going out encompassing a big, wide arc."

A

. .
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"Yeah, and with teach1ng ['m pointing too Yeah, I.suppose
a%ter this length of time when I sit back and T think about
' how 1 am starting to think .about teaching, or educating,

or whatever, 1t's changing because of that and 1 didn't

-

realize when I took that job that 1t would do that kind of

change--that 1t would make that much difference I thought
1t was just a neat thing."
d "And, I suppose, a kind of job "°
"Yeaj. And 1 do engoy 1t very much. I find that when I am
n a situation with them, I want to make a difference. I
want go make 1t better I want to make them see more, and
I ténd to go over.£1me—-11ke when we were doing gallery
walks I get so caught up 1n how many new things I can pull
v out of places to shéw them, that I usually get halfway
through the gallery and 1t's twme to ge (laughs) So

there 1s such a thing as knowing what to ask at the right

moment and leaving other stuff out. And I'm learning about”

that. Ndt just 1n the museum (laughs)."
As she finishes another term, fulre shows 1ncreasing self-.

ness and self-confidence, while continuing to question and probe

!

her motives and éoals. Some'note§ I took from an untaped conversa- ,

tion

11lustrate her thoughts and feelings at this time

"The kinds of things you are questioning me about
are the kinds of things I'm asking myself ninety-
nine percent of the time.

In the time here there have been some cycles and
shifts. It partly depends on my living situa-
tion. I still have a hard time, don't feel at
home or settled, I share a house with five other
giris.

/

o~

-
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, It does bother me when I don't get to see, geople
who are my classmates 1 love group projects

Somehow, [ don't think I}¥1 be able té make¥sense
of thwng ntil I run into a few things I need (
more tlm% o reflect “ . ,

[ think I want to teach wien I f1n1sﬁ but don't .

think I want to teach full-time It seems too

fast Maybe I want a little time to deal”with
.myself before I Teap into teachinn

- Right now I'm trying to pick up on @s many teach-
1ng situations as 1 can Volunteerism 1s a big
part of my education right now. . -
[ quess I'm an ant1-classroom person, “but, the
only place you can do arything aboat that 1s the ',
classroom,* [t's the same kids! .

When you are studying 'commercial art' there 1s

not much self-awareness or self-reflection.

(4
; Even when I do commercial art, 1tes so short term,

1t's to satisfy someone {with a product) But
I'd rather 1nfluence eone's attitnde to 11fe,

7

through teachirg " ’ .(
Julie often comments on teachers.she has had whom she respects -

With a mix of affection and awe, she recalis a Junnrr h1gh school

.

Q@acher. N

Julie “Everytklng he meA£1oA;d was cha]ienge—-gust conétant]x.
If thgre was%gsmé way to challenge us -he would, and his

{ ‘ - reactions to 1t. Sorpetlmes the entn’e class would Furn N
into simply discussions on why you were there," g

Harold: fSG) he aétua]ly enceuraged you with a cha]]enge7t !

Jui1e§ fFBr a time Some days he would be 10 a bad mood. 'We're

going to do this--shut up'--be i1n.an awful mood. So that's

interesting."
Harold. "So, he seemed to be open and honest to you.? ’
Julie "Oh, yes very." . . !
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"That you felt you knew fhere you stood with him?"" .
"Um; 1t's a funny feeling actually begggse we qsre sort of
" detaché&d from him yet SC)ﬁ%f1uenced by him It was 1ncrdd-
bie. Evé‘xbody hated him--went through these phases of
hqte He was the worst person, and a-lot were going to get
him k1ck8d out of the school. He did this to us, he did

that to us Some of the peoplé, I wasn't really a great
v ~

® motivator as far as the reaction was concerhed, was: more |

-

Harold:

Julie.

“‘of a follewer at Eﬁat.pownt, but‘the~g1rls and fel I wentS

..around with were‘constantly Toaking for points to attack and

nall him with Ana Just yesgerdey they were saying he's a .
great guy sort ofthing And we'd try and 'seb 1 we could
nail hwm, t@at uas<basically 1tJ—egpec1a11y tﬁe basic thing

we were after--why are we here?. And we had tq keep reassert- .

ing a reason for being there--he set my mind straight on‘a

[N

lot of things--set my mind straight—-becéuse of his influ-

¥

, ence I'm st111 goig in such"a direction. Whereas 1f I

\ *
hadn'tl well I remember also (was 1t that: same year or the

” year before?) there was another teacher in the same sub

. ~
school who taught science and the report came out--1t was

an evaluation type report--on sk1]1;. 'I haq to say yes,
no, ko what degree, and theré.was one qnhfjéﬂérsh1b and to

. th]g day f'remember him saying 'absé]abg{y not' . . . " .
"For you?" /r ) \

- "Yeah. For Tead&rship skills. It stuck out in my mind--

then and 1t+has never gone--and 1t has heen an influence on

me to be able to say that--Tike God and there it is--it'l]
. . )

.
.
1
‘
/
‘ - ' ) //\ s

‘e

.
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never change. [ supﬁOSe that just provokes me . YOIt was
. ‘11ke a blow 00 I was very vulnerable to the factn£hat»l . o
was part of--one of a group I wasnnt a lTeading individua
at that point, but then I th}nk an awful Tot of people are
that way 1n adolescewce, always looking for somebody to fal-

. low. Even the ones who are leading (laughs) They are just
, N P .
. looking for on¥ other person to follow Yeah, 1t really. |

bothered me Everytime I get down, I think 'He said that-- ’ /”\\

maybe 1t's true'."

. .
And’ because he cha]lengei/her n other Ways, she admires het drdy- .

‘ " { (
1ng teacher. . ]

7
He's just totally opposite to any of the outdoors ¢ s
people. He's just so calm and meditative and cgn- -~
’ templative, that 1t*s wonderful I mean 1t's very
- nice tb see how he does 1t too on this very low . v
. key--he can teach 1n such a deep way. He just’ takes
- his &alm and contemplative manner--you can't help
2 but thhnk deeper about why you are making these .
marks and that they are not just scratches or second
thoughts-~they should be very thought out--which 1s
very neat too, so I suppose I'm just becoming a :
lot more aware about how pegple teach® and-that
leadership course did that to me too. .

Leadership course? Yes. For a variety of reasons, that spring
semester she took the outdoor education leadership course. As the

fall term-begins, she sees some of the fruits ofwher course work

Harold “In the summer, did your education towards, this process

that you are going through, becoming 4 tedcher--was that a "

< [

holiday in the summer, was 1t to rest and think about - \‘_

»
Tearning and’ growing, or what?"

¥ -

things (she Taughs softly in the background) iitwas 1t mQre

Julie "Yeaf; 1t wé%.def1nlfé1y more learhing and growing and I '

v, -

was ref}ly delighted because thg @ourse 1n leadership that

1

il -

1

a*
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| 1 took applied really direc®y to the job that I was 1m, and

" T . tne course, my Independent Study (in”planning) appined very

'
"

. d1rect1y’to what [ was 1n

. - . -
Her summer job was as'project manager" of a groug of students

“

employed as dramatic inteérpreters 1n a National Park. Her dutjes jn-
“
volved a great deal of planning  She was responsible for the coordin-

ation of her staff's schedules with other park personnel and programs

- . ¥
and the management of a payroll  She found herself faced wrth " .

LY

an 1ncrif1b1e amount of paperwork." . AN

f‘Harold ”aas 1t Trke teaching--1n any way?" -

- Julie "Y&s 1t was, because they had never worked i1n a Hational
Park--so ¥ was teaching me, teaching them, as much as they
had ;ore dramatic exper1ence than 1 did, they were teaching
me that way’ too, but they didn't know (1aughs)——they had
more experience than I did but they didn't have the experl-.
ence 1n a spontanéous s1tuation, outdoors i1n a park, and
schedules and all that sort of th}ng, and I found that all

. - ‘the goals fhat‘l seé’for myself at the first of“the summer,

. more or ‘less were %ulfil]ed throughgut the §;mmer, SO thaf._~

was quiie nice--even some beyon& my“expectations, so that

was really n1ée. And I think that I'm learning a lot abo&t

dealng w1th‘a, what de you calf'h1m, a person to whom I am

sgspons1b1e to--11ke My boss, and I'm a project manager re-

. ' . port1ﬁg to a sentor. I fund that I can--uqléss you state,

ut 1t’down and are quite sure about how you say things,

:LeyQ\I walk all over you—-eve; if they don't intend to,

b4 ’ - ,*
.th8y do anyway, so, you learn a bit of tact. And I learned
. )
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a log about humour and puppetry, bécause of the resource

¢

people that I had come to the group,, Or we went to--and I

[

learned a lTot--a fair bit about playing fef di1fferent groups,"
// -
11ke disabled people, and children and adults--and 1n large.
[ ]
crowd (s1tuations and small group situations How different

4

people react 4nd you Tearn a lot about the enviropment

- 4

A

wh;]e you are\there, and at the same time tearnfa lot about
puppet making, and at the same t1*£,we are educating people,
and I think that, the nice thing wa§athat the group caught on
to that at the end qf the summer--first what sort of an m-
pact thy were: having on people  Last Rar that‘n;ver han-
pened--1t was just going out and'd?1ng an'easy job. for

’ - -

money. " . . ' )

_ "Hew d1d yau know that that wes working?" ' .

"Because of thé\yonderfu1 thirg that seems to happen when

L3

you are 1n theatre, at some point when you are acting, there

.
t

1s no tonger an 'l am performing'for‘yau feeling', 1t's a
‘here we are together feeling éné aren't we>having funL:
But between héke and here, you just sort of come here some-
where. When that nappens, 1t's r‘ea"ly. fun?1t's no problém.
to be the role‘or charactéc that‘you are”and }t's no bréblem
for the audience to accept you\and to play with you."

"Do you think that that Happens or can Héppen in tea¢hing?"

-

“I'm sure 1t can."
“Have you ever E:;i;1enced anything close to that?"
"I don't.know 1f-)M«e taught enough to be able to say that-

L've experienced that I don't think I"ve been relaxed

-

A ]
]
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en0ugh teaching that [ could, because 1t onty came mer we
( Lo ‘ ti' started to relax _an our act1ng and fd‘gett1ng ourselves--not
\ X * forgetting who you are, apt forgett1ng the situation of 'me-
' acﬁgr-have-to{perform—fo?-you—aud1ence'.“

. A}

Harold “Right--right "

-

. ju]1e MHet's ;hst get out here and enjoy*ourselves and learn and
¢ S get:alj we can out of 1t No--I can see how that would be
. the 1deal feelimg for a teacher and know that your students
are experiencing féarnlng from you."
That summer she even found time to fit 1n an,1nte§-éess1on at the
U.E E.T , which for her, seems to have consisted mainly of a project
’1nvest1g&t1ng the state of scheol art programs 1n:Canada IE was also
a twme tp do s;?g reading on her th 1n art education theory and 1n

kY
"pop" philosoplly. The pooks were familiar, but she says "I wanted to

refresh my memory when 1t's now interesting me."* Zen and the Art of

(\ . LMoﬁorcycle Maintenance 1s now more appealing and Dewey's Art as Exper-
1ence takes op new‘mean1ng 1n* the Tight of her studies 1n experiential
i *
educat1on‘*\As the fall te?m.progresses this admittedly "practical”

and ”spontaneous" Person 1s excited by the prospects of a semester of
. n,N
- reading oriented to the ph1]osophy of experiential education and more

. s opportunities to 1ink her 1interest in art and outdoor education. She
1s less excited, actually she 1s quite apprehensive, about her twen-

tieth century art history course. .
| ] n
"Yés, that w11l be the main focus thi1s term. [ have
” not beemr—desng as much as I could have to date.
A1l that 1s going to change; I'm sure. It is--I
find s1tting 1n the lectures, 1t is much clearer
to me this year tham it was. last year. Last year .
1t didn't seem to make a whole lot of sense at
all. Maybe just hearing 1t again."

o Ifikds.
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She had.taken the course last'.ear, but dropped out near mid-
[ ]

r

term to concentrate her efforts on the other art history course,
nineteenth century art, which as she said "(I). passed by the skin of -

my teeth" Julie has bassed three out of the four art h1sf0ry courses

.

required for her degree program. The fourth and final ofle has become

something of a roadblock It 15 not uncommon at Jhe college, for

[ ~ 1
otherwise competent students 1ike Julie, to réac?an impasse whefrs
faced with this gourse )

Uncharacter1st1cai1y, Julie 1s taking a Tighter course load th1;
semester, with the gnly art education courses being aelective 1n ’
ch1ld development 1n art.  She works about eight hours a weék as ;
student assistant 1n the Art Education §§v1s1on Office, so we have
opportun1£1es to chat tnformally. She 1s confining her volunteer
teaching at the Museum, one morning a week *

Julie “But I'm finding that taking the lighter course load 1s not

' necessa;11y ‘the answer to doing a good job--1t could be--

but I'm finding that 1t makes me lazy "

Harold "Oh, I see."

Julie "I've got an excuse for everything (both laugh). 1 feel -
that [ should at Teast have one more course." )

Harold "So you fihd you are not putting in all that much more time

on the courses than when you did before when you had a

Higher courseload?"

Julie. "Yeah, I'm definitely putting 1n a little bit more time,

but not enough--not really what I could. Oh yeah, I find

that 1 say to myself, because I1've taken less courses, 'Well

you have all this extra time--well you should f111 that with

-
)

.




being able to do such and such on a volunteer basis, and I
can do this, and I'11 take a job, and do this and this'--so
again, all my exterior 1interests are conflicting with what
I have to do."
‘ . r
Qne -morning, half-way through the semester, while working 1n the
[ L]
office, Julie remarks that she has just re§e1ved the results of the

twentieth century art history mid-term exam, which she has failed®

Since the grade was about farty-five percent, there 1s still a possi~

bil1ty of her passing the course 1f. the mark wmproyves on the final .

exam. She talks of events leading up to the exam. She had ]ost gor
{;roken) her glassesttwo weeks before the exam; which made studying
¢ difficult. She had arranged for another pair to be sent over from
P.E.I. She talks about the qreat amount of time wasted the days be-
fore the exam travelling by Bus to and from the airport and waiting~

arougd‘to get the g]assgs She ehteredlthe exam with the 1intention
of wr‘nng her name on the 'pafaer and leaving, but th& instructor said
non5ne was to leave the room, so she looked over the exam and began
writing. She se;ms upset that she failed, but at the same time sur-
prised that she did as well as she did. :
A few weeks later, I ask how the art history course 1s going
Julie. (Taughs) "Not as well as 1t should be at this point, but 1
th“ 1t's going to g'o better than it did Ia.st time. Well,
1t's got to go better than 1t did last time."
As the end of the term and the final art history exam approaches,
I and’sqme other students, as we chat in the office, suggest to Ju11e‘
some posSible study strategies For example, the exam has a ”%ree, o

choree" of topic and essay exam, which we suggest could be written

\
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) out beforehand a's practice, even theugh 1t can'tgbeﬁfbr'ought )
b . 19‘to the exam. This 1deahd6ésn"t seem to have occurred to D o
her. After the exam i as.k»'\ “" - e 7 y
Harold "Well, hpw ~d1£1 1:t go Xesterday’?"‘ ) oot -0 N
Julie  "You really don't want to know." - Q " . :
Harold "Why not?" T e . N .
Julie "I didn't write the exam.". ) o R
She exp]a.ms' that”she dec1de‘d not to write at about ten o'clock 1n the ¢
morning. She had §ta'rted wr1t1’hg out the essay in point form,.ther‘l = R ¢
remembered sometinng else, another point, and Flitted to that.p-ghe - RN

EY ' . '
talks about her continuing problem. She sti11 jumps from“one thing ) ‘»

te another without a steady attachmemnt to one thing. ts\hgsa_ys she ot
will write thc; two exam papers over tk}‘e holidays and take the.course . ‘
) again next term. While 1t 1s a pol icy of the Art Education pwww’nﬁ “. \/
“to advise and recommend to students that they complete the‘ Art HJSFOW " v
requwemgnt before commenciné the final student teac'hmé pra‘ct1cun), ‘ “: |
both for pedagogical and‘log1st1'c,:al reasons, nevertheless, students » ' .
sometimes find 1t necessary to combine Art History and Advanced Stu- .
dent Teachinek . ‘ ) . o ) °
jarold- Do you have any thoughts now about going into Advanced - J' t
: ¢ Student Teaching?"
Julie "Sure! (laughs) I'm Tooking forward te it in ant1c1:pa‘t10.'n T
and frustration and terror—-aﬁ those things. [L'm just .
feeling kindef scared. I'm constantly tal k1/ng to peop‘le ‘
. o who are there now and saying 'Oh, what's going on, how are
you getting along, what prob1em5' are you running {nto?'-and ‘ ‘ ’
\ ’ t‘::)‘ling to get feedback from a lot of different sources. But :
" * [

s
.
’
>
9 ) ~—\
1



I'm going to do ft; if 1 can,‘ one way or another. [ have
been thinking about situations 1 would prefer to teach in.
) Like there is nothing that I particularly want to resist.
‘ \ P '_I den't have any areas, 1jke even art history. I.a1ways
said that [ wyould never want to do that vol.untarﬂy, but

if somebody said 'you.can have a job tomorrow teaching and

L4

, 3 5 .
- 1t's going to be-art history', I'd take 1t. If 1t were a

\

.msel]m .Ql’". an®art gallery, I'd take it."
)'// Ha(rol'd: "Well, maybe it m1gh:c'be bes’z to have sométhing as typical,
) . *  or ordinary as poss.iblme. v
Julie: "Yeah, ordinary, very ordinary (laughs), or even something

. v{hére the 'tehacher'is of the same intérest or'phﬂosopmes

- - ™ ’that I'm trying to find (laughs) or am striving for. Just
‘ . ) -
- . so that maybe they can help me sort a few things out "

- . Julie begins her Advanced Student Teacting course 1n the 1982
$pri-ng semester, along with the second half of her Experiential Lavsa-

‘ﬁ tion course and Twentieth Century Art History. The student teaching

, v ' seminar assignments yo%n involve oral presentation to the class. A
) " ) "; _-,, . month into the course, I inquire about the presentations.
6 : v Haroad: - "How did this last one go?"
RN - Julie: "I was sort of happy with 1t--but I was too nervous. I
) x“ ) .reahze that nervousness 1s something I have to get over.
N ' ] It's silly, because I knew I was ready for 1t. This one
N ' I had planned out so that I had alternatives Fo what hap-
&": ' . . pens if something doesn't work out. I could do this and
h the other thing, and the film ran oyer just l}‘y_ a few min-
. .. ’ utes and I started apologizing for that, which was dumb,
. - »
" ‘/ kR . “ . :
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because they enjoyed the film anyway; 1fﬁd1dn't matter.
But that threw me and I started getting nervous and Juméy.
and I had quotes to read and I realized that when I want
to read quotes--when I read them at home I put a lot into
the emphasis and they came out just the way I wanted them,
And then when [ thought I was pressed for time I sort of
'blabblabbTub' right through the quotes and I'm sure they
didn't mean nearly as much as [ wanted them to. But tech-
nical things Tike that, simply because of my nervousness,
or the time pressure, or just something, slipped."

"So you find you st111 get nervous? You've had a fair amount
of experience 1in 1nttle tegching situations " .
"I always get nervous!"”

"Even at the museum, for 1instance, you get nervous?"

"Yeah, I'm a nervous person. That's something I know."

""Do you get over 1t once 1t's 1n progress?"

