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ABSTRACT 

This dissertation looks at how White teachers of Native students learn to 

implement a culturally based art curriculum. I focus on two teachers over the course of 1 

school year who have differing degrees of success in using this type of art curriculum to 

determine the factors important for teaching in this way and how they can be supported 

and promoted though the process. 

My study looks at the following questions: 

1. How do teachers implement culturally based art curriculum in the 

classroom? 

a. What art practices and processes are used to engage students? 

b. What culture-based resources are included?  

2. What impact does the curriculum have on the dynamics of the classroom 

in terms of patterns of discourse and student learning? 

a. Is there a thirdspace operating in the classroom? 

b. What are the characteristics of this space? How is it functioning? 

3. What enables or constrains the teachers’ ability to achieve her pedagogical 

goals in teaching this curriculum?  

The work of culture-based arts integration is the act of bridging native art and 

culture with the traditional constructs of the k–12 schooling system. This work of 

integrating two constructs usually does not result in one changed classroom, but a 

“thirdspace” of hybrid knowledge and experience. Following the lead of many scholars, 
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(Gutierrez, Baquedano-Lopez, Tejeda, & Rivera, 1999; Moje, Ciechanowski, Kramer, 

Ellis, Carrillo, & Collazo, 2004) I call this observed classroom space, a place of cultural 

bricolage. 

To examine these questions, I developed two case studies and a cross case 

analysis. I explored the development of what theorists term a “thirdspace” (Cook, 2005; 

Dunlop, 1999; Lipka, Brenner, &Sharp, 2005; Moje et al., 2004), along with the critical 

and social theories of American Indian education to develop a model of professional 

development that promotes the creation of cultural bricolage in classrooms as a 

productive approach to integrating culturally based curricula, as well as arts based 

curricula.  

Although this study looks at the use of culturally based art curricula for American 

Indian students, I believe there will be implications for teachers in diverse situations, who 

work in classrooms with students who are culturally and racially different from 

themselves. 



 

 vi 

TABLE OF CONTENTS 

ABSTRACT iv!

TABLE OF FIGURES x!

CHAPTER 1: CONTEXT OF STUDY 1!

CHAPTER 2: LITERATURE REVIEW 6!

American Indian Education: A historical review of school spaces 12!

Mission and Boarding Schools 14!

Education in the Twenty and Twenty-First Centuries 17!

Culturally Relevant Education: A Brief Overview 19!

Practices of Curriculum Integration: A Brief Overview 26!

Practices of Art Integration 28!

The Practice of Culture-Based and Art Integration 31!

Cultural Bricolage 34!

Postcolonial Insights 36!

Spaces of Learning 42!

Summary and Conclusions 43!

CHAPTER 3: METHODOLOGY 45!

Theoretical Framework 45!

American Indian Methods 46!

Arts Based Research: Narrative as Research Practice 48!

Research Design: Case Study 51!



 

 vii 

Site and Participants 51!

Data Collection 54!

Cultural Bricolage Model 56!

Timeline 57!

Data Analysis 57!

Role of Researcher 60!

Limitations of the Study 61!

Potential Significance of Study 62!

Ethical Considerations 63!

CHAPTER 4: MS. ROBERTS: CREATING SPACE FOR OJIBWE CULTURES 65!

Life in second grade 67!

Professional Development 69!

Professional development as action research 71!

Context of professional development in this study 73!

Cultural Content 74!

Art Content 75!

Pedagogical Strategies 76!

Indigenous pedagogy in the classroom 79!

Impact of Professional Development on Classroom Practice 80!

Theoretical Frame 81!

Classroom Analysis 82!

Paddle to the Sea 83!



 

 viii 

Classroom Structures 88!

Conclusion 96!

CHAPTER 5: MS. CHRISTENSON: DEVELOPING A CULTURE-BASED 

ARTS CURRICULUM 99!

The School on the hill 101!

Impacts of the Professional Development 104!

Art and Culture Content 105!

The Fur Trade 105!

Indigenous Pedagogical Strategies 106!

Place Based Education 107!

Ideas of ‘place’ in (and out) of the classroom 108!

Theoretical Frame 112!

Classroom Observation 113!

Contemporary Art and Community Connections. 115!

Indigenous Pedagogical Strategies: 116!

Assessing Students 118!

The Fur Trade: A culminating experience for students 121!

Conclusion 126!

CHAPTER 6 CROSS CASE ANALYSIS 130!

Cross Case Analysis 130!

Overview of the teachers 131!

Evidence of New Learning: through the need for professional development 133!



 

 ix 

Theories of Action for Professional Development 135!

Implementing culture-based art in the classroom 141!

Art content 141!

Cultural content 142!

Discourse 144!

Implications of professional development 145!

Classroom Context 145!

Culture-based art instruction 148!

Development of Cultural Bricolage 149!

The Root System 151!

The “Trunk” of Cultural Bricolage 152!

Discourse 154!

Conclusion 155!

REFERENCES 156!

APPENDIX A: CONSENT FORM 176!

APPENDIX B: PROJECT INTERSECT SAMPLE QUESTION 

FOR IRB DOCUMENT 179!

APPENDIX C: TEACHER SURVEY 181!

APPENDIX D: OBSERVATION NOTES 187!

APPENDIX E: LESSON PLAN 190!

APPENDIX F: 1997 LEARNER OUTCOMES 193!

 



 

 x 

TABLE OF FIGURES 

Figure 1. Tree image 151!
 

 



 

 1 

 
CHAPTER 1 

CONTEXT OF STUDY 

Everything you need to know in life you’ll learn at boarding school! 

Speak English. Forget the language of your grandparents, it is dead. Forget 
their teachings. They are ignorant and ungodly. Cleanliness is next to 
Godliness. Indians are not clean. We will teach you to be clean. You will 
never amount to anything. Stand in line. You will practice proper hygiene. 
This is a toothbrush. Hang it on the hook next to the others. Do not allow 
the bristles to touch. This spreads the disease that you bring to school from 
your families. Make your bed with mitered corners. A bed not properly 
made will be torn apart. Start over. The boarding school feeds and clothes 
you. Remember and be grateful. Say grace before meals. In English. Don’t 
cry. Crying never solved anything. Write home once every month. In 
English. Tell your mother that you are doing very well. You’ll never 
amount to anything. Answer when the teacher addresses you. In English.  

We do not recommend visits to your family. If you visit your family in the 
summer, report to the matron’s office immediately upon your return. You 
will be allowed into the dormitory after you have been sanitized and de-
loused. Busy hands are happy hands. Keep yourself occupied. You’ll 
never amount to anything. Books are our friends. Reading is your key to 
the world. In English. Forget the language of your grandparents. It is dead. 
We forbid you to speak it. If you are heard speaking it you will kneel on a 
navy bean for one hour. Don’t cry. Crying never solved anything. We will 
ask if you have learned your lesson. You will answer. In English. Spare 
the rod and spoil the child. We will not spare the rod. We will cut your 
hair. We will shame you. We will lock you in the basement. Learn from 
that. Remember and be grateful. Speak English. You’ll never amount to 
anything. —Linda LeGarde Grover, 20081 

Native American students have endured an “uncompromising hegemonic assault” 

(Adams, 1995) in schools which “view Native culture and language as a barrier to be 

                                                
1  Linda LeGarde Grover is an enrolled member of the Bois Forte band of the Minnesota Ojibwe tribe. This 
poem is based on her qualitative research on the effects of federal and state Indian education policy on 
Ojibwe children, families, and communities. 
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overcome” (Dehyle, 2004) and for too many years only the mainstream, White culture 

was represented in the indigenous classroom (Jester, 2002; LaFrance, 1994).  

It has been said that of all the malignancies embodied in twentieth century 

American and Canadian Indian policy, the schools were arguably the worst. The 

profundity of their destructive effects upon Native people, both individually and 

collectively, not only in the immediacy of their operational existence but in the aftermath 

as well, was and remains by any reasonable estimation incalculable (Churchill, 2008). 

The effects of formal schooling on Ojibwe people were, and still are, many. Boarding 

schools were designed to intentionally erase the bonds that connected one family 

generation to the next, or what Ojibwe scholars and artists have identified as ‘periods of 

interruption’ (Defoe, 2008), ‘coercive assimilation’ (Grover, 1999), ‘cultural genocide’ 

(Jones, 2009) or ‘lost generations’ (Childs, 2000) in culture, language, and family 

connections. From this period in history, a particular institutionalized behavior resulted 

from boarding school education; some of these young people grew into adults who did 

not know how to parent children, interact with elders, or create lasting bonds with people 

close to them (Peacock, 2002). Loss of culture resulted, with the young losing their link 

to the elders and to the vast storehouse of traditional knowledge. The systematic policy of 

using education to remove the Ojibwe culture from the young Ojibwe people coupled 

with the banning of religious practices, resulted in the loss of language, the loss of 

parenting skills, and the low self-esteem in several generations of Indian people 

(Peacock, 2002). These remain issues in Ojibwe country today, where dropout rates of 

students hover near 40 percent (Quality Education for Minorities Project, 1990). Given 
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this schooling history, and its impact, pedagogy that validates and embraces students’ 

culture by bringing it into the classroom seems particularly appropriate and necessary.  

It is in recognition of this history that we as teachers and members of school 

communities across the United States are working to implement culturally based 

curricula and revitalize Native language, culture and arts in all classrooms. Specifically, it 

is with this history of cultural genocide in mind that a group of Minnesota teachers work 

to apply Ojibwe teachings in their classrooms. And it is with renewed hope and value for 

Ojibwe cultures that these teachers work to learn about and include various perspectives 

in their classrooms. 

My dissertation looks at how white teachers of Ojibwe and non-Ojibwe students 

learn to implement a culturally based art curriculum. I will focus on two teachers over the 

course of 1 school year who have differing degrees of success in using this type of art 

curriculum to determine the factors important for teaching in this way and how they can 

be promoted and supported throughout this process. 

This study looks at the following questions: 

1. How do teachers implement culturally based art curriculum in the 

classroom? 

a. What art practices and processes are used to engage students? 

b. What culture-based resources are included?  

2. What impact does the curriculum have on the dynamics of the classroom 

in terms of patterns of discourse and student learning? 

a. Is there a thirdspace operating in the classroom? 
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b. What are the characteristics of this space? How is it functioning? 

3. What enables or constrains the teachers’ ability to achieve her pedagogical 

goals in teaching this curriculum?  

Additional motivation for this research comes from my concern that the majority 

of teachers of Native students are non-Native, myself included. As non-Natives we face 

many challenges in becoming effective, culturally responsive teachers. The support to 

teach in this way is minimal (Fickel & Jones, 2002; Kagle, 2007), in spite of its critical 

importance. The evidence points to the theoretical contributions of culturally based 

curricula and pedagogies as the means for re-addressing both the historic and present 

inequities in schooling for Native students. I have found in my own teaching and in the 

observations of other teachers as well as building relationships with community members 

and elders, that this approach holds the key to many improved outcomes and changed 

schooling practices.  

Although this study looks at the use of culturally based art curricula for Native 

and non-Native students, I believe there will be implications for teachers in diverse 

situations, who work in classrooms with students who are culturally and racially different 

from themselves. Given the prevalence of White, middle class teachers, there is often a 

“wide gap” (Messing, 2005) between the life experience of teachers and their students. 

My study, as one model for addressing this gap, could offer ways teachers engage and 

connect to their students’ learning identities.  

My research questions invite a closer look into the ways teachers facilitate culture 

and art in their classrooms, as well as the spaces created that may advance or hinder this 
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work. I do not anticipate finding evidence of changed or thirdspace in all classrooms, 

nor do I intend to assert the need for thirdspace in order for culture-based art integrations 

to occur. However, based on preliminary classroom observations, I perceived pieces of, 

what I’ve come to call, hybrid or thirdspace in test classrooms that led me to question the 

role and meaning these spaces play in effective culture-based arts integration. I use these 

findings to develop a model for fostering the construction of a third or hybrid space in 

classrooms, as one productive approach to integrating culturally based curricula, as well 

as arts based curricula. As an arts teacher and researcher, I hope to contribute to the wider 

literature on effective strategies for diverse classrooms, and it is with these desired 

outcomes in mind that I begin the investigation that makes up the story of my 

dissertation. 
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CHAPTER 2 

LITERATURE REVIEW 

In this review, I examine literature that has informed my thesis. First, it is 

important to understand the history of Native American curricula and schooling practices, 

beginning with the boarding school era and continuing through present day school 

climates for American Indian students. While it falls outside of this dissertation to 

provide a thorough history of American Indian education, the brief review of this era, 

although rudimentary, will help contextualize many experiences of current Native 

American students in school, and the devastating oppression and marginalization that has 

resulted in a continuous achievement gap between American Indian students and non-

Indian students. The literature also works to emphasize the challenges non-Native 

teachers face in becoming effective, culturally responsive teachers of both Native and 

non-Native students. Subcategories of this larger section will include theories culturally 

relevant or culture-based curricula in relation to American Indian education. Where 

possible I will refer specifically to the history of education pertaining to Ojibwe tribes of 

Minnesota.  

Throughout this dissertation I use American Indian, Native American, Native, and 

Indigenous interchangeably to reference groups of people who claim the earliest 

connection to land bases in the United States. Indigenous peoples are those who have 

inhabited lands before colonization or annexation; have maintained distinct, nuanced 

cultural and social organizing principles; and claim a nationhood status (Castagno & 
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Brayboy, 2008). I also speak specifically to my experience in an Ojibwe reservation 

elementary school. Ojibwe refers to the bands of Great Lakes people who also call 

themselves “Anishinabe”. Created by the treaties of 1837, 1842, and 1854, 12 Ojibwe 

reservations occupy the woodlands of northern Minnesota and Wisconsin; these are just a 

small portion of the Ojibwe Nation that stretches around the Great Lakes in both the 

United States and Canada. My experiences are limited to one specific Ojibwe reservation 

school and nation in Northern Minnesota. Thus, when referring to “Ojibwe” it is 

important to recognize that my experiences relate to just one context (k–6 schooling) of 

one nation (Fond du Lac) and therefore I do not assume that I will be defining Ojibwe 

nations or classrooms beyond this work. I also attempt to use Minnesota Ojibwe scholars 

and historians as resources and references in this literature review, in efforts to keep the 

perspective specific to the region and the peoples.  

Additionally, because this research follows two elementary generalists as they 

work to integrate not only Native culture, and language, but also culturally relevant art, 

into their classroom, it is important to understand the history, theory, and classroom 

practices within the field of arts integration. Arts integration has long been a contested 

topic of practice particularly among art educators. There is looming research indicating 

that the integration of the arts into all subject areas, by elementary generalists and art 

teachers, will result in the deterioration of art as an academic subject as well as the 

massive displacement of art educators in schools. I’ll discuss ways that arts integration 

works to both support culturally relevant curricula and also, hopefully, address some of 

the fears associated with the practice of arts integration.  
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Finally, I’ll look at some of the literature surrounding what theorists term a 

“thirdspace” (Bhabha, 1994; Gilroy, 2000; Hall, 1974; Lionnet, 1995), as an assertion of 

this research will be that the implementation of Native culture, language and the arts in 

classrooms will result in the production of such a space. I theorize that this notion of 

“thirdspace” or what I call cultural bricolage (Levi-Straus, 1996; Roth, 2008) will provide 

necessary context to better identify teacher implementations and student impacts of the 

culturally based art curricula in this study. This literature review will draw from critical 

and social theories of thirdspace, as well as ideas of hybridity theories (Bhabha, 1994; 

Lefebvre, 1991; Soja, 1996). I look specifically to Bhabha, Lefebvre, and Soja as guides 

to my theoretical positioning on spaces of learning in the classroom, and the application 

of thirdspace in this study. 

Bhabha, Lefebvre, and Soja vary as theorists in their concepts and applications of 

thirdspace, but together have offered a varied and multi-faceted approach to my work and 

research. I look to postcolonial scholar Homi Bhabha’s thoughts as a starting point 

because he has fore-grounded the concept of thirdspace, within the context of culture, in 

his influential book The Location of Culture, a book that early on led me to ask questions 

and seek out formative theorists for additional perspectives on thirdspace and culture-

based art. Largely, Bhabha conceives the encounter of two social groups with different 

cultural traditions and potentials of power as a special kind of negotiation or translation 

that takes place in a thirdspace of enunciation (Bhabha, 1994). This negotiation is not 

only expected to produce a dissemination of both cultural traditions that leads to 

displacement of the members of both groups from their origins, but it is also supposed to 
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bring about a common identity, one that is new in its hybridity; thus it is neither the one 

nor the other. Further, Bhabha’s critical reflections on power relations in negotiations 

enable us to take into account the displacement and /or replacement of powerfully 

ascribed identities (Ikas and Gerhard, 2009). Bhabha’s conception of negotiation in 

power, intercultural communications and identity continues to shape my research 

questions and goals.  

In addition to Bhabha, I revisited earlier literature on theories of space by Henri 

Lefebvre. It has been written that Lefebvre inspired the concept of thirdspace, especially 

by his study The Production of Space in which the term thirdspace first appears 

(Lefebvre, 1988). Lefebvre was one of the first to theorize difference and otherness in 

explicitly spatial terms and then link this spatial theorization directly to meta-Marxist 

critiques of the representation of power and the power of representations (Soja as cited in 

Ikas and Gerhard, 2009). Lefebvre argued for the identification of difference in the 

production of various spaces and the role and position of each space within the collective. 

In The Production of Space, Lefebvre first uses the terms “perceived space” and 

“conceived space” which later translate to most ideas of first-space and second-space, as 

contextualized in current thirdspace theories (p.41). However, Lefebvre gave rise to new 

concepts of spatial knowledge by introducing a third dimension into the traditional 

dualisms of geography; a first-space of direct spatial experiences that can be empirically 

measured and presented in cartographies, and second-space which refers to spatial 

representations, cognitive processes, and modes of construction, resulting in a third 

dimension of spatiality that problematized the dually privileged dynamics of historicality 
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and sociality (Soja, 2009). For Lefebvre, spatial knowledge is a source and stimulus for 

radical openness and creativity; a tenet that many spatial theorists continue to explore 

(Bhabha, Soja, for example).  

Edward Soja, influenced by both Bhabha and Lefebvre, attempts to go beyond the 

traditional modes of thinking about space and such related concepts as place, location, 

landscape, architecture, environment, home, city, region territory, and geography by 

viewing thirdspace as an analytical concept that enables us to come to terms with the 

representational strategies of real and imagined places (Ikas and Wagner, 2009). Soja 

goes on to argue that social spatiality functions as form, configured materially as things 

in space, and mentally, as thoughts about space. Moreover, it is also a process, a dynamic 

force that is actively being produced and reproduced all the time, and as such it is 

inseparable from society (Ikas and Wagner, 2009), a concept I see stemming from 

Bhabha’s initial theory of negotiation through spatial difference. Soja also expands 

Lefebvre’s concept of the dialectics of spatiality that threads through all subsequent real 

and imagined journeys, to the theoretical work of contemporary critics working in spatial, 

feminist and postcolonial theories today. Soja has influenced many theorists through his 

work of broadening and re-conceptualizing contemporary contexts of thirdspace theory, 

notably bell hooks. The literature review will further extrapolate hook’s contributions to 

my work, as well as acknowledge Soja’s breadth of influence and collaboration across the 

field. Accordingly, it is through this contemporary work of Soja and his conscious 

connection and respect to the established space theories before him, which has supplied 
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me with the fortitude to apply thirdspace theory to my research, keeping reverent to the 

space field, but with a wish to contribute my perspective to the literature.  

Theories of thirdspace and hybridity, when carefully considered in its material 

reality, must also reveal itself to be a history of slavery, colonialism, and rape, inherited 

in terms of race (Phabhu, 2007). It may signify a difficult and painful history of 

interracial identity, and potentially joins up with issues of choosing one’s affiliation or 

having one’s affiliation thrust upon one. Today, any account of hybridity or thirdspace 

should contend with the history and current complications associated with various 

experiences. Therefore, within the context of this study, it is important to address 

hybridity and thirdspace from a perspective of postcolonial theories and acknowledge the 

history of indigenous colonization and the effects of forced assimilation by European 

settlers. Native American experiences have largely been left out of current postcolonial 

writing (Cheyfitz, 2002). I will explore literature that addresses this void from various 

perspectives. My analysis of current school situations and discourses of hybridity and 

thirdspace in the classroom will be contextualized within this signification of postcolonial 

theory and reality.  