"Yeah, I can. Especially 1f I've done the thing more than
once or 1f I've dealt with that situation more than once.
Even'with a slide presentation up there (NOTE. Just before
this session, Julie had participated 1n a slide presentation
organized with her classmates in the Experiential Education
course at Dalhousie), we had two groups that we dealt with--
didn't know how to react with people who were my same age.
And 1 really felt like I didn't know anything, and expres-
sed that over and over ag?in which 1s stupid, because I

know Just'as much about what I'm doing as anyone does 1in_.,

the class. So when we did it the second time, around I was

e Fr gl Ly
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- plifying, but I always tend to bite off more than I can
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much more relaxed. 1 could volunteer suggesiions'and'l‘
actual]f helped to direct things 1n a lot of different ways.
It was just a whole lot easier--familiarity " .

"Do you find that you are preparing better now than you did
earlier?"

"I know what my problems are. I know 1t's a matter of sim-
chew It's just the way I seem fto deal with 1t I have to--
the only way I can see 1t 1s having to do 1t again and again
and agawn and again and knocking 1t down to exactly what 14
needed . . //and Katherine (the instructor) has said to
eliminate my expanding the subJéct matter  She said 'Pick
sometﬁ1ng that you are really familiar with and then just

go f;bm there . . ' She a]@ays says things like 'Don't
get too carried away with 1t'. Which 1s something I need

to hear cénstant]y (laughs). So that helps a lot, I COUfH

pin-point 1t much easier."

Julie talks about the value to her of group projects and activi-

- []
ties, such ag the conference her Experiential Education class helped

organize.
Harold

Julie

“
-

~"That was a b1g assignment, to plan that?"

"Yes and no. It was as big as we wanted to make 1t. And
1f we were organized, 1t could have been all taken care of
and done 1n a week. Being as unorganized as we were, I
realized a nice thing that came out of that class was--as
much as I feel that I can't do certain things, other people
who took on the responsibilities couldn't and I realized

4

-
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that I'm just as tapable as they are.”

"Or they are just as i1ncapable as you (laughs)."

{ "Yeah, maybe that's it."

.

"No, 1t's better to look at 1t the other way "

203

“Yes, but I think [ get involved 1n that for those reasons,

because 1t's 1interacting as a group.

don't 1interact as groups so much

thing, which 1s perfeetly understandable

And“I find here, we

It's more an 1ndividual

But I find that

[ learn a lot about myself in working as a group, because

1t makes 1t clear right away 1f I'm not part of a group

1nteraction, why am I not?

Is 1t because they're taking

me 1n or 1s 1t because 1n soﬁélﬁ;y I'm not contributing

enough.

b1t about how much 1 can and do and do not contribute, and

P

4

And T say 1n the past term ['ve learned quite a

how much I Tet--especially 1f I relate 1t to the student

teach1ng--because I realize now fully tha{ 1f I'm with some-

body who I know 1s capab]e of doing something and does 1t

their own way, like with Kéren {the cooperating teacher 1n

the last practicum) I won\t interfere, I'11 just say 'O k.,

you do 1t'.

LY

And I just stand back and let them run the

show. Or just at every possible moment I'11 go over and say

"How do you do this?' and I know damn well I can do 1t my-

self, but I just can't . . . "

»

"Do you feel that 1t has to be structured to let you 1nto

1t? As you say, you Tike to do group activities.

But 1n

group activities, you know that 1t's a group and that every-

body has expectations to work together."

N

;Y3
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Julie- "Mmm,. I think what I'm trying to point out actually 1s that--

o um--often wien I'm workind with a 9rdhp, 1f 1t seems Tike
things, are going right, or if I think that something 1s not
go1;g right, I won't'say anything, I'11 just sit back and
say 'On well, gee, you know that's not going right' TI'l1
say to mysg]f. But I know taat 1f 1 were doing this on my
'Shn, 1'd do this « But I éan't do that, ?ecause 1t's a
group. I mean, you've'gotta cooperate I'm coﬁ!tant]& say-
ing that. I just always say 'I won't get 1nvolved right
now Because 1f 1 were doing 1t myself I'd do 1t this way'.
That's the way I\haée 1t okay. And they've put 1t to me.
‘If you've got something to say, get 1nvolvéd or you're not
holding up your end of, the bargain.' Which 1s so true
Then again, when I relate that po student teaching, often I

c/ would say, 'Well, 1f I were 1n this teaching position, say

Karen's, for instance, 1;;} had her position, I1'd do 1t
this way”§' But I'17- just follow the leader right now, see-
ing as I'm here., Or, 1f I'm having t}ouble, I'T1 just say
‘T can't do 1t' or someth1ng,.rather than fighting a 11ttle
battle on my own. And I need to do more fighting of li1ttle
battles on my own--1s basically what i1t 15."

As usual, this 1s a full term for Julie On top of her outdoor
eéhcat1on~hnd student teaching courses, there 1s art history in which
she has " . . (I have) been doing a 1otom0re”. . . than 1n any art
history I've taken so far." She also hopes to travel to New York in
early April with a group of Art Educat1on‘sgudents and faculty to par-

ticipate in a national art education conference. She has been very
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active 1n the fund raising activities and looks forward to the eyéﬁ%.

Her major concern, however, 15 student téach1ng. She 1s both "excited"

and "terrified" about her coming practicum placement. She 1s to be

1n a school four days a week for seven weeks The school 1s one 1n

which an experimerXal outdoor education program, organized by her -

Dalhousie 1instructor, 1s being piloted.

Harold

Julie

\

Harold

Julie

"So you think thsye will be some opportunity.to do both art
and outdoor ed?" - ‘ o
“I'm hoping there w11l I found out what they're doing 1s
basically trying to set up a theme called a 'caring-sharing
environment' and they're hoping that the teachers working
within the schooT,Lwhgtever they are teaching, will 1n somé
way Bccommodate that 1nto their eurriculum. So that sounds
fa1r1y\open and lenient to me. That's not making any major
moves or pushing the kids.off ¢11ffs or anyth1hg l1ke that.
I really didn't wapt’anyth1ng 11ke that anyway. [ k1nd‘of
T1ke the saunds of it.‘ So, I'm trying to work on 1t. I'm
thinking about 1t de§1n1tely already " .

"Do you see u;self now as teaching at any particular age
level or grade level?"

"Probably. I don't like to see myself as teaching any par-
ticular aif level. I don't want to think of myself 1n a
category yet. But I'm probably at this point more suited
to younger kids. ‘I don't know. Everyone I meet keeps tel-
Ting-me that I'm suited to 'the Tittle ones’ and that makes

me so mad (laughs--both laugh). I don't know. I'11 see

what happens."

*
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Haro]d} "But all else being “equal, you'd see no difficulty working

»

with high school kids%

Julie: “I'm sure there would be difficulties (Taughs) "

Harold "But seeing yourself in that role?"

*
.

Julie "Yeah, no, I think 1f a position--again, what { said earlier

about gwving up the responsibilities to the person I'm work-

1ng with-N also know about myself that if I'm in a partic-

ular position and then everybody leaves, and says, 'There-

'Y

right.

sure . . .

you are, swim', T will. So I think that [ couid do 1t all

It would just be a b1t of a struggle at first, I'm

Tike for all I want this out there, 1 don't know

what .I'm getting myself into. I'm-sure I could be over my

-

head 1n garbage--I don't know. Yeah, I'm certainly curi-

»

ous.

The school to which Julie 1s assigned 1s one‘of the most modern-

in the City.

Later, 1n a term project which 1nvolved designing a

’/:iiELﬁ program based on her student teaching experience, she describes

he school's art program.

*

"Projects are chosen (by the teacher) somewhat rap-

domly, are short, fun, and have a strong dependence

on the final product. The students are products
of this program. They don'twseem that interested
1n anything that requires any amount of problem

solving.
duct to copy. They don't seem to take their work

In most cases, they want a sample pro- °

very seriously or have any great interest in 1t .
when 1t 1s complete. I know you can't ask these
students to be too serious or expect their atten-
tion span to bhe that of an older student. But

“st1ll, 1t seems they could Took at art as more

than a fun activity period. I feel 1t should

challenge them more."

-

Julie's reactions, thoughts and feelings relating to her practi-

cum are revealed 1n her journal. She writes:
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Victoria (the cooperating teacher) makes teaching
Took easy and fun. I feel this week 11ke an ogre
& compared to her playful attitude

After the first week, N discovered you don't‘know
the kids unt1l you teac em. They try every-
thing in the book, but I still really love them,
(that 1s, when I'm not hating them!')

Again, I never realized you had to be such a
, meanie to teach I keep saying I'm sure 1t will
go better or be easier. -

My second week was as I reflected, disgusting!
Although I don't Know just how bad 1t gas, it
didn t feel good. Victoria Teft me on my own.
That 1s very good for me, except that only I know
what happened. No feed back.

She 11sts the reasons for 'disgusting'

- Incomplete planning

- Poor classroom management <

- Victoria says I get mad and then wash over 1t
Kids don't take me seriously

She writes 1n capital letters. t. -
I am not clear 1n my mind and am confused so the
kids become so_too. . )
I Tost a whole lesson just because I tried to be
nice and put girls with girl partners and boys
with boys. I blew the pairing system and every-
one fell apart.

R

The prdJect far two of the classes 1s Tife-sized portraits. In pairs,

the students are to trace each other on large sheets of paper and then,

- .

_with paint, develop these tracings into portraits. She writes

['m thinking that thi1s project of portraits 1s
much more involved than [ ever dreamed. Cooper-
ation is the key 1ssue here. And the students
are having a hell of a time with 1t. It 1s very
serious. I am beginning to think I've changed
the attitude of the art class from non-sgrious
Victoria to very serious Julie. And the dis-
ruptions arg %class acknowledging this or
resisting 1t. R
[ Tike art and feel 1t should be something the
kids w11l Tove or like and I get something out of

’ 207
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it. It!s fum. But this is just push1ng and b1tch-
- 1ng, pushing, bitching, etc.
- So, not only do kids have to cooperate, but they

. - have tg take this seriously. After this.is over

we are|going to have to do someth1ng really 1ight.

What both Julie 15 what,she sgnses'as a "tQSy JUSt diga't

“‘care feeling" on the part‘éf the kids It Teft her witha . . .
. “shitty feeling after £lass".’

I feel 11ke an old bitch and L've had three or
four kids tell me I was a bag, biteh, whatever.
One left class.‘ Sensitive aboyt his work. Cal- *
T1ng me names: Others in class said he was @
problem. That was o.k but 1t's net fair te ..
“*. make Johnny the eye sore of the c]ass THIS IS *
. * ABQUT CO-OPERATING AND CARING. Ny

On the\pext page of her journal, cablta1 fetters f111 the page, de- =
» . ) .

claring T
THE WORST PART OF ALL THIS RIGHT NOW IS BEING SUCH
A BITCH. I HATE IT.

A& the practicum passes the mid-way point, Julie writes.
Today I feel not quite so washed out . . I did
not go to New York. It was a bit of a decision
but, the cost was too great. I'm trying to be-
come a b1t more focused and I know 1t would have
blown me away. I need’the week to teach and get
closer to ‘the Ride at school. And 1t worked.

And it was also the _last week of my outdoor ed
class at Dal . . ..

[ th1nk 1it's tvme Victoria® left the c]ass I *
asked hér to stay a. couple of weeks ago because 1
wasn't getting feed back but now I think I kriow-
what the problem 1s, It §oes back to leadership
class: high task (I am) or high relationship

- (Victoria 1s ~The kids come to her expecting

*  good times and td qglax and play. She has a “
marvelous way with the kids which ¢ really enjoy,
but 1t has 1ts ups and downs too. .

[ must keep aware of thé student's feelings and
egos . . . I feel Ryself starting to loosen up
with the kids. '[ start very tight and rigid with
the kids then Toosen up gradually. Victoria just
starts in playful and if the going gets tough,
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'shéabegomeé fire and rage. I think I'd rather do

A it my way but much-better’tRan’I do 1t now. .o
- ['d Tike to loosen up with my next projects--make
, them st111 serious and holding to my theme of help- °
g, caring and sharing but with more room to play
areund . . My planning must get better. This 1s
the stage where I, can do the most good or the
least .good.

>
“

In week five, Victoria suggests to Julie that she drop the por-

trait project since the students are getting frustrated and 1t 1s

" taking much longer than usual.

I didn't feel I could do that, just drop the pro-

Ject when the kids were so c]ose‘io finishing. 1

ysed the excuse that there was n& sense planning
. something new for such a short week and that I
would finish up things this week. The two grade N
five and six classes I had didn't Tike the 1dea *
much and were very rowdy but they-did finish and
felt better when they had So did I.

And week six \

Wow! One more week to go after this one. [ hardly :\
remember what the Art College looks Tike. 1 haven't
§ ' been around at all between getting sick and classes
off. It's been bad. I'm lTosing touch. My private
11fe has been very full and.busy too and that 1s
making concentration difficult. Somehow I must
keep personal goals and objectives clear and oper-
ating. Time has flown by and I've barely done one
Jproject with the kids. It takes so long for them
to do these things. Much longer than I anticipated
. . . . I found the kids Toosened up and relaxed often ‘
now that the pressure was off about drawing each
other. Some kids st111 complained though, didn't
T1ke paint. .

As the practicum was in 1ts last weeks, I visited Julie's class
and video-taped a lesson. The students were drawing (and later paint-
kY
ng) rows of houses on a long roll of paper. A few days later we

reviewed the tape and continued oulr di1alogue. As we watched the tape

she commented. ] .
“They were so good that class I almost wish I
4
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could see (on tape) a bad class . . . My movements
are really nervous I think--and that day I was
relaxed. . I hate my voice everytime I hear it

. 1t feels tight--not really 1n my element--
not Toose."

After we had viewed the tape, I ask 1f she would talk about how
she felt at the beginning of the first of the seven weekg of student
teaching
Julie "I felt 11ke there was a mass of kids and I was at the head

of the mass somehow. But now it seems 11ike I know where
the noise is coming from. I[f 1t starts to get noisy, I
know the key people 1n the room that are instigating 1t.
And 1 know that names--knowing Zﬂﬁes would be a very big
he]p--i‘m very bad with that--1fike to say 'you and yod'

- doesn't get nearly the same response as 'James and Jack'."

Harold "At the end of the practicum, you still don't know every-

body‘é names?"

Julie "No."

Harold,  "But how many are there?"

Julte "There's lots (Taughs)."

Harold:  "But you must know some." '

Jilre '"Yeﬁb, deffﬁ1te]y the bad ones stand out in your mind! Not

n

the bad onés but the ones that you are always directing
your attention to. .50 that makes 1t a bit easier to deal
with. And--oh--what else? Well, aga1h Just knowing that
one of the things I have to deal with 1s keeping the clasg
1n order--1n order to get a Tesson across. If'lt is going
haywire, you can't verx well deal with anything. And I'm

learning that #t 1s 1mpossible to talk when there are other
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people talking because 1t Just ruins four——everyth1ng--
your voice, your concentration. So, I'm trying to gear

my;elf to talking only when there 1s silence Anyway, all

the actions in the tape indicated a rigid sort of for@911ty,_

that might be why Because I'm sort of anticipating their

-~

next move

Yeah, well just that I felt that a Tot of my spontaneity
has gone 1nto my lessons. I find that my lessons--coming
ud with lessons, dealing with the lesson, because of Vic-
toria's influence--because she's Tike that--1've probably
fed a b1t off her that way. Anyway, a lot of my energy
has gone 1nto--or the planning of the lesson has been sort
of slack, 1ike I'11 come up with ideas and I'1T write out
a few things about them, but when I go to do 1t, 1t's al-
mgst spontaneous. I might put down two or three 1deas, but
I deal with one of them when the class comes 1n, wh1ch
makes everything happen pretty quickly. And w that, I
tend to--my spontaneity with the kids and my--because I'm
worried how this ghing 1S going to go over with them and
qot being sure about 1t, a lot of my energy ténds'to go

1nto just dealing with the kids, dealing with the kids _-

somehow and making this thing work. Rather thae knewinge

-that that's been worked out and just having -to -spontaneous-

1y deal with the kids."

"So 1n this class, in the introduction we just saw, did you'

know exactly what you were going to say? What the intro-

r
’

duction was going to consist of?"

T
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. you’spend iry1ng to swim out of this unclear business. You
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F 4 . .
"I had done that lesson with another group . . . I had done
a lesson and ther V16tor1a had done a tesson. She had done oo ’

1t.a slightly different way and I said to myself, I1'd 11ke

* to do that her way', so I did 1t her way, and that was the

first time I had done 1t l1ke that, but I had done 1t my’
way oﬂ'@ before that, so I Las dealing w1th the same maxer-.
1al 2n a different sort of a way. That hé]ped me a b1t and’
I think 1t showed 1n the tape in that 1f you taped another ' o
class--I think i1n the first one I had done 1t would have

been a bit more 'spazzy', sporadic fhan that, 1n how I gotu

the 1nformation across ;o the kids."

“We11, 1t seemed rather ﬁurposefulﬁ 1t ééemed that you knéw

what you wanted and what yqu were ta}k1ng.5bout." .

"Yeah, but st11l, 1n all, I always hope fﬁ%t I'm not going

to Took as tight, or ;s anticipating or whatever 1t 1s, ai

[ did 1n that tape. I would 1ike to be a b1t more relaxed

and 1n touch with the kids,. rgther than ‘g1rector 1ﬁ f}Bng

of rows' sort of thing. There was a bit of th?t 1n there

1n fac1al expressiond and stuff and a couple of reactions, ‘E
but I'd T1ke to be a lot better than that I find too,

that 1n Just dealing with classes I have to pay a Tot of .
L4

attention to clarity, like s what [ wignt tewsay

" clearly, because if you don'tbvsay 1t clearly the first

time, you. end up'just 1n a muddle. The rest of the lesson

hope that things wou]d he going smoothly, maybe I was Just .

L4

try1ng to he clear there.* . “ $ .o .

-
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“Now that class, yout;?kﬁshed what they were doing today.
What's your evaluation of that particular lesson?" -
"This one?" B
"Yeah."

“My evaluation of that lesson? You mean was 1t successful?”
"Yeah, start with the big picture. As a lesson, was it
successful? Did 1t achieve what you wanted 1t to achieve?"

"Mmm, I think so--that class. They were just si1tting down
’ -

to draw out the;Q\l::as and they wére just starting to

*
paint‘them towards the end of the class. The class I had <
today, they were finishing the painting. So today they

were «working much more as a group, whereas the other day,
Y

the thing that was tying them togétzer was that they were

working together as a group. I su I say more of that

came' out today than the other day. But that seemed 1ike a

.4

good start towards that sort of thing, and . . . "
"How do you feel ghout the result? Both as a product and

»
in terms of your educational goals?"

»

"Mmm, as a result it wasn't as strict as I thought 1t would
be because their idea of detail and my i1dea of detail
wasn't exactly the same. But there was some iﬁteresting
things that came up that they had done I wouldn't even have

thought of, like joining the condominiums together, that was

4

even a more of a group idea of thing than I had when I

(
started. Today they started initiating a lot more things f\j

on their own. Some started pﬂ!i?ﬁg ra1nbow§ and that sort

o

of thing--whereas the other day you had to push them to do even

J , -

-

>
.
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a littleghit--a couple of guys decided they weren't going
to Jo apything at all. It was just not their cup of tea.
So the ones qpat decided the last day--see, there was this
big transition between pencil and paint. They think, %pen-
c11's okay because I can get really careful with 4 pencil,
but as soen as it goes to paint, I don't want to deal with
that 'cause 1t's messy and it’;;;er turns out the way I
want it to.' So a lot of them copped out the last day just
about the time you were there finishing up, because they
¢ didn't want to go on to painting. So today, I had the ones
. who were not doing anything, doing something as far‘}s--
either doing sky, being ‘sky people' or being ‘bird peopie',
¢ putting in trees, doing something so they were all involved”
in it, in something. But they've got a short attention

span, very short. I think the, fact that everybody saw each

other's house--some of the things that they were working on

' --we worked up until the bell--so there hadn't actually been '

a concluding thing 1ike ‘'take a look at everybody's home'.
That sort of thing. Which I really like."
Harold: "Were you able to do that?"