Within this literature review there are many more questions, just as complicated, 

that I will not focus on as heavily, but remain part of this work. I will, however, work to 

thread these ‘sub-questions’ through the bigger conversations within the literature.  

Sub-questions exist with any characterization of teaching or classroom 

examination and include multifaceted and immensely complex conversations. Sub-

questions in this work consist of: the struggles of teacher identity; constructed notions of 
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integrated curriculum; educational backgrounds and philosophies, teacher reflections on 

race, culture and whiteness, complications of integrated art; complications of integrated 

culture and language; and whether or not thirdspace is truly a positive place of learning. It 

is through the work of literature reviews, along with asking difficult questions, that we 

can begin to examine and understand our own spaces as educators, and students, and 

work to identify characterizations and change within our own classrooms. 

American Indian Education: A historical review of school spaces 

It is commonly supposed that there is no systematic education of their 
children among the aborigines of this country. Nothing could be further 
from the truth. —Eastman, Ohiyesa 

This assumption that an educational system did not exist for American Indians 

was one of the arguments for formal education, and in the establishment of boarding 

schools.  

The idea that ‘education’ was a new concept to Indians was mistakenly unseen or 

ignored. American Indians have always valued education, and have based the education 

of their children on a system of values and ethics important to the people (Buffalohead, 

1983). Long before the impact of western cultures on the Ojibwe people of what is now 

Northern Minnesota, the education of Indian children has been of prime importance, a 

valued part of the culture entrusted to those with the knowledge and concern necessary to 

accomplish the task in time-honored, traditional ways (DeJong, 1993; Katz, 1975). 

Ojibwe children were educated by their parents as well as by other relatives and members 

of the community, including the elders (Carlson, 1994). A combination of observation, 

listening, and hands-on experience created an atmosphere in which children watched, 
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heard and tried (Carlson, 1994). The importance of oral tradition in Ojibwe education 

had been the means of teaching and learning by the use of storytelling. Stories illustrate 

the ways of the people, tell an instructional moral tale, provide amusement, and establish 

a sense of history, passed from generation to generation (Grover, 1999). The role of 

storytelling in Ojibwe culture was observed and recorded by earlier non-Indian writers 

(Folwell, 1969) but because oral tradition was the means of recording and educating 

among Ojibwe people, written observation and history by the Ojibwe people of the 

history before the 20th century is sparse. In this century several non-Indian observers, 

particularly Frances Densmore and Inez Hilger, noted the role of oral tradition in Ojibwe 

education but only as a phenomenon of anthropological or sociological interest. They felt 

it would soon be non-existent (Grover, 1999). Modern collections of stories and 

recollections by Indian people demonstrate that traditional methods of teaching and 

learning have indeed survived into current times. In Walking the Rez Road, Luke 

Warmwater regularly recalls his own adventures and gives voice to the teachings of his 

grandparents and other elders (Northrup, 1993). Elders recall instruction they received as 

children and pass it along to the next generation in the written narrative A Long Time Ago 

is Just Like Today (Martenson, 1977). Ignatia Broker (1983) relates the story of her great-

great-grandmother, Ni-bo-wis-ikwe (Night Flying Woman), during the time of transition 

from the traditional Ojibwe seasonal lifestyle to reservation, the last half of the 19th 

century. Brokers’ prologue begins: “in each generation of Ojibwe there will be a person 

who will be the si-si-gwa-d, who will listen and remember and pass it on to the children” 
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(p. xi), an indication of the importance Ojibwe communities continue to place on oral 

tradition within education.  

Mission and Boarding Schools 

The Ojibwe method of educating by observation and modeling behavior after 

others, hands on experience, and oral tradition was not acknowledged or validated, 

perhaps not even seen by the missionaries and fur traders who were among the first non-

Indians to travel to northern Minnesota (Folwell, 1969; Danziger, 1979). Instead they saw 

uneducated, uncivilized heathens in need of conversion to Christianity as well as 

exposure to the superiority of western culture (DeJong, 1993). Edward Danziger has 

stated that the early 19th century missions were established primarily to convert the 

Indians, followed by the addition of mission schools that provided rudimentary education 

in addition to saving the souls (Grover, 1999). This led to much destruction of all tribal 

civilizations indigenous to America, an attempt based on what was justified as the moral 

high ground (Coleman, 1993). Ethics and values founded on a combination of the 

protestant work ethic and simple racism became intertwined with the oppression of a 

conquering people (Grover, 1999).  

The reasons for mission schools were often benign, humane, and even altruistic, 

in comparison to the annihilation of the entire race advocated by some (Utley, 1964); 

however, this was perhaps an early indication of the paternalism that was to become an 

integral part of the federal Indian education policy. In 1819, Secretary of War, John 

Calhoun declared it was the duty of all employees in government-funded missions, 
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particularly teachers, to promote U.S. policies aimed at “civilizing” Indians. In 

Calhoun’s words, it was their job to 

impress on the minds of the Indians the friendly and benevolent views of 
the government . . . and the advantages to . . . yielding to the policy of the 
government and cooperating with it in such measures as it may deem 
necessary for their civilization and happiness (Layman cited in Grande, 
2004). 

While missions retained control well into the late 19th century, the period of 

federal government domination ideologically commenced with the passage of the Indian 

Removal Act in 1830 (Grande, 2004).  

In addition to ‘dealing’ with removed tribes, the commissioner of Indian affairs 

was in charge of overseeing a retooled system of Indian education, one with emphasized 

vocational training as the new way of assimilating Indians into Industrial society 

(Grande, 2004). The church and state worked together to develop a variety of “manual 

labor schools” that introduced the idea of forced labor as part of education, transforming 

the earlier mission school’s “moral” project into civilizing Indians into a for-profit 

enterprise. Building on the models established by labor and earlier boarding schools, the 

government looked to define its own system of Indian education (Grande, 2004), and it 

was decided that the day-school model afforded Indian students too much proximity to 

their families and communities. Such access was deemed detrimental to the overall 

project of deculturalization (Childs, 1993). Manual labor boarding schools were the 

model of choice, with the Carlisle Indian School (1879–1918) being the first of its kind in 

this new era of federal control (Grande, 2004). The period of time from the founding of 

the Carlisle school in 1879 until the Indian Reorganization Act of 1934 is recognized as 
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the federal boarding school era, the period when schools were built and large numbers 

of Indian children were educated there (Childs, 1993).  

By the turn of the century the Bureau of Indian Affairs (BIA) was operating 25 

similar boarding schools in 15 states (Grande, 2004). Many Ojibwe people from northern 

Minnesota attended the boarding school in Tower, Minnesota (Carlson, 1994). Formal 

education in the boarding school setting changed drastically how and what Ojibwe 

children learned; the concept of education as necessary for life’s work, the oral traditions 

and family teachings, the time-honored method of learning by watching and doing, and 

the exposure to the words and examples of their elders (Peacock, 2002).  

Purposes of the schools were reflected in curricula that included teaching 

allegiance to the US government, exterminating the use of native languages, and 

destroying Indian customs, native religions (Spring, 2001) and extended family structure. 

A large part of the conscious destruction of tribal cultures was through the obliteration of 

tribal languages. Because the foundation of a culture is the language of its people 

(Momaday, 1975), the elimination of tribal languages was key to the assimilation 

process. But the efforts by American Indian students and elders to retain tribal languages 

demonstrated the necessity as well as the possibility of preserving a culture through 

conservation of its language, and as Noreiga (as cited in Grande, 2004) reports, “despite 

the efforts of BIA officials, missionaries, and teachers to stamp them out, indigenous 

languages, spiritual practices and sociopolitical forms were not only continued by tribal 

elders, but transmitted from generation to generation” (p.34). In part, this failure 

regarding Indian education caused the government to search for another solution. 
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In 1906, the next federal Indian education plan was to transfer Indian students 

into public schools; this was to save the government increasing costs as well as propel the 

process of “Americanization”. To the federal government, the policy of coercively 

assimilating American Indians into the majority culture differed fundamentally from 

policies practiced towards other racial minorities. For example, African Americans were 

segregated; that is forcibly excluded from the majority culture, where as American 

Indians were coercively assimilated; that is forcibly included (Gross, 1973). Perversely, 

however, the inclusion or assimilation of American Indians was into an imitation of 

American life (boarding school settings) that was not inclusion after all, but instead a 

convoluted segregation from the majority culture (Grover, 1999). By 1912, there were 

more Indian students in public schools than in BIA schools, and by 1924 public schools 

were sanctioned as the most efficient means by which to train Indians to “think white” 

(Grande, 2004).  

Education in the Twentieth and Twenty-First Centuries 

It was during the “termination period” (1945–1968) that the government sought to 

relocate Indians to urban areas; this turned education over to individual states (Reyhner & 

Eder 1992). During the civil rights movement, American Indians were more directly 

voicing their opposition to termination and other oppressive government policies 

(Grande, 2004) and marked the beginning of the era of self-determination. By the 1960s, 

tribes had developed leadership that articulated Indian rights and concerns (Reyhner & 

Eder, 1992). This movement gave rise to a number of Indian organizations, including the 

national Indian Education Association in 1967, the coalition of Indian controlled school 
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boards in 1971, and the American Indian movement in 1972 (Grande, 2004). The 

Indian Self-Determination and Education Act of 1975 was a seminal report that provided 

American Indians increased control over their children’s education. Among other 

measures, the act authorized special funding for programs in reservation schools and for 

the first time, off-reservation, urban schools. It also advocated for parent involvement in 

program planning, for the establishment of community run schools and for culturally 

relevant and bilingual curriculum materials (Reyhner & Eder, 1992).  

In the 1990s, another series of federal legislation and reports were issues relating 

specifically to Indigenous youth in schools. The Native American Languages Act of 

1990/1992 formalized the importance of the federal government’s role in preserving, 

protecting and promoting the rights and freedoms of tribal language (Castagno & 

Brayboy, 2008). In 1991 the U.S. Department of Education issued a report titled Indian 

Nations at Risk: An Educational Strategy for Action Final Report (Indian Nations at Risk 

task Force, 1991), and in 1992 the White House Conference on Indian Education and a 

follow-up report were completed (White House Conference on Indian Education, 1992). 

In 1998, President Clinton issued an Executive Order which included recognition of the 

special, historic responsibility for the education of American Indians and 
Alaska native students, a commitment to improving the academic 
performance and reducing the dropout rate of indigenous students, and a 
nationwide effort among tribal leaders and Indian education scholars to 
develop a “research agenda” guided by the goals and self-determination 
and the preservation of tribal culture and languages (American Indian and 
Alaska Native Education, 1992 as cited in Castagno & Brayboy, 2008). 

Since April of 2004, educational goals have focused on meeting the standards of 

No Child Left Behind (NCLB). This is a significant change and highlights the concern of 
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many that schools are moving further away from providing an effective high quality 

and culturally responsive education to indigenous youth. 

Historically the formal education of American Indian people has been linked with 

federal policies of forced or coerced assimilation (Adams, 1995), and because 

assimilation has historically been tied to education, resisting assimilation has meant, in 

effect, also resisting formalized education (Grover, 1999). Therefore, 

education/assimilation persists as a factor in the destruction of many native cultures and 

families still today. Brenda Childs (1995) has written of the “lost generation” of 

American Indians who attended boarding school, and not surprisingly discovered that the 

education they received in boarding school both destroyed much of their tribal language 

and culture and left students poorly prepared for life once they returned home. However, 

these concerns do not exist only in the past; the formal education of Native youth needs 

continued attention. Inupiaq scholar Leona Okakok’s (1989) commentary speaks to this 

issue: “To me, educating a child means equipping him or her with the capability to 

succeed in the world he or she will live in . . . education is more than book learning, it is 

also value learning” (p.253). To equip a child with the capability to exist in the world 

requires value judgments about what that child needs to succeed. The values, ideas and 

priorities embedded in current legislation (NCLB) are not necessarily shared within tribal 

nations and Indigenous communities today (Castagno & Brayboy, 2008).  

Culturally Relevant Education: A Brief Overview 

The culture-based movement in Indian education is in direct response to the 

boarding school era and the horrendous loss of culture and language that subsequent 
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generations of Native people suffered (Hermes, 2005). American Indian students are 

still the most disproportionately affected by poverty, low educational attainment and 

limited access to educational opportunities (Beaulieu, 2000). Culture-based schooling for 

American Indian students has grown in the past 30 years as one way to reclaim some of 

the lost language, and culture (Butterfield 1994; Hamme 1996; Reyhner 1992; St 

Germaine 1995; Wilson 1991). The culture-based movement in Native American 

education has contributed to improving many Native Americans identity, self-esteem, and 

attitude towards schools (Dehyle & Swisher, 1997).  

The names that literature gives to culture-based education are varied and 

inconsistent; some of the most commonly used names are culturally responsive, culturally 

relevant, culture-based, and multicultural education. The literature on culturally relevant 

education is a growing body of scholarship with often complicated and contested debates. 

As Hermes (2007) states: “varied as the Indigenous nations are, it is difficult, and perhaps 

not desirable, to make sweeping conclusions about the culture-based movement as a 

whole” (p. 55). I agree with the assertion that nation-specific research is needed and 

therefore will attempt to contextualize culture-based education within the Ojibwe Tribal 

and public schools of this study. 

Another complicated and contested concept is that of culture, which is used to 

talk about a wide range of behaviors, beliefs and things. While it is true that the 

prevailing construct of culture is an anthropological invention created by Western science 

(Smith, 1999), the complexities of culture subsist in the many layers of historical and 

contemporary contexts. Following Brayboy (2005), I align this literature review within 
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the idea that culture is simultaneously fluid and dynamic and—at times—fixed and 

stable. Castagno and Brayboy (2008) create a visual metaphor when talking about 

culture; they compare culture to an anchor on the ocean’s floor, it is secure on the ground, 

but shifts and sways with the changing tides and ebbs of the ocean and its surroundings. 

It is important to acknowledge that culture is many things and complexities to many 

people, but there are components of belief systems and behaviors that have remained 

stable, despite the fact that like all humans, Indigenous people adapt and adjust culture 

throughout time (Castagno & Brayboy, 2008). Additionally, Hermes (2000) warns 

against creating a superficial notion of culture (i.e. culture as bounded and static, or 

culture as a material practice), and instead asserts the need to treat culture as ‘living’ with 

an ability to influence and be influenced without losing substance, cohesion, and 

distinctiveness of being a “culture” (p. 389).  

Culture-based education comes out of the broad bodies of literature on 

multicultural education, cultural difference, and improving the academic achievement of 

youth who are not members of the dominant cultural group in the Unites States. The 

general message of this scholarship is that students of color and students from low-

income backgrounds consistently and persistently perform lower than their peers 

according to traditional measures of school achievement because their home culture is at 

odds with the culture and expectations of schools (Castagno & Brayboy, 2008). This 

mismatch in cultures results in perennial achievement gaps and in response to those gaps, 

educators have theorized that schooling must be designed and practiced in ways that 

more closely match the cultures students bring with them from home.  
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There are numerous definitions and meanings as to what culture-based 

curriculum looks like in a classroom or space of learning. Some scholars focus on various 

aspects of cultural education: some speak of only curriculum, others of pedagogy and still 

others of the entire schooling process (including classroom management, disciplinary 

practices, etc.). One of the most general definitions is that culture-based curriculum is 

that which “makes sense” to students who are not members of, or assimilated into, the 

dominant social group (Klug & Whitfield, 2003). It has also been described as that which 

“builds a bridge” between a child’s home culture and the school to effect improved 

learning and school achievement (Pewewardy & Hammer, 2003). Hermes (2000) 

understands culture-based curriculum to be “re-searching and re-building a traditional 

and contemporary knowledge base while remaining cognizant of constant change and 

cultural innovations” (p. 389). Klump and Mc Neir (2005) draw on culture-based 

education literature to note that 

Culturally responsive education recognizes respects and uses student’s 
identities and backgrounds as meaningful sources for creating optimal 
learning environments. Being culturally responsive is more than being 
respectful, empathetic, or sensitive. Accompanying actions such as having 
high expectations for students and ensuring that these expectations are 
realized, are what make a difference (Gay, 2000). 

Belgarde, Mitchell and Arquero (2002) define culturally responsive curriculum as 

that which “generally validates the cultures and languages of students and allows them to 

become co-constructors of knowledge in the school setting” (p. 43), and Nieto (1995) has 

defined culture-based education as a process of comprehensive school reform and basic 

education for all students.  
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A number of reasons are cited in the scholarship as to why educators should 

engage in culture-based curricula for indigenous youth. These reasons are about first 

what students come to school with and, second what educators want students to leave 

school understanding. The latest National Indian Education study (2006) reports that 54% 

of principals of schools with Native students reported having some form of culturally 

based curriculum in their schools (as quoted in Kagle, 2007). However, culturally based 

teaching risks becoming a reflexive response to the teaching of minority students without 

regard to the quality or specifics of how it is best reasoned or used. Elmore (2002) has 

labeled this issue “cargo cult reform”": because it consists of “largely symbolic activities 

engaged in to demonstrate visible concern for student performance” (Elmore, 2002, p. 

24).  

Grande (2004) asserts that the problems we are dealing with are not an American 

Indian problem, but rather a problem that has been consciously and historically produced 

by and through the systems of colonization: a multidimensional force underwritten by 

western Christianity, defined by white supremacy and fueled by global capitalism. 

Culturally based strategies have suffered from this problem of tacking on surface 

elements of local culture, rather than using community knowledge as the basis for the 

curriculum (Hermes, 2000; Villegas and Prieto, 2006). This is what Pewewardy terms 

“inserting culture into the education instead of inserting education into the culture” 

(quoted in Ladson-Billings, 1997). Many continue to insist that culture cannot be ‘taught’ 

but instead must be learned through language and action (Pewewardy, 1997) as a 

complex web of relationships (Hermes, 2000).  
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A critical guide to the academic discourse of cultural relevance and curriculum 

can be found in the work of Lisa Delpit (1995) and Gloria Ladson-Billing (1995, 2001) 

surrounding diversity discussions and interactions with the institutions of schooling in the 

United States. Delpit (1995) highlights the “culture of power” that is unseen, unheard, 

and unspoken about in most education settings. Ladson-Billing(1995, 2001) envisions 

students’ ability to stay connected to their cultural heritage as a way for students to be 

successfully “bi-cultural”—moving more easily between home and school cultures. 

Ladson Billing(1995) defines culturally relevant teaching as pedagogy of opposition not 

unlike critical pedagogy, but specifically committed to collective, not merely individual, 

empowerment. Both researchers propose working against the marginalization and 

“othering” processes that are often prevalent when educational institutions attempt to 

address cultural difference. With these aims, there are many reasons that culturally 

relevant curricula should attempt to examine the often unspoken bias and power that 

exists in all classrooms, schools, and communities. This may mean using the community 

values of students and schools as a base for pedagogies while raising their “socio-

political consciousness” to avoid an oversimplified and essentialist view of cultures and 

learning (Aylward, 2007). Cleary and Peacock (1998) concur with Aylward’s (2007) 

caution about resisting the essentialism that often pervades cultures and learning style 

discourses, and they add that all students employ multiple learning styles at various times 

and in different contexts. Additionally, Hermes (2000) discusses how damaging the 

insertion of culture into preexisting categories is to Native identity formation. As students 

struggle to define who they are, they are forced to choose between a Native and an 
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“assimilated” identity. This dichotomy has potential to create situations where students 

have to choose to “act white” (McIntyre, 1994) and be academically successful, or 

choose their culture and fail.  

At its core, culturally relevant curriculum also expects educators to be more 

culturally competent. This competency can manifest itself in many ways. Ellsworth 

(1989) speaks to the insidiousness that lives in the classrooms of even those attempting to 

teach in a culturally relevant way. She states that unless models of teaching are examined 

for domination patterns and cultural bias, the perpetuation of theses hidden agendas and 

power structures even within critical pedagogy will exist and go unchallenged (Ellsworth, 

1989). Cleary and Peacock (1998) suggest that to motivate students to learn, teachers 

must also connect “to the human need for self-determination” (p. 212). They argue that 

teachers need to tap into this desire to engage their students in the schooling process, and 

that teachers can help students develop strategies for understanding and acting on the 

world around them. This speaks to the importance of teachers to engage in the process of 

constructing a space of learning, rather than just implementing a ‘curriculum’. This is not 

unlike much of the critical pedagogy literature that argues that students must learn to 

“read the world” and act in ways that create social change and ultimately lead to greater 

equity and social justice (Freire, 1970; Nieto 2004; Sleeter & Grant, 2003). When 

students and teachers feel empowered and have greater agency within their schools and 

communities, education is both meaningful and socially responsible.  

Such critiques of educational systems, even those perceived as empowering, are 

vitally important in order to restructure education and format schooling after a socially 
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responsible and culturally relevant model. Culture-based education, as stated by many, 

is more than simply adding curriculum into an existing school structure, but instead, an 

integrated approach through the challenging of traditional schooling dichotomies. 

Integrated curriculum attempts to organize classrooms in ways that do not position one 

component above another, but situates and allows (culture, art, etc.) to be part of the 

classroom process. Therefore, it is not a specific lesson plan or teaching practice, but a 

constant examination, thoughtful reflection, and curriculum innovations that have 

potential to create and maintain culturally relevant classrooms. 

Practices of Curriculum Integration: A Brief Overview 

The general educational curriculum of the 21st century tends to be fragmented and 

compartmentalized, and attempts to develop significant linkages from one subject area to 

another have been rare. Traditional schooling can be seen, at some levels, more as a 

series of discrete learning experiences than as a synthesis of learning related through a 

wide variety of disciplines. However, this notion that there is a fixed body of knowledge 

is slowly changing. Scholars of culturally relevant curriculum also argue that teachers 

must employ pedagogical techniques that explicitly connect learning to students’ 

everyday lives. When education takes a holistic approach with multiple and obvious 

connections to students’ worlds outside of school, it is both more interesting and more 

effective for indigenous youth (Gilliland, 1995; Klug & Whitfield, 2003). The suggestion 

that schooling take a more ‘holistic’ approach means that the goal is to understand many 

aspects of a concept at the same time and the interrelationships involved (Rhodes, 1994). 

This approach requires the loosening of disciplinary boundaries within schools, but has 
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been shown to result in more authentic and real-life application of learning. This idea of 

integration simply reflects the notion that not much in life is unrelated to other events, 

ideas, theories or actions.  

Practitioners and professionals recognize that solving many serious and important 

problems of the world demand interdisciplinary and cross-disciplinary knowledge, thus, 

supplying the rationale for comprehensive curriculum integrations to take place in the 

classroom (Efland, Freedman, & Stuhr, 1996). At the core of integrated curriculum is the 

idea that together, teachers and students must address the circumstances in which they 

find themselves, and together they construct their classroom worlds (Bloome, 2001). It is 

through integrated curricula that subjects merge, knowledge combines and students 

realize the symbiotic relationships that truly exist in learning.  

Since the early 19th century, integrated curriculum has resurfaced in many 

educational institutions, with time and place determining its focus and name (infused, 

interrelated, interdisciplinary, integrated, etc.). Society has changed in such a way to 

make integrated curriculum once again relevant from a new perspective. It has been said 

that students need a more integrated personality, greater awareness of self, and more 

understanding and tolerance of others, goals with which our present education system 

does poorly (Parsons, 2004). Thus, the major focus of curriculum integration can no 

longer be whether to integrate, but rather what, when, and how to teach students most 

effectively through the construction of integrated knowledge (Efland et al., 1996). The 

documentation of current classroom integrations will determine how and what happens in 
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the future, and ultimately change will depend on how willing we are to have expansive 

notions of integration and allow new information into our classrooms.  

Practices of Art Integration 

At its least ambitious, art integration, is interested in connecting together art with 

various school subjects to make learning more meaningful to students. At its most 

ambitious, the interest is in the promotion of a democratic schooling, via student choice, 

self-reflection, and active inquiry; and of a democratic society, via the investigation of 

social problems and their solutions (Parsons, 2004). There are many names associated 

with this work: integrated curriculum, interdisciplinary study, cross-disciplinary study, 

arts-centered curriculum, and integrated learning. This injection of the arts into other 

disciplines is thought to improve student motivation for learning and engagement in 

school, and is most often referred to as an argument supporting art education for the sake 

of learning (Davis, 2005). 

Davis’s definition is widely used (Bresler, 1995; Chapman, 2001; Darby, 1994; 

Dunn, 1995; Efland et al., 1996) and currently serves as an accepted arts integration 

model for many schools and classrooms. However, the lack of formal requirements (e.g., 

guidelines, testing) and materials (e.g., textbooks, resources) imply that art integration is 

typically the classroom teacher's responsibility and is left to their initiative, imagination, 

and resourcefulness when implemented. Furthermore, art integration can be implemented 

and interpreted in numerous ways. One widely documented style within this model is 

often referred to as “the subservient style”; this is where the arts serve other academic 

curricula in content, pedagogy, and structure (Bresler, 1995). In this integration style, the 
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art contents and tasks typically are not devised to develop aesthetic awareness, critical 

reviewing, or specific artistic skills, as visual art teachers would hope (Efland et al., 

1996). Rather, they tend to focus on the technical and simple activities of coloring, 

cutting, and pasting (for example, making a salt map to accompany a geography lesson). 

This subservient nature of the arts to other curricular contents is not surprising. In our 

times of pressure for basic skills and accountability, art is often integrated into the 

curriculum only insofar as it fits within the school's primary values: serving the academic 

subjects and institutional social goals. Therefore, the primary motivation for integration 

in this approach is not necessarily to devalue visual arts academically, but it often centers 

on the economy of time, pressure of ‘the standards’ and often the experience and comfort 

of the classroom teacher (Bresler, 1996). Thus, the need for art integration models that 

offer teachers curriculum to fully serve both art education as well as other academic 

subjects is necessary for teachers practicing art curriculum integrations in their 

classrooms. 

There are many arts integration models that have been supported through various 

projects and education organizations, such as the Arts Education Partnership and the 

Annenberg Foundation. For example, The Three Challenge Arts Projects, between 1996 

and 2002 funded with Annenberg money, were designed to promote whole-school change 

and to ensure the existence and quality of the arts in public education. Several benefits of 

arts integration came to light; including arts in all classrooms and contexts, and 

implementing arts integration as a means to help all students succeed in school. 
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 . . . the arts offer a way for making excellence available, creating equity, and 
addressing the false tension between those two goals . . . arts integrated 
education frequently offers a different approach: all students are given the 
same chance to succeed. And, the results show, the students seize these 
opportunities and demonstrate that achievement is not inexorably tied to 
income or ethnicity (Annenberg Institute for School Reform, 2003, p. 23–
25). 

Many art educators have come to realize that in order for the arts to remain 

essential and present in all schools, there must be permission to expand the role of arts for 

different classroom and school contexts. This does not mean that art educators are 

displaced in schools, but simply that all teachers (art and non-art) are expected to include 

the arts in fulfillment of good teaching practice. 

If the arts are to help define our path to the future, they need to become 
curriculum partners with other subject disciplines in ways that will allow 
them to contribute their own distinctive richness and complexity to the 
learning process as a whole (Burton, Horowitz, & Abeles, 1999, p. 45). 

Thus, an arts-integrated approach can be a path for school change by ‘learning in 

and though the arts’ (Art for Academic Achievement, 2008). Art integration is designed 

to use the emotional, social, and sensory dimensions of arts to engage students, and 

leverage development and learning across the curriculum (Rabkin, 2004). Thus, it may be 

through a more inclusive integration practice such as Culture-based Art Integration; that 

connection to students and contexts can be made in classrooms. For purposes of this 

research, I am combining established forms of art integration (Bresler, 1995; Dunn, 1995; 

Chapman, 2001; Darby, 1994; Efland et al., 1996) with what Gloria Ladson-Billings 

(1995) and others (Freire, 1970; Nieto 2004; Sleeter and Grant, 2003) have called 

culturally relevant or culture-based pedagogy, into a model of Culture-based Art 
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Integration. I believe that culturally relevant arts integration has the potential to offer 

students necessary academic connections, while acknowledging vital cultural, social and 

contextual learning relationships through the arts.  

The Practice of Culture-Based and Art Integration 

Culture-Based Art Integration (CBAI) builds on principles that exist separately 

within notions of both culture-based curricula and art integration methods. Setting 

“culture” in competition with “academics” (Hermes, 2000) and “academics” in 

competition with “art” puts in motion essentialized concepts of identity and defines what 

makes up ‘valid school knowledge’. CBAI rejects the act of pitting these components 

against each other and, once again, requiring students to choose their identity (successful 

academic student, Native American student of culture, or artistically talented student). 

Following Hermes (2000) notion that such competition “reeks of cultural determinism” 

and makes the assumption that culture, (and I would also argue art and academics) has 

fixed boundaries (p.391). An underlying implication is that academics and art are not 

from a particular culture, but rather neutral or universal, which is inaccurate and raises 

concern of cultural supremacy (Hermes, 2000).  

In addition, Nakata (2000), Delpit (1995), and Ladson-Billings (1995–2001) 

recognize the dangers of a discourse of cultural relevance that intermingles with 

essentialist notions of cultural difference to cause a reinforcement of a “two-race” binary 

of culturalism within educational decision making. The two-race binary solidly 

establishes a “self” and an “other”, with the self most often appropriated by the white 

middle-class constituency. Furthermore, often missing is a substantive consideration of 
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the community as a particular place and space that contribute much more to schooling 

than posing as a touchstone, cultural baseline, or mere background to the important work 

of “real” education (Aylward, 2007). 

In response, CBAI is a classroom approach and teaching philosophy meant to fuse 

educational approaches with interactions among people, and forms of representation. 

CBAI is meant to provide the freedom of a multitude of communications in the classroom 

and begins the exploration of art through the lens of cultural beliefs, family structure, 

heritage, tradition, social values and norms of the students and teacher. Using visual arts 

in the classroom often allows alternative opportunities for students and teachers to 

communicate complicated, abstract themes, or creative ideas to one another. Art 

integration practice as a mediator of social and even community relationships in the 

classroom can also help to form knowledge and new (or multiple) images of identity and 

environment.  

An example of CBAI could focus on something as ubiquitous as the 

‘Dreamcatcher’. This project could involve students researching and reflecting on the 

multitude of cultural meanings, societal and artistic representations, and histories of 

diverse contexts through time, as well as the conversations about various meanings often 

conveyed (spiritual and religious) in art, and past and present representations of 

American Indian art through such cultural ‘icons’ as the Dreamcatcher. An elder or 

community member could be invited into the class to share stories or ideas about 

Dreamcatchers from their perspective, and a local artist who uses Native representations 

or Dreamcatchers in their work could be invited into the classroom to share on the use of 
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aesthetics and meanings in her work. The resulting creation may be a visual piece, a 

narrative piece or combination of both, representing one of the concepts or ideas 

discussed in class, as negotiated by teacher, artist, elder and students. This integrated 

lesson sample could include facets from the disciplines of visual arts, social studies, US 

history, language arts and writing.  

A challenge for culturally relevant arts integration practice is to create a 

classroom environment and academic field where the arts and cultures are not devalued 

by integration, but partnered equally within school subjects. This may mean rethinking 

not only how we should be integrating all school disciplines but also an examination of 

the current structure of those school disciplines and projects within those disciplines. 

Integration should aim at illuminating new problems or new concepts, ones that are 

difficult to tackle with current disciplinary boundaries, rather than simply integrate 

disciplines within classrooms and assume students will be automatically engaged. 

What we need now is further evidence of this integrated learning. We need 

research about the effects of arts education on integrated education. However, if this 

CBAI discourse is to have practical significance, we must be transparent about what we 

mean when we talk and write about integration models. What does it mean to truly 

integrate, and is it possible to change a classroom or schooling structure fully in this way? 

Is it realistic to expect teachers to teach using integrated ideas? Can moments of CBAI in 

classrooms warrant recognition and are these segments of integration adequate and/or 

enough? Or should CBAI represent that a complete transition of the traditional schooling 

structure has taken place? These questions and apprehensions led me to wonder what 
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spaces of learning are possible and how integrated curricula could relate to various 

classroom models. I thought about what I, and others, have defined as a CBAI classroom 

and which components are crucial. I began to seek out ways that classrooms may 

integrate art and culture without setting unattainable expectations for teachers. What I 

extrapolated from this search is that places of change and classrooms of integration do 

exist, but are not always easily recognized as such. From these ideas, I’ve come to 

believe that CBAI can and does happen within many classrooms, but in spaces of 

hybridity, where ‘in-between’ moments and segmented transformations occur. 

Furthermore, I posit that through these subjective spaces of learning, teachers make 

progress towards transforming curricula, and it is possible that these moments of 

transformed space could qualify as culture-based art integrations. I’ll continue this work 

of clarification by establishing an understanding of hybridity and thirdspace theory as it 

pertains to contexts of culture-based art integration. 

Cultural Bricolage 

The work of culturally based arts integration is the act of bridging art and native 

cultures with the traditional constructs of the k–12 schooling system. Theoretically, this 

work of integrating two constructs does not necessarily result in one completely changed 

classroom, but instead what I posit as a thirdspace of hybrid knowledge and experience. 

Following the lead of many scholars (Gutierrez et al., 1999; Moje et al., 2004) I will 

describe this integration of knowledge and discourse as being drawn from different 

spaces that merge the “first space” of people’s home, community, peer networks, and 

cultural understandings with the “second space” of the discourses they encounter in more 
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formalized institutions such as classrooms and schools. These spaces can then be 

reconstructed to form a hybrid thirdspace or cultural bricolage (Levi-Strauss, 1966; 

Joseph and Fink, 1999; Roth, 2008), different or alternative, space of knowledge and 

discourse. In this work, cultural bricolage represents the carefully developed space where 

art and culture exist, for each classroom, from different historical and personal 

perspectives but from a place of new student voice, knowledge, and discourse.  

Cultural Bricolage draws from theories of hybridity and thirdspace, but remains 

firmly rooted in ideas and histories of visual art. The term bricolage, in visual art, is a 

construction or creation from a diverse range of materials or sources; created from 

miscellaneous collections and often of found objects. In the classroom, cultural bricolage 

is the construction of a learning space through the creation of knowledge from various 

perspectives and multiple communities. Many would reason that classroom culture with 

elements of both the community culture and that of mainstream school is one path to 

successful implementation of a culturally based curriculum.  

This proposed study will draw from critical and social ideas of hybridity and 

thirdspace theories (Bhabha, 1994; Soja, 1996; Prabhu, 2007) which asserts that people in 

any given community draw on multiple resources or funds to makes sense of the world 

(Moje et al., 2004). Further, thirdspace theory examines how being “in-between” 

(Bhabha, 1994) several different funds of knowledge and discourse can be both 

productive and constraining in terms of one’s literate, social and cultural practices, and 

ultimately, one’s identity development, not unlike ideas of culturally relevant and arts 

integration theory.  
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Hybridity and thirdspace ideas are strongly situated within current postcolonial 

studies. In their dominant form, it is claimed that they can provide a way out of binary 

thinking, allow the inscription of the agency of the subaltern, and even permit a 

restructuring and destabilizing of power (Bhabha, 1994). However, it is impossible to 

ignore the history of indigenous colonization and the effects of forced assimilation by 

European settlers. Therefore, my analysis of current school situations and discourses of 

hybridity and thirdspace in the classroom will be problematized within this signification 

of postcolonial theory and reality. 

Postcolonial Insights 

The term postcolonialism was introduced in the 1970s in order to criticize the 

power relations which were established in colonial times (Kalscheuer, 2009). Central to 

postcolonialism is an analysis of how power influences the representation and 

interpretation of the ‘foreign’. Postcolonialists stand up for the interest of marginals. 

Spivak for example asks if the subaltern can speak (Spivak, 1988). Edward Said (1979) 

has criticized the practice of Western imperialism, through his work in Orientalism. 

Bhabha, too, concentrates on the question of what possibilities do marginals have to build 

communities of resistance and to be heard (Bhabha, 1994). The post in postcolonialism 

stands for critical consciousness de Toro (1999) outlines some characteristics for post-

theory:  

The Post of Post-Theory addresses radical epistemological changes, the 
shifting of traditional disciplinary boundaries, and what is more important, 
a different organization and delivery of knowledge. What the Post-
theoretical condition entails is a radical questioning of how today, we 
approach objects of knowledge. In fact, it is this probing of the what, the 
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where and the how of current ‘epistemologies,’ that the post-theoretical thinking 
begins, by questioning the ontological status of knowledge [ . . . ] Perhaps 
the best way to characterize this episteme which we have named the post-
theoretical condition, is by underlining what it introduces to the object and 
practice of knowledge: (a) the dissolution of disciplinary boundaries; (b) 
the simultaneous elaboration of theory from conflicting epistemologies, 
(c) the theoretical production from the margins; and (d) the search for a 
‘beyond,’ a third theoretical space (p. 7).  

De Toro’s postcolonial framework questions the status of knowledge and 

advocates for the shifting of traditional boundaries, in ways that invite marginal moves 

towards places of power. de Toro embraces the idea of probing the current 

‘epistemologies’, and through this post theory critique we are led to believe that change 

can transpire and hybrid spaces can exist.  

The writings of Henri Lefebvre, bell hooks, Homi Bhabha, and Edward Soja have 

further informed my understanding and application of postcolonial thirdspace within a 

contemporary context of culture and art. Like de Toro, these theorists require their 

readers to study situations of inequality, which are held in place, legitimatized by, and 

inherited from different forms of colonialism. In unpacking and examining thirdspace, 

these writers attend to the ways in which such inequalities might inform current 

postcolonial contexts.  

The foundational concepts of thirdspace are credited to Lefebvre, through his 

study of The Production of Space in which the term thirdspace first appears (Lefebvre, 

1991). Lefebvre argues for a need to struggle on a wider terrain, for the right to be 

different against the increasing forces of homogenization, fragmentation, and 
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hierarchically organized power that defined the specific geography of capitalism 

(Lefebvre, 1991).  

In Yearning: Race, Gender and Cultural Politics, bell hooks is influenced by 

Lefebvre and attempts to move beyond modernist binary oppositions of race, gender and 

class into the multiplicity of other spaces based on difference. hooks creatively and 

consistently grounds her work in what many describe as the trialectics of spatiality 

(Lefebvre, 1991; Soja 1996) an alternative mode of understanding space as a 

transdisciplinary standpoint or location from which to see and to be seen, to give voice 

and assert ‘radical subjectivity’(hooks, 1990). Her purposeful choosing and empowering 

of marginality becomes a critical turning point in the construction of other forms of 

counter-hegemonic or subaltern identity and embracing communities of resistance. 

“Fundamental to this process of decentering the oppressive other and claiming our right 

to subjectivity,” she writes, “is the insistence that we must determine how we will be and 

not rely on colonizing responses to determine our legitimacy” (1990, p. 145). It is 

through this idea of space as radical subjectivity that Lefebvre’s work speaks to 

contemporary communities and scholars and is applicable to what hooks has called ‘the 

African American thirdspace’. The last paragraph in “Choosing the Margin as a Space of 

Radical Openness,” is one of the most Lefebvrean of the essays in Yearning, and provides 

a fitting conclusion to this journey into thirdspace with bell hooks—and offers yet 

another place for further explorations. 

I am located in the margin. I make a definite distinction between that 
marginality which is imposed by oppressive structures and that 
marginality one chooses as site of resistance—as location of radical 
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openness and possibility. This site of resistance is continually formed in that 
segregated culture of opposition that is our critical response to domination. 
We come to this space through suffering and pain, through struggle. We 
know struggle to be that which pleasure, delights and fulfills desire. We 
are transformed, individually, collectively, as we make radical creative 
space which affirms and sustains our subjectivity, which gives us a new 
location from which to articulate our sense of the world (hooks, 1990, 
p.153). 