* [ 5
i Julie: "Today? No. If it's done it will probably have to be* done
' another day. Or on a wall if kids walk by 1t." .
L  Harold: "But yqu always plan on doing that?"

Julie: ﬂYes, it's always in the back of my mind to do that, but
it doesn't always get dane. Actually, when I first started
I was doing it all the time, even in a brief way, just be-

fo e kids went, But now, towards the latter part, well

*
‘ ~
~

b
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Victoria has this thing where she scores the kids at the
end of the class. So a lot of the energy goes into this
getting ready.for this score. And then I have to fit n
what I have to say edgewise. And 1t doesn't fit 1f they're
# ' all keen about the score and not hearing the conclusion
That Rind of stuff. So I think I might have--1n that class
anyway--just told them that they were doing a good job, but
there's not enough 1n that--and there was the score and a
. hurry to go. Thinking on that now, I'd have to leave a lot

more time for a good wrap up."
e v
Harold:  "Would you use that point system on your own?"
Julie "No. Never! (laughs) It's so funny because when I started
[ thought 1t was a pretty neat 1dea--cakes and everything--
. really great--and now that I see 1t working 1t grates on my
A4 nerves. It's just like a crutch or something It needs to
be worked out 1n' some other wéy. 'But, no, I wouldn't do
- that."

She continues to be aware of and concerned about the effect gf
her actions 1n the classroom. As an "almost teacher", Julie, known by
her classmates and instructors as fun-loving, sporty, and cheerful,
although slightly self-conscious, 1s typed by her students as "serious"
and "bitchy”. The previously somewhat “scattered" and "spontaneous"I
person now feels she is too "tight" and "rigid". Iniibls Tast week
of practicum, she 1s plunged deeper i1nto the role of-disciplinar1an.
Julie* ﬂA couple of the girls that were doing portraits in this

last §1ass--a1l I wanted them to do i1n this last class was

Just to finish them up and get them away and the second
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half of the class we would 'som hing else And I couldn't
;ven push that fast enough. Because twq of the girls got
frustrated and just cut each other up. Apd they had two of
the better ones 1n the class. But there's a iot of other
things going on I found them both really sassy ever sxncg

I started. And I told Victoria that--anyway, she sat in the

class and watched them. Right before her eyes they cut up
each other's portraits that they had been working on f
three o; four weeks. And so Victoria got absol tely 1rate
and they were given detentions and they went down éo the
pr1nc1pa1;s and the principal thought that they should glue
them back together again. Sort of as a pupishment or some-
thing, I don't know. But I had to deal with a whole other
thing that [ had never thought of having to deal with I
handed out another couple of forms for them to 111 1n,
after they had their deten'gmn, just to get them to reflect ’
on what they hgd done. Whether it.was a very responsible AN
or caring thing to do. And the things that they handed me

back were just 1ncred1b]é!“

"L1ke what?" ‘

T don't know 1f yéu want to see those now?"
"Sure. (rustling of paper, gets them out)." ‘
"They had to read that and then turn 1t over and write on

the back." '
"0.k. So this 1s a school-wide ‘caring and §haring pro-

gram‘?"

"Yeah, 1t's been going since February, so I imagine they

.
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were pretty well aware of it."
(reads)

Q. Do you think 1t 1s important for people to
share and care? A. No, I don't think they
should share and care because they don't deserve
to be treated li1ke goodie goodies and [ don't
T1ke to be called a goody goody Q Would you
consider your action 1n class on Monday to be
very caring? Why? Why not”> A Yes, I do be-
cause [ think the kids 1n our class finally got
some amusement 1n the five weeks that we were
doing those dumb murals. (both laugh)

"Who made up these questions®"
"I did."

WWhat made me cut up my mural 1s that 1 didn't 1ike
1t and Nicole didn't Tike 1t etrther so I cut 1t up
and 1t looks fine 0.. What do you thinkwe should
prescribe as punishment for what you've done and
why? A. I don't know, but you were fussing us to -
make her hair more prettier and all this junk but

I didn't think that I did right but I didn't do so
wrong either. Q Are other tedchers getting upset
with your actions in their classes? If no, then
why did we get upset with you yesterday? If Yes,
what reas do you think they mtght have for doing
this? A.1 I don't know, 1t's up to you but I told
my mother that dnd she just laughed. PSYy Mrs.
Porter, I told my mother what you said t6 me and
she didn't 11ke it one bit. No they are.not be-
cause we ripped up our art work and I can't read
the rest of the question

"That's the last question."
f
"It created a Tot of flack. There was, uh . . . "
“Is th1s the usual kind of“thing they do?"
"Jo, I think I did something that was-kind of unusual.
fhey-don‘% usually g1Le them stuff like this to do,
they usually just sit them in a corner somewhere and get

them to think about it. But for my benefit and for tkeirs,

I'd 11* to read thi1s. Because this meant a'Tot to
A B

*
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pe--the caring and sharing project. [ wanted to know ghat
they felt {Eout 1t. I wanted to kngw wﬁ} they had wrecked
the murals or whatever. Ahd I just gengrally wanted to know
a bit more abouf them. But I sti111 really feel badly for N
those girls And I think a Tot of whaty they said 1s true.

1 Eh1nk that they made fairly--in seme cases what they said
came ;1ght from what they felt That's okay, I can buy

that. I just don't Tike where 1t's coming fyfom, their atti-

tude. And 1f 1t was up tome I'd 11

to hagve some time to
s1t down and talk with them and work on their attitude. The"
fact that the p?oaect was loné was that they let 1t slide
on. I wanted to finish 1t 1n three weeks, but 1t wouldn't
finish and for“some reason I felt 1t necessary that they
finisn 1t. And so, I let 1t drag on. Victoria wanted me

to finish 1t without them being f%n1shed. But for some
reason--for me--I don't think 1t was because I wanted to
keep lashing a dead noodle, but for some reason, I felt they
needed to finish this. 1 don't know why."

"0.k., so what do you feel then about the practicum as a
whole now that 1t's ovér--over on Friday I guess."

"Oh, distouraged, 1n a sense. I had so much energy and so
much ambition I wanted to put 1nto it when I started. And

a Tot of 1t gets pushed out through the holes that I haven't
filled. If you're looking at my practicum as a bhox, or as

a un;t or as a ba]l,’or something 1ike that, instead of 1t
all working together and growing larger and becoming more

whole or something Tike that there's air holes shooting up
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through 1t--that's how I deflated. But I know a lot of

the reasons for that, I had a lot .of stuff that I have--

L)

simply because I took on the practicum through the 1dea of
working w1th‘my other professor at Dal, I felt a heavy
wWeight of responsibility both for the College and from
a there. There was this constant thifhg in my mind about

keeping a balance 1n5§gad of just saXlng, 'To hell with

everybody' and doing 1t the way [ wanted to do 1t .

There 1s so much that younare gonna deal with in this *
Advanced Prac£1cum all at once. It's just 1incredible. ‘L1ke
the teacher that you are working with and the kids that

you're working with., [ would T1ke to have a good clear

Y

head space to work out this problem with the two girls.

4 And how to approach them and sit down with them and Jugt
address the fssue 1n some ways that I felt were somewhat
resolved. Now all I can say to the kids 1s 'It's toqg bad

you done this, but 1t's not my cup of tea anymore'."

-

4
Julie sums up her practicum experience 1n her journal.

I'm feeling really badly at this point that I . / ) Yol
didn't accomplish in this practicum all that I '
set out td accomplish. [ had such great 1deas.
A 1ot of things happened at once and even the -
- nature of the projects I did and their effect on
the k1ds amazed me. It was definit®ly a learning ’ :
experiénce No bed of roses . . . [ learned a
great deal, in this student teaching position and
couldn't have asked for more freedom, help or
attentiqn from Victoria. I feel anything more I
learn about teaching now 15 going to come from
the kids. I have lots of wishes and ideas. I
Just haye to spend time-woOrking on getting across
what I want ‘and clarifying my-ohjectives through
more careful planning. I kfiow howevér that I can
- and really want to accomplish that clarity. I
am making that a major goal for my summer teaching
program.
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Julie has a summer Jjob teaching children's art classes at a Pro-
vincial gallery. Her plans after that are-unclear, A]ihough she has /
completed the art educat1on‘program she has nqt completed the degree.
When the time for the art history exam arrived, Julie did not write
1t so failed the course. That course and an academic elective (half
course) remain as degree requirements Perhaps she w11l be back 1n
the fall, perhapg not. She would T1ke to travel and " . to have
sque teaching experience 1n another location besides what I'm used
to here". She talks about the difference between experience gained
"on your own" and as a student.e . ’

Julie "Yeah, I really do draw a 11ne between my student experience

and the real world. I don't krow, 1t's become quite ob-

vious to me as I've gone along. It seems that .every year

!’

I go on I make 1t even more a definite Tine. It shouldn't

be really, espgc1a11y in the practicum. It's very "

Harold "Ne]lf what's the difference 1n your attitude towards them?" ]

Julie "In my attitude towards them? I don't know. It's 3ust--°‘%
I don't know 1f 1t 1s that people are coming back and ana-
lyzing what I do. I don't think 1t's.all that. It's juwst’
that T Took at school as being an area where I put energy
into. 0.k., I put energy 1nto school, I put energy 1nto

\

soc1af Tife, I put energy into hobbies and things that I
like todo . . . I'm Tntezsifsgrin pursuing that aren't —
at art school. I have all these é1v1s1ons. But then when I
* take a job, it's like everything focuses on the job and the
on1y«div1§1on then would be job and other things, but job 1s

a priority, sq schoel often loses 1tself as a priority."



Harold:

Julie

Harold
Julie-
Harold

Julie-

Harold

Julie

221

"So you take the joh more seriously?"
"I think I do. WelT, I know that any job I've ever taken,
the problem hasn't been that I haven't:paid enough atten-

tion to 1t It's been that I've overworked--which is kind

of strange
“So 1n a way, you don't, see your student teaching as a job?"
"I didn't, no (laughs)."

"I'm not saying that one should or onetshou1dn't."

"As a'matter of fact, one qirl came out 1n class the other
day, Heather, she sa1d, 1t worked the best for her was when
she took as much responsibility from the teacher as she
could, and I felt that that was such a mature, such a good
statement to say--and 1t made me feel so bad glaugh) be- *
cause I had taken some, but I still hadn't gone out of my
way to take a good deal of responsibility.”

"You could have taken more 1f you had 1t."

"Oh, yeah, I could have. I'm quite sure that I could have.
And that makes me feel lousy about myse1f. Because a lot

of things like that that make me feel kind of lousy about
myself--the fact that I wasn't pushing for perfection. I

do 1n a sense, but when I fall short of 1t I get really
pissed off at myself. So. But there were a Tot of other

things on the go at the time, as usual . . . And I'm really

oking forward to a month of doing something to sort it
orting 1t all out 1s just an in-between stage.
Because when I start teaching again, I think things will

start sorting themselves out much more clearly."

-,
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Harg]d "Right. Do you feel you are ready to take on teaching as a
Job?" )
. Julie "No. (quick rgp]y). My first reaction 1s no."
" Harold  "What would you st111 need to do 1n order . . " .
Julte © "My first reaction in saying 'no' 1s because confidence

isn't a bgg thing with me. But I think because I feel that
May, the best thing I could do for myself 1s to go to 1nter-
views, sign up and just get myself into that position, and
then say, 'All right, here you arg, you bloody well better

be ready''"

Harold “0 k. If you don't fee]Iready, part of 1t 1s perhaps lack

of self-confidence." -

> 8

Julie. "R1ght, which would bé'gust holding m¥se1f back rather than

giving myself the push forward that I need."

|
.

Harold “Do you feel that you have enough skills and/or knowledge to
teach?" - i )
Julie "I'm st111--1've always had this fight all the way through

-

. about art--you know--how much of what I teach 1s going to
be 'art' and ﬁow much of 1t 1s going to be something else--
‘oytdoorsy', and how much 1s going to be just social thlngs.'
It's revolving in my head but I don't know 9u1te where my
foecus 1s. Which 1s one reason that I'm glad that ["ve got
this month free and that I'm teaching t@1s summer because I
think 1f'I throw away eééryth1ng else, well not throw it a-
wgi, but 1f I sort'of 11ft‘up the sort of restrictions that

I felt 1n a coltege sense as far as what you have to be

responsible to and just start doing 1t--sort of'm& way. [

Vs .
.
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. t
don't know why I don't feel I can do that here but, 1t's

not even something that I'm conscious of, 1t's just some-

thing that's there. Anq I think 1f I'm 1n another setting
that:s there. And I think 1f I'm in another setting like

that and I just say to myself, 'O.k., how do you want to do

1t? What 1s 1t you want to do? What's important to teach
these k1d§ today, or for the next week?' I think 1t will

start coming clearer to me. And I think I have learned

that one of the best things I can use to focus myself is the
Journal. And I'm going to start keebing one for a lot of

the things that I do. 1 reé]ly have to make 1t clear to - --
myself. And 1f I just sort of let 1t gb by and think about

1t and say 'Maybe I'11 do 1t better next time', 1t helps so
much more 1f I have some place to put 1t down and hash 1t

over with myself and other pebﬁ]e. I think £hat's probably
what 1'11 do to help anyway. And I talk to the other people
I'm working with." *
"Right (pause). When you are out 1n your pract1c&m, par-
ticularly this last one, did you evé¥ have a feeling, 'Gee

I wish they had taught me, either more or better, either how
to do this or how to handle this situation?"

"Yeah, my first couple of weeks out there I really wanted
more on classroom management. Ug, just how to move around
in an art vbom and make yourself a presence. And just about
basic control in the class. If you want to be heard, how

to do that. We had covered that sort of thing loosely and

roughly all the way through. But there was never a great
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deal of time spent on 1t. It was sort of something that
was always said 'It'11 fall into place 1f you have your ob-
jectives clear', Which I think 1s true, I think 1t will
too. But I think 1t 1s a good th1gg to have . . maybe
things about record keeping and just the paperwerk that a
teacherbfaces. The paper and the politics. Then again "
that's something that will come--come clear’ I'd 11ke to
know a b1t|more about--talking to m; cooperating teacher,
I did find out bits and preces, but she never--we were al-
ways too busy just with active teaching to sit down and go

over files and records and everything and she wanted to

- \
leave at the end of a busy day and that scrt of thing was

" o0.k. and she would tell me a couple of things--but 1t was

never--'Don't take 1t too seriously' was sort of the att1-
tude. In other words, you can deal with 1t. But I'd sti1l]
T1ke to know what 1t 1s I'11 have to be able to deal with
(Taughs)."

"Right. One thing that I've asked you about over the years,
['ve tried to get a sense of how you feel about teaching and
being a teacher and the role, or yourself in the role of the
teacher. And remember I asked you when we just started to
recall how y6u felt about teachers when you were a student
and at different times I've asked you that. I was just won-
dering now that you are just about ready to be a "real"
teacher yourself, how do you feel about teaching or yourself
1n the role of a teather?"

“Howm. I'm not sure."”



Harold:

Julie

Harold.

Julie

Harold:

Julie:

225

“Can -you see yourself 1n the role”"
"w911, uh, I'd really like to do that. I don't know if I'd

T1ke to teach, I don't know im what style. (Would that'BE a

good word?)"

“Umhum. "

rd
-
-+

"In what'stx1e I want to teach yet? I don't know 1f I want

to be a teacher like I've had a Tot of teachers be, for me.

I think, though this play off between thé typé of learning -

styles I'm learning about 1n exneriential education and art
education--I would T1ke to be the sort of teacher who could
inst111 an. students the desire to find out for tﬁeméélves
and to learn,” and to--I suppose more of a facilitator's
position, o; something like that. That's soéj of hhat I
would really 1ike in the lgng run, but f.£h1nE that for me
I'm going to have to work towards that because I st111 have
to get used to kids. 1 sti1l have to f1nd-ou£ all these
other th1ngs'though? 1'11 probably spend a-lot of time’
watching teachers, for a bit and asking a Tot of questions.
And I thank I'11 probably end up d¢ing mq}é’reséaréﬁ than' -
['ve done, wanting to take moré courses and Keep 1n tohhh.'

But I do 11ke the 1dea of teaching. I Tike some of the

neat things that can happen. I wish that I had better feel-

1ngs to draw from than this past practicum, Because I don't

b
think that this was the best feelings that I've had, but I
know why." ) t
llwhy?ll
l - ~
"Well, just simply because (pause) I wasn't together enough.

v

¢
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I wasn't on top of what I was doing. I Fh1nk 1n going .
through with Katherine she has certainly instilled in me the
1dea of knowing Qhat you are doing and being clear. And I

have to work on clarity and that sort of thing. And I X

want to make that sort of an 3§sue right now. And I think

the summer w111l help. By the ertd5f the summer, I'11 proba-

bly have a better 1dea of 'Julie as teacher', (both Taugh)

or not! (laugh) I'm sure that I can do 1t. I see no rea-
son why I can't because thére.1s so much about me that waﬁts .
to do that sort of thing that feels I can do it. It's just
l1ke I've written 1n the #dufnal and other places. It's not
that I don't have intentions and 1deas. I've got Tots of
those. It's JGSt getting them to the finished state, and I
ha)v'e to work on my frameworks and my p]ah and my bridge
between 1deas." .

"Do you think you are a better planner now than you used to
be?" . i

"Well, I can be. But I'm certajn]y aware of the fact that
1f anything comes up and distracts me 1n the sTightest way,
i']P throw 1t to the w1nd. Not because I want to but 1t
just drifts off. So I have to have $h1ngs around me that
remind me to plan. Because when I am planned; when I have
even a basic i1dea of what I am doing, 1t works much smooth-
er. Things c11ék into place so much easier. And just get-
ting through the day makes a lot more sense. ~But when it .~

starts to drift off, I start to get all 'loosey goosey'

again.,"

\
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It 1s 1ntérest1n§ and perhapsai}onﬁc that just as JJTie's<prac-‘ ) © e
ticum,’ the "practical part" 1s endlng, she is becomnng more 1nte=ested
1n theory and philosophy. She has a Nietzsche quotlng roommaté-;ho
has kindled an 1nterest 1n philosophy and her teaching exper1enge Seems .
to hav; lmpﬁessed her with the value of clear reasoned thiﬁk1ﬁg. The
notion of a rationale for teach#g, so vague in Intro hag taken on | )
real meaning, : // ‘ ’ .
Julie "Actually, I saw a cartoon just the other day and 1t showed

somebody standing ové? a line of thtree students with a

-

chisel, one héd a round sort of regular head and all the

others he was chiseling into square shapes." ; o
Harold "That's right." - ‘ Jk ‘
Julie. "And I felt, oh-oh. 1 shoulq cut out that cartoon and keep . %
1t 1n front of me to remind me of_how horrible it Tooked. ; .
But I'd hate to be the sort of a teacher tr]at';lould do that. ‘ i
And yet 1t seems to be the way‘}hat Ffa%hers and education . :E
P

1n the large sense work. That scares me."

-
.

Harold:  "One thing about school ‘systems, you tend ta think that Way ’

-

because they are analdgous to ﬁac%ories'bgcausp they_aré .- v ' .

standardized so much you terd .to t?1nk Tike tiat. " ) o
Julie. "Everybody 1s going to th;h outlghé'§amé.J X /<:f§?
Harold.  "Yeah, they are going to be'the same when they come out the . !

end. And that's a part of the rationaie there, but it's
. not necessarily the only one ™ ' ' °
Julie. "Yeah, I suppose especially viewing this as an art teacherh

who I feel 1s sort of my auty to bring out a person'§ in-

»
dividuality and the creative spirit within people. That's N

»
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sort of an 1dea that scares me. And again in the course I
had taken at Dal in experiential education where you're
being a person who motivates people to look for themselves,

. .
you set up a problem so it becomes a challenge to them

rather than a task. I suppose every teacher'does that any-
way, but some ways work better than others."