Soja (1996) also repeatedly accentuates the radical openness and creativity of the 

thirdspace, but goes as far as using thirdspace as an umbrella term for all new concepts, 

moving beyond dualistic terms. “In its broadest sense, thirdspace is a purposefully 

tentative and flexible term that attempts to capture what is actually a constantly shifting 

and changing milieu of ideas, events, appearances, and meanings” (Soja, 1996, p. 2). In 

Soja’s opinion, the entrance to thirdspace enables other positions to emerge—an 

argument, which is present in Bhabha’s work. Bhabha and Soja argue that thirdspace as 

an in-between space enables marginals to disorder, deconstruct, and reconstitute the 

dominant definitions of belonging and power relations. They define thirdspace as a place 

where marginals build a community of resistance in order to be heard by the powerful 

representatives (Bhabha, 1994; Soja, 1996).  

As a postcolonial representative, Bhabha questions the position of self-appointed 

authorities who treat culture and its characteristics as something neutral. In his opinion 

the conceptualization of cultures as fixed and homogenous entities is untenable: 

It is only when we understand that all cultural statements and systems are 
constructed in this contradictory and ambivalent space of enunciation [i.e. 
thirdspace], that we begin to understand why historical claims to be 
inherent originality or ‘purity’ of cultures are untenable, even before we 
resort to empirical historical instances that demonstrate their hybridity 
(Bhabha, 1994 p. 37). 
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Bhabha strives for subverting the dominant discourse and for putting into 

practice social justice. He does this through situating cultures as uncertain, unstable, 

border zones where articulations are negotiated and cultural identities can be renewed 

(Kalscheuer, 2009). For Bhabha, this (hybridity) is a very productive space; where 

cultural meanings permanently change (Bhabha, 1994).  

However, anyone who has read Homi Bhabha’s work knows that there is no 

single, precise definition of the term thirdspace to be found. This has been criticized as 

enabling Bhabha, as well as his readers, to interpret almost anything into it and apply it in 

their own ways for their own purposes. While it may be true that thirdspace is 

contradictory and ambiguous, restricting as well as liberating, it is through such 

conflicting identities that change is negotiated and concepts of culture are examined 

(Kalscheuer as cited in Ikas and Wagner, 2009). Bhabha repeatedly stresses the hybrid 

nature of culture (Bhabha, 1994), and for many it seems clear that he refers to the 

dynamics of cultures as ways to define or understand the complexities of thirdspace 

(Kalscheuer as cited in Ikas and Wagner, 2009). ‘Hybridity to me’ Bhabha states, ‘is the 

“thirdspace” which enables other positions to emerge. This thirdspace displaces the 

histories that constitute it and sets up new structures of authority, new political initiatives, 

which are inadequately understood through received wisdom’ (Bhabha, 1990 p.211). 

Hybridity to Bhabha is the result of an identification process by others; it is understood as 

a recombination of elements that are rooted in different traditions and that are creatively 

combined in the interstitial space between cultures (Kalscheuer as cited in Ikas and 

Wagner, 2009). Central to Bhabha’s meaning of thirdspace is his own concept of cultural 



 

 41 

 
difference. He pays special attention to the ambiguity of cultural differences; cultural 

differences are not fixed but negotiated in the moment of enunciation. By focusing on the 

ambiguity and uncertainty of articulations, he situates cultures in an uncertain, unstable 

border zone where articulations are negotiated and cultural hierarchies can be judged 

anew (Bhabha as cited in Ikas and Wagner, 2009, p. 38): 

The enunciative process introduces a split in the performative present of 
cultural identification; a split between the traditional culturalist demand 
for a model, a  tradition, a community, a stable system of reference, and 
the necessary negation of the certitude in the articulation of new cultural 
demands, meanings, strategies in the political present, as a practice of 
domination, or resistance.  

 
For Bhabha this is a very productive space, but for others this space represents 

uncertainty, inconsistency, conflict and disruption of established systems. Thus, the 

criticism of Bhabha’s thirdspace may stem from the innate fear of the unknown or 

uncontrolled, to those who are accustom to having a fixed identity based on power and 

control.  

Although I am aware of the problematic nature of hybridity and thirdspace as well 

as the criticism Bhabha, and others, have received for not sufficiently conceptualizing the 

material and historical conditions that would appear within a colonial discourse 

framework, I maintain the belief that such critique of hybrid identity and thirdspace are 

useful because they enable us to see recurrent misunderstandings occurring in 

interactions across languages and cultures as opportunities to create something new. It is 

precisely this freedom of interpretation that Bhabha, Soja, hooks and Lefebvre require in 

order for thirdspace to exist in diverse contexts, and within contemporary cultural 
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paradigms. Papastergiadis sums it up well when he describes the role of the hybrid 

identity as the ‘lubricant’ in the conjunction of cultures (Papastergiadis, 1997). The idea 

that hybridity works as an agent that provides a frame from which to facilitate change is 

useful when thinking about culture-based art integrations in classrooms. Thus, my charge 

will be articulating what the aforementioned notions of hybridity and thirdspace mean for 

the particular classroom contexts making up this research.  

Spaces of Learning 

From a critical pedagogical perspective, hybrid space has the potential for 

changing historically situated authority structures in school. Bhabha (1994) argues that 

“Thirdspace . . . constitutes the discursive conditions . . . that ensue that . . . even the 

same signs can be appropriated, translated, rehistoricized and read a new” (p.37). The 

purpose of applying thirdspace to education is in part to deconstruct the assumed 

boundedness, homogeneity, stability and authority of established schooling structures, 

and the fixity of cultural identity within curricula (Taylor, 2007). Similar perspectives 

apply to academic texts and content areas, which can limit some students’ learning as 

they struggle to reconcile different ways of knowing, talking, writing, and reading with 

those that are privileged in their classrooms (Moje et al., 2004). In order to make change, 

it is important to recognize these long-standing curriculum structures, which privilege the 

bounded identities of school subjects such as science, math, and social studies. These 

disciplines are cultural products of an early western modern worldview on time and are 

largely unresponsive to the flow and flux of 21st century globalization and current ideas 

of integrated curricula (Taylor, 2007). This struggle over and through different discourse 
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communities and views of knowledge can be productive, but only if people are not 

constantly defined in relation to a dominant discourse (Moje et al., 2004).  

Cultural bricolage is a space that works as a bridge between new knowledge and 

existing, or dominate, knowledge in the classrooms, and with the potential to create new 

knowledge through disciplinary integrations, art, and culture-based curriculum. Bridging 

cultural contexts of learning is a necessary part of what makes a hybrid space because it 

helps learners see connections, as well as contradictions, between the ways we know the 

world and the ways others know the world (Lewis, 2007). Cultural bricolage as a hybrid 

space has potential to become a productive framework for culture-based art integration, 

but only if teachers and students are willing to take risks by incorporating divergent texts 

in the hope of generating new knowledge and discourses together.  

Summary and Conclusions 

This study draws on the work and theory of many. To begin with the tragic 

history of formal schooling imposed upon American Indians is difficult to summarize, yet 

crucial for contextualizing many of our current schooling perspectives. Linda LeGarde 

Grover’s extensive research on the effects of boarding schools on Ojibwe families offered 

insight and grief as well as the complexity that is part of many Minnesota histories. 

Thomas Peacock’s work within Minnesota Ojibwe schools and his prolific writings on 

culture-based curricula, serve as models and resources for this work and Mary Hermes’s 

critical perspective on culture and pedagogy provide necessary reflection and 

questionings of identities, assumptions and beliefs and requires my role as educator, 

researcher and outsider to be examined. Brayboy and Castagno provide a broader glance 
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of contemporary practices in Indigenous schooling through a critical pedagogy lens, 

while Sandy Grande provides an Indigenous voice within postcolonial theory and Marxist 

thought as she speaks to the complexities of Native education in the 20th and 21st 

centuries.  

Ideas prevalent in arts education and integration practices help to frame how and 

where the arts fit into critical education and culture-based curricula. Davis, Efland, 

Freedman and Stuhr help to define the movement of art integration and its complications 

and evolutions through time. Nakata, Pewewardy and Aylward assist in bridging the act 

of integrating arts and culture as a way to approach culturally relevant arts based 

curricula. Delpit and Ladson-Billings provide critique on the trappings that often occur 

when culture is essentialized and misrepresented in a classroom.  

Through my reading and understanding of thirdspace and hybridity theory 

literature, I am able to begin applying the ideas of Bhabha, Soja and Lefebvre to my 

work. Along with the help of Guterierez and Moje, who contextualize this theory to K–12 

classrooms and helps make connections between the complexity and uncertainty of 

thirdspace with the fluid yet stable nature of culture. In thinking through and working 

with this literature I labored to frame a study that is specific to the people, ideas and 

experiences brought to this work, yet helpful in thinking about other classrooms where art 

and culture have the potential to collaborate. 
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CHAPTER 3 

METHODOLOGY 

Theoretical Framework 

It is hard to discuss research methodology and indigenous peoples together, 

without having an analysis of imperialism, without understanding the complex ways in 

which the pursuit of knowledge is deeply embedded in the multiple layers of imperial and 

colonial practices (Smith, 1999). While the language of imperialism and colonialism has 

changed, the sites of struggle remain. Therefore, this research is situated broadly within 

the principles of critical theory (Freire, 1970; Giroux, 1997; Grande, 2004; hooks, 1994; 

Lather, 1991; McLaren,1997) in order to address complexities and struggles of power 

structures and institutional racism, but more specifically, I am approaching this research, 

influenced by Native American methods (Bequette, 2007; Haig-Brown & Archibald, 

1996; Hermes, 1998; Smith, 1999) and arts-based (Barone, 2001; Bequette, 2006; Eisner, 

1991; Eisner & Powell, 2002) research methodologies. These foundations of theoretical 

and epistemological beliefs align with the idea that research can be reciprocal rather than 

exploitative (Hermes, 2007). Reciprocal research provides information back to the 

community that serves a need, and often also challenges existing priorities and discourses 

in academia (Grande, 2005; Hermes, 2007; Lather, 1992; Smith 1999) by offering 

multiple perspectives.  
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American Indian Methods 

Methods for this study are based on what scholars (Cruickshank, 1990; Haig-

Brown & Archibald, 1996; Hermes; 1998, 2005; Peacock and Cleary, 1997; Robinson & 

Wickwire, 1989) identify as theories of Native epistemology. In most research, the move 

from orality to literacy, from experience to text, is antithetical to traditional Native ways, 

a move which some may even read as continuing colonization (Haig & Archibald, 1996). 

In response, Haig and Archibald (1996) use critical ethnography, which provides 

opportunity for study participants to engage in dialectical interactions of action and 

reflection, in relation to both the research and their situations. Peacock and Cleary (1997) 

also remain consistent with Ojibwe oral tradition and base their research practice on 

storytelling through case studies and personal narrative. The intention in each 

researcher’s work is to empower the readers to assess the research on the basis of their 

own untold stories, and by applying their own experiences to the work. Similarly, in oral 

traditions, each person who shares a story, that was given to them, is meant to add their 

own knowledge and meaning into their retelling. “To add each voice into the narrative is 

part of keeping our history true” (Jones, 2009).  

Because viewing and reporting research findings from an Ojibwe epistemology, 

which is rich in stories and metaphor, runs counter to the linear reporting of data, facts 

and findings in most research, scholars (Hermes 2005; Peacock & Cleary,1997) 

consciously chose to report their findings by combining elements of narrative rhetoric 

and Ojibwe standpoint epistemologies (For example see Peacock’s Collected Wisdoms). 

“Any story has the propensity to generate another story in the mind of the reader (or 
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hearer), to repeat and displace some prior story” (Clifford, 1986, p.100). In respect of 

these viewpoints and Ojibwe perspectives toward research, I will attempt to use narrative 

methods in my data collection, as well as in interpretations. Peacock and Cleary (1997) 

call the collected stories they use case studies. Case studies are created with an 

expectation that the readers will take part in composing their own meaning from the 

material, and through this composing a new knowledge base is constructed. I will also 

use methods of social science Portraiture (Lightfoot & Davis, 1997), an arts-based 

process for representation of qualitative data. As a research method it blurs the 

boundaries of aesthetics and empiricism in an effort to capture the complexity, dynamics, 

and subtlety of human experience (Lightfoot & Davis, 1997). I use portraiture in 

describing the work of each teacher case to document the culture of her school 

environment, the life stories of individuals, and the relationships among families, 

communities, and local schools. Following this lead, I will use case studies in my 

research, as well as narratives that Peacock and Cleary call “fiction based on fact” which 

I will outline in further detail as a narrative method and theory of arts based research.  

Before moving forward, it is important to acknowledge the difference, between 

stories for research (case studies, narratives) and stories told by elders for teaching and 

cultural tradition. Many researchers and writers, both Native and non-Native (for 

example: Gobel, Parsons, Silko) are criticized for using ‘sacred stories’ and teachings in 

their written work, for publish and/or profit. Allen (1998) defines ‘sacred’ as referring to 

any material that is drawn from ritual or myth. This definition may include stories told to 

children, and also arcane information that can be culled from a variety of scholarly or 
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native sources. Allen goes on to say that using the oral tradition, while contravening it 

is to do violence to the tradition of storytelling (p.56). It is not the intention of this 

research to misuse stories in the way Allen (1998) and others (Cook-Lynn, 1988; Deloria, 

1998) define how abuse happens. I will not be collecting stories about Ojibwe creations, 

origins, or sacred traditions. Instead, I will honor the place stories hold in Ojibwe 

communities, and base my collection of classroom narratives on this tradition. From the 

words of Haig and Archibald (1996): 

If we recognize research as interaction amongst people with diverse 
experiences and understandings, and approach our work from a position of 
respect for each other and for those with whom we work, the process in 
which we engage is shaped in particular ways [and through meaningful 
connections] (p. 59). 

Arts Based Research: Narrative as Research Practice 

Dewey held the view that art is a particular quality of human experience that to 

some degree could be present in any interaction an individual had with the world. Art, 

Dewey argued in his epic Art As Experience (1934) was not the sole possession of a 

unique class of objects hung in museums, but a living process that humans experienced 

when a certain quality of attentiveness and emotion were a part of the engagement. 

Dewey sought to reestablish a connection between art and life. Arts based research is 

supported by this idea, and positions art as offering new ways and possibilities of 

perceiving the world.  

Even though connections between ‘life and art’ have existed for many years, it 

has been only recently that arts based research has surfaced as a reliable research 

practice. Elliot Eisner offered the first arts based research institute at Stanford University 
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in 1993, for the American Educational Research Association. The assumption was that 

‘the arts’ might be used in some productive way to help us understand more imaginative 

and more emotional problems and practices that warrant attention in our schools (Eisner, 

2001). The arts are persuasive in the way they provide access to forms of experience that 

are either unsecurable or much more difficult to secure through other representational 

forms (Eisner, 2001). For example, the ability to experience emotionally the conditions of 

life in school, a classroom, a home, a process, is something that artistically rendered 

forms can make possible.  

Eisner (2001) is cognizant of the merits seen by most when research means; 

traditional, scientific, and objective, yet arts based research embraces the idea that 

research is not objective and should be pluralistic in its approach in order to truly 

represent the multiple stories that exist and the many ways one could retell those stories. 

It is within this idea of a polyvocal (Barone, 2001) voice that arts based research and arts 

based texts offers much to this dissertation. Similar to Ojibwe oral traditions and 

storytelling, arts based text offers a voice to all involved; the participants, the readers and 

the researchers or writers of the stories by including their narratives and experiences. Arts 

based text sees the study of human phenomena as more subjective and humble and allows 

the reader to invest their life experience into the story and respond in ways that make 

‘sense to them’, which I believe partners well with ideas of oral traditions and 

storytelling.  

According to the novelist James Baldwin, the greatest achievement of art is the 

“laying bare of questions which have been hidden by the answers” (as cited in Barone, 
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2001, p.71). Art based texts have qualities that abandon the obsessive quest for certain 

and total knowledge that transcends a fallible, human perspective, but instead is based on 

an epistemology of ambiguity that seeks out and celebrates meanings that are partial, 

tentative, incomplete and sometimes contradictory, and originating from multiple vantage 

points (Barone, 2001). Such an epistemological stance seems appropriate to a project of 

educational inquiry whose role or purpose is the enhancement of meaning, and the 

embracing of many voices, rather than a reduction of uncertainty. 

Bakhtin influences my ideas of arts based narrative in the way he describes 

certain genres of writing as means to promote a dialogue that results in an educational 

process; between a set of views or cultural frameworks. He describes such literature as 

novelness. General and admittedly oversimplified notions of novelness, for Bakhtin are 

polyphonic, respecting the variety of its various characters, and its readers, with no voice 

being privileged over others, including the author’s. These sorts of exchanges serve as 

reminders of otherness in speech, as they celebrate a diversity of voices offering varied 

interpretations of phenomena (Bakhtin, 1975). Often conflicting voices heard in the 

textual conversation may raise important questions about topics under discussion, 

challenging the reader to rethink the values that undergird certain social practices 

(Barone, 2001).  

It is specifically through such a narrative process that I approach these ideas of 

arts based research within the oral traditions of Ojibwe communities. The resulting 

intertextual discourse will be novel-like (Bakhtin, 1975); in the sense of the complex, 

varied and rich impressions from different accounts, conflicting with and reinforcing 
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other accounts or impressions in this research text. Similar to what Haig-Brown (1990) 

calls a rambling roadmap to the borderland, where there are no “tidy” stories, but as in 

any true conversation . . . it rambles in places (p. 246).  

Research Design: Case Study 

This research seeks to understand complex relationships among teachers, students 

and curriculum within various cultural perspectives. To examine these questions, I 

developed two case studies and a cross case analysis. Cohen, Manion, and Morrison 

(2000) describe the purpose of a case study as “the study of an instance in an action.” 

(p.181). Peacock and Cleary (1997) explain case studies as stories which expect readers 

to take part in composing the meanings, and in turn, creating new foundational 

knowledge. Using case study methodology from both Indigenous and traditionally 

Western designs, this research attempts to provide multiple perspectives and descriptions, 

and various explanations, or interpretations of a unique event involving people interacting 

within a social environment happening in real time (Cohen et al., 2000). 

As researcher I exist as a participant-observer, and through these case studies of a 

second and fourth grade teacher, developing and using culturally based arts integration, I 

work to investigate and report the complex events, human relationships and other 

unfolding factors within this unique instance (Cohen et al., 2000).  

Site and Participants 

The school sites of study for this research are part of a 4-year federally funded 

research-based project designed for American Indian and non-Indian students in grades 

K–8. I have worked for the University of Minnesota as a research assistant on this grant 
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beginning in the summer of 2007, and will continue to participate as a University 

liaison and art resource for the involved teachers through 2010.  

The focus of this federal arts grant is to enhance students’ interest, understanding, 

enthusiasm and performance in standard-based art education, language arts, mathematics, 

and science (Ness & Bequette, 2006). Specifically, the grant works to partner with 

American Indian artists and community elders; integrate American Indian arts into all 

school disciplines; ensure that the American Indian arts-based curriculum is aligned with 

state and national benchmarks; research the effectiveness of culturally integrated 

American Indian curricular models in improving student academic performance; and 

disseminate program results and outcomes for state and national replication (Ness & 

Bequette, 2006). The teacher participants have volunteered to commit 1 year to 

professional development in order to fully integrate culture-based art curricula into their 

classrooms. These teacher participants receive a stipend for their involvement, as well as 

a generous budget to use for classroom supplies, fieldtrips and speakers or teaching 

artists. Most teachers volunteer with an interest in learning about Native American 

cultures and arts, along with the desire for increased classroom resources and support. 

While it is true that teachers in this grant are provided with many more resources and 

materials than most, doing similar work, we have found that there are still various levels 

to which teachers implement and integrate their curricula. My interest in this work is not 

with increased student achievement, as stated in the federal grant, but in the experiences 

that teachers provide and the perspectives of students in these involved classrooms. My 
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thesis requires that I work closely with two of these teacher participants as I consider 

what it means for each classroom context to “integrate art and culture-based curricula.”  

The school sites include a Bureau of Indian Affairs (BIA) elementary school on 

the Fond du Lac Reservation and a Cloquet public elementary school; Churchill 

Elementary. Cloquet is the town bordering the Fond du Lac Reservation in northern 

Minnesota. The BIA reservation school is a K–12 building and serves a Native American 

student body2, primarily self-identified as members of Ojibwe bands of the Great Lakes 

region. This BIA reservation school is in its second year of ‘corrective action’, as 

determined by the Department of Education, resulting in a full restructuring of school-

wide curriculum, teaching staff and administration to happen during the 2010–2011 

school year. Although, they have not achieved Adequate Yearly Progress (AYP) 

standards for the past 3 years, they have improved student proficiency in all content areas 

by 16% and increased their number of highly qualified teachers by 25%, during the 

2008–2009 school year (BIA school report card, 2009). Within this study, we are 

working only with the K–8 teachers and classrooms of the BIA school. The particular 

classroom of study is a second grade with 15 students, all identified as American Indians. 

The teacher, Ms. Roberts3, is a White, middle-aged female and has been teaching at this 

school for 3 years, spending 8 years prior at a public elementary school also in northern 

Minnesota. The public elementary school is a K–5 building and serves mostly a non-

                                                
2  Reservation school student body is identified as 100% American Indian, according to the Tribal website 
(2008 statistics). 
3  The name of the teacher in this case study, and her students has been changed. Names of Ojibwe elders 
and scholars have not been changed to give respect and recognition to the knowledge they have 
contributed. 
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Native student body, with Native Americans comprising about 17% of the student 

population. This public elementary school is part of a district that has consistently met 

100% of the AYP demands, and maintains an above average student proficiency in all 

content areas, increasing 35% during the 2008–2009 school year (Minnesota Department 

of Education, 2010). The classroom of study is a fourth grade with 21 students, four 

Ojibwe students and 17 non-Native students. Ms. Christenson4 is a White female and 

veteran teacher who has been at this elementary school for more than 10 years.  

Selection of these particular teachers was purposeful; due to their honest 

conversations on race and culture, and their commitment to engage students in culturally 

relevant arts integrated curriculum.  

Data Collection 

A variety of data collection methods were used in order to investigate the 

complex and multi-layered approaches of culturally relevant arts integration. I conducted 

naturalistic classroom observations and collected field notes, participated in formal and 

informal interviews with both the teachers and students, gathered curriculum samples and 

lesson plans demonstrating their use of culturally relevant arts integration, used an audio 

recorder for collecting teacher and student dialogue, as well as transcribed teacher talk in 

the classroom for purposes of discourse analysis. Triangulation is achieved through the 

variety of methods used in the gathering of the collected data. Internal and external 

                                                
4  The name of the teacher in this case study, and her students has been changed. Names of Ojibwe elders 
and scholars have not been changed to give respect and recognition to the knowledge they have 
contributed. 
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validity were assessed and controlled through triangulation as well as through a diverse, 

comprehensive and complete data analysis.  

Teacher Observations. Each teacher observation was supplemented with a 

standardized “observation format” (see appendix C) which recorded each observation in 

terms of how closely the lesson met Project expectations; through student engagement, 

lesson objectives and art process. All Project Intersect teachers were observed using this 

tool, at least two times throughout the year. While in the field, I also took notes of what I 

observed in the classroom. These notes, termed ethnographic field notes (Hammersley 

and Atkinson, 1995), are descriptions of the classroom context focused on that which I 

knew would not translate well to audio or the structured observation format, for example, 

my own reactions to what was happening in the classroom such as when I felt bored by 

the lesson or sensed apathy in the students or teacher. These notes mark “a shift in 

attention from what was said or done to how it was said or done” (Hammersley and 

Atkinson, 1995, p.180).  

Qualitative Interviews. I conducted qualitative interviews (Seidman, 1998) with 

each of the teachers to gain their perspective on the purpose they see in teaching their 

particular lessons, their understanding and comfort with the content and how they felt 

students responded to the lesson. In addition to the one formal interview, I conducted 

many informal and unstructured interviews with the two case study teachers to allow 

them the opportunity to explore questions or concerns they experience in their classrooms 

in a more relaxed atmosphere. I also interviewed eight students in each classroom to 

better understand their reactions to the curriculum.  
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Teacher Reflections. I had access to written reflections of teachers on both their 

professional development and classroom experiences as an additional data point to 

understand their experience of the professional development and teaching unit. These 

reflections, along with the interview data, helped me to triangulate my own reflections 

about what was happening in the classroom with the teacher’s understanding of what was 

going on. I also collected audio recordings of classroom interactions and still images of 

class activities to further support data analysis claims. 

Ojibwe Informants. Another important data source for understanding what was 

happening in the case study teacher classrooms were the conversations I had with Ojibwe 

elders and community members, who brought the wisdom of insider knowledge to my 

observations. The project held meetings with elders, culturalists, and educators in efforts 

to gather feedback and guidance. For my case studies specifically, I remained in close 

contact with an Ojibwe teacher, parent and community member of the area. She provided 

insider feedback and reflection on teacher practice, and curriculum development. She 

also assisted me in analyzing portions of collected classroom data that I, as an outsider, 

missed or misunderstood.  

Cultural Bricolage Model 

I use the data analysis from my case studies to inductively build a model for the 

development of a thirdspace in the classroom; this model is discussed in the cross case 

analysis. The model describes the crucial components of the thirdspace developed by 

comparing classrooms in which thirdspace was operating with places where this 

development was not realized. 
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Beyond simply identifying and describing the components, the model is 

developmental and demonstrates how a thirdspace is cultivated in the classroom and how 

differed aspects of classroom practice interact to form such a space. I believe that this 

model will help observers to recognize the existence of a thirdspace in the classroom, 

which, as discussed above can be complicated. It is also useful for teacher educators and 

professional development facilitators in their efforts to support teachers in culturally 

based approaches as it clarifies what is required to use this approach effectively. 

Timeline 

This research required 1 school year of study in order to fully absorb and report 

the complex process of second and fourth grade classroom interactions within a culturally 

relevant arts integrated curriculum. Teacher and student interviews happened throughout 

the school year, along with weekly classroom observations. These classroom 

observations, complete with descriptive field notes, happened four times a month for at 

least one class period per observation period. The collection of integration curriculum 

materials also began from Day 1 and continued as the year and lessons progressed. 

Data Analysis 

The data analysis examines the connections made by the teacher’s actions, 

thoughts and words. I analyzed the collected field notes and classroom observations for 

notable themes and patterns that emerged. The curriculum samples were coded and 

organized as evidence of integration growth and/or change. Merriam (2001) sees data 

analysis as a complex process, involving “the moving back and forth between concrete 

bits of data and abstract concepts, between inductive and deductive reasoning, between 
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description and interpretation” (p. 178). It is the process of creating meaning, 

understanding, and insight that informed the findings of this study. 

The informal and formal interviews with the teacher and students as well as 

teacher and student dialogue were analyzed using methods of Discourse Analysis (DA) 

(Fairclough, 1992; Gee, 2005). For the purposes of this study, DA examined the language 

(grammar, word choice, speech patterns, contexts) used by the teacher and students and 

offered an analysis rich in description. Using ideas from DA, I looked at the use of 

vocabulary, and grammar in the teacher text samples, in order to document certain 

relational values of culture, education and community. Through DA, these bits of text 

potentially share with us a lot about the personal and professional teaching philosophy, 

belief and alliance of each teacher. In this study, DA helped deconstruct contextual 

meanings in the classroom, teacher bias, and student cultures, which assisted in the 

documentation of authentic instances of culturally relevant arts integration. It is at this 

level of analysis that the discourse of the classroom can be seen as reproducing and 

transforming ideological assumptions and power relations. Additionally, the deep 

understanding of how the classroom contexts are situated in relation to the larger school 

communities and education systems was useful in the analysis. 

Validity. Merriam (2001) states that “validity and reliability exist in qualitative 

design when the researcher has paid careful attention to a study’s conceptualization and 

the way in which data were collected, analyzed, and interpreted, and the way in which 

findings are presented” (p. 200). A major assumption in qualitative research is that 

“reality is holistic, multidimensional and ever changing, not a single fixed objective 
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waiting to be discovered, observed, and measured as in quantitative research” (p. 202). 

What I am concerned with as a researcher is the construction of reality within the context 

I am observing. To enhance internal validity, this study attempted to adequately 

understand and portray the perspective of students and teachers, revealing the complexity 

of their behavior within a contextual framework, and presenting holistic interpretations of 

experiences as they unfolded. Because external validity concerns itself with the extent to 

which research findings can be replicated, the generalizability of qualitative studies has 

often been questioned. Merriam justifies the generalizability of qualitative design by 

arguing that the general lies in the particular: that is, what we learn in particular situations 

can transfer or generalize to similar situations subsequently encountered (p. 210). The 

findings from the experiences encountered in this study cannot claim to represent a 

monolithic reality, but instead hope to offer some insight into the experiences of a few 

classrooms and their work in culture-based art curricula. 

Theoretical Validity. A way to evaluate theoretical validity is through the 

examination of competing explanations (Maxwell, 1996). Because my study proposition 

states that the development of a thirdspace is beneficial to outcomes for students, a 

competing explanation would be that a thirdspace does not have this impact. Through my 

classroom observations, I was able to document moments where thirdspace was not 

practiced, resulting in the loss of student engagement during those moments. Although 

such negative examples provide data for establishing validity in qualitative research 

(Maxwell, 1996), the majority of my data collection supported the many positive 

moments in the classrooms. 
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Role of Researcher 

I approached this research with a strong understanding of my responsibilities to 

the schools, teachers, and students of Fond du Lac and Cloquet communities, as well as 

to the University of Minnesota. I feel fortunate to have spent 2 years in each school site, 

working with multiple teachers and students. In this time, I have demonstrated to both 

school communities that my work is ethically sound and respectfully conducted. I have 

also worked to establish a mutually trusted relationship with each teacher chosen for this 

study and have conducted pilot studies in their classrooms in preparation for this work. 

I was responsible for collecting the data, by observation, interpretation and note-

taking, as well as analyzing the data through reflection and transcripts. I have been 

preparing for this responsibility for the past 2 years, as a graduate research assistant for 

“Project Intersect”, and graduate student in the Department of Curriculum and 

Instruction, as well as indirectly preparing for this work since first beginning my teaching 

career 10 years ago. As a research assistant, I have been able to directly apply the 

research coursework I have taken, through my responsibilities in collecting data, creating 

evaluation tools, interviewing teachers and students, transcribing and analyzing teacher 

and student discourse and text, and coding data for the grant assessment purposes.  

I have had strong mentorship and research advising throughout my work in this 

grant, and I have completed the departments’ online ethics research training program. 

With my gained experiences thus far, along with committee guidance and support, I am 

confident that I am prepared to address any ethical issues, or data complications that 

might arise from this study. 
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Limitations of the Study 

First, it is important to uncover my bias and background as a non-Native, White, 

middle class, female, researcher approaching pedagogies of risk and change. Within this 

process of change for teachers and students, I must also be willing to grow, risk, and 

change as a researcher and outsider.  

Secondly, I was aware and reflective in questioning and problematizing my 

research perspectives with a critical eye throughout the experience. Notably, my dual 

roles as both independent researcher and graduate research assistant for a federal grant, 

provided moments of conflict in my data collection and analysis, as I struggled with the 

often divergent research motivations. Although, I was given permission to ask my own 

research questions while working for the grant, I often felt discomfort in separating the 

ways I collected data from teachers for the grant outcomes, and the data I felt was 

important for my own work. For example, teachers were aware and seemingly 

comfortable of my role as university graduate student; simply collecting quantitative data 

for the federal arts grant through interviews, observing the Ojibwe arts lesson plans, and 

documenting projects through digital image. However, as an independent researcher, I 

was also collecting massive amounts of qualitative data in the forms of experiences, 

classroom moments, cultural understandings, art practices, conversations, daily 

observations, and questions and conflicts in the classrooms. I understood that my role as 

independent researcher was often disguised by the federal grant, and in my positioning as 

an un-intimidating graduate student. For both these reasons I was able to gather data for 

this dissertation in what I believe to be a more discreet but authentic way. 
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The purpose of this research is to better understand the process of creating and 

implementing culturally based art curricula. This research does not provide a best 

practices model for teachers to follow, nor does it measure teacher effectiveness or 

student success. The scope of this research does not extend outside the two classrooms I 

will be observing and working in. The conclusions of this research do not apply to all 

models of culturally relevant and/or art curricula for Native and non-Native school 

contexts. Instead, the conclusions drawn reflect the complex nature of creating and 

implementing culture-based curricula, and the inclusion of art in this process, as well as 

recognizing the issues and challenges addressed by each teacher, as well as the social and 

institutional structures that shape what happens in our classrooms.  

Potential Significance of Study 

In order to begin to understand the construction of teaching integrated curricula 

and the cultural identities that often accompany these complex contexts, we must also 

acknowledge the societal layers that contribute to this conversation. Often it is the 

unexamined layers such as race and power that underlie many aspects of teacher 

characterizations’ of teaching American Indian content. In this study, I worked to 

acknowledge these complications and struggles and contribute to the literature that may 

assist others in the process of culture-based and integrated art curricula elsewhere. This 

work will raise many questions, and likely not as many answers, but it is through the 

process of examination of various classroom experiences that I hope this work provides 

pedagogical spaces of learning and models from which to build.  
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As stated earlier, my data is not driven based on test scores or standardized 

assessments, but instead will hopefully contribute to the conversation on educating 

students holistically and across content borders. The findings from this research provides 

examples of how teaching integrated, culturally based curricula might allow for teachers 

and student to more fully engage in addressing cultural and societal histories through 

changed spaces of learning.  

Through my development of a thirdspace model, based on classroom 

observations, I wish to also contribute to the field of teacher education and professional 

development for facilitators working with culture-based curricula. Lastly, I have hope 

that this work will bring attention to the power and potential of the arts in all classrooms, 

for both teachers and students, and contribute to the field of arts based research.  

Ethical Considerations 

Using the Belmont Report (National Commission for the Protection of Human 

Subjects, 1978) directives, ethical principles and guidelines for research involving human 

subjects will be employed by this study. I am an approved researcher under the project’s 

IRB, and have committed to the basic ethical principles of respect, beneficence and 

justice as integral in the approach of subject participation and participant consent. 

Consent and assent forms were solicited in writing from all research participants (see 

appendix for sample). Upon consent, all participants were informed of their rights and 

responsibilities, as well as any risks and/or benefits of their participation. At any time 

during the study, subjects had the right to refuse research components (such as 

interviews) or completely withdraw their participation from the study. Collected data has 
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been kept private and secured in a database, protected by password access only. 

Personal data collected from this study will be kept no longer than necessary, and 

destroyed by a collectively agreed-upon date. 
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CHAPTER 4 

MS. ROBERTS: CREATING SPACE FOR OJIBWE CULTURES 

Ms. Roberts, a 2nd grade teacher on Fond du Lac reservation in Minnesota, 
leans over a large piece of stretched canvas as she slowly moves a paint 
brush full of black paint along the penciled map outline of the Great 
Lakes. Creation of this map is part of her year-long unit based on “Paddle 
to the Sea”, a story written about a miniature carved canoe navigating 
through the Great Lakes en route to the Atlantic Ocean.  

“Where would paddle be now in our story?” Roberts asks. Students look 
around the map quickly. Tyson excitedly shouts out that he would be 
“here! Where Lily is painting the bottom of the wolf head!” Lily smiles, 
proudly.  

“Yes, I think you are right, and we know that the wolf head is the shape 
Lake Superior makes, which means he is at the east corner of Lake 
Superior moving into a tributary connecting to Lake Huron.” “Yeah, right 
here, where I am painting!” a student shouts from his Lake Huron section.  

Roberts nods and then pauses to inspect the work of her second grade 
students working alongside her. A student across from her looks up and 
makes eye contact with Roberts, he seems to be silently asking for her 
approval.  

“This is looking really good! Remember to stay in your section; do not try 
to reach across the map.”  

The students nod as they continue painting. Roberts continues looking 
around as her students paint. 

“Lacy, watch me paint. See how slow I am going? 

Other students watch Roberts and follow her indirect instruction to slow 
down. The entire class is quietly focused on painting their section, no one 
is talking. One student comes to the last segment of her penciled line and 
asks for more to paint. Roberts suggests she help her neighbor who still 
has a detailed section of crossed lines to paint. 

“OK, ’cause this is so fun! I realllllly want to do more!”  



 

 66 

 
The student quickly begins painting, as she closely huddles next to her 
neighbor. 

Roberts’ class did not always have the focus described in the short vignette, but 

rather the rigidly structured approach more usually found in classrooms with an emphasis 

on direct instruction. Roberts attributes this commitment to her newly developed 

curriculum based on Ojibwe language and culture and the teaching materials and content 

she received from professional development workshops.  

Roberts entered the project with many ideas towards a comprehensive plan of 

infusing arts and Ojibwe culture into her classroom. Because Ms. Roberts is part of an 

Ojibwe reservation school, she stated her obligation to learn more about Ojibwe art and 

culture and expressed excitement in the project possibilities. She was one of few teachers 

who had drafted a comprehensive unit plan and compiled resources in order to start her 

work at the very beginning of the school year. Roberts was enthusiastic about her lesson 

plans and projects and worked daily to bring these ideas to fruition in her classroom.  

In this case, I describe the art and culture-based pedagogy of Roberts’ curriculum 

and how she applied content from her personal interests, as well as content from the 

professional development workshops to her teaching. I argue that the implementation of 

Ojibwe art and culture curriculum, along with different or changed teaching strategies 

produced a dynamic change in Roberts’ classroom that led to student learning through art 

and culture. These strategies were mutually reinforcing, so that small changes in practice 

led to substantial shifts in Roberts practice. 
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Life in second grade 

Within minutes of being in Ms. Roberts’ classroom, it is very apparent that her 

second grade students adore her. She has an energy that captures attention; an energy that 

motivates excitement and interest in what she is saying and doing; the kind of energy that 

makes someone a ‘popular kid’ in high school. Ms. Roberts is still one of the popular 

kids, but now in her own classroom.  

Ms. Roberts’ physicality further commands the attention and engagement of most 

who are around her. At the first hint of cold Ms. Roberts begins arriving to school in her 

brown suede Mukluks, a shoe crafted and worn originally by arctic aboriginals and now a 

true mark of contemporary Great Lakes’ character. She would always change into her 

‘comfortable classroom shoes’ typically leather clogs, leaving her mukluks by her desk 

ready for her after school commute. Ms. Roberts does not live on the reservation, but 20 

miles north in a larger urban community where she leads an active social life with her 

friends and dog. She would often talk about her dog and what they did on the weekend, 

once sharing a story about how “Bernie” injured his paw and much to her dismay tracked 

blood into the house. The students squealed with laughter as Ms. Roberts described how 

she ran screaming around the house trying to catch Bernie, who was running frantically 

from her. Ms. Roberts tells a good story, full of animated voices, arm gestures, and 

descriptive sounds. The students would routinely ask Ms. Roberts about Bernie and their 

ventures together and depending on the moment, many times she would indulge them 

with a story, adding to the casual nature most days in her classroom. 
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The second grade classroom is a large room with a lot of natural light that pours 

in through a wall of windows. The cabinets that line the other side of the room are a 

clean, cheery yellow. There is a large, well used “ABC” carpet in the middle of the blue 

and white tiled floor, with a rocking chair sitting nearby. Student desks are clustered in 

groups around the room. Ms. Roberts desk is covered with pictures that have been 

colored and given to her by students, photographs of students and places she has visited, 

images and notes to Bernie from past students, a large water bottle and a coffee thermos 

from the morning commute, and always a scarf (thick wool in the winter and a thin 

gossamer in the spring). Ms. Roberts is of Nordic heritage and often represented this 

connection with her clothing of traditional Marimekko patterns and bold designs. At one 

point she brought in some large patterned fabric panels to serve as a backdrop for student 

photos that were used as part of a welcome board outside the classroom. The Great Lakes 

region has had a large population of Nordic cultures since the time of colonization, so it 

is not unusual for families to be of Native American and Nordic heritages, as many are in 

Ms. Roberts’ class. 

The school is designed to represent certain elements significant to America 

Indians of the Great Lakes region through its aesthetic design. The exterior of the school 

resembles a turtle; an important animal in the traditions of many American Indians; the 

school’s interior has floor tiles and walls patterned after the style of traditional Ojibwe 

beading, and quillwork designs. There are also parts of the school day that honor routines 

and ceremonies of Ojibwe people past and present. For example, in place of bells 

between classes flute music is played over the school speaker system, and each morning 
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there is a gathering and morning prayer to start the day (similar to the school pledge 

that often happens in public schools). Like many Reservation schools, there is a class 

period for Native language, “Indian education” specialists, and extra-curricular activities 

include pow wow dance and regalia design. The school culture enhances the importance 

of Ojibwe-based art content in classrooms, but has struggled with providing teachers with 

the tools necessary for classroom success in the arts. 

Professional Development 

Upon close analysis of my collected data, from both Roberts and Christenson’s 

classroom, I recognized the significant role professional development played in each 

teacher’s practice. My data shares the reflections, influences and models that professional 

development offered the teachers, and also provides insight into my research question 

based on tools and techniques teachers implemented for success. Based on collected data, 

I will explore the ways in which professional development contributed to culture-based 

arts integration of each teacher, and the ways in which she acknowledged the 

involvement of professional development in her classroom experiences. Before moving 

forward, I felt it necessary to briefly describe the function of professional development, 

and outline the literature that supports and informs my collected data. 

To describe the function of professional development in helping teachers to be 

more culturally responsive, I refer to the literature on multicultural education, which has 

a long history of preparing teachers, who often come to the classroom with what Sleeter 

(1995) terms a “well developed” worldview that includes tendencies toward color 



 

 70 

 
blindness, deficit thinking and a lack of knowledge about, and experience with people 

outside their own culture, for diverse classrooms. 

Multicultural education looks at the differences that involve “unequal positions of 

power in the United States. These include race, social class, gender, disability and sexual 

orientation” (Sleeter and Grant, 1994, p.vi) and how this diversity impacts teaching and 

learning. The aim of multicultural education is: 

To unlearn racism or to interrogate the racist assumptions that may be 
deeply embedded in our own courses and curricula, to own our own 
complicity in maintaining existing systems of privilege and oppression, 
and to grapple with our own failures to produce the kinds of change we 
advocate (Cochran-Smith, 2004 p.278). 

Because culturally relevant teaching is predicated on the acknowledgment of 

cultural difference (Kagle, 2005), multicultural education’s focus in confronting 

difference is an important part of learning to be culturally responsive in the classroom. In 

this way, multicultural education serves to “destabilize entrenched ethnocentrisms” 

(Dunlop, 1999, p. 57) and this destabilization is the first step in cross-cultural (Kagle, 

2005; Dunlop, 1999) and racial (Tatum, 1992) awareness.  

Such destabilization can ultimately lead to a profound shift in the worldview 

teachers bring to the classroom. Such shifts are described in the multicultural education 

literature: Nieto terms it the “personal transformation” necessary for teacher to become 

effective in multicultural settings (Nieto, 1999, p.124); Johnson describes teachers feeling 

that their “eyes have been opened” (Johnson, 2002, p. 31); and Frankenberg speaks of the 

“awakening” (Frankenberg, 1993, p.12) to racial consciousness. 



 

 71 

 
Multicultural education often employs the dual strategy of having teachers look 

at their own identity (McIntyre, 1997; Jackson, 1995) while at the same time coming into 

contact with the “other” (Sleeter, 1995) in order to help teachers cultivate an attitude that 

Ballenger terms “making the unfamiliar known and the familiar strange” (Ballenger, 

1992,p.205). This dual viewpoint is important to the practice of culturally relevant 

pedagogy because it implies that the teacher will work towards the cultural understanding 

necessary to bring the local knowledge into the classroom while at the same time 

counteracting the inherent hegemony that occurs when the teacher’s own cultural 

assumptions are left unexamined.  

Professional development as action research 

Professional development activities designed to enrich and further enhance the 

professional growth of teachers often are scheduled by administrators to work around the 

classroom timetables and needs of teachers (Gusky, 2000; Gusky & Huberman, 1995). 

However, short and intermittent periods of in-service that rely on teachers to go back to 

their classrooms and, in isolation, implement that which they have been presented during 

their professional development activities have yielded few positive results (Darling-

Hammond, 1997).  

Current teacher development theories put the ‘teacher as learner’ at the center 

(Ball & Cohen, 1999; Hawley & Valli, 1999; Little, 1993). Hetland (2010) expanded on 

this theoretical assumption by suggesting that professional development be seen as an 

intentional process, as directed by teachers’ individual questions and based on each 

individual context. Professional development models need to be purposeful and linked to 
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the classroom teacher’s needs and practices, not as someone else defines or perceives 

the classroom needs to be. It also requires professional development to be on-going and 

as part of what Hargreaves (1992) calls professional growth, which should last ones’ 

entire career. Jacobson and Battaglia (2001) suggest that only when there is sustained 

change will professional development be transformational in terms of teacher practice 

and pedagogy. They further posit that this measure of success depends upon the teacher 

being part of the process of setting identifiable goals and working towards them. This 

begs the question of how professional development in this study is structured and 

executed to ensure that it becomes transformational for the teachers, and that it leads to 

changes in both pedagogy and practice.  

This project attempted to provide teachers with experiences that encouraged and 

depended upon self-reflection as part of a continuous learning process directed toward 

professional growth, or as Irwin and Grauer, (2010) restate: ‘learning to learn’. This 

process begins with a stimulus directed at learning and (art) making, with continued 

support to implement and practice each individual’s knowledge. There is then the 

expectation that the learner (teacher) would reflect on their process.  

Learning occurs best in context or in experience, in real-life environments through 

constructivist knowledge creation processes (Kolb, 1984). Harris and Grandgenett 

(2002), as well as Dickenson, McBride, Lamb-Milligan, and Nicols (2003), in looking at 

various school based initiatives, focused on teachers, dubbed this process “authentic” 

professional development. In the case of the classroom teacher in this context, this means 

her classroom is the focus of new learning, as both the teacher and student. These 
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viewpoints of professional development as a practice of learning and a process of action 

research are important to this work because they suggest that ‘authentic’ learning allows 

students to engage in learning and meaningful construction of concepts and relationships 

in contexts that involve real world problems that are relevant and interesting to the 

learner (Donovan, Bransford, and Pellegrino, 1999). Such theories of professional 

development purpose, further inform and support the work of culture-based art 

integration, as well as foster the development of a thirdspace of cultural bricolage in 

classrooms.  

Context of professional development in this study 

To support the teaching of the culturally based art curriculum, teachers attended a 

week-long summer institute focused on Ojibwe art, culture and language, as well as four 

workshops throughout the academic year, and a number of small group meetings, 

observations, interviews, and co-teaching experiences, which I consider to be ‘in-service‘ 

or action research approaches to professional development (Hetland, 2010). During this 

professional development, Roberts and other participants learned from Ojibwe elders and 

cultural specialists as well as artists and crafters of the region. During the summer 

institute participants were expected to learn about and create American Indian art, 

practice Ojibwe language and explore the history of the local Ojibwe communities. The 

workshops also addressed components of critical pedagogy, such as reflexive teaching 

practice, community collaboration, and culturally relevant curriculum. Following, I will 

contextualize the professional development experiences of Roberts through the 
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breakdown of: cultural content, art content, pedagogical strategies, Indigenous 

pedagogies, and the overall impacts of professional development in the classroom. 

Cultural Content 

The summer institute was organized around traditional art and culture-based 

activities of Minnesota Ojibwe tribes, as well as some local history and context of the 

area. The week began with a historical tour of the region led by elder and scholar, 

Thomas Peacock5. The tour informed teachers of the history of the land and the stories of 

many in the Ojibwe communities, prior to their forced moves to the local reservation. 

Tom begins by saying that much of what has been referred to as American Indian history 

is actually a history of Indian-white contact, and throughout much of Indian Country the 

stories of the Indigenous people, from the Indigenous perspective, remain relatively 

untold. Peacock goes on to share with the teachers why he believes many Indian people 

have a dislike for history. Perhaps because of the void their voices and presence 

represents, as history remains to be taught as beginning from the colonization of the 

country by Europeans. Teachers soon realize that this historical tour of their region is 

meant to open their eyes to the lost stories of the places they call home. 

As teachers were bused around the adjacent small towns, they learned about the 

land that was once part of the Ojibwe homeland but now belongs to state parks, 

commercial ventures and local recreational areas. We visited a burial ground for 

Anishinabe of the past, near Superior Point; we stopped at the old reservation cemetery, 

where Ojibwe people of the past were once buried in one mass grave; we walked on spots 

of conflict such as Sandy Lake; we visited the old village of Fond du Lac on the bluff 
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overlooking the St. Louis river; and other villages and settlements of the present-day 

Fond du Lac reservation. Many teachers commented on the fact that these familiar places 

were often part of their daily routines, most of whom were unaware of the past events and 

injustices against Ojibwe ‘in these very spots’. This historical tour gave most teachers a 

renewed perspective on their ideas of ‘history’ and about what histories they teach in 

their classrooms. For Roberts, meeting Tom and learning about the histories and 

meanings of the area would play a central role in her curriculum development and project 

ideas for the coming school year. She would later invite Tom to her classroom to tell this 

story to her students, and acknowledging the many voiceless throughout history, she also 

invited other elders to the classroom to share their stories of the area with her students.  

Art Content 

Roberts and other teachers learned about the importance of natural resources of 

the Great Lakes region, such as birchbark, sweet grass, willow, porcupine quills and used 

these materials to create art objects through traditional processes, as led by community 

artists or crafters. For many teachers, this was their first opportunity to work with such art 

materials, projects and resources, and some expressed apprehension about the comfort of 

their art skills. Roberts cited the opportunity to learn art concepts through observation and 

hands-on exploration during the professional development as having an impact on her 

practice: 

It really helped to go through the process of doing activities myself and 
experience my own frustration in not getting the results I wanted the first 
time. Being put in the position of being the student has helped me to plan 
what and how I want to guide my students through. It makes a big 
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difference to actually make something, instead of just hearing about it or seeing 
pictures of it. 

In addition to giving Roberts a better understanding of her students’ potential 

difficulties with art process, some of the activities were designed to be challenging and 

enriching for the teachers themselves, as new learners in this content. It was important for 

teachers to discover the value of making art and the ‘hands-on’ approach to teaching 

language and culture through art, before they began developing curriculum. For teachers 

this work was extremely helpful in gaining the necessary confidence, awareness and 

understanding of art, culture and language, in order to share their newly acquired 

knowledge with their students. 

Teachers also learned about the etiquette and tradition of pow wow dancing and 

then made regalia for dancing at a pow wow. At the end of the week teachers were 

invited to be participants in a pow wow, wearing their regalia, as an experiential 

component, welcoming gesture from the community, and celebratory finale to the week’s 

work. Roberts and others remarked on the importance of this experience, as they joined, 

helped organize and attended pow wows the following year.  

I have attended pow wows as a spectator before, but never as a participant. 
I always thought that I could not really be part of it, since I was not Indian. 
But, making regalia and dancing under the guidance and support of our 
students and their families, has made me feel so different about them [pow 
wows] I feel like I can be a part of it all and that I know what I am doing is 
OK. 

Pedagogical Strategies 

In this section, I look at ways in which the professional development worked to 

weave issues of pedagogy into learning about culture-based art content.  
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Ball and Bass (2000) identify a “chasm in many teacher learning experiences 

between learning about content and learning about pedagogy because of an invalid 

assumption that the integration required to teach is simple and happens in the course of 

experience” (p.86), an assumption they find invalid. They report that teacher education 

programs often separate content, which takes place in the university classroom, from 

learning about pedagogy, which happens only in the student teaching experience. They 

similarly worry that multicultural education can lead to competition between learning 

content and learning about how to reach diverse students through appropriate pedagogy 

when in fact these two domains should be linked. An argument closely aligned with 

earlier literature focusing on efforts to reinforce culture and education (Art), rather than 

pitting them against each other when judging student success. 

The result is that: 

The prevalent conceptualization and organization of teachers’ learning 
tends to splinter practice, and leave to individual teachers the challenge of 
integrating subject matter knowledge and pedagogy in the contexts of their 
work (Ball and Bass, 2000, p.86). 

As I began analyzing data from classroom observations, interviews and teacher 

workshops, I began to notice a pattern of what I recognized to be pedagogical strategies 

associated with the use of culturally based curriculum in the classroom. These strategies 

entail a change in the teacher’s role from the “monolithic teacher script” (Cook, 2005, p, 

88) to a classroom where the relationship between teacher, student and curriculum is 

more “dialogic and inquiring” (Lipka, 1998, p.7) and brings the processes of school and 

community closer (Lipka, 1998). Lave (1991) has also written about similar conceptions 
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of learning as processes of participation in communities of practice, both through ideas 

of apprenticeship and legitimate peripheral participation. Lave’s work in Situated 

Learning (1991), places emphasis on the whole person, and views agency, activity and 

the world as mutually constitutive reformulations of learning. These beliefs in learning 

through a social practice also clearly align with the traditional Ojibwe ways of education 

(such as observation), as I described in the literature review. I applied what other 

researchers have termed Indigenous pedagogical models (Cook, 2005; Lipka, 1998; 

Lipka et al., 2005; Tharp, Estrada, Dalton, & Yamauchi, 2001; Kagle, 2007) to similar 

patterns I recognized in each classroom. Below I will briefly outline Expert Apprentice 

Modeling and Joint Productive Activity (Cook, 2005; Lipka, 1998; Lipka et al., 2005; 

Tharp et al., 2001; Kagle, 2007), two strategies I witnessed at teacher workshops, and in 

my case study classrooms, and which I strongly feel contributed to the success of both 

teacher and student learning. 

Expert-Apprentice Modeling. In Indigenous culture, as well as many others, 

children traditionally learned through a process of observing skilled adults and then 

trying to accomplish what the adult demonstrated. As described by DeHaan (2002) and 

Peacock (1998) parents or other teachers would engage children in trying small parts of 

an activity that they could accomplish. This first step, modeling, was traditionally done 

without much verbal description. Instead, learners are expected to show “keen 

observation” skills (Rogoff, 1990, p.27).  

Joint Productive Activity. Once a skill has been modeled, culturally responsive 

teachers engage in joint productive activity (Kagle, 2007; Lipka et al., 2005; Tharp et al., 
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2001) with students to practice the skill together. Joint productive activity is described 

as experts [teacher] and novices [student] working together for a common product or goal 

(Tharp et al., 2001, p.21). In the classroom, this strategy means that the teacher works on 

the same problem or activity as the students. Joint productive activity can be thought of 

as an extension of the modeling strategy because, should students encounter difficulties 

working independently, they can return to observing the expert [teacher] working. 

Indigenous pedagogy in the classroom 

During the professional development, Roberts and other participants learned from 

Ojibwe elders and cultural specialists as well as artists and crafters about the content of 

culture-based art curriculum. It was not the intention of the summer institute to 

emphasize certain indigenous pedagogical strategies to the teachers as a possible model 

of teaching; however, the teachers did observe and reflect on successful and specific 

strategies common among the culture-bearers they met and learned from. Not until the 

analysis of my data, did I recognize the critical role that indigenous pedagogical 

strategies served when teaching about art and culture content. Additionally, the following 

data will show that it was through the use of just a few Indigenous pedagogical strategies 

that both Roberts and Christenson were able to open up a thirdspace of cultural bricolage 

in their classrooms. Thus it is my hope that these applications, albeit undeveloped, of 

indigenous pedagogical models serve as a tool for future professional development 

facilitators as they consider what is necessary for teacher and student learning. 

In the area of indigenous pedagogical strategies, two were reflected upon by 

Roberts and other teachers: expert-apprentice modeling and joint productive activity. 
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Learning in this way made an impression on many of the participants during the 

summer workshop week. There were teachers who found success in this technique, but 

often teachers would become frustrated with the lack of verbal “direction” on what they 

should be doing. This model of observational teaching counteracts what many teachers 

consider ‘good teaching practice’, which emphasizes a step-by-step instruction 

accompanied by a clear and concise process that all students are to follow rigidly for 

success. Teacher reflections highlighted misunderstandings of this model as a cultural 

pedagogical method, and further implied that the teaching elder was unprepared or 

simply a weak teacher. The lack of explanation for using such models clearly led teachers 

to misunderstand the deliberate pedagogical practice. However, teachers did reflect on 

how the pedagogical strategies employed by the elders and artists might be applied to 

their classroom: 

• “Working through the activity myself allowed me to re-teach it to others.” 

• “I learned from my table-mates who were ahead of me or better 

understood the activity. It is a good way to collaborate with classmates.” 

• “I was frustrated with the lack of content shared by the elder. However, it 

forced me to ask questions and seek out what I wanted to know.” 

Impact of Professional Development on Classroom Practice 

The professional development and understanding of Ojibwe art and culture had a 

great impact on Roberts’ teaching during that school year, as will be described below. 

Roberts was able to effectively incorporate many of the art and culture models from the 

professional development workshops in her classroom.  
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In order to facilitate the use of expert-apprentice modeling as recognized during 

the summer institute, Roberts made connections outside her classroom and organized her 

classroom in a way that increased her ability to support students’ learning, by facilitating 

the inquiry approach. Second, the hands-on approach allowed Roberts to better assess 

students’ understanding and engagement. Finally, the cultural content and culturally 

aligned pedagogical strategies employed increased student engagement in all facets of the 

classroom.  

Theoretical Frame 

To understand how Roberts’ use of art and culture fits into her classroom, I draw 

on the idea of culturally responsive teaching and culturally based curriculum opening up 

a “thirdspace” that is neither the traditional culture of schools nor that of the community 

culture, but instead a link between the two (Lipka et al., 2005; Webster, Wiles, Civil, & 

Clarke, 2005; Stairs, 1994). Such cultural bricolage within the classroom has been shown 

to create conditions and dynamics that promote learning for minority students (Cook, 

2005; Webster et al., 2005; Dunlop, 1999). By teaching knowledge learned from Ojibwe 

elders through art, language and culture, while also aware of indigenous pedagogical 

strategies, Roberts’ opens a thirdspace within her classroom by creating a space where 

students could contribute knowledge, relate to other stories, and share traditions in their 

learning process. However, Roberts’ curriculum also follows structures that are 

characteristic of traditionally western influenced school models. For example, the overall 

organization of the lessons are formatted for district and state learning objectives, 

standardized test skills and summative assessments. Roberts also weaves between 
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indigenous pedagogies and traditional western style teaching norms, such as Initiate-

Respond-Evaluate or IRE (Cazden, 1988) during her year of classroom work. Thus, both 

mainstream and community cultures contribute to the development of cultural bricolage 

within classrooms. 

How the thirdspace is created depends on the preferences and knowledge of the 

teacher, A Native teacher may draw on cultural knowledge learned as a child from her 

own elders as in the case of some Project Intersect participants. A non-Native teacher 

uses other strategies, like relationship building and community collaborations, as in the 

example of Roberts. The thirdspace of Roberts is the result of her effective application of 

art and cultural content within the context of indigenous pedagogical strategies through 

elder and community connections. I argue that in Roberts’ classroom, she created 

conditions and dynamics that contributed to students learning through the arts, throughout 

the school year. 

Classroom Analysis 

The lesson being analyzed for this case study began in fall, the beginning of the 

school year, and ended the following spring. The year-long lesson focused on ideas of 

migration and home. The curricular goals of the year-long lesson was to connect with 

community members and elders, work with teaching artists and crafters to create art 

projects and learn about traditional and contemporary art forms of the local Ojibwe 

communities. The lesson also introduced ideas of students’ past and present situations of 

home. The lesson as described below is constructed using many hours of classroom and 

fieldtrip observations, teacher conversations, written curricula, student conversations, 



 

 83 

 
teacher reflections and audio recordings as well as digital photos of key events, over the 

span of the project school year.  

Paddle to the Sea 

Ms. Roberts’ curriculum plan for the 2007–2008 school year relied heavily on the 

book “Paddle to the Sea” by Holling Clancy Holling. This book, originally written in 

1941, tells the story of Paddle, a small canoe and paddler carved out of wood by a Native 

American boy in order to make the journey from Lake Superior to the Atlantic Ocean.  

Satisfied at last, the boy sat back on his heels. Before him lay a canoe one 
foot long. It looked like his father’s big birchbark loaded with packs and 
supplies for a journey. Underneath was a thin rudder to keep it headed 
forward, and a lump of lead for ballast. This would keep the canoe low in 
the water, and turn it right side up after an upset. An Indian figure knelt 
just back of the middle, grasping a Paddle. And along the bottom were 
carved these words: Please put me back in water, I am Paddle to the Sea 
(Holling 1941, p. 1). 