“ﬁ?gﬁ%ﬁy But that's a very basic 1ssue though. Didn't.you
confront fhat right ffan the beginning? Say, 1in Intro?" \§>
"Well, yes. But it wasn't made as clear to me then."

"So 1t's really come around to you." |
"Yeah, 1n Intro,everything 1s -just sort of--1t's up there

on the board as theory and that's where it 1s. Some things
excite mé and get me worked up but it didn't really chal-"
lenge me the way 1t's challenging-me now. Because I have
taught and know that I ca; teach 1jke the square block
method. It scares the hell out of me. I don't want to
teach 1ike that. I want to think much more clearly abbut
what I am doing so that I'm doing not that. Because it
bothers me. Well, anyway, if I ended up doing that I'd be--
I wouldn't want to teach anymore. That would really be

upsetting. I suppose for thgse reasons I'd Tike to get 1in-

to the ph1losobhy of art or art education anyway."

ﬁhroughout this entire process Julie is very much "the student".

She Hoes not totally project herself into the role~of teacher or

artist, perhaps out of modesty, lack of presumption, or lack of con- -

fidence. She would 11ke to be the teacher but feels the constraint

of being a student teacher or assistant, always having to adapt to or

o ovy



|

229

fit 1ntp someone else's program. She feels a need to be “in control”,
but paradoxically feels, and often projects a lack of self-confidence
which 1s not conducive to fging perceived as being ready to take con- ,
trol. Alsb, paradoxically, she realizes the need for eutside direc-
tion for stability, be 1t a cooperating teacher backing up a Tesson

or Dad decorating a bike. She does not presume to step i1nto the role
of artist. She feels not ready and does not know when she might be
ready. As with Annie and Jane, being an artist 1s a highly desirable
goal, but Julie does not feel that she can comfortahly assume the
artist persona. The teacher persena however 1s one she feels more
prepared to adopt. She only hopes that she can live up to her own
expectations.

The rest of this chapter«can be seen as a kind of epilogue.
Technically, Julie has completed her art education program and has
ceased to be a student teacher. However, since she still feels her-
self to be "becoming" and 15 still ;ery much a student, the process 1s
not complete (1f 1t can ever be). She is though, sti11 a student of
teaching. This final phase sees the maturation of Julie as a "stu-
dent-teacher", more an anti-climax and continuation than an epilogue,

lhen she returns 1n the fall, she does take a course 1n the
philosophical foundations of art education and does well. She also
takgs the art history course and finally passes. Her experiences
teaching 1n the summer provided valuable experience but also con-
firmed well-known tendencies.

1 foundﬂzﬂét after working with the theatre troupe -

last summer, where [ was managing--I like managing. \
I don't T1ike working in somebody else's program. I

think that I will have to realize that I will have

to work within a few programs anyway hefore I have
enough material to start one of my own. It was just

e
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I guess that this one seemed too long. 1 learned
all I could Tearn from 1t in the first couple of
weeks. After that 1t became just”redundant . . .
Although she (the director) said . . that she -
wanted me to be willing and open to discuss wgn-
derful 1deas, 1n fact wasn't feally. She had
thase 1deas of her own and that's the way 1t has -
been done. You can't really do things outside. '
Why use the outdoor environment when you can make
the 1ndoor environment 1nto the outdqors sort of
thing . . . I'mglad I worked there, but halfway
through the summer.. . I caught mononucleosis.

I was rather drained of any great ambition."

term Julie téqp another drawing course and 1s making real

"Yeah, I really gdt a lot out of 1t. I found I was think-

1ng a lot more about why I drew and why I drew the way I

do, and where I wanted my drawing to go. D14 .l ajways want
‘ ’

N
to be super-realistic and technical, whigh 1s sort of a

° -
L

hang-up I've had ever since ] staizg? } 1ike drawing

technically, getting it tethnicall¥¥ correct, but as far-as

-

branching into any kind of abstr?ctlon, I just didn't seem
to be interested. But then.l got £0 fool1ng‘arouna with
something at home and found a ﬁfw other things about making
marks that I found interesting ! . So, she has éncouraged
me to go with that." .

"So you see yourself continuing now on younbown?"

"I hope so. Yeah, I'm going to try to. [ bought a whole
whack of stuff from the school store before they closed to
take with me’ and say 'Here 1t 1s! You got 1t all ready to
go, there 1s no excuse.' VYeah, I'm going to try and keeﬁ

itsup. It 1% real important. She noticed a big 1mprove-

ment and so did I, from the time I started the class until

’
<
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the end. I started, to get much stronger and more deter-
mined, rather than wishy-washy . . I think too the best
way for me to keep going is to.look at more drawings It
has come to that point now thatf}here 1s a reason to go to

a gallery énd look at draw1ngs, whereas before 1t was 'Oh,
yes, there 1s somebody else out there better than me!'"
(1aughs) -

“Do you see yourself as an 'artist'?"

"Oh, I don't know! (quick reply). Mot now (laugh),.no "
“W1ll you? When would you?"

"Yhen would I? hel], when I was doing 1t enough. I don't
know what 1s the stigma I have attached.to 'artist'. Hmmm,
I thipk 1t has a Tot to do with doing it more, being aware
of medium and what you are using. I have only been 1intro-
ducing myself agé%n to 1t But when I'm more 1n control,
I'd 11ke to be more 1n control of my drawings, really deter-
mining definite things about them. Mmmm. I don't know how
Tong that w11l take (laugh). Who knows? Someday I'11 wake
up and say 1t's about time. Or 1f someone came up andysaid
‘you can't have this job unless you are', I'd say, 'Yes, I
am*."

"Bdi up tnt11 now, you;vg considered yourself

student?"

"Oh, yes. I guess [ will always think of myself as a s
“dent, but I do realize that 1¥ you want to think of yourself
as a sfudent, then adopt the 1dea of 'student of Tife' kind

of thing, always ready to take in new idea$ but not to under-

-
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mine yourself as also a per;on capable of doing things. In
that sense you are a student as well as a Teader, a teacher.
I think the two have to go hand 1n hand but you can't use
one as an excuse not to do the other."

"So you don't seg any big conflict between yourself in the
role of an art teacher as opposed to being either a teacher
or an artist?" I )
"I st11T have a problem when anyone comes up to me and says,
‘What was your specialization when you went through the
college? You didn't have a spectalization? You mean you
are not a weaver or a potter?' And I don't know, 1t-really
bothers some people, Tike, I don't have a leg to st;nd on.
Well, I say 'I specialized I suppose 1n drawing'. But I
considered 1t much more important to'hage an introduction
at least to the different processeé that you can use 1n
.teach1ng art and I have all that as a resource rather than
specialization in one area of interest which probably I

w111 get into afterwards. Certain materials are more
accessible to me than others " /f, '

""Maybe your specialization was art education." '

“Yeah, well, for sure. But then you say to people 'art
education’ (they say) 'What's that? Well I know, but

what part of that was your specialization?' And then you
have to explain . . . "

“This term ybu got 1nvolved with workwng with exceptional
or disabled people. Is that an area you would be inter-

ested 1n pursuing?"

‘o
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"Oh yeah. 1 love that. But I think there 1s a rush on dis-
abiTitres r1ght‘now, 1t's in. But that bothehs me. “Iiget
a lot of satisfaction doing 1t, but I kind of wonder 1f 1t's
easy to get satisfaction from there. For sure 1t 1s, but
I'd Tike to do 1t a lot more. 1 was actually thinking o%

working at a camp for disabled people You have to move

A

in 1 think you learn a 1ot more by 1iving with disabled

~

people Qifn Just visiting them now and then, 1f you can be-

~

come part of their world. It's a lot harder to do fthan just
teaching them art a couple of times:a week:. E

"If there were a choice 1n teaching jobs, 1s-.there any. par-
ticular age group or population that you would be most
interested 1n working with?"

"I don't know. The 1dea of working 1n the school system,

I 11ke 1t, but I think of 1t as sort of--as a big challenge,
to work 1n the school system and I wonder 1f I would measure
up . . . Whereas [ could see me fitting easily into any num-

-

ber of situations and having a great tame and probably
accomplishing a lot. But somehow, the school system seems )
to be the ultimate challenge to.me. (In a thange Humphrey
Bogart-11keé voice, she adds) If.I could handle the schpo]

system, I could handle anything! . . . I guess one of my

_notes that I'm leaving on 1s the,fact that, b:k., I know

this much about art education and I know what they have
been throwing at me about outdoor education and I've got ‘a
smattering of environmental stuff, I felt that I had to

<concentrate totally this term on art and art education. I
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wo;ked with blinders kn this term My distractions I com-
pletely eliminated." ’ /

Harold. "Good, you are finally able to do that " -

Julie. ”} don't know, 1t tobk a Tot of work "

Julke:s experience of Be1ng a student teacher and becomiig a
teacher\m1ght be caﬁ%ured by'the root metaphor:of a gaﬁe of tennis.
It 1s a game of tennis played with herself, or rather with parts of
herself. Her thoughts, feelings and ideas about teaching, ch11&rén,
schools, her ?anu]y, her friends, teachers, arﬁ, outdoor education
a?d other 1nterests are constantly bounced back and forth across the
net of her developing self. Sometimes these balls fly ou#®of the
court, sometimes they gtay in play. She ftna11y'feels that she is

ready to concentrate on her game. <
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* Chapter 9
UNRAVELING THEMES AN INTRODUCTION

The preced1n§ chdpters, from a variety of perspectives, have

tried to shed lTight on the question "what does 1t mean to be a stu-

dent teacher?" The 1nitial ampulse was to attempt a description of

the process one updergoes n Bépoming a teacher, but the orientation

soon shifted from becoming to being and from process to the dwelling -
M the- phenomenon. Although the notions of becoming and process are

st111 relevant .ones ;or this syudy, I have come to the realization

that 1n order to understand the process, the movement from one phase

!

to another, one must dwell fully 1inside the phase 1n the moment of
bg1ng.

] Being 1nvolves opening oneself to ge fully present, to be authen-
tlé. Be§0m1ng then, can be seen as a continuum of moments of authen-
tic being.

A; the experiencé . of ihree students 1n a program of art teacher
educatien unfolded over time, we,shared‘the1r grappling with the ex1i-
gencies and contingencies of planning and preparing for lessons,
making art, managing classrooms, being with,children, and acquiring
the rudiments of the theory and practice of teaching art. We gained,
or regained, some sense of the student téacher's Tife-world. A sense
of the temporal nature of being a student teacher has been tasted.

The "phenomenologies contgjned statements of mine meant to highlight
certain phases pr features of the dialogue rather than to attribute
causality. A perceptive observer or reader could contribute furthér

commentary or questions or respond to the text at other points. e

These texﬁs are 1n a certain sense "raw data" accessible to other

) i1
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researchers.

The student teacher's world has been entered-and the horizons
extended, but we can probe more deeply A technique for furthering
phenomenological refiection 1s thematic analysis (Barrit et al ,
1984, Van Manen, 1984). Van Manen calls phenoﬁéno]og1ca] themes
"the structures of experience" (1984, p. 59) since they can provide
foc1 br threa%s around which to create an analysis. If the descrip-
tions of each student's 1ife-world can be considered temporal or hor-
1zontal, then a thematic'descript1on can be seen to add depth and
verticality. ‘

We have a picture or parts éf pictures of some aspects of what
1t 1s 1ike to be a student teacher, and se&era] themes suggest them- ‘
selves for anal&s1s. Perhaps a better metaphor than a picture 1s a
weaving 1nto which ti#emes are interlaced. For us to examine these
themes, these threads, and to see how they have given structure to
the experience, we can unravel them and then re-weave another level
of phenomenolqﬂ1ca1 description. In the next tH}ee chapters I w11l
“consider some themes which pertain to being a student teacher. One
dominant theme 1s the.student teacher's conception of teachers and
of students or pupils. This theme can be explored by 1nvestigating

how the student teacher's experiences and responses relate to person-
al and collective myths about teaching and being a teacher. The
student teacher must also deal with he;self as stude?t and herself as
teacher. A related theme 15 the student teacher's view of and
re15t1onsh1p with the school as an institution and as a system:

‘Another theme, an important one for the understanding of the art edu-

-cation student teacher, is the artist-teacher relationship, The

<% .
~
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student teacher often sees 1t as a conflict, confrontation or dilemma.

It begins as a matter~of roles, but roles that run to the depth of

one's being. Indeed, the third theme that will_be unraveled, also

hits thg core of being, the matter of understanding oneself. It

appears that an essential feature of being a student teacher 1s

realizing that 1t 1s necessary to understand being a student teacher,

that 1s, to understand oneself, to-be self-aware. To be a t;acher,

one who serves and nurtures\orvg1ves to others, one must first ad-

dress oneself. To be a student teacher, one must be 1n a certain

way. Being a student teacher 1s a mode of being and can be T1kened

to 1nhabiting a plateau of being These may not be the only themes

or threads that could be examined fruitfully, but they are key ones

that tie together the experience of being a student teacher. <
In their writing, phenomenologists strive to be attentive to the

etymological origins of words in the hope that regaining contact with

the original forms of the words will bring us closer to the 1i1fe ex-

per1eqpe to which they belong (Van Manen, i984, p. 53). Before we

plunge into analysis of the themes, a look at thé term "student

teacher" might be instructive. "Student" derives from the Latin,

"studere", to be eager, to apply oneself, to study. "feacher", ane

who teaches, comes from the b]d English, ”téecan", to show, 1nstruct

and 1s a general term fo} causing one to acquire knowledge or skills.

It 1s akin to "token". We can see a relationship between teach and

token 1f we think of token as an outward 1ndicator or expression--a

visible sign or something shown as a symbol. Teaching then has the

: )
sense of making visible, mak&gg something to be shown or manifested,

serving as an example. Phenomenology, which can be seen as a kind of

.
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teaching, has the same am. .

- »

Another 1nteresting discovery is that “learn", also of 01d fng-
l1sh derivation, was once acceptable English usage as a synonym for
"teach". "I'11 learn you" is now non-standard usagé,'but'such,a' P

connection reaffirms the intimate re]at1on§h1p between teach1ﬁg and .

learning and 1ndicates that the relation 1s nd}.necessarlly éng of -

cause and effect. What the real teacher does, Says-He1degger,'1s
“to let Tearn" (Heidegger, 1972, p 15} Also of 1interest 1s the

kinship of "learn" to "lore", the body of traditional, popular; often

anecdotal knowledge about a particular subject. Lore, 1n 1ts archaic -

form, means the act of teaching.

I recall that when I was a student teacher, Epe terms "practice
teaching" and "practice teacher" were used. The connotation was that
one was practicing to be a teacher in the sgnse of practiée mea;1ng
to perform repeatedly in order to acquire a ski1{  One pract1;ed, L4
or rehearsed until he or she got 1t right! 1t was not for real--yet.
Practice 1n this sense did gg;fmeah to work at or pursue a‘profes-’
ston. Practice teaching was a common te}m when Jearning to teach was
se::'traming, the acquisition o'f a set of skilts. One could tal‘k

ab ractice teaching- because teaching was not -something -practiced.

It was not a profession. The term has 1ost‘favour with the growing
professionalism of teachers. There 1s a sense hawever, 1n which
."pract1ce“ has relevance 1n this context, and théf 1s a5 "praxis"”,
or theory put into action. Sartrc uses "praxis" to:refer td man's
actyon 1n the world, his work or purpose?u1 act1V)ty in the material

universe {Cumming, 1965, p. 422). This dialectical relationship be-

tween theory and action (or practice) is at the core of the educative

.
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proce;s and is something which the student teacher endeavoyrs to com-
prehend.

Other words, "educator" and "pedagogue" hpld promise for examin-
ation. The/or1ginal sense of educate (from Latin "educare") is to
draw out or develop the mental powers qf another. Pedagogue comes
from the Greek "paidos", a chi1ld and "agogos", leader. If we take
the Lét1n for student (studere) 1in the sense of "to be eage}“ and -
the Greek roots of pedagogue, literally "child leader" p]ys the 01d
English for teacher (taecan), we get close to a meaning éhat 15
vividly reflected 1n the student teacher's 11fe-world descriptions.

A student teacher is someone who 1s eager to lead and to cause things
to be shown' to a child. HehF we see student as being eager, apply-
ing oneself.® This 1s studying 1n 1ts present, active sense rather
than as future preparation. This attributes the being of a student
teacher rts full presentness, 1ts capacity for p(ax1§. Such a con-
ception gives being a student teacher more vitality and intention
than simpTy déscribing her as a student of teaching or someone who 1s
studying to be a teacher. She 1s eager to present herself as a

leader of children, .
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. , Chapter 10

o

THE STUDENT TEACHER AND THE TEACHER AND THE STUPENT o

& -

When student teachers describe their 1ife7wor1ds, obvious fea-
¥y Ed

a

“tures are teachers and students. They talk about the teachers they

had, the teachers they aﬁe, and the teachers they want to be. ?hey

™

talk of the students (pupils) they want'fo teacﬁ, thé students they
teach, the students they ére, and "the students they once were. As we

have seen, their conceptions of teachers and students' change and

?
evolve. They begin as public myths- “teaching is a secure jJob", a

teacher 1s "a kind of persom who could be put on a pedestal": "Fh11L
dren are naturally creative, are naturally spontaneous". Thege myths
are transformed by personal experience. As a Qeacheg you should "bg
open enough so that you can change", "1f-you become involved 1in 1t
. there's a lot of depth in 1t", children "do need a structure to
follow", "1t takes so long for them (student53 to do these things".
Is there some coherent conception of.teacher that anises? Are
there essential features of the teacﬁér's‘relat1cé—to children and
pupils? Is there a discernible image of dn art teacher? What
grounds the student teacher's conception of what it means to become a
teacher, and specifically, an art teacher? An i1mportant aspect
appears to be one's view of the place of art in schools. To add to
.Aﬁnfe{sngané[s, and Julie's description and to fu#iher mingle our
h6r1zons,'1 dffé; somqfextracts‘frpm my memory journal relating to my
early expéY1eﬁces with teachers, art and schools. ’

My earliest -art related.recollection has to do
with colouring books-~the black outline pictyte
scribbled over with crayon, usually pyrple but some-
times pink or black. I think the scribbling was
done by my younger brother. I-always took pains to
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get betweenlqpe lines but was not always success-
ful. .

I have no recollection of drawing before I
entered school_although I am told that I "always
T1ked to draw". The first .image of my being a

v "drawer" occurs around grade four. I must have

been doing drawings at home, probably copied from
books--of cowboys, horses and ships. The first
real school encouragement came from my grade four
teacher (her name rhymed wath bore). I remember
her vividly. She seemed to me rather elderly,
probably what I'd-now call middle aged and what

my father called "homely". She suggested to me
that when I grew up I should become an architect
because she thought I. could draw. That appealed

to me unt11 I%discovered that architects also had
to know about mathematics and such complex matters
so my career goal shifted to "commercial artist",
vague 1n my initial understanding, but a concrete
Becupation., This teacher, "Mrs. Horrible", was .
memorable from her ghost stories, I remember sit-
ting in my row-desk spellbound, im utter suspense
and fear, as she told the story of the three-legged
kiiler. - She described he stalked his victim,
‘making the sound of three Tggs approaching dOWn a
dark street. He attacked and strangled. 1
screamed. That beoke up the class and from that
point on, when the teacher told her mystery stories,
I waited out in the cloakroom. I think I dréw.

I was excluded from another activity that year
and the next. Even though I Tiked to sing, I was
barted from the class choir because the teacher
said I sang in "a monotone". So I stayed in the
classroom and drew when the rest of the class went
dofnstairs to practice. There was me and another
kid, Adoe (the potato), He was "a dumb kid"--
older, not very bright, but gentle,, tall,-with red
hair. I imagine he now would be cﬂass1f1ed as "a
slow learner" or "learning digabled". He also
tiked to draw. I remember us both drawing ships.

I did a sailing ship in pastels which my parents
framed and had hanging in our 1iving room for
years. Mrs. H. told us about an artist she knew
who' could draw beautifully (meaning render well)
and who drew ships but was not intelligent enqugh
to know how a ship was rigged or constructed so was
11m1ted as an artist. I interpreted this to mean
that I could become an artist but poor Adoe could
., It was from this point on that I began to see
nsgelf as "artistic". In a way it was compensatory.
It drew on-5Stereotypes and preconceptions and helped
reinforce thep. If I was "ayﬁistic", I didn't have

-
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to be, and indeed couldn't be, outgoing, good 1n
sports, good 1in,math--all th1ngs that didn't come
as easi1ly as drawing. My sense of being a loner,
outside the group, different, was given credibility.
Being different from the other kids was promoted

by my mother, always one to-make a virtue of neces-
sity. Being different became equated with being
better.

The town 1 grew up 1n was predominantly work-
1ng class--miners, loggers, labourers, the occasion-
al merchant, and the rare professional (meaning a
doctor). I, and I think most of the towns people
considered teachers to be none of the above.
Teachers were sort of perpetual students, people
who have not quite grown up but were lucky to have
a good income and two months of summer holidays.

But 1n all other respects, the teachers would keep
their jobs and probably deserved the salary for
having to spend time 1n school with those kids.
Again, except for the two doctors, teachers provided
the only real job role models for anyone who aspired
to be other than a labourer or salesperson. As a
ch1ld and teenager, what I saw was that anyone who
was at all successful at school could graduate, go
to normal school, or later university, and come

back home to the town or district, to be a teacher.
It seemed like a closed circle, something that ex-
isted for 1ts own sake without reference to the
outside world. My view df the outside world was,
admittedly, rather 11mited So, since I was €n-
couraged to be different, I had no professed 1inter-
est in becomina a teacher . . .

Following the scenes of my becoming the class
artist in grades four and five are a few art related
ones from grade six. I recall myself again 1n a
cloakroom, this time enlarging pictures with an
opaque projector. It seems to be characteristic of
my school art experiences that they occur apart
from and outside classrooms. Not only 1s art out-
side sthe classroom philosophically, 1t is outside
physically. Except for a group mural on Africa 1n
grade four, my only recollection of thick paints
and bright calours and the occasional story 11lus-
tration or social studies project, I have no memor-
1es of elementary school art. It was also 1n grade
six that I experienced my flrst student teacher,

He had us doing papier mache masks. I stil1l recall
the large brown Indian chief face I constructed
with 1ts shiny shellac finish and black wool
braids. I Yecall it in the context of an art pro-~
ject but something that was not drawing or painting.

243



Grade seven and eight were 11berat1ng years.
We moved from the elementary school bu11d1ng to the
high school building across the school yard.” We had

di1fferent teachers for different subjects. We had o

art once in awhile, maybe 1t was once a week'but 1t
didn't seem that often At least there was a "real”
art teacher, a tiny woman with a loud vo1ce\39d a
large reputation for being a disciplinarian.™ In
her class, we got to sit at tables and.to use water
paints . . . It was doing something I Tiked but 1t
was not particularly exciting or expanding What
was more exciting was what I did with the grade
seven home rpom teacher, the first youngish male
teacher 1 engountered. He made social studies

(and school) interesting again apd encouraged me to
write and act in skits, nurturing my other role as
the class clown. Although not particularly outgoing
or socialdy adept, in an "on stage" situation, I
lost inhibitions and could perform. (Maybe I could
be a teacher) . . .

The other teacher I admired was my grade ten
to twelve English teacher. What shone through was
her love of the material. This was rare 1in my ex-
perience--someone who taught what they knew and
loved.

From grade nine on,*I took art by correspon-
dence . . . as I said, opportunities were limited.
The idea of art as being something outside the
mainstream for the talented few was certainly re-
nforced.

[ also took by correspondence, a commercial
art course with Art Instruction Inc. of Minneapolis,
Minnesota (wherever that was). I was fifteen and
the course opened up a new worlid for me. The les-
sons, or books, or units of study were more detailed
than the lessons from the Department of Education
and there was colour! My inspiration was the covers
of the Saturday Evening Post and my idol was Norman
Rockwell, This course reinforced and fed me on
those genres. Since my forte was copying and I
could follow instructions, I did well . . . In
retrospect, [ see that my work was very tight, re-
strictive, unimaginative, and naive and the skill
Tevel 1n tasks like lettering and layout rather
mediocre. But I drew a lot and that was good.
When I drew I felt I belonged to something.

So, at high school leaving time, to me art was
11lustration, something one did on his own, outside
of school, and the last thing I wanted to be was an
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art teacher. Teaching seemed an easy out--some-
thing everyone did. But I liked 1ittle kids. By
this time, we had a baby brother and we all partici-
pated 1n the child care activities. Also, I had
been active 1n cubs and scouts, so leading groups

was not new to me. Sure, I could be a teacher.

I'11 need a job someday. Don't rush me.

Yes, one can always be a teacher But 1f one chooses to be a
teacher of art, what does that mean® Is there something basic about
my experience of art as being "outside" school? It 1s common know-
ledge that the arts are not valued highly in North American schools
although art educators and others believe that they are essential and
central features of a civilized socisty.

The arts of visual expression, for example, are
evident 1n almost every visible thing skgped by

the human mind - all the artifacts we use, all the
1mages we see, all the constructed spaces we 1nhab1it.
Learning about the arts of visual exprgssion (as

well as the art of music, dance, and theatre) 1s
Just as demanding as, and no Tess important than,
mastering the art of expression through words and
numbers, (Chapman, 1982, p. 2-3)

I believe too that the arts are important, but I have 1mplicitly
accepted this "outsidedness". I have been something like Schutz's
"stranger", an on-looker to the "thinking-as-usual" patterns of the
school (Schutz, 1964, p 91-105). 1In this society, the artist and by
extension the art teacher, 1s a kind of enforced, pérpetual stranger.

A feature of the distinctiveness of the artist, says Feldman, is

. his role as an outsgder whose social usefulness 1s based, 1t
would seem, on his chronic estrangeﬁent from the ordinary, official
concerns of society" (Feldman, 1962, p. 4). I have sometimes revelled
in this role for 1ts specia]ness: From my fringe position I have
"made 1t a m1ss1o? to make art more central, more integral in schools

and public education as I regard 1t integral to my T1fe. Perhaps 1t

4
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1s an urge to belong, yet remain somewhat different (but ndk too dif-
ferent). In this respect I am more like the "homecomer" Schutz des-
cribes, returning to an environment which 1s familiar, but which can

- be seen with new eyes. What 1s usually taken for granted 1s ques-
tioned (Schutz, 1964, p. 106-119). There 1s a productive tension that
ex1sts 1n this not-guite-inside-not-quite-outside relat1oﬁ.

Is there a connection between this "outsidedness" and the stu-
dent teacher's response--"I dan't want to teach i1n a public school?"
Annie anJ Jane do not say that they do not ever want to be teachers
or never want to teach children. The source of the children's per- A
cetved lack of motivation, lack of caring 1s seen as being somehow
embedded in the school ,system. Hence the comment: "teachtng wouldn't
be so bad 1f 1t didn't take place 1n schools". They do not want fo
be 1ns{gers 1f being 1ns1de”means perpetuat{gz the conQent1ons of )
schooling as they exper1én5éd them as pup1ls. They react ag?1nst -
what they see as a "structured situation”. fhey see the structure as
1nhibi1ting both, themselves and the éﬁ1]dren. Children i#n other con-
texts such as recreation programs or ért galleries it 1s believed, :
w1ll respond more attentively and more seriously. It does not seem
to occur to the student teacher that these places are 1nst;tutions as.
well with their own restrictions and structures. Annie does learn
however, tha% the camp system is also problematic. There are disson-
ances between her aims and éxpectat1ons and ihose of the camp ;nd the
children. Julie too can 1dentify herself as an "an%i-c]assroom per-
son" and question organized educatfon. She ponders, and 1s fascinated

by a quotation given her by a roommate.

*
There are no-educators. As a thinker one should >,




r
—r—
0

speak only of self-education. The educatien of

youth by others 1s either an experiment, conducted

on one as yet unknown and unknowable, or a level-

ing on principle, to make the new character, what-

ever 1t may be, uniform to the habits and customs

that prevail, n both cases, therefore, something

unworthy of the thinker -- the waork of pacents and <
teachers, whom an audaciously honest person hds

called NOS ENNEMIS NATURELS. (Nietzsche, 1954,

p. 70) . :

A chord 1s touched and she feels uneasy, yet she can not, fd]ly
accept the claim that teachers are the natural enemes of thinkers
and youth. She sti111 wants to teach-.and remarks that "the only
place you can do anything about that is the c1assréom--1t's the same
kids!" Although she might prefer anbther option and hopes that .teach-
1ng outdoors -may provide an ansqgr,'she sees the school as the 1nevi- ,

- table arena. "L ;

Somehow the schaol system seems to be the ultimate

challenge tome . . . If I could handle the school

system’,l could handle anything!

. Perhaps what these student teachers and d as "proto-teacher"

were responding to 1s the stranger's ‘unease with, and questioning of,
the taken-for-granted since we do not feel a part of 1t. The student
teacher by definmition 1s not yet a full-fledged "insider". We also
1dent1fy ourselves with the artist. It 1s a stance that Greene sug-
gests that not only student teachers and art teachers, but all teach-
ers, should take. She says that the teacher should be " . . . engaged

.

1n ‘critical thinking and authentic choosing" and should not accept

”any ", . . ready m§de standardized scheme at face value" (Greene,

1973, p. 269). The teacher must consthntly pose questions to hwm or
hgrse]f 1f the expectation is for " . . . students to pose tﬁe kinds
of questions about experience which wi1ll 1nvolve them 1n se]f—aw;re

anquiry” (p. 269). Do the student teachers 1n this study regard
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teachers and themselves as teachers, 1n ways amenable to this image?

They know what they do not want to be as a teacher "I don't

think I'd T1ke to be that authoritative person who 1s so filled with

8

\”

knowledge and 1s always right". They do not want to be "God", a "kind

® of person-who could be put on a pedestal" or a ~director 1n front of

rows". It 1s assumed that a teacher hés more kmowledge than the stu-

dents, but a good teacher does not f]eunt 1t. They reject as a model
4 -

the tedcher who*"can't put things on a lTevel children can understand
or really care about" and wyo "only takes half the time". They agree
with Heidegger.

If the relation between the teacher and the taught
1s genuine, therefore, there 1s never a place 1n
1t for the authority of the know-1t-all or the
authoritative sway of the official. (Heidegger,
1972, p. 18)

L4

Words used to describe the preferred teacher are: enthus1ast\c,

respected, enjoys, open, i1nvolved, honest, re]gxed, encouraging, and
challenging. He or she 1s "1interested 1n kids and the subject and

makes 1t interesting for them". Such an art teacher makes students

"aware of what 1s around them and what they are, what they are feel- ;
1ng" and "helps them use mater1a1§“for the end of expressing further

awareness" to "bring out the person's (pup1l's) 1ndiv1dua1}ty". N

There is nothing here that does not support Greene's authentic

. e

teacher. /

As I re-read the student teacher's accounts of teachers and

3

teaching, several statements "pop out" and seem to speak ofnsomething
central. There are some statements which seem to capture important
elements of the experience. .

1. (It 1s 1mportant as a teacher) "to be open enough so that you

[

.
-

L.
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11.

12.
13.

plex yet consistent. It is more than a role to play. As the student .
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can change". .,
(A good teacher) "developed me a lot more nto the open".

"If you become involved 1n 1t . . there's a.lot of depth in
1t "

"I wouldn't be,able to teach and not Tove 1t." .

"I feel I have a real obligation" (to give the children my best).
(A poor teache;) "only takes half the time."

"L, ;t is being something, having something."

"Not everyone 1s cut out to be a teacher."

(Becoming a teacher 1s) "a whole different way of looking at
things."

"Different, but not too different."
(I) "would like to be the sort of teacher who could 1nstill 1n
students the desire to find out for themselves and to

lTearn . . "

(A good teacher) "motivates people to look for themselves."

", . to bring out a person's individuality and the creative
spirit within people."”

These statements c]us%er around a number of features-
1. openness (1, 2) .
involvement - depth (3, 6)

love - obligation (4, 5, 6) .

> w N

being something (7, 8)
5. a different way of looking (9, 10)
6. self-motivation - individuality (11, 12, 13)

What emeqpes 1s an 1mage of gpe teacher and teaching that is com-

.

teacher develops such a view she’is beginning to overcome what L.A.

"~ Reid calls the "domination of the 'stereotype'.idea\of the teacher"

(Re1d, 1965, p. 192). This 1s much less playing a role or acting a

ot X R
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part conceived by others, but more 11ke what he calls for, "a princi-
pled understanding of the task 1n hand as 1t now presents 1tself, not
aformuia to be applied" (p 195). Teaching 1s becomng a "mode of
being 1n the world" (Denton, 1974, p. 105). To these student
teachers, teaching c&lls for involvement, committment, responsibility,
and obligations. It ca]%s for depth and 1t calls for love. Although
not often mentioned in téacher education literature, student teachers
talk of emotions 11ke Tove and hate. A teacher must provide open-
iigs for herself and for her pupils. It 1s both opening minds and
opening eyes. Teaching 1s seen as a kind ¢of bringing out 1nto the g

open. What-1s valued 15 the pual]'s individuality. What 1s repug-

nant 1s the image of the teacher chiseling sEudent‘s heads 1nto

square shapes where, says Julie, "everybody ;s going to turn out the .
samg".-'That would fit Nietzsche's view of teacher as leveler and
enemy. The wish 1s for the pup1ls to "find out for themselves and “/)
to teann". This evokes Heidegger's dictum, "What teaching ca][s for

1s this to let learn. The real teacher :n fact, lTets nothing else

be learned than learning." (Heidegger, 1972, p. 15).

Hei1degger's "to let learn" 1s not far rémoved from Ryle's expos-
1tion of teaching a$ "enabling one to learé", although both approach
the mattey differently (Ryle, 1967, pp. 105-118). As Ryle put 1t:

"the teacher 1ntroduces the pup1l to the ropes but it 1s for the

pupil to try to climb them" (p. 117). He adds, with an 1mage that .
echoesée1degger, teaching 1s "gate-o;en1ng" {p. 119). _Ne1ther author;,
and certainly not the student teachers, suggest that this Tetting ) «

learn, or enabling or finding out/ for themselves means that the

teacher 1s a passive"ﬁgent hat the process is easy. On the .
gr

[
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contra(y, the student teachers testify to the amount of energy, time,

commitment, and anxiety involved Heidegger adds.

The teacher 1s ahead of his apprentices in this
alome, that he has st111 far more to learn than
they - he has to learn to let them learn. The
teacher must be capable of being more teachable

Y than the apprentices. The teacher 1s far less
assured of his ground than those who learn are
of therrs. (Heidegger, 1972, p. 15).

’

To be a teacher 1s to be a learner. Kierkegaard says that "

struction begins when you, the teacher, lTearn from the learner, put

n-

" yourself in h1s place so that you may understand what he understands

and 1n the way he understands 1t . . . " (Kierkegaard, 1946, p 335).

The teacher who provides openings for students 1s interested 1n

promoting creativity in children. The student teachers in t§i1s study

at first talk naively and romantically about creativity. They seem

! .

to regard creativity as an inborn trait, c‘n to all children, \

waiting to be let loose 1f the school does not squelch 1t first.

"Maybe I'm trying too much for them to be creative
and they already are." . :
"Children are naturally creative, are naturally
spontaneous . S

"You lose a lot of the children's creativity . .

"1 am a ch11d when creating . . .

These statements reflect what Dearden calls the "corked bottle

theory of the emotions" (Dearden, 1968, p 147). In this view,

creativity 15 the popping of the cork which relieves tensions, to

)
provide”novel results and a general euphoria of personal satisfaction.

It 1s a state divorced from the evalustion of any specific product.

Dearden notes that "creativity" 1s used in four senses. The .first,

Just referredto, regards creativity as simply crude self-expression.

P
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3

The second sense--the novel use of rules and standards 1n novel ways
could refer to anyone with idjomatic speech. The third sense requires
»
originality and involves departing from usual modes and approaches.
But creativity in the sense 1n which 1t 1s significant for art edu-
cation, must be 1n his fourth sense, that of aesthet1¢ creativity,
which 1s
. neither pleasurablie self-feeling, nor just
speaking, nor necessarily being original. What
1t 1s can be determined only by reference to the
aesthetic object produced, whether this object be
a poem, story, song, dance, painting, or carving.
That 1s to say, the criteria of creativity here
will be appropriate to the art. (Dearden, p. 149)
The student teachers do recognize the importance of a teacher's
guidance and intervention. They use phrases like: “they just need a
way to focus their creativity", to help children cultivate this

sense of creativity", "to give them the means to find the thrill of

creativity".

[3

Creativity whether dﬁhs1dered in terms of person, process, or
product can be focu;ed and cult1vateJ. What is sig;;f1cant 1s the
result of such activity n te%ms of actions and objects. The teacher
does\havé a place 1n developing the pupils' abilities and must lead
in providing appropriate materials, activities, and atmospher; to
gradually convey a critical understanding of what is 1nvolved in ex-
pression and in appreciation of art. \‘

Another set of key phrases can be gathered ﬁértaining to pupils
and children,

1. "You gotta start with children."
2. "Children bring alive the child within me."

3. "Children teach me."

4. "They are so accepting of everything we do."
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5.+ "Just because they were s1x years old I- d1dn t feel that made
them any less of a person.'

6. "You don't know the kids until you teach them."
7. “The kids. know when you are not well prépé}eda“— .

8. "I don't T1ke to tell them 'this 1s this' - I Tike them to sort
“of figure that out " ’

9. "Clay will not wait - kids will not wait." - .

s

10. « "My amm 31s to get closer to the kids at s¢hool. L must keep .
aware of the students' feelings and edos.". .

11. "I think I can keep them 1n hand."
12. "Where I want to put their minds - I gues% is the only problem."

13. "Mamﬁatmn 1s taking time to influence my vaIues' on spmeone
else dnd I'm not sure that's always right."

-

14. "It was just a constant big battle for control."

&
A

15. "What they sai1d came right from where they_ felt."