Ms. Roberts used this book to talk about ideas of journey and travel, as 

experienced in the Native American culture, and specifically the role that dreams serve in 

Ojibwe migration stories. 

I made you, Paddle Person, because I had a dream. A little wooden man 
smiled at me. He sat in a canoe on a snow bank on the hill. Now the dream 
has begun to come true. The sun spirit will look down at the snow. The 
snow will melt and the water will run down-hill to the river, on down to 
the Great Lakes, down again and on at last to the sea. You will go with the 
water and you will have adventures that I would like to have. But I cannot 
go with you because I have to help my father with the traps. ‘The time has 
come for you to sit in this snow bank and wait for the Sun Spirit to set you 
free. Then you will be a real Paddle Person, a real Paddle-to-the-Sea 
(Holling, 1941, p.2). 

Paddle to the Sea (Holling, 1941) has 27 chapters, each chapter consisting of one 

page of text and one full color illustration. Each chapter charts a new place, adventure, 
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person or animal of the Great Lakes region that Paddle meets. Ms. Roberts used this 

story as the foundation from which to teach science, math, social studies, art and culture 

in her classroom for the length of 1 school year. Beginning in September, Ms. Roberts 

read a chapter a week for 27 weeks. Each week included an art, science, math, literacy or 

social studies project stemming from the themes, ideas, or locations found in the chapter 

that week. Because Ms. Roberts teaches in an Ojibwe school, she expressed the 

importance, in her lesson plan, to explore with her students their past and present 

situations, as American Indians:  

There are many land features, animals, Lakes, and rivers (to name a few) 
that will fit nicely into this intent of curriculum of our Ojibwe learning 
about their past; their migration. The lesson plans will include as much as 
possible for presenting, discovering, creating, and learning about their past 
to make sense of the present day of where they came to settle. We will talk 
about why, how, what, where, and when this migration took place. We 
will include prediction questions that will keep them interested to present 
day curriculum i.e. for science, what would the weather be like, how many 
fish will they catch, how would they fish, what kind of fish would Paddle 
eat? Using these questions we will be able to compare and contrast life 
today and long ago.  

Paddle to the Sea (Holling, 1941) became the class’s tangible medium for 

learning about Ojibwe history and migration. To further this intention, Ms. Roberts 

commissioned an artist to carve a 1-foot-long wood Paddle replica for the class to care 

for during this year of study. The students took turns holding this Paddle replica during 

the chapter readings and subsequent classroom projects. It was both their interest in the 

storybook and the physical form of Paddle that initially attracted, yet continued to 

motivate the students throughout the year.  
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Art, Culture and Cross-Curricular Connections. Paddle made many 

connections for both Ms. Roberts and her second grade students. They explored the travel 

route and illustrated the map that led Paddle to the Atlantic Ocean using mathematical 

calculations of scale, distance, and time. They used scale to recreate Paddle’s journey 

onto a 5- by 12-foot classroom map and worked with the school’s art teacher to paint and 

add landscape detail to the map. Each student also made a clay model of Paddle for use 

on the map. The students used this classroom map and their clay Paddles as a tool for 

review and to predict Paddle’s future journey destinations and stops along the way. The 

students not only estimated Paddle’s distance using their map, but also anticipated the 

scenery, surroundings and natural landscapes Paddle may witness on his journey. The 

ideas of landscape and the natural world (then and now) prompted the science 

connections made by Ms. Roberts’ unit plan:  

As we are reading our story of Paddle, we will explore what the natural 
world looked like and explore the physical world of what kinds of trees, 
rocks, lakes, and rivers Paddle will travel. We will learn about animals, 
bugs, fish, and berries. We will discuss the wind and weather conditions of 
traveling, i.e. winter vs. summer. Our children will understand and know 
the four directions. We will raise the question and examine how the 
Ojibwe peoples used the stars/constellations as a guide on their journeys. 
We will label these words in Ojibwe language. Read story of Beaver, a 
prominent animal in the Ojibwe culture.  

Students were also responsible for narrating and illustrating the story of Paddle in 

personal journals. These student journals served many purposes and reinforced many 

connections. Students were accountable for retelling and summarizing the weekly 

chapters, predicating chapter outcomes, reviewing Ojibwe vocabulary from the story, and 
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completing many art lessons on a weekly basis. It was through such inquiry, 

exploration, storytelling and play that students remained engaged chapter after chapter 

Guest Teachers, Storytellers and Community Artists. Ms. Roberts worked hard to 

use local and regional published resources, speakers and artists, as a way to provide 

specific information to her students about their particular region and history. In doing 

this, she was also knowingly showing respect and interest in the reservation community 

and in the knowledge and craft they had to offer, as well as validating the information she 

offered in class to parents, rather than bringing in speakers and resources from outside the 

reservation. Ms. Roberts invited many community members into the classroom and 

welcomed many perspectives particularly within the theme of migration stories of the 

Ojibwe people. Storytellers and educators came to share their versions of east-to-west 

and west-to-east migration stories, all the while, highlighting the oral traditions of Ojibwe 

histories and embracing the idea of multiple interpretations and perspectives of the past. 

Ms. Roberts summarizes some of the big ideas that motivated her unit:  

How did the Ojibwe peoples get here? Many of the Ojibwe peoples 
originated and migrated from the east, near the Atlantic Ocean. How do 
we know that the Ojibwe people migrated from the east? This is one 
theory or idea that people have studied, researched, and through discovery, 
archeologists found many items that belonged to and were from the 
Ojibwe peoples.  

Conversations about oral traditions and the discrepancies often found in stories 

was an important concept in Ms. Roberts’ classroom. The students were encouraged to 

talk about these multiple interpretations with visiting community elders and storytellers 

and critiqued the complication of “truth” in oral traditions. Through the inclusion of 
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elders and community members in the classroom, Roberts was again reinforcing the 

indigenous pedagogical models of expert-apprentice and joint productivity. Ms. Roberts 

was aware that as a White teacher and outsider in the Ojibwe community, she would need 

to bring in community members who were knowledgeable in oral traditions and 

comfortable talking with second graders in order to fulfill the traditional Native models 

of teaching and learning. Again, it was also through this community inclusion that Ms. 

Roberts gained validity and authenticity from her students, students’ families and 

community members involved. 

Roberts worked to build bridges between new knowledge and existing knowledge 

in her classroom. Building bridges is a necessary part of what makes a thirdspace because 

it helps learners see connections, as well as contradictions; between the ways others and 

we know the world (Moje et al., 2004). Ms. Roberts questioned the connections between 

ideas of migration and home with her Ojibwe students. Ms. Roberts’ class investigated 

the historical perspective of Ojibwe people as travelers due to the spiritual leaders of the 

tribe, and the call to move west. Ms. Roberts led the class through conversations of what 

the Ojibwe migration means currently to Native Americans and to her students and 

invited community elders into the classrooms to talk from different perspectives on the 

migration of the Ojibwe people. Ms. Roberts also talked about ideas of home, and the 

reality of home currently for most existing on a reservation.  

In bricolage spaces, proponents of traditional and modern cultures celebrate 

cultural difference while at the same time recognizing their own self-representations, 

while working to deconstruct the fixity of cultural identity (Taylor, 2007). Moje et al. 
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(2004) has stated the importance of engagement with texts of competing discourses as a 

way to help youth learn to navigate multiple texts and communities successfully as well 

as work towards a hybrid space of challenging opinions and destabilizing norms. Ms. 

Roberts’ contradiction of the Ojibwe’s cultural identity through the migration stories, and 

mobile existence as a people for hundreds of years, contrasting with the current reality of 

the fixed and controlled reservation home, is the beginning of a thirdspace of knowledge, 

for this classroom. 

Classroom Structures 

Roberts made a few structural changes in her classroom’s physical arrangement 

that influenced the work climate and learning outcomes of her students. 

Ms. Roberts asks students to come to the carpet in order to begin a 
beading project. The students, sitting at their desks or working elsewhere 
in the room, stop what they are doing with little hesitation and come sit on 
the carpet. Roberts does not ask students to sit a certain way (legs crossed, 
etc), so some sit on their knees, others swing their legs to the side, some sit 
with crossed legs. There is a rocking chair that Roberts sits in sometimes 
when she reads Paddle to the Sea out loud, but most often she sits on the 
carpet with her students, today she sits on her knees with beading 
materials spread out in front of her. Students are wiggling around, and 
talking while they get settled. Roberts begins to review the information 
about woodland floral motifs they talked about yesterday. Roberts goes on 
to say that this art form is applied to many Ojibwe items. “Like on 
moccasins” a student says. “Yes” Roberts answers. “Many Ojibwe of the 
past and present apply floral motifs to moccasins using beads”, Roberts 
says.  

The class talks and looks at various beaded objects with floral motifs and 
then Roberts introduces the loom and beads to her class. Many students 
have used looms; most had recognized them from somewhere or someone 
in their life (aunts, grandmas, and cousins are mentioned by students). 
Roberts demonstrates the way to string the loom and then begins beading. 
All students remain on the carpet during this initial demonstration. A 
couple girls move to another part of the room together once they get their 
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first row of beading done. Many regroup themselves on the carpet in various 
arrangements with their friends. Some leave the carpet and return 
throughout the lesson; others stay on the carpet the entire work period.  

Roberts is on the carpet beading. She only engages students if they initiate 
a conversation first. Roberts does not patrol the room looking at the 
student work, nor does she ask questions, reinforce beading processes or 
approach students whom she suspects are challenged. While she beads, 
there is an ever-rotating group of students next to her showing her their 
work, asking a questions or chatting about the activity. Scanning the room, 
I notice that students are working with each other quietly and many 
watching their peers when stuck or confused about a part of the beading 
process (excerpt from field notes, November 2008). 

Roberts gathered her students and taught from a central location near the front of 

the room, on a large carpet. Roberts used this space as a way for students to contribute in 

new ways to classroom dynamics. The carpet is a gathering space for demonstrations and 

initial information necessary for art and culture-based projects and provides a gathering 

place for an ever-rotating group of kids that want to work with Roberts, or students who 

join the carpet if a question arises. This allowed the students the responsibility to 

approach Roberts when they wanted to interact with her. This is a good example of 

structure determining behavior (Kagle, 2005). In a typical classroom where students 

generally stay at their desks or tables, the initiation of any discourse about the task is by 

the teacher. Another common pattern in classrooms where students work independently is 

for the teacher only to engage with the student when he or she has called on the teacher 

for help; this leads to interactions based on a problem the student is having. By contrast, 

the structure in Roberts’ classroom departed from both these norms because students 

could come to the carpet if they wanted to show something they’d done successfully, 

watch others work or get help with a problem.  
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Observing the class, I found that the carpet reinforced social practices in the 

classroom where students constructed their own meanings with the support and guidance 

of the teacher. If learning can be described as the transfer of agency from teacher to 

student (Elmore, 2002), this structure increased students’ agency by creating a physical 

space for them to take initiative in their learning. Roberts reinforces the ideas of 

Indigenous pedagogical strategies through this action of apprentice modeling through 

common space on the carpet.  

Indigenous Pedagogical Strategies. The use of Ms. Roberts’ carpet as a place of 

making and interaction shows the power of joint activity. Students who were initially 

unclear about the beading process were able to get help from both the teacher, who 

demonstrated the technique without much narration as well as peers, who provided more 

direct instruction to each other. Through joint activity the teacher and the students 

maintain an active role in the learning process. 

The carpet example also demonstrates how discourse patterns within thirdspace 

are better aligned with many indigenous pedagogies, rather than traditional pedagogies 

found in typical classrooms. In many Ojibwe families, traditionally learners were 

expected to rely on observation rather than questioning. This was evident from the 

beginning, when babies were carried in cradleboards in order to be present and able to 

observe the world around them. Many Ojibwe youth learned life skills, family stories, 

language, and cultural significance as an observer and listener of their elders. A 

combination of observation, listening, and hands-on experience created an atmosphere, in 

which children watched, heard and tried (Carlson, 1994). This was a norm that many 
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Ojibwe students are able to follow in Roberts’ classroom. When students approach the 

carpet, they are able to get Roberts’ attention and signal that they cannot complete the 

task independently without ever specifically asking for help. Similarly Roberts does not 

give step-by-step instructions, but rather modeled what students needed at the time.  

Assessing Students. Roberts reflected on her ability to assess how students were 

doing on particular tasks and then provide instant feedback to them as a major difference 

in her practice facilitated by the use of culture-based arts curriculum.  

The hands-on approach allows me to see if students really know the 
process we are working through. For example, when students do 
worksheets, I am only able to help those who tell me they are having 
difficulties, those who are OK with the class knowing they are having 
issues. When it is a visual arts project, I am able to see exactly where they 
are and what they are stuck on and can assist a lot quicker and with more 
accuracy (Conversation with Roberts, field notes, 2008). 

I believe that Roberts’ use of visual art projects allowed feedback that contributed 

to the fluidity observed in her classroom. As shown in the example below, Roberts uses 

her assessment of a student’s error seen in his project to assist him, and the class, in 

realizing multiple routes to an answer. The students are working on symmetry in math 

while looking at traditional Ojibwe woodland floral motifs, a reoccurring theme 

throughout many of Roberts’ lessons. Students are working on math concepts of mirror 

image and symmetry in nature and attempt to create radial forms that resemble flowers of 

a woodland motif. Duke had attempted to cut an outline of his radial design, as Roberts 

modeled during the introduction to the lesson but instead ended up with two semi-circles. 

Duke comes to the carpet for help, realizing himself that he had not done the task 

correctly. 
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Duke: “Ms. Roberts I messed up.” 

Roberts: “Could you still use those shapes?” 

Another student near Roberts, to Duke: “Yeah, you could use those shapes 
to do it.” 

Duke: “Huh?” 

Roberts: “Can you turn them like . . . ?” 

Another student comes to the carpet and looks at Duke’s pieces. 

Student: “Did you mess up?” 

Duke puts his hands on his head as he nods yes. 

Roberts: “I think maybe you just came up with a different way, what could 
you do with these pieces?” 

A student points to Duke’s shapes: “Cut that right there”. 

Roberts: “So you can cut it out this way?” (Roberts asks the student) 

Duke: “Like what? This?” 

Duke cuts his semi circle piece and gets a new shape. The students near 
him watch but do not offer any more guidance. 

Duke: “Ha, this works!” 

In the exchange, Duke, an often-struggling student, was quick to conclude that he 

was unsuccessful. Duke was able to see that others were also coming up against 

challenges, once he went to the carpet to see Roberts. The help the other students offer 

Duke allows Duke to both get assistance and to see other students in the role of expert. 

The result of Roberts’ interventions is that Duke went from being frustrated (hands on 

head) and unengaged with the task to being focused and involved (and surprised by the 

results). 
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This example shows the power of a working space of cultural bricolage, as 

created by Roberts in her classroom. First, the hands-on nature of the assignment allowed 

Duke to identify that there was a problem in his floral design. The community carpet 

offered Duke a place to receive feedback and work jointly with the teacher and other, 

more expert students. The fact that others were comfortable enough to help Duke along, 

also speaks to the fluidity of Roberts’ classroom. Duke benefited from the non-

judgmental support he received, throughout the class as seen in both his reaction to this 

interaction as well as his positive performance in class. 

Roberts met with different results as she navigated between thirdspaces and more 

traditionally western constructs of schooling. Since the professional development 

experiences did not explicitly instruct teachers on the use of indigenous pedagogies, 

Roberts was acting on her teaching instincts and exploring various ways for classroom 

success. Many times she was unsuccessful in creating a thirdspace of learning for her 

students, and those times felt very different. Roberts seemed to abandon indigenous 

models mostly at times of summative assessment. During these times, Roberts would 

often expect complete silence from her class and everyone either sitting at their desks or 

in a teacher designated area. One particular exchange, typical of these times, is 

documented below.  

This is a 10-minute exchange spent on reviewing shapes in nature that resembled 

symmetrical math shapes learned prior. This assessment was part of the floral motif 

curriculum created by Roberts, most of which was executed through indigenous 

pedagogies and resulting in thirdspaces of learning.  
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Roberts: “Samantha, what things do you see in nature that has shapes we just 
saw?” 

Samantha: “Houses.” 

Roberts: “Houses? You think they saw houses way back when? Think 
about natural things that are in our natural world.” 

Samantha: (coughs) 

Classmates: (inaudible mumbles: students talk softly about their guesses to 
this question) 

Roberts: “Does anybody have an idea?” 

Classmates: (inaudible mumbles: more guesses) 

Roberts: “What . . . a lot of you said circles, what shape in our natural 
world------ imitates------- a circle . . . SAMANTHA?” 

Samantha: “The moon?” (Softly) 

Roberts: “THE MOON! SUPER SMART!” (Very loudly) 

Roberts: “Lily?” 

Lily: “I said the grass?” (Very softly) 

Classmates: (inaudible mumbles: evaluative) 

Roberts: “The grass? You see circles in the grass?” 

Classmates: (inaudible mumbles: evaluative) 

Roberts: “But they are long and pointy. They are pointy aren’t they? Isn’t 
the grass pointy?” 

Classmates: (inaudible mumbles: “yeah”) 

Roberts: “What else? Nick?” 

Nick: “The flowers?” 

Roberts: (gasps) “SO SMART! . . . Speaking of flowers, guess what we 
are going to do?” (Claps her leg as she says this) 
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Classmates: (mumbles: excitedly “color some, color some”) 

Roberts: “We are going to make a floral motif of our Ojibwe culture 
today.” 

Classmates: (inaudible mumbles: excited tones) 

In this exchange, unlike earlier examples, it is Roberts who controls the flow of 

the conversation using what Cazden (1989) describes as the Initiate-Respond-Evaluate 

(IRE) structure, that is, Roberts initiates the questioning, then a student responds to the 

questions at which point Roberts evaluates the response. The relationships documented 

by this reflects the power of teacher language and speaks to the power relationship 

between teachers as deciders and communicators of “the truth” and students who 

experience and often live outside of those “truths”. The students are put in the position of 

seemingly being able to express their viewpoints and opinions about the idea of shape 

identification, but in reality Ms. Roberts only accepts prescribed answers from them. 

Naming students to respond to a prompt has been termed “spotlighting” and has been 

shown to be an ineffective technique for Native student in particular (Lipka et al., 2005). 

As shown in the exchanges, the change to the IRE structure has a profound impact on 

student participation. In the earlier examples from class, students displayed signs of high 

engagement in the material. All eyes were glued on Roberts as she quietly modeled 

assignments such as beading and, further, students offered their narrations when peers 

needed more direction (see Duke’s example above). Students worked independently on 

projects and completed their work with pride. By contrast, in the above assessment 

sample, students’ affect changed; they shut down, they did not make eye contact, they 
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spoke under their breath when forced to respond, they seemingly lost all interest in the 

content. The students’ silence or very quietly expressed answers could be translated in 

this text as oppositional resistance, as they become constructed as “super smart” or 

“wrong” by the teacher’s authority in response. 

The change from using strategies such as joint activity and expert-apprentice 

modeling to typical Western classroom structure drawing primarily on IRE interchanges 

resulted in the disappearance of the thirdspace in Roberts’ classroom. Although students’ 

rapport with Roberts remained, as seen in the attempts to answer her questions, this 

structure greatly diminished their ability to express what they knew. This change 

underscores how important the development of the thirdspace was for learning and 

engagement in the others portions of the lesson. 

I struggle to explain Roberts’ instinct to return to traditionally western 

constructions of school learning, at times of assessment. I wonder if she defaults to ideas 

of education as most effective when students are quiet, and organized. The scope of these 

layers fall outside this particular dissertation. However, these assumptions deserve further 

research in order to apply ideas of thirdspace to various educational contexts. 

Conclusion 

The culminating piece for the class, after finishing Paddle to the Sea (Holling, 

1942), was to present their journals and projects to other classrooms as a showcase of 

their work. The students prepared a presentation of their journals by deciding which 

chapter illustrations, predictions and Ojibwe words they wanted to share. They then 
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traveled classroom to classroom talking about their work and showing their projects to 

the school community.  