What these phrases and statements po1nt to a;e not anly atti-
tudes towards children but the student’teacher S encounter with the
pedagogic relation. V'ldenberg descr1bes the pedagog1c relation as
" . . . the distinct form of 1nterhuﬁan relation that 1s deliberately
established to enable human beings to éome nto beang ;Hrohéh dis-
closure of their possibilities of being" (Vandenberg, 1981, p. 187).
This relation, as Buber says, is "pure dialogue" (Buber, 1967) We
see 1t mani1fested as a never-ending series of givg and take characl
terized by tension and paradox. There'1s tﬁe puli betw;en letting
léarn and an obligation to give something, between not wanting to

manipulate or 1mpose values and wanting to share. There 1s the ten-

sion between the serious striving to maintain standards and the fuh

_of working with art materials. There is the inevitable tensien that

2
exists'amongst human beings 1n social -$ituations. Julie sums it up

FE3

44
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when she says: "I sti11 really like them, that 1s, when I'm not
hét1ng them:"

It 1s a ba]éﬁc1ng act Jusf " . . . being able to hold their
attention andlget them to po what you wané them to and yet not be up
there as some sort of 4 digtator...". hen Julie says "I think I can hd
keep them 1n hdnd", her turn éf phrase 15 reve$11ng She does not say
"unde; centrol”, "under mj~thumb“, or "handle them". "In hand"
£0nnotég‘fhe caFTng.“nuifur{nq, non-;uthoratarian stance she values.
it 1s dlffgrent'even than "#n the palm of my hand". She does not
want to dominate, but sh; does want to offer something (give them a
hand?). She cares and she trusts. Her acts are becoming those of
the true educator, "the igf1uencing of the.lives of others with one's
own 11fe" (Buber, 1967, p. 100). Buber posits that this mutuality
of gwving aﬁd taking between the teacher and pupil 1s central to the
educative relationship Not only must the teacher imagine the child's

-

individuality, the teacher must also be able to feel how she affects

Rt DR e e

_this other human being. i

In' order :to help the realization of the best poten- P!
t1alities in the pupil's life, the teacher must : ‘
really mean him as the definite person he 1s 1in his i
potentiality and 1n his actuality . . . he must be ] .
aware of him as a whole being and affirm him 1n
this wholeness. (Buber, 1958, p. 132)
Julie strives to maintain this relation with the two girls who

cut up therr paintings. She confronts them with the consequences of

their actions and tries to understand their response. In an intui-

tive and partial way she 1s" attempting verstehendeuriderstanding, as -

she tries to put herself in their place.

"What they said came right from what they felt.
That's okay. I can buy that. I just don't




*

~

T1ke where 1t's coming from, their attitude."
She affirms them in their personnesgput longs to be able to
positively influence their value structures. As Buber points out,
the educative relation 1s.dialogical, but not mutually inclusive--the
two parties are not equal. The educator "experierices éhe pupil's
being educated, but the pup1ls canpot experience the edﬁcatﬁng of

the educator" othe

se, the relation would not be one of education.
A

but of friendshid (Buber, 1967, p. 100). The teacher, the person
whose calling 1t 15 to influence the being of persons, must experil
ence this action ever anew frem the other side. The teacher must
accept the learner as a process of becoming, not as a fixed and
static entity (Rogers, 1964, p. 482). ‘ '
Living abthentfba]]y together involves tensions §nd risks. The
pedagogic relation‘is fypified by being tension-filled. It involves
ba]ancfhg seemingly coﬁflicting values and aims. The student
teacher's image of teachers and teaching is grounded in terms 1ike
'bpenness’, “involvement!, and 'tommitment." The teacher "lets learn" yet"
wants to give someth1n§. The teache( is both an outsider and a par:
ticipant 1n a dialogue. With such a demanding image of teachers and *
teaching, it 1s small wonder that some studeﬁi teachers choose not
to continue to pursue the goal. When the choice is made wiEh unders

standing of the demands, further credence 1is given to Heidegger's

o [

’

claim: "It is still an exalted matter, then, to become a

teacher . . . " (Heidegger, 1972, p. 15). ‘

+

o oot . R, Vit iy - ~ 2 s

e esiie

rh ey

LT S 5N NI ARI  osofo is g e

.
R

el i -
.
-~




256

€hapter 11
THE STUDENT TEACHER AND THE ARTIST-TEACHER

To become a student teacher of art seems to be to thrust one-

.

self onto the horns of a dilemma. The dictionary describes "dilemma"
. /
as a situatron reqﬁiring a choice between equally undesirable alter-

- natives. fither choice would, 1t seems, result in a kind of

»

professional hyri-karv, If'I choose to be an art teacher, I compro-

+
2

mise my ideals an artist. I will not have the t1mé‘and freedom to
ﬁake art, If I choose to be an‘arf1st, [ forfeit my dedication to my
1deals of educating children and youfh and mus? l1ve with uncertainty
and 1nsecurity. 1 may be choosing poverty and probably the dis-
pfeésure of my.pa(ents. To éhoose to become an art teacher, to be a
student teacher of art, sogetimes seems to be to choose the worst of

two worlds.

’ - Igzj:\;ure that I wanted to take art and also
sure that I should be at a university, so my only
option was to take the fine arts major.in the

" Faculty of Education. But take education? By this
time, after being at the university for a year, I
had experienced the low regard education students
and courses had on campus. I'm not ‘sure .if the ex-
pression "Mickey Mouse" was current then, but it was
shortly thereafter. [ went to see the head of the
art education department an campus and showed him
my work. He seemed less than impressed with my
prized pasting of a spotted leopard on a branch.

. poised to 1gap. There were probably also portraits.

But I could enter the program if I wanted. That
meant, I could register for courses,in the fall.

So I had to decide. Do I want to go wnto
education? Do I really want to be a teacher? Well,~
.I 1ike kids and maybe being an art teacher wouldn't
be so bad, , And small towns in B.C. like the one I
came from could certainly use trained art teachers.

[ certainly would have liked one--but I had little
idea of what an art teacher did, but I was sure it
involved drawing and painting. My parents, es-

pecially my father, would be glad if I chose to ‘be

' \

\ 4
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a teacher. That's a good respectable job. Even
though my parents always supported my interest in
art, there was always fhe hope-and indeed, the ex-
pectation, that 1t would lead, must lead to a job
And since there was a steady girifriend, future
security was not far from my consciousness. 5o 1t
was decided, take the art education program. I
felt Ttke I was committing myself to a kind of
marriage. My university education was starting to
bear some fruit and I was beginning to realize how
T1ttle I knew and how much there was to find out

I had made the decision to become a teacher--not
Just a teacher, but an art teacher.

If I choose art teacher, what kind of hybrid have I chosen? As
Mason observes, in their art training student teachers, art education
students, are often taught studio art "by teachers who tend(ed) to
express scorn for 1nstitutions of learning and for the art establish-
ment* (Mason, 1983, p. 56). She adds that ". . . most of my teachers
~and colleagues at art college 1dentified school teaching as an occu-

pation for ‘failed artists' and dismissed teacher-training courses

as 'unnecessary, academic and boring'" (p. 56). As proto-art teach-
ers, they find themselves i1n the middle of a debate, that i1n various
guises has been a part of the furniture of art education for the past
few decades. Whatever form it takes, 1t revolves around the 1ssue

of whether a person who teaches art 1n schools should be primarily or
exclusively an artist, a teacher, or some combination of both. The
"artist" camp believes that art education must place 1t§ allegiance
with the practicing professional artist and that, indeed, the artist
must not only be the model for the art teacher, but the art teacher *
must be an artist. A vocal proponent of this view is Howard Conant

who claims "1t's about time we put 'art' back into art education”

(Conant, 1973,*).
* . . . the moment art~became an element of fo

al
education and teaching became the respons1bi{?ty

s
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of pedagogues rather than artists, art as such
practically vanished from the educational scene.
(Conant, 1975, p. 154)
Irving Kaufman too, promotes "the artist as exemplar" 1dea
Any approach to art education has to be aware of
the basic mystery of art, of 1ts "magic". An 1n-
dividual teacher must himself or herself be artis-
tic, inherently sympathetic and sensitive to the
play of the senses and the symbolic character of
visual forms. (Kaufman, 1966, p. 522)
Jerome Hausman though, cautions that "“the skills and insights
involved 1n making paintings, sculptures and prints do not neces-
sarily extend into the realm of the personal skills and insights
'requ1red for quect1ve teaching" (Hausman, 1967, p, 14). The
"teacher" view is championed by Ralph Smith,
The matter of professional i1dentity could be
resolved 1f teachers thought of themselves first
and foremost as pedagogues, as persons concerned
with the art and science of teaching a gjven sub-
Ject, 1n the instance at hand, the subject of
art. This 1s to say that 1t should not be
necessary to Tive vicariously the Tives of artists
and s@delars 1n parent academic disciplines
. . . artists are not fundamentally pedagogues.
(Smith, 1980, p. 10) y
Straddling these two poles 1s the notion of the artist-teacher,
someone who epitomizes a synthesis of both roles. Anderson for
example, stresses "that the role of each 1s not a separate entity
but that there 1s a great deal of interdisciplinary fusion" (Ander-
son, 1981, p. 45). It should be noted that since the early 1960's
two more role models have been suggested for the art teacher--those
of art critic and art historian (Barkap, 1962). The art student
teacker most 1ikely regards these exemplars as perditlators of the
subject matter of art, the "scholars in parent academic disciplines"

to whom Smith refers. Nevertheless, the introduction of two moref~\

oy
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dramatis personae certainly complicates the scenario. - Student

teachers, probably first attracted to the profession by their inter-
est 1n making art, encounter institutions with growing curricular
interest 1n art history and art appreciation, often subsumed under
the rubric ™ "aesthetic education" Sti1l, the epithet "artist-
teacher" 1s appealing as 1t 1ndicates that one caﬁ combine one's
artistic self with one's teacher self In his article "Uniting the
Roles of Artist and Teacherfi\Szekelnywtes that "the artist-
teacher who 1s continuously growing both as an artist and as a peda-
gogue appears to be the best hope for our !!hools" (Szekely, 1978,
p 17).

With one's 1nvolvement 1n the arts comes the ex-

citement 1n creation, the flourish of nelw 1deas '

which may be translated intb art making as well as

teaching these skills. The artist-teacher who has

performed or painted the previous evening, main-

tains a high level of interest and creative 1deas

which serve as readily available references for

-art teaching. The closer to the sources of 1n-

spiration, the nearer one feels to the art world,

the deeper one's 1nsights will reach i1nto the art

process of others. (Szekely, 1978, p. 17)
He adds that the transmission of one's artist self "to a class should
be both planned and Intuitive and that the process can be enhanced 1f '
given serious attention in teacher education. Nonetheless, the stu-
dent teacher of art 1s faced with the task of makmg sense of and
coming to terms with these two (at least) roles, these multiple ways
of being.

\
What does the student teacher experience when confronting the two

worlds of artist and teacher? e can look at a number of statements
on this theme taken from Annie's, Jane's, and Julie's-11fe-world

descriptions. I have underlined key words.

\

L
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. trying to make them work together, instead
of letting 1t continue to be a conflict.”

. Just to balance 1t somehow."

“T think the 1dea 1s to just make 1t whole and not,
let 1t be a conflict.”

"I think they will probably flow together okay--but
right now 1t's a continual debate.”

", . because part of me just wants to be 1n the
stud1o and that™s really selfish 1n a way--but on
the other hand . . "

"It's not 11ke 1t's one or the other--1t' s a matter
of compromising one for both.,"

"I worried that I was selling out."

"I think being a teacher 31s just as 1mportant a
thing and just as much work as being an artist."

"As an artist, you arae growing and developing all “
the twme, and I think as a teacher you have to do
the same."

". . . but at the same time--my own art 1s very -
important to me, and that's what I feel hesitant
about, 1ike maybe 1t would be better 1f I just

worked 1n 1t a couple of years myself."

"They just feed off each other a little bit . .
T1ke I'm sure I could use forty hours 1n a day."

. . S0 1t wasn't like they were conflicting or
tearing each other apart."

“T just felt that I wasn'fygiving either area a
fair chance--so it basicdlly became a decision of
doing one or the other."

"Well, myself at this point I just couldn't do it--
Just time wise."

"I have a lot of interests . . . maybe I'l1 be an
artist someday, I don't know." N

"Studio courses start splitting me because I 11ke
to do them, but I never pursue any of the studios "
seriously.”

“I don't know what 1s the stigma I have attached to

- h A}
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“artist" . . " .

What this ianguage reveals 1s that the experienge 1s not a
single conflict or even a ditemma, but & mu]t%-1eve1ed 1alogue  In
themselves the statements indicate the kinds of cons1derat1ons, af-
firmations and self-doubts that surface, é1nk and res n;pc?. I
readily note that tpé underlined words- and phrases cluster into three
categories, ones that are somehow negative (Ti;j COnf11ct, selling
out, selfish, splitting, stigma, hesitant), those that are positive
(1.e. work together, make 1t‘who1e, flow together, growing ana
developing) and those that are more neutral (1.e‘ continuéd debate,
part of me, just as much work, feed off each other, decision of doing
one or the other). On further investigation, 1t seems that 1nstead
of being simply Hegat1ve, positive, and neutral, the phrases are more
than tﬁat.‘ A procéss appears with three phases that could be called
confronting, consensus seeking, and conciliating A malaise 1s felt
and confronted. This ls‘counferea by an urge to seek consent and
accordance. Other points of view are considered and alternatives
. weighed. From that give and take, some kind df conciliation arises,
I am noé suggesting that the movement 1s linear or orderly, but
these khree phases seem involved. The outcome may be a resolve to
strive to let the facets Qork together, or it may be a decision to
withdraw, to abandon the teacher role (temporarily at least) and to
let the artist side grow. The latter cho1ée may ind1c?te a greater
concern for one's own growth and education than for that of others.
One could also choose to abandon the artist side totally, but that

would be to stretch the 1mage of art teacher beyond recognition. To

be an art teacher 1s to allow artist and teacher to coexist. Choos-

-

-
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ng art teache;/xglnot choosing either artist or teacher. It 1s not an \

‘e1ther-qr" cﬁd;ké“s1nce 1t 15 not a dichotomy but a relationship
The tagk for the student \teacher 1s choosing which form the relation-
ship wiN take. As Sartre says, "man chooses himself".

. .»man *1s nothing else than a series of under-
takings . . . he 1s the sum, the organization, the
ensemble of the relationships which make up these
undertakings. (Sartre, 1957, p. 3)

Perhaps thé sense of incompatibility associrated with art and

education would be heutraL1zed 1f education were seen more as art
and art were seen more as a kind of knowledge. One approach to dis-
solving the fé]]acyof the art1s} or tédther d1lemna 1s to consider
teaching as aq art. Good teaching t& L. A. Rerd 1s very much 11ke
practicing an art. Both lead to discovery. In his analogy of teach

Mg to art, learners are like "aes%éetig form", something individual

and unique toyitself, to thisework of art. .

So a teacher errs 1f he thinks that a 'lesson' 15
something the shape of which tan be finally fixed.

» beforehand, and which 1s then 'taught' to the
children who “learn' 1t. Qf course the teacher
has to prepare h1$ lessons (as the artist may
ruminate long on what he 1s going to do)," and of .
course he knows generally the sort of children® he
1S going to teach and the.conditiong under which
he will teach them (as the artast knows the mater-
1al he 15 going te work with). Nevertheless, what
the good teacher 1s really doing by his imaginative .
art 1s to bring to birth new discovery 1n the
children's minds and imaginations, and this never
happens 'ti11 the actual event 1n which' they with
their tndependence participate. (Reid, 1965, p. 193}

L;ke the artist, the teacher learns and assimilates techn1q&e
unt11 1t becomes second nature, subservient to the "central artistic
purpgse", but the technique is Best 1earﬁed‘as required, on .the job,
in service of the art (Reid, p. 193). Both must respond sgns;t1ve1y

to the circumstances and the. material. Max Black, also viewing

4
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v

education as art but from the perspective of the Tearner 1n higher .
education speaks of the “resistance" of the material and respesﬁ for
'

the material as necessary conditions for aesthetic decision (Black,
\

1961, pp. 40-41). "Thus the relation between artist and materha],

- \

far from being that of active agent to passive substance, tends'

© rather to resemble human contest", that 1s, the t®acher-learner

relationship (Black, d. 40) If the analogy of learning to artistic

creation 1s carried furtyer, we see 1in both cases, respect merging
into a "love for the intrinsyc nature of the material" and demand-
1ng sacr1f1c?s and self-critisgsm, making 1t "proper to speak of the
practice of an art as a 'disciplingl (B}ack, p. 41). The learner,
regardless of subject matter, and by extension the teacher, under-
goes a process not unlike that of the a

‘ v
and Jane, the student teacher wishes, more academic subject&wére

1st. If, as Black suggests,

approached from this staﬁce of ah artist responding to aesthetic
cancerns and materials, less distance might be perceived between the
ma§1ng of art, the teaching of art, and the teachihg and learhing of . :

other school subjects. In this sense, teaching pecomes an artgand

' we can speak of what Kaelin calls "thetkﬁgcher artist", whose task 1s

"ordering the qualities of the learmng experience by controlling the

-

-communication between the openness of the student--who must express

1 . r
his own universe--and his own as the first critical appreciater"
3

(Kaelin, 1974, p. 60). The measure of the teacher-artist's success
would be the pupill's success 1n expre§§1nglnn1or herself. * «

. Another avenue for avoiding the false dichotomy between artist
and teacher is to regard art as 3 kind o% knowledge. Artists, likep

A - 1 -
teachers, are concerned with ways of knowing the world. It 1s %
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different kind of knowledge, but both are 1n the knowledge business,
and both forms of knowledge have legitimate places 1n schools. The
view that art 1s a way of kpowing 1s current among aesthetic educa-
tors and 1s rooted in the work of thé philosophers Michael Polany1
and Susanne Langer. Both grapple with the epistemology of art
centering around notions of feeling, .1ntuition and empathy; or what
Polanyr calls "tacit knowing" (Polanyn, 1962): As 1nterpreted by
aesthetic educators, art knowing, through the making and studying
of art work& 1s a“kind of direct empathetic knowing., It 1s the know-
ing of something, as distinguished from knowing about something, or
knowing how to do something. Art knowing 1s non-Tinear and 1n
Langer's terms, non-discursive and "peculiarly well-suited to the
expression of 1deas that defy 11ngu1st1c projection" (Langer, 1976,
p. 95). It 1s an intuitive knowledge furnished by our sensory
apprectation of forms or nqprd1scurs1ve symbols such as paintings or
musi¢. Although not conceived by discursive language, this knowledge
can st11] be considered rational. Indeed, art can be considered a
non~discursive language, although a language in the }oosest sénse of
the term.

Because the aesthetic edmcator can demonstrate

that knowledge of any subject (as~d1stingu1shed

from "knowing how to" and "knowing about') as .

1ncomplete without 1ts empathetic dimensions,

he or she can claim rightly that desthetic edu- . -

cation 1s 1ntegral to the eurriculum. And

provides knowledge in its own right, empathetic

knowledge, and thus is not a means to other ends

or an adjunct to'other studies. The arts, theiws

making and the study of art works, are the only

way to ga1n empathetic knowledge; and sinte h

Rnowledge is not fully knowledge without being R

empathet1c as well as analytic; and the goal of

education’1s to encourage 1n studentd the most
comprehensive,knowledge of the world (as’repre-

- sénted by "subjects") pessible, aesthetic

v

. . . ~ ~~"'i

"integral" is the key word: aesthetic education . N

¥
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education becomes 1ndispensable. (Swanger
1983, p. 27)

Art then, another way of knowing, 1s essential for the well-
rounded, fully educated person. The art teacher, that self-
professed believer 1n the "whole chi11d", must of course be a "whole
person", someone representing both sides, both hemispheres s 1t
were, of the whqle well-rounded educator. Both forms of knowledge--
discursive and non-discursive must be acknowledged and cultivated.

This spirit of wholeness is captured by Palmer 1n hi1s discussion of

Gadamer's aesthetics.

2 As soon as we stop viewing a work as an object and
see 1t as a world, when we see a world through 1t,
then we realize that art 1s not sense perteption
but knowledge. (Palmer, 1969, p. 167)

[N

Perfiaps the most helpful and 1nsightful advice for art teachers

comes from Justin Schorr in his article "Toward a New Sense of
Voca&1on" (Schorr, 1982, pp. 24-26). A new sense of vocation or

“grasp of what 1t 1s tha% one 1§.do1ng“°heffeels will help “%hat
famliar hybrid, the artist-teacher "to relieve his or her ‘schizoid
-condition'" (p. 24, 25)." One's sense of what 1t 1s one 1s doing
dep%sfston what stands out as one reflects or observes in moments of
se]f-awareness: It 1s a figure-ground relationship that shifts

" according tg what 1s subordinate and wha£ 1s foremost 1n one's "pic-
ture of himself-at-work" (p. 24). \w1ta a shift 1n figure-ground

relationship, one's sense of vocation, what one is doing currently,

will chaqge.'~
Then one sees not old occupational titles (eg.,
sculptor, teacher), and not operational labels
(eqg., painting, lecturing), but rather the doings
of one's doings, the work of one's work, without
T labels. And one identifies oneself with these, these

h ]
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"funct?onal processes-1n-the-world, ;nd thusly gains
a new sense of one's vocation. (Schorr, p. 24)

Uttimately, 1f one 1s wholly present to the situation at hand,
one's job 1s being, doing whatever one does. However, since one
Tives as Schutz would say, with multiple realities and one does
different things 1n different modes and since fn any figure-ground
shift none of the elements of the picture are lost, the various ele-
ments exist in a state of tension. In this regard, the artist-
teacher relation 1s like the teacher-pupil or pedagog:cal relation
n that 1t 1nvofves 11ving 1n tension. An-art teacher 1s a person 1n
whon a;E1st and teacher coexist. Artist and teag?sr are not 1ncom-
patible 1n the same person but exist in balance in an internal dia-
Togue. The problems and considerations the individual faces 1n
carrying out the activities of artist and teacher. are pragmatic
ones, those of time management and pérsonal physical and psychic
energy. ) d

While the 1ndividual can regard being and learning to be an
_art teacher as a quest\on of sh1f£1ng relations, 1n its public
manifestations 1t is g@en ég a role with certain demands and expec-
tations. As Sartre notes in his description of the waiter 1n the
cafe, the condition of the public obligation of those 1n an occupa-
tion 1s ;wholly one of ceremony".

The public demands of them that they realize 1t
as cerelony; there 1s the dance of the grocer,
of the tailor, of the auctioneer, by which they
endeavour to persuade their clientele that they
are nothing but a grocer, a tailor, an auc-
tioneer . . . . (Sartre, in Cumming, 1965, p. 152)
The artist and the teacher are also expected to perform their 3

dance. Part of being a student artist or student art teacher is °

T
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learning the dance steps and learning to be a dancer. The dance and
the dancer become one. The aim 1s to transcend the public role and
be the private artist, the teacher, the art teacher. Being an artist,
a teacher or an art teacher, like dancing, are.not.really roles.
They are things one does with his or her entire body and being. They
involve making one's body 'and the music, as the student teacher said,
"flow together". The aim 1s to achieve a sense of "self" which
Rollo May describes as "not merely the sum of various 'roles' one
plays, but the capacity by which he knows he plays these roles; 1t
1s the centre from which one’sees and 1s aware of these so-called
different 'sides' of himself" (May, 1967, p. 90).
. I w11l conclude this discussion of the artist-teacher relation
with a passage from the journal of the painter Wassily Kandinsky.
His description of his coming to term$ with his 1dve and understand-
ing of both art and nature 1s analdgous to the art teacher's being
able to see and understand the uniqueness of the ways of being and
ways of knowing of being an artist and being a teacher. A héppy.
marriage 1s possible. In his "Reminiscences" he talks joyously
of the colours Qg sees in a certain view of Moscow. -
These 1mpressions repeated themselves every sunny
day. They were a pleasure which shook me to the
bottom of my soul, which raised me to-ectasy. And
at the same time they were a torture begause I
felt that art in general and my powers in particular
were far too weak in the face of nature. Many years
were to pass before I came to the simple solution, '
through feeling and thinking, that the aifs (and ’
thus the means? of nature and art are essentially,
-organically, and by umversal law different from
each other--and equally great and equally strong.
This solution, which today guides my work, which
is so simple and utterly natural, does away with

the unnecessary torture of the vain task that I had
1inwardly set myself in spite of its unattainability;

4
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it banished this torture, and as a result my joy

1n nature and art rose to untroubled heights. Since
that time I have been able to enjoy both these
world elements to the full. To this enjoyment 1s
joined a tremendous feeling of thankfulness.
(Kandinsky, 1964, p. 23)

i
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Chapter 12 . ’
THE STUDENT TEACHER AND SELF-AWARENESS

Being a university student was like starting
school all over again. It meant moving from a
small town to a large city, from being a big fish
in a small pond to being a piece of plankton in a
grant ocean . . .

My first encounter with "Education” and being
a student teacher was in a course on the principles
of secondary education--that may have been the ac-
tual title. The setting remains a clear image,
"temporary” army barracks converted to the extent
that they were empty excépt for the ubiquitous
chair-desks. The text book had larger type and
pulpier quality paper and the material-seemed
"softer" than in my other “arts" courses. Student
teaching was somehow disconnected from this class.
There didn't seem to be anyone to talk to about
1t, except the other students as a bus load of ug
descended upon the school. It was strange being
back in a school and not as a pupil. To this day
when I visit a sch8ol (now it 1s usually to super-
vise a student teacher) g certain feeling comes
over me, a mixture of fear, awe, respect. It 1s
something 1ike entering a church, except instead
of ingense, old wood and dusty prayer books, [
smell chalk dust, stale sweat and Pinesol. I am
thrust back £0 my youth. As a student teacher
and as a téacher one never really forgets, for .
better or worse, hat ong was once a pupil ope-
self in such a bu1 , bé it old or new. Even,
when | was-a highschoo cher and Tiked my -
school and was relatively comfortable in it, as
institution and building it still held a kind of
authority over me.

This first student teaching experience was
primarily exposure and observation, but I did get
to teach a few lessons. They were very tight and
unimaginative since I stole all my ideas from the
Art Instruction Inc. books plus a few things I -(
picked up from my new classes. I knew very little
about how children or adolescents learned or be-
haved. I was still an adolescent myself, barely
nineteen! I knew very little about myself.

My second student teaching experience came, I
think, at the end of my fourth year of university.
[ was sent to a very large city high school . . .
what is perhap§&-the strongest memory of that time
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is the masses of rambunctious junior high school
kids, a sea of constant movement.” My approach was
to introduce the lesson idea or demonstrate 'the use
of the materials as quickly as possible in few
words as possible and jump back and let the pupils
get to work. My special skill was to have all the
materials ready for them to rush up and grab\or
help distribute and %o get them down to work. I
Toved the buzzing activitysof kids wqu1ng Then I
would get down to the "real" teach}ngﬁ going around
the clasg and talking to kids individually. That
qu1ck1y became my style of teaching. As a teather,
my greatest thrill and exhilaration comes when I
am working with a group, they are working intently,,

I have been moving from one to the other, asking -
questions here, answering questlons there, [
stand back for' a second: all is humming. ] fee] a
rush of energy, excitement, satisfact1on, maybe
' evegfian aesthetTc experience. The experience i
one of awe at the beauty of all these parts, eac
individual kid wdrking®in this whole, this art
- class. People, process, and product exist in “on
surgimg continuum of energy. .

LI

"' My next expedition as a studgnt teacher in a!
school also took plage in the east end of Van- |
~couver. The school, ‘while stil1Marge by my stan-|
dards, was smaller, less sprawling than the first.
My, sponsor teacher was a show-man.” He would stand
up in front of’ ‘the class and jllustrate his Jasson%

. with drawings and sketches. Most of his lessops |
were about teaching the kids how to draw and pafint,
mainly Tike he did, I ‘was-impressed by his tdch-

, niques amd tr1cks-%or rendering, but somdhow felt

T yieasy and. a litfle intimidated. He didn't exactly"

have the kids copy his wprk,.but ‘rather M style. = * .-
It was more a question of influence and hjs jolly,
slightly agressive persohakity was certainly in- . *
fluential.” As a student teachey’I tried to be
influential but I was shy, withdrawn and naive.
;agay have influenced in subtle ways, but there, was
hing subtie about Mr. Jobhnson! I tried to copy
i his sayle and technique of teaching. ‘I learned .
. . that fteaching was petforming tricks and as a stu-
V- dent teacher”I was there to pick P some tricks

po

'Most jmportantly, I learned that [ couldn“t tegch . . )

1ike Mr. Johnson, I had to teach like myself, who-
.  .ever that was. : -

B 5 ” » . - 'J

" I note that’ a lot of my memorils ‘of student teaching cluster

around thq sponsor teachegu as. the vole was called then. Eﬁe worJ
'y

“spoqsqr:'reinf the fdea of the'studant teacher as an initfate,
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one underg01hg a ritual of admiss}on into an organization?‘ The ex-
perienced gsacher is the backer, the o;e who vouches for the iﬁi-}
tiate's entrance 1nto the profession. He or she paves the way. The
connotation of responsibility may have proven too onerous, since the
&eslgnat1on seems Tittle used currently. Similarly, the term
"master teacher" seems too honorific and the selection too arbitrary
tp'sit comfortably. The most generally used term now seems to be
“cooperating teacher" as it is neutral and vaguely descriptive.

The experienced teacher's role is to cooperate with the teacher edu-
cation institution in the professional preparation of the studgn:
teacher. He or she must also of course, cooperate with the student

teacher. In any cdse, the teacher in a school who works with the

studenq teacher and their relationship is a pivotal point in stu-
[ 4
dent teaching. If teaching 1s "gate-opening”, in many ways the

cooperating teacher is the gate-keeper:///'

"y The practicum experience that I recall as the

most comfortable and maybe the one where I grew the
" most, at least in terms of my self and self confi-
dence as a teacher, was the one in my last term
(bug not the last practicum). The sponsor teacher,
Mr. Clayton, was a friendly, easy going man, father-
ly but not domigeering. 'I have a sense that what
’ ] taught here-¢ame more from me and less from him.
« + Although a few of the lesson topics were suggested , .
by, him, he did not suggest solutfons, the way Mg. ] .

that .does not mean they weie particularly or1g1na1
They ‘were usually things I picked up from my Art
A *. Education "methods".class, usually to do with a
' material or teehnique or from the. patating and

.+ printmaking classes, ggtey were ideas or techn-iques; .

that I -was-in the pr s of makigg my own". . .

« ' ¢+ I got o know, the students and I got to eare about

them.. I was starting to feel 1ike. a persofi, a .
teacher, and-an axctist. ' -Mr. Clayton ofteil 1eft me

-« . on myown, to succeed or fail. He et me be my-

Se]f " - - /
~ o~ b - .

My next nnd last sponsor teacher was quite

\"

- *Johnson did. When' I say the ideds "came from me", \'

'
i
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the opposite. While Mr. Clayton helped me to be-
come myself, Mr., Dawson made me extend myself. Mr,
Dawson was bright, dynamic, and opinionated. He
had built a strong, well-respected art program and
department (consisting of himself) with a large,
modern, well-equipped art room in a pulp mill town
on Vancouver Island. It was on the other side of
the mountains from my hometown, but it may well
have been on the other side of the moon 1n terms
of contrast of programs and facilities for art 1in
the schools.

1 think 'Mr. Dawson was glad to have another
"art person" to talk to. I don't remember what I
taught . . . what I learned from him was the pol-
itics of promoting an art program, and of dis-
playing students' work. I also learned the
1mportance of being clear, articulate, and organ-
1zed. Most importantly, I learned to take each
kid's work seriously.

Throughout my student teachingperiod, I felt
as much artist as teacher. I was studying both.
And in all cases, I felt that the art teachers I
was working with were artists as well as teachers.
The art education instructors and the sponsor
teachers all struck me as having a 11fe as artists
as well as a life as teachers and as persons.

To me, student teaching was to a large extent
learning from other teachers, those at the uni-,
versity and those 1n schools; what they said, what
they dtd, how they acted, what their values were,
Although I was introduced to the works of the
major authors in the field, 1t wasn't until I be-
came a graduate student that "the Titerature"
assumed major importance. There was not a sharp
trdnsition or change 'when I got my own art class-
room. I still learned from other teachers, I
st111 shared, and in a less formal way, I still
observed and Tistened. I was still responsible to_
other people, but they had become the principal
and the sdperintendent. I was directly #@@sponsible
for the learning of the kids in my classes. When
1. was student teaching, I felt responsible for them A
toa, only now I was legally responsible arfl was
getting paid for it. That made me ‘feel somewhat
independent. But the biggest difference was that
my relation to the student no Tonger included a
sponsor teacher or a university supervisor. In the
classroom it was just me and the kids. That was
both exciting and scary. I was expected to be »
mature and grown yp.

v
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My experience of being a student teacher and that of Anmie, Jane,
and Julie coincided with the life-phases of our youtﬁ and young
adulthood. "L1fe-;hase“ is a term used by Vandenberg in Being and
Education. He describes the differing ways of experiencing the
present moment that establish forms of existence that are peculiar
to particular 1ife-phases. The 1ife phases 1n whiEh 1individuals
typically encounter the experience of being student teachers are
youth or young adulthood. Entrance to adulthood 1s marked by the
"dec1sive event" of soc1eta1.entrance (Vandenberg, 1971, p. 44). n
Both phases involve what Sartre calls “facticity™, the apprehens1oﬂ‘
that being means the possibility of ngn-being and existence 1n an A
uncertain world, "the intuition of our own contingency" (Sartre,
1974, p. 56). Facticity 15 "the dependencé of the free, authentic
self on the contingency of things and the world" (Greene, 1967, p.
27). The yogth, says Vandenberg o

. . lives for the future as he sees it, 1n
rather narrow perspective, exuberantly and . ) .-
overexpectantly = . . He lacks awareness of the T . .
tenacity of the facticity of being, of the factusx

ality that inheres in the human condition, because . -~

he sincerely believes that "society" 1s eagerly .
waiting for him to come and make his contribution.

(1971, p. 49) )
On entering young adulthood, the 1dealistic yoyth finds that the

. ‘ s
societal problems and norms prev19usly thought to be stable andh‘

¢
solved, are in fact ambiguous and-complicated. Principles thought
‘absolute are caljing.fgf compromise and “ . . . much of t does s .
not have to be nevertheless is, and continues to be with a great mas- ', . ,

o

sive persistence 5 he discovers for himself'fhaﬁ the inescapable

-
iz

A

T

condition of all realization is great patience and endurance"

r
-

(Vandenberg, p. 50). The older youth ar:young adult undergoes what

-

3
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Vandenberg calls "the crisi's of practice} experience" as persons and
eyents in the world are encountered. In other words, the young
adult discovers facticity and "admidst the 'storms' of societal,
N economic, ane political 11fe, chooses to real1ze 1n his own 11fe the
" values that he himself finds to be worth repeating" (Vandenberg, p.
52). An 1nextricable part of the‘choos1ng and defining of oneself
and one's 1dentity 1s thé choice and preparation for a career
Teachers, says Maxine Greene, are to be educated "to make their
own way as persons, 1f not as producers, they are te be educated so
that they may create themselves" (Greene 1967, p. 4). L. A. Reid
agrees that "the central and fundamental purpose of professignal

l

.education 1s what some would call an 'existential' one - a personal
\fe-orieetat1on o; the student, a fresh assessment of himself and of '
ms beliefs, of his relation to other people, a rethinking of ‘the v
ﬁean1ng of hie subject, and the technlqﬁes of Qeach1ng 1t, the new o )
* beg1nn1ng§ of an approach to the understanding of children and td the
_'mpediate and more recent aims of education" kRe1d 1965, p 191).
Not only must one understand the theory, methods, and pract1ce of -
3 . ' educat1on, one must a]so understand onese1f The purpose is exis-
. - ., tent1al 1n that the emphas1s"1s on the student's personal d%scover-
. ies th;ough his Qr he} owﬁ tﬁbughts, feelings, actions and choices.
While the stuEent -Tearns about many things during this period, 1t 1s
the learning that bears directly on une 3 personal orientation te
;eéch1ng wh1ch TS bf prqmary wmportance. It is the 1earn1ng which is
' ‘. - 2 the response to the humaﬂ~long1ng for order and mean1ngfu1ness in the - ;
deuse, 1mmed1ate, ¢ontiggent, absurd", world As we have seen the ' i

process is a dialogue with others and with oneself, the World oé\ )
» ' .o Co ' .. TN . "k



themselves, who can deal critically with their own realities,
- /""') ’

e e

275

F
things, people and ideas. Reid calls the aim personal developgent:-

.
ad

wh1le Greene, the existent{allst, calls 1t _creating oneself.and
choosing oneself‘ "As one ‘chooses and becomes responsable for those
choices, he or she achxeves a continuity of 1dentity and a contin-
uity of‘kncwing" (Greene, 1973, p. 163). She describes what the .
student teacher experiences in the attempt‘tc acRieve this 1dentity.

He is caught 1n a dialectical movement, therefore,
when he acts to Tearn and to create himself; and,
inevitably, he wall feel -strdin, he will suffer as
he struggles to become. It is in that suffering,
) however, that he experiences the pain of willing
. and the intensity of consciousness which make a
person feel himself to be an existing creature-- 1
sharply and painfully alive. And it 1s in the 3
midst of such intensity that he wi1ll be moved to
shape values as he,lives to create his "ethical - .
reality".’ (Greene, 1973, p. 163) :
2

The aim 1S to stand forth as an gxisting self as one 'teaches.’

The end 1s not the fabritation of a role @r the construction of a

. d15embodied‘self but the achiez\‘jnt of an 1dentify. lhis identity

is a self related to swtuatlons ved understood ‘and transcended

°

The self—aware teacher.can then g1ve his or her ‘own students a sense

of their own poss1bxl1t1es as existing, conscious persons, present. to
. PRY3

4

$

In the life-world descriptions offered in Part II, there is - -
much to sudport.an'existentialist view and a great deal of ewidence ~

to show that sﬁudent teachers are concerned with creatlng themselves

_-and thelr 1dent1ties as student teachers ead,as persons ‘A few of

Annie* s statements illustrate her deslre to hecome more- self—aware.

.. its clar;fylngsmysel just before [ where ~* -
I can work with® other peop e-érso its not l1ke.@ .

- e at feels good--1t feels 1ike I need to ex-
- pl re“my own art more --to get really involved in - T
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that before I go back and try to teach . . .
that's what needs to be clarified --more than
teaching and the teaching process at this point."

"Then as I went along I realized that the things I
wanted to teach were mostly the things I wanted to
be doing myself. And not so much teaching. I
wanted to teach them because I wanted to do them.

Not because I necessarily wanted people to learn
them. ", '

"(I realized) . . . the reason why [ started that
* program, the Art-Education program, was a lot of v
. practical things, something to fall back on. And
it was mostly inspired by my mother who has a real
fear of being insecure."”

"I didn't, feel 1ike the motivation was coming from -
myself. It was cgming from always outside."”

«w

It is 1ronic that Annie's primary*intgrest is her search for

» meaning n life and se]f—understanqiné. ‘She calls .it.the education

6f her. "inner mind". It is what Jeads her to transcendéntai medita-
tion and is cengral to her interest in art. She is howe;er Tooking

for 3 direet path and does not realize that the process of becoming

-~ M

ferent nature and for a different purpose. ¢ At this very early stage

» »

of a teacher education program, she sees teaching as essentially

’

practical and job re1aféd." The potential for. self-awareness is ob-
"“scured. Although her choice to not continue may have been maive and

> based on incomplete information, it was an authentic choice. It was

¢

rooted. in a feeling that her motives for teaching were wrong. Her
' 4

~

what 1t could offer the 1earners Her lnterest in teach1ng was for '

- A}

external, pract1ca1 reasons, to please others rather’ than for intrin-

sic reasons. AS she says, "it Ju§t didn't sit r\ght%

. 1

/ . ‘Jane's life-world dhscr1ption can a]so be sken as reflect1ng

"a teacher can also lead her to self-ynderstanding, albeuta of a dif- .