In closure, but mostly for entertainment, Ms. Roberts showed the video version of 

Paddle to the Sea (Holling, 1941). This 1979 Canadian video is a retelling of the story 

with real-world footage of the Great Lakes regions along with dramatic reenactments of 

Paddle’s journey. The students sat down on the classroom carpet in front of the television 

with great enthusiasm, excitement and anticipation. The students whispered, gasped, and 

cheered as the video advanced chapter through chapter; beginning with the little boy who 

carved Paddle, to the waterfall Paddle drifted over, to the dock where Paddle got stuck, 

to the sailor that picked Paddle up . . . and finally as Paddle made it to the Atlantic 

Ocean. As the credits rolled, students looked at each other and then to Ms. Roberts, 

before questioning: How could a story that took them 7 months to read be such a short 

movie? The students concluded that the way Ms. Roberts read it was much more fun. 

Roberts’ lessons were a mixture of cultural bricolage and traditionally western 

school constructs. This hybridity illustrates the power of using indigenous pedagogical 

strategies and culturally based arts content to increase student participation and 

achievement. The indigenous pedagogical strategies used by Roberts were mutually 

reinforcing and served to build the thirdspace in her classroom. Roberts decision not to 

talk as much during introductions, but instead rely on demonstrations allowed students to 

contribute to the content rather than Roberts controlling all facets of knowledge. This led 

to behaviors such as more advanced students in the class helping struggling students. As 

another example, Roberts’ structuring of her classroom with a carpet for joint activity 
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meant that students had a place to give and receive help based on students’ own 

assessment of their needs. The seeds of these innovations were planted during the 

summer workshop and throughout the school year’s professional development 

workshops. Roberts was not necessarily aware she was implementing indigenous 

pedagogical strategies, but was guided into this model through the teaching from elders 

and reflecting on ways to incorporate more culture and arts in her classroom.  

When thirdspace was abandoned for a more Western structure, the classroom 

dynamics reverted to students responding with short, superficial answers. The 

juxtaposition of these various teaching styles within lessons underscores the importance 

of the thirdspace in teaching Indigenous students. These findings inform us of the 

carefully developed space where art and culture existed, from different historical and 

personal perspectives but from a place of new student voice, knowledge, and discourse. 

In the classroom, cultural bricolage is the construction of a learning space through the 

creation of knowledge from various perspectives and multiple communities. 

A major challenge facing teachers wishing to embrace the concept of hybrid space 

is to recognize long-standing curriculum structures which privilege the bounded identities 

of school subjects such as science, math, and social studies. These disciplines are cultural 

products of an early western world view on time and are largely unresponsive to the flow 

and flux of 21st century globalization (Taylor, 2007). The cultural bricolage spaces in 

Roberts’ classroom are multidisciplinary in nature requiring responsive and open 

curricula that she adapts to local cultural contexts. Roberts has illustrated the need for 

teachers to require an understanding of intercultural and cross curricular workings in their 



 

 99 

 
classroom in order to work purposefully and with vision towards hybrid spaces of art 

and culture in the classroom. 

CHAPTER 5 

MS. CHRISTENSON: DEVELOPING A CULTURE-BASED ARTS CURRICULUM 

It is almost dinner time at Ms. Christenson’s small two-story house, 
located about 20 miles north of the public elementary school where she 
teaches fourth grade. Although, Christenson does not live in the same 
town where she teaches, she lives in the same region of many past students 
and maintains strong connections to certain Ojibwe communities of the 
Great Lakes.  

It is early in the evening, late fall, but the weather is unseasonably warm 
and breezy. Christenson’s husband talks with some neighbors on their 
front porch. Christenson and I are inside talking about the artwork of her 
grandfather, a non-Native man who lived and traveled with many Ojibwe 
families at the turn of the century. Christenson invited me to dinner, a kind 
gesture since she knew I had been staying at the local budget hotel and 
eating fast food takeout, but also intending to show me her art collection. 

Christenson and her husband run an art business out of their home, selling 
and exhibiting her grandfather’s prolific collection of paintings, drawings, 
charcoal works, pastels and watercolors depicting Ojibwe communities in 
the natural environment of the Great Lakes region. She left me in the 
‘gallery room’, the upstairs bedroom of her now grown daughter, with a 
glass of wine and some crackers while I flipped through artworks stored in 
deep print drawers and archival boxes. There were painting of Ojibwe 
women with their babies, men hunting and fishing throughout all four 
seasons, and animals indicative of the Upper Midwest and meaningful to 
many local Ojibwe communities; beaver, moose, rabbit, deer, turtle and 
muskrat. I spent a good hour roaming through the artwork, all the while 
getting lost in the history and stories each piece told.  

Once I joined Christenson for dinner in her kitchen, my mind was 
overwhelmed by the vast array of images created by one man over a 
lifetime of friendships and travel. I sat down at the kitchen table with a 
little time to gather my thoughts, as she answered the ringing phone. 
Christenson proceeded to talk to an administrator from her school about a 
Native student that was in her class the previous year, and of which she 
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now has the younger sibling. There appeared to be a concern about family 
stability that was influencing grades and behavior of both students. By the 
end of the call Christenson had agreed to meet with the family, since she 
knew them well, in order to offer support. She got off the phone and made 
a note to call the family tomorrow. She quickly transitioned back to our 
conversation and dinner at her kitchen table. 

Christenson talked about her commitment to keep her grandfathers’ story 
alive, through the visibility of his art. It is apparent that Christenson’s 
grandfather has also been a great influence and inspiration to her as a 
teacher. She is known by the community, Native and non-Native 
members, as someone who works hard to create a culture-based teaching 
practice, with particular attention to the inclusion of Ojibwe families to her 
classroom. As we finish dinner, consisting of leftovers from the night 
prior, Christenson leans forward in her chair and smiles as she asks which 
piece of art was my favorite. I left that evening with an original print of 
her grandfathers. 

It may seem strange to start a classroom case with a description of a teacher’s life 

outside of school, but in this case of Ms. Christenson the interaction of her roles in the 

community and classroom have a strong impact on what transpires in her classroom, so it 

is worthwhile to develop this context. 

As the vignette demonstrates, Christenson takes her role as teacher in the 

community seriously. Having a grandfather who is well known in the area as an ally of 

Ojibwe families also gives her some insider status into the community that which other 

teachers don’t have access. Christenson is trusted as a white teacher by her peers, she is 

approachable by Ojibwe families who have known her family for many years, and by 

artists and crafters as a person who validates their work by including it in her classroom. 

I think it is important to also acknowledge the range of relationships Christenson 

has in the community. She is a political player, knowing how to deal with the 

administration, mediating between school and community members, and also as a person 
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on whom community members depend to solve problems and provide answers. 

Christenson is also very generous with her time and resources. On my multiple visits to 

the school and region, she was always a gracious host, both in her classroom and as 

described in the vignette, at her home. Christenson seemed confident with the power and 

respect shown of her position in the community, and maybe even depended on it in 

numerous ways.  

Finally, I think it is interesting that in a few ways, Christenson’s home is where 

her creation of thirdspace or cultural bricolage begins. In this case, the thirdspace is an 

environment that is neither fully Western nor fully Native, but instead harmoniously 

contains elements of both (Lipka et al., 2005). I argue that because Christenson seems 

adept at negotiating various roles and perspective in the community, she is able to 

translate these skills to the classroom to build a similar and pedagogically effective 

thirdspace. 

The School on the hill 

Ms. Christenson has been teaching about Ojibwe art and culture in her fourth 

grade public school classroom for many years. Ms. Christenson is not of Ojibwe heritage 

but close to a grandfather who at the turn of the century was an ally, travel companion 

and artist working with Ojibwe communities in the northern United States. Ms. 

Christenson is passionate about her work with Ojibwe culture and history and has been 

involved in many past projects funding similar classroom work. She is also supported by 

a school culture that embraces the inclusion of Ojibwe culture and encourages 

community involvement. She has frequently worked with community members and 
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fellow classroom teachers on Ojibwe inclusion plans and enters this integration project 

with great experience, knowledge and enthusiasm. 

Ms. Christenson emits the confidence of a veteran teacher comfortable in her 

knowledge and consistent in her classroom practice. Ms. Christenson is a trusted teacher 

and confidant to her students, in large part due to her history living within the community 

and her knowledge of many local families. This insider knowledge gives her insight into 

many of her students’ homes, and family life. Ms. Christenson cares about her students 

after they leave her classroom, and because they know this, they keep her informed as if 

she is an auntie or grandma.  

Ms. Christenson is married and has three grown children and even though she 

happens to be of traditional ‘auntie’ or ‘grandma age’, she does not look or dress like 

many grandmas would. Ms. Christenson has never worn jeans or sweat clothes to school, 

she rarely has a hair out of place, nor does she arrive to school without lipstick carefully 

applied. Ms. Christenson has a reserved formality about her that maintains respect from 

her students, but at the same time a familiarity that allows many students access to her on 

a more personal level. 

Ms. Christenson’s classroom reveals that she is an art advocate, from the “art 

station” in the back of the room to the display of art and historical crafts, spanning the 

length of the room, collected from past and present Ojibwe people of the Great Lakes 

region. Ms. Christenson’s grandfather wrote many memoirs of his journeys with his 

friends of Ojibwe nations, all of which she proudly displays for student use and reference 

in her classroom, along with many other books on American Indian cultures and stories.  
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Ms. Christenson has inherited her grandfather’s prolific portfolio of art 

chronicling the time period, the natural world and the peoples of the region. Because of 

her collection and passion, Ms. Christenson is a patron and dealer in the contemporary art 

communities of the Great Lakes region. She operates a gallery from her home that 

showcases her grandfather’s artwork, along with selling his work to patrons. Ms. 

Christenson will soon be retiring and has already committed to working full-time as 

manager of her grandfather’s art and literature. It is clear that Ms. Christenson has been 

greatly influenced by her grandfather’s life, work, and Ojibwe relationships and has taken 

it upon herself to continue his work, through her classroom teaching and her community 

advocacy of the arts and American Indian curricula.  

The public school in which Ms. Christenson works, often referred to as ‘the 

school on the hill’, is located at the highest point of town and overlooks a park and river. 

The town is home to two elementary schools; Ms. Christenson’s school is known for its 

progressive curricula and innovative teachers. The school administration is supportive 

and proud of the work Ms. Christenson accomplishes within her classroom, as well as the 

attention she brings to the school through her participation in many state and community-

wide events and projects. Other teachers in the school respect Ms. Christenson, but 

acknowledge that their reality of school does not allow such work to make a real 

difference, nor is it work they feel is necessary. Although, many teachers do work with 

Ms. Christenson for short periods on certain projects, trips, special events, or speakers, no 

one has been able to integrate Ojibwe art and culture to the extent and duration of Ms. 

Christenson. 
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Impacts of the Professional Development 

Like Roberts, Christenson attended the 1-week intensive summer workshop to 

learn more about Ojibwe art and culture of the region prior to writing her curriculum, as 

well as quarterly meetings throughout the school year. Although she already knew quite a 

bit as a non-Native person, Christenson reflected that she was thrilled with the amount of 

new information and community contacts that were introduced:  

I love meeting and learning from our elders and community members. 
They offer such insight and support as we dive into this crucial work! 
They remind me why I do this! 

One of the goals of the summer institute was to offer teachers a rich experience of 

art making and connections to local culture-bearers that would inspire and inform the 

teachers as they wrote curriculum. Christenson’s experience of the institute was that it 

increased her knowledge and confidence in culture-based art curricula. As she wrote in 

her workshop reflection: “The content covered this week was amazing and has motivated 

me to write curriculum that will bring similar reactions from my students.” 

Another goal of the summer institute was to model ways teachers could integrate 

culture and art without compromising the quality of either. This leads to ways cultural 

bricolage is created in the classroom, through the intersections of new ideas and spaces in 

the classroom. Christenson developed specific ideas during the summer workshop on 

what she wanted to implement in her classroom, based on the content of a few speakers 

and artists.  
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Art and Culture Content 

Christenson served for many as a mentor and guide during the summer institute, 

as someone who came into the experience already moderately confident in her ability to 

teach using a culture-based art curriculum. Christenson was engaged and interested in 

many of the topics shared throughout the summer institute week; however, it was the 

historical period of the fur trade relationships between French voyageurs and Ojibwe 

nations of the Great Lakes that was of particular curiosity to her. After hearing from a 

local artist and scholar on the topic, during the summer institute, Christenson began 

devising a plan for ‘bringing to life’ a version of the trade period for her fourth grade 

students. For Christenson, the fur trade represented a period of time where relationships 

were complex, language and culture were exchanged, and communities were changing.  

The Fur Trade 

Ms. Christenson uses the fur trade period between the Ojibwe people and the 

French Voyageurs (MacDonnell, 1793) of the upper Midwest as the catalyst for her unit 

on Ojibwe art and culture. Ms. Christenson discussed the impact of the fur trade and the 

Native interest in trading with the French as a powerful part of the colonization of 

America. She approached the unit as a positive bridge culturally through business 

dealings and cultural sharing. The Voyageurs lived with Ojibwe communities during the 

winters, which allowed each to gain and change culture as they spent time together in 

trade and living. The fur trade unit culminates in a fur trade reenactment between Ojibwe 

and French Voyageurs, as students work to trade items made throughout the school year, 

as well as use language skills, math skills and role-play using learned cultural 
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information. History tells us that the French relationships with Ojibwe communities 

resulted in many positive outcomes for both cultures, such as an exchange of language, 

goods, bonds of friendship and families. However, it is partly due to this early 

relationship with the French that Ojibwe mistook future colonizers (English) as friends, 

resulting in conflicts over land, resources and goods (Gawboy, 2009). 

Indigenous Pedagogical Strategies 

Christenson seemed aware of indigenous pedagogical strategies, and used them in 

her classroom. She served as a model, for many teachers, and was a mentor throughout 

the workshop week, particularly at times when teachers were frustrated with a process or 

a project led by an Elder. Christenson was already consciously applying the expert-

apprentice model and joint productive activity in her classroom, in the ways she had been 

infusing Ojibwe arts and culture up to this point. The workshops offered her more 

teaching tools, art materials and cultural resources as she built up her curriculum even 

more. She expressed the desire to “talk less and allow students to get involved more”. 

This statement shows both an understanding of the Indigenous pedagogical strategies of 

joint activity, as well as a plan for classroom use. 

During an informal interview, Christenson reflected on her role as a white teacher 

delivering culture-based art curriculum: “I think it is important to allow students’ 

knowledge to lead the class, particularly if those students are Native and they are 

contributing to the content of a lesson.” 
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This statement shows a shift in attitude away from the teacher as expert model 

and towards a classroom where power of knowledge is more equally distributed and 

students are able to be stakeholders in their learning process.  

The expert apprentice model was evident in Christenson’s classroom through her 

co-teaching models with elders, artists, crafters and storytellers. Positioning herself as a 

co-teacher and co-learner allowed students and community members the option to 

contribute to the class, and their learning. Further, Christenson also worked within 

theories of place-based education, as ways to include community and context into her 

daily lessons. Through the use of place-based education, Christenson’s curriculum ‘came 

alive’ in a way that it would not have in any other framework. Place-based curriculum 

was not explicitly introduced in the professional development workshops as Indigenous 

teaching strategies, however, there were many conversations on the importance and 

potential of context and community in culture-based arts; few would disagree that place 

based education is squarely situated within these guiding principles of culture-based arts.  

Below, I outline the use of place-based education in Christenson’s classroom and 

the role it served in the implementation of her curriculum. 

Place Based Education 

Indigenous peoples represent a culture emergent from a place. Indigenous peoples 

are historically and culturally connected to places, and draw on the powers located in 

those places, both spiritually and physically (Deloria & Wildcat, 2001). For many, place 

is not merely the relationship of things, resources, or objects, it is the site where dynamic 

processes of interaction occur—where processes between other living beings or other-
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than-human persons occur. Stated simply, indigenous means “to be of a place” (Deloria 

& Wildcat, 2001). Christenson was one of few that evoked notions of place-based 

education in her culture-based arts curriculum. She approached the challenge of place-

based education, by listening to what the places in the community were telling her 

(Gruenewald, 2003), and by allowing her students to respond as informed, engaged 

citizens, based on the knowledge, stories and arts of their histories, lands, and homes. 

Following is a brief review of the literature outlining how theories of place based 

education helped to inform my analysis of Christenson’s classroom.  

Ideas of ‘place’ in (and out) of the classroom 

Invoking the importance of place, Geertz (1996) comments, “[N]o one lives in the 

world in general” (p.259). As centers of experience, places teach us about how the world 

works and how our lives fit into the spaces we occupy. Place-based arts curriculum 

blends the local and ecological with cultural awareness and social critique by illuminating 

important relationships between cultural and ecological systems (Ball & Lai, 2006; 

Gruenewald, 2003 as cited in Graham, 2009). 

Culture and place are deeply intertwined (Basso, 1996; Casey, 1997; Feld & 

Basso, 1996); however, our relationship with places has been obscured by an education 

system that currently neglects them. That is, schooling often distracts our attention from, 

and distorts our responses to, the actual contexts of our own lives [places] (Gruenewald, 

2003). 

From the standpoint of the child, the great waste in school comes from his 
inability to utilize experiences he gets outside the school in any complete 
and free way within the school itself: while, on the other hand, he is 
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unable to apply in daily life what he is learning at school. That is the isolation of 
the school, its isolation from life. When the child gets into the schoolroom 
he has to put out of his mind a large part of the ideas, interests, and 
activities that predominate in his home and neighborhood. So the school, 
being unable to utilize this everyday experience, sets painfully to work, on 
another tack and by a variety of means, to arouse in the child as interest in 
school studies (Dewey, 1959). 

Although educators are often quick to say that schools are as much the “real 

world” as any other place, there is truth to the judgment that what happens in classrooms 

is qualitatively different from what happens elsewhere. In many other places, people 

experience the world directly; in school, that experience is mediated, and the job of 

students is to internalize and master knowledge created by others. Places produce and 

teach particular ways of thinking and being in the world. They tell us the way things are, 

even when they operate pedagogically beneath a conscious level (Gruenewald, 2003). It 

is through the lack of attention to space in education, according to Eisner (1985), that a 

“null” curriculum is created; which is schooling that conceals the production of space 

from view and obscures the role of citizens in the potentially democratic process of place-

making. 

Above, Dewey noted this disconnection between school and the world, and 

suggested that the problem lay in the fact that children possess minds that are primarily 

drawn to actual phenomena rather than to ideas about phenomena (Smith, 2002). Place 

based education scholars (Blandy & Hoffman, 1993; Graham, 2009; Haas & Nachtigal, 

1998; Smith, 2002; Woodhouse & Knapp, 2000) might say that valuable knowledge for 

most children is knowledge that is directly related to their own social reality; knowledge 

that will allow them to engage in activities that are of service to and valued by those they 
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love and respect. Thus, place based education aims to work against the isolation of 

schooling’s discourses and practices, and enlists teachers and students in the firsthand 

experience of local life and in the political process of understanding and shaping what 

happens there.  

Christenson worked to strengthen the connections between education and the 

places where she, and her students, live. She did this through the simulated activities 

based on local historical events and the contemporary repercussions on families in the 

region. As centers of experience, places can also be said to hold our culture and even our 

identity. Christenson is not alone in recognizing the connection between place, identity 

and cultural experience. Bachelard (1964) asks his readers to remember a house in which 

they used to live, its details and nuances, what life was lived there—as an example of 

how places, memory, experience and identity are woven together over time. We live our 

lives in places, and our relationships to them colors who we are. Bachelard writes, “At 

times we think we know ourselves in time, when all we know is a sequence of fixations 

in the spaces of a being’s stability” (p.8).  

The process of making connections between space, culture and identity is deeply 

pedagogical. For, a place is an expression of culture and represents the outcome of human 

choice and decision. Christenson used ideas of place to explore with students the present 

state of ‘place’ in their town as one of many possible outcomes, based on past events 

between communities. Further, Christenson did not accept the existence of place as 

unproblematic, or one-dimensional. She approached her curriculum on the trade era as a 

complex period in time that produced many situations for all communities involved. The 
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class considered injustices of the time period; such as the role of women, the social 

status of the wealthy in a world based on monetary value, and the often unfair trades 

between peoples who spoke different languages and came from different contexts. 

Students were put in the position of acknowledging these complexities as part of the 

learning process.  

Critical investigations of place can teach the correspondence between the 

diversity of places and the diversity of cultural experiences, as well as the 

interrelationships that exist between people and places. Christenson uses ideas of critical