1nterest ?n the sub;ect was for what it could offer her rather than iy

:
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the "cris1s of practical experience" as fact{%ity and contingency

are encountered. She too looks for integration of her interests in
teaching and art and seeks legitimatation qu her career choice. She
struggles with a pedagogical 1deal of self-motivated "naturally crea-

tive" ch11dren—that clashes with her first-hand experience with less

than perfect school systems. She fears that being an art teacher
rather than an artist may be "selling 6ut" The ambiguity af i

\ cént;hgency of classrooms challenge her sense of order and her hope
to "change things". Her statements echo her see-saw feelings.

"(It has now becoMe clear that) I want to teach art
/ and it's to change things." ‘

“T don't think that anyone is Jusi made what they are;-
they have to grow and change."

"And 1 think that 1f you are‘govng to do something
you do 1t the best you can." -

". now I know a lot more why I'm hav1ng them do

th1ngs --well --1 kind of knew inside, but 1 didn't.

know how to express it -- but I've growna 1ot that -
way 1]

v, . . I feel that you have to make a strong commit-
\.ment to the kids who are depending on yau - and to
the people who are employing you.

"I think th1ngs are becomlng morexgécure -- Twke at
first I wasn't really sure 1f I was takingart ed-
ucation because . . . I wasn't really sure 1f [ was
_just hedging the bet." *

<, " -
,”And at this stage of nu 1ife . . . there are too =« .
- many things I have-to do = . . I'm so afraid of

missing amything. CONL

"I wouldn*t be able to teach affd not Tove it.'g
"(1F.1 taught in a public schogl) I-would qu/up

quitt1ng after a maxipum of five years . .'. I'm

sure ['d never tedch again. Sp I th1nk it wnqu . .

be best if I stayed away from it. LT

t

- »

“It is not that I have abandoned the educat1on. o

. degree, hut I Jyst uant to f1nd out & little bit .
d 1

-
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more of ‘what I want to do with 1t."

"If you are going to &o anything, you got to do it
really good . . . . Why ski the back way down the
mountain when you can ski down the face?"

The young adult protests There are too many things ]yhave to
do. I am still growing myself. How can I make the commitment to
others that being a teacher requlres? I would want to be the besi
teacher I poss1b]}‘cou1d ba. 'Don't I paxe to find out who I am

,. first? Don't I-f1rst have to make a commlgqgat to Tyself7
To Jane, Becoming a teacher Ft this time would be like skiing
. down the back of the mountain. It would Le the éasier, safer, more
predictdble way, but'would 1t be as exhilarating and fulfilling?
Would the sense of accomplishment be as greé%’ It would be aban-
doning the artist self tb the teacher self. The former 1s stereo-
t}ped as being romantic, independent, exploratory, and open while the
latter 1s seen as conservative, secure, restricted, responsible, and
committed. to serve others. Sin;e she does not want to miss anything,
the more secure option can wait. It might be too much T1ke goind
back to_ a famiiiar childhood env%ronment packed with mlxe? em&%1ons.
Indeed, the option is st111 open and what 1s seen as pr1ma;ﬂ%y R
career chqice 1s postRoned while an-educatior in art 1s pursued,
s THe focus is clearly bacé on herself. Besides, the exciting,
attract1ve chaTleﬁgiiof teachlng, the opportun1ty to chapge th1ngs,
4«rf‘pnly in sma]I wayge now seems not as feasible as 1t once did.
) Maybe teaching’ 1s too much 41ke climbing up the mounta1n Being an'
teacher and indeed, bemg an artist, is more 11ke bemg S1sypf§)s

' . tham be1ng Steve'Podborskl. . )0
]

[ «

. ' Julie, on the other hand, is less anbwalent about her career‘

l - -
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choice. She has made her decision to bhe a teacher and sticks with
' 1t. Her\fear is that she may not be able to live up to éeach1ng‘s

challenge. As I re-read Julie's Tife world description, I Took for

examples of her growing self-awareness or self-understanding. At

various stages she talks about how she regards herself and the kind

~

of person she feels that she 1s. Statements 11ike

“I'm not the kind of person to be sure of myself."
I's

"I'm sort of scattered anyway."

" .. I think I can do’anytking L set my mind to."
A - -
“I tend to . . . blow things out of proportion a
bit, so I think I have to cover more than I need
to cover."”

"I depend very easily on other people to figure

things out for me, set things up for me, do‘thxngs

for mg --1t's just the way I.was brought up. It's

going to be a fight from here on in just to break .
that.

"The story of my 1ife; I can't plan. I am more or

Tess a spontaneous type of person. It's hard for

me to sit down and say "0.k., this time you're

going to be doing this to this“extent, I find that

difficult.," -

“. . . in the past term I ve learned quite a bit

about how much I can and do and do not contribute

. . . I realize now fully that if ['m with some- f

bod{ who is capab]e of doing something and does
heir own way, I won't 1interfere, I'11 . . .

just stand back and 1et them run the show. ' ) .

"Taking a lighter course load is not necessarily : _
. the answer to do1ng a good Job --I'm finding it
. ‘ makes me lazy.' '

[N} - {

. "1 a]ways get nerv&us Yeah I'm a nervous person.,
. That's something I know.'

She sees herself as a dependent, nervous, scattered person who *@

does not plan well yet believes that she can grow, and change if she

sets her mind to it. Is she spontaneous or is she impulsive? If

.
.
L] . )
« B R I f Lt
N -

. / v i

‘ . - 1 . . ¢

.
.
+ -
, .
»



oy

*

- - - - et e e o o s

Y y “ 280

what she displays is spontaneity, an extension to other people and a
positive trait, it should be celebrated (Minkowski, 1967). How though
can this 1mmediacy and "naturalness" remain a vital enhancing force
.yet be incorporated into an educative enterprise that requires dis-
cipline and planning. Can one stay fresh and creative yet be planned
" and directed? %eing a student teacher providées the context for her
to confront these questions and to discover, examifie, reaffirm, or
alter these qualities or égﬁaéqcies: However, the more shg experi-
ences as 2 student teacher, the more her conception of herself and
who she 1s and how she acts merges with what she does or intedds to
do as a teache;. This kind of learning; a ;ind of ‘grasping, hapb?ns
at such a deep level that it becomes internalized, part of the 1in-
dividual's subjectivity and a component of her authentic self. It
becomes harder to separate statements of concerns of self from those
of stdlgnts and teaching. She recognizes the inter-connect'ions when

"she says,

[N

"Pretty much the way I am controls the way they
(the kids) are."

And she sees how one learns from personal involvement in a situation

when she adds-

Someone can say that to you but you don t really
realize how powerful it is .

Other statements show the merging concerns:

"I'm going to try to come up with some idea of how
I can plan better. And I found that when I was
. prepared the classes w e Just wonderfu1 Just ’
" great. u en I w
...t Just a matter of fvguring out w
I'm coming from to teach them, but I think - his
year is-going-to be’a lot of figuring out exactly
. ‘aho "me™ is and t nu valudp- are’ and what I warit
. * . kids to get fr " W‘
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“1 always think ™it'11 be gone tomorrow, 1'11 never
get to do these things. But you have to fight.
Also, it's a matter of sitting down and reasoning
things out rather than just jumping into them."

"I know what my problems are. [ know its a matter
of simplifying, but I always tend to bite of f more
than I can chew. It's just the way I seem to deal
with it." : .

"Again, I never rea11zed you had to be such a meanie
to teach." .

"T am not clear 1n my mind and am confused so the
kids become so too."

‘ s
"I'd 11ke a lot more experience with kids , . . I'm
starting to open up to myself a lot more --to ques-
tion myself in a lot of ways, which I like. It

1ets me expand a bit, which I can use." -

"(Re becoming a teacher) I don't, feel l11ke it 1s

that easy anymore. [ thought 1t weuld be just a

matter of training and time, but 1t is a whole .
different way of looking at things."

Yes, "teach1n§ 1s a whole different way of looking at things".
Becoming a teacﬁér‘1s not simply a matter of time and training. I
must open up and'expand. I mdgt figure out who “me 15" and what my
values are. I must clarify why, what, and how I teach. My tﬁoughts
and-actions affect those of t;e pupils.” But I can gnjoy the exhilar-
ation when all 1s humming. @ relationship between my personal and
my professional lafe 1s beéoming estab11§hed? A dialogue is occurring.

“There are a whole lot of things I'm really keen on*

doing, but I find I have to budget my time a little
better." *

"I find with teaching, you really have to give it
your all. . It's something I found before; you have ,
I to be organized."

- "I need time to actually sit down ard do some read-

‘ ing --get back to the world . . . if you are going

: to. be a teacher in the world-- it's nice to know -
what goes on in the rest of the world .

[}
"It's a lot of work! I guess that's the most
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noticed thing at the moment."

"(Re: practicum not being the best possible experi-
ence) . . . because I wasn't together enough. I
wasn't on top of what I was doing."

. . . all my exterior interests are conflicting
with what I have to do."

. a lTot of my energy goes into dealing with
the kids."

The student teacher begins to see herself as both a person and
as a teacher. As she becomes self-aware as person and teacher con-
cerns of self merge with concerns of students and teaching. Greene

maintains that the self-aware teather or teacher-fo-be must acknow-

282

ledge that she "cannot Tive in fwo domains -- private and professional”,

If she has chosen herself as teacheér, then teaching must become her
"fundamental project", her means of creating herself (Greene, 1967,

p. 155). It appears that we are faced with a dichotomy or a series
. -

of dichotomies: personal vs. professional, private vs. public, inner

vs, outer, self as person vs. self as teacher. However, when Greene

says that the teacher cannot live in two domains, she is not suggest-

1ng that one world be, chosen over another.  What'is required, as

we saw with the teacher-pupil and artist-teacher dualities, is a

”

sense of relationship, and dialectic. A productive, supportive ten-

sion must be established. Professional and private selvesmust co-

exist in balance and synthesis. The parts and the whole again

reverberate. This tension af:AZRJE';ZPthesis is whom ftis one is.
' Being a student-teacher the process a student undergoes in
a program of teacher education can be regarded as the project of

understanding oneself or of creating oneself. It is a process that

begins as a student teacher and as long as one remains vital, is
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never complete. Thoughts and feelings about oneself merge with
thoughts and\feeHngs about teaching and ‘being with children. Being

' a ‘stude(ff’teacher is a way, a good way, of fincﬁng out about oneself
since the ‘emphasis is self in dialogue with self and in relation to
others. It addresses private and professional ways:of b;ing. It i‘s{
self in a situation. It is not self as separate but self i a con-
’tn'ugent, complex world. The condition of beiﬁg a student teacher is
the movement to becor;lq more fully self-aware.

. A -
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CONCLUSION

Conclusion q!y ring too sharply of finality for a study that 1s
-~

) exploratory and aimed at unfolding and revealing a phenomenon and

concerned with a process that 1s ongoing., Nevertheless, a sense of

/

and contingency 1nherent 1n the phenomenon and that allows for flr-

3

“ther and new openings. What I seek here 7s a kind of reprise, a brief

closure 1s desired, but a,closure that retains the sense of ambiguity

recapftulation of the major themes and an indication of 1@p11cat1ons
and po$s1ble'future action. The 1n1t1atin§ questions, the overture,
can be restated and phrases that speak to the condition of being a.
student teacher can be }éca11ed. I began by asking:

What 1s 1t T1ke to be a student teacher?

What 1s.the prgcess one undergoes 1n becomtng a teacher?

What 1s 1t to be a student teacher?

What does 1t mean to be a student teacher?

The responses to the first two questions are embedded "1n the

student teachers' 1ife-world descriptions and the thematic analysis.
They are present 1n their complexity and multi-dimensionality.
"What 1t 13 Tike" and "the p:gpes§" are accessible 1n their tempor-

ality but are not read11y}$ummar1iab1e It 1s clear however that an

i

mmportant and vital pawyk of becoming a teacher 1s being a student

teacher. What 1t 1s to be a stgdent teacher and what 1t means are 4
"also laced throughout the texts. We saw that student teaching 1s

- ’
many things. It 1s: )

- Working in somebody else's program;

- Having other responsibilities as well, other courses to study
for,

-

284
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- Somehow disconnected, !
1

- Not part of the school,
)
- Being ripped in two3 ’

- A balancing act,

- Living 1n tension;
%
- Giving up a lot of other things that I want to do right away,

- Wanting to give something but not wanting to 1mpose,

\

.- Not?mk1ng any money, ' .

- Not a job (jobs take priority),

L]

- People analyzing what ydu do,

- A whole different way of looking at things;

- Not~be1ng in "the world", 1 ’

- Be{ng eager to be a leader of children, .

- The movement to become self-aware, and

: AlQPOJeCt of understanding oneself.

If beingsa teacher means makihg a commitment, being a student
teacher means making a éomm1tment to mék1ng that commitment. If 1t

mgans being an outsider, a stranger, 1t also means being a homecomer,

-,

who sees with new eyes. Of coyrsé, student teaching or beipg a stu-
dent teacher iS‘nbt'JUSt be1ﬁg'def1ned by‘; T1st of statements. It

1s all of these things and more to a greater or lesser degrde in a -
coarser or f1ﬁer mixture. It 15 more than a "dual role" or "hyphen-

ated existence" as was suggested 1n the first chapter. It involves

3

subjective beings existing in situations loaded with contingéncxes.

Whén &he is speaking of her childhood experiences with colour- -

¥

ing, Julie recalls.

- -
-

“If 1 could have tearned to deal with inside the e

. - ! -
z
» .
L]

b -
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lines, 1 probably could have progressed fipe, ‘
. but I never did learn to do that. But I did
» 1t at school - didn't do it at home."

-«

* Learning "to deal with inside the 1ines" could serve as a meta-

phor for the challenge facing the student teacher Learntng to. deal

-

with the constraints and contingencies that face teachers and stu-
-

,dents n the school system, to know when 1t 1s appropriate to be

“cojoyring within the Tines" and when 1t 1s appropriate to go out-
- °

/.

]
s1de the 1ines and draw "freehand" .
We can say with certafnty that being a student teacher means

entering a series of dialectical relat1bnsh%ps There 1s the &

’

relation of the individual self as person to the self as .teacher,

one's private and professional selves. There is the.relation of

r

teacher to pupils, the pedagogical relation, and for the student
teacher and teacher of art there 1s the artist=teacher relation

4

These relations themselves, of course, coexist %n~anbther dynamc

relationship. ’ . ‘

"Phenomenological research" says Barrit and h1; colleagues,
“1s done with an eye to the ¢ nsequences for action" {Barmt et-al,, -
1984, p '15). "Understand1ng§?\a€serts Gadamer, "always includes
app]#ﬁat16n to thé present” (Pa]ggr, 1969,¢(p 191) This study
points to 1mpi1cat1ons for the conceptualization and operation o%
programs of teacher education. Questions are raised as to the best
place fof theoretical and practicum experiences. Student teachérs
can become confused and overwhelmed when made responsible for plan-
ning, teaching and the critical examination of their teaching
;pproach beforé having had sufficient opportunity to‘ponde; 1deas

A
about education and its.relation to their beliefs and values. A

{ . . )
?
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gradual 1ntegration of theory, practice, and self-reflection 1s +

indicated. We note Julie's growing interest 1n phiiosophy as she
F S , -
practical experience As she becomes more confident and

’

gains

’

competent 1n her teaching practice, philosophical questions become

L)

7
more pertinent. When "how" questions are answered, "why" questions
Y
arise

Implications are raised ' regarding the strgcture and format of !

*teacher education prog?ahs, whether they should be integrated (along

i

with subject prepérat1on) or consecutive (éfter the first-dagree),
Tge value of self-questioning, discovery, reflection and growth thaF
occur over time 1n a variety of interactive s1tuat{ons reinforces the
integrated model The need of some students to first feel competent
*1in a subject area supports the comsecutive or sequential approach.

+

The question of commitment pertains to both. Whatever model 1s fol-
Towed, the student must realize the 1mportan;e of being ready to
cgmm1t oneself to the commitment that teaching requires

The student teéchers n this study ia]k about how their experi-
ence 1h art education 1s helping them gg think about and unaerstand
the meaning of art. They are able to step back from their own
creatlve’work and examine 1ts meaning forrother people. As Annie
says, "It seems really wmportant to ﬁéve communication with people,
which education provides." They are also able to become.1nformed
cr1{1ca1 observers, as well as participants, 1n the educative pro-.
cess. We see again the value of teacher education as general, 1ib-
eral education Even those students who do not complete a full

program or become teachers, benefit from the experience to the extent

that they are informed and opened to education as a realm of knowledge

. \
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5 ..

a way‘of thinking, and a vehicle for self-rqf]ect1on
We alsp see that there are peopje who feel they want to teach, {
even teach young ch11§?en, but not 1n a "pub]ic, school”  Education

L4

progéams exist today’because they quaPify and‘ceft1fy people for,
government funded and controlred school systems The educat1oq\\
degree 1s seen as a commodity But certainly 1t 1s as necessary for
a teacher io be” educated to teach people 1n non:governmeni sponsored
environments as 1n government supported ones Thqré 1S a growing
nead to see educatiion,working with peop]g to let them'learn, 1M, a
broader more generic way, no% simply as tra161ng to teach 1n a par-
ticular system. Not only the general public, but teachers, and

espec131ly student teachers, must began to braak down such myths

which have ossified teacher educaggﬁ;. ’

»
g

This study, 1t 1s hoped, will help us look at student-teach1ng't
1n a new way, w1th’fresh eyes. If the éxper1ence 1s gkin to exper-
legcing an art work, we are chang;d m some, albert ;1a11'way..The

study shows that a phenomenclogical and hermeneutical method can be a
."practical” way for teacher educators to he]ﬁ student teachers
ac?weve an understanding‘;f themselves ‘as teacher';and learners and
of their gtudents as learners and persons. Even the modest effort »
fowards self-reflection provided in the 1nterview sessions appears
he1pfu1.. Education can fruitfully be considered 1p terms of Déwey:s

defimition as . that reconstruction and reorganization of ex-

perience which adds to the meaning of experience, and which 1increases
ab111ty te direct the course of subsequent experience" (Dewey, 1961,

p. 76). This 1s what 1s occurring n the life-world descriptions

: |

of these student teachers. In the iqﬁerviews, they reconstruct and

) !
»
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reorganize the‘exper1ence This reconstruc£1on and reorganization
adds a new experience qh1ch contributes towgﬁeir abilities to func-
tton as tqaéheﬁ§ Through dialogue which encourages self-reflection,
ducat19n, spec;f1ca11;‘%eacher eéacat1on, 1S occurring
Pﬂénomenoﬁog1cal}ana]ys1s can help teachers, whatever their
Eontext and situation, grow beyond the taken-for-yranted assumptiony

about ‘education.”¥ If student teachérs, teachers, and teacher-educa-
» ® : " l '
tars were more conscious of multiple rea11t1e§ and could deal th

>
- -

them more fluidly, they may berless inclined to think 1n terms 0

dualities or of the roles of teacher, person, and artist as neces-
‘ Y
Existenti1al phenomenology can provide teacher
J o ‘ '
education with an approach and an aim. The aim, or project, 1s to

create self-aware feacheYs whb 1n the process of their continual

-

“becoming and self-choosing Ean give their students a sense of their-

i

]
own possibilities as existing, conscious persons, present to them-
* s N

¢ Selves who gan then deal cfft1ca1]} with their™wn realities. Phen-
,» A - *

omenological knowledge is practical 1n that 1t contributes to a

teacher's‘pedogog1é orientatiaon.
\ ‘ K

-~ -
N\
* s LK) !
. * ~ ‘ - .

*

“In my end 1s my beginning" (T.s. Elot, 197‘4,\p 32).

N M "
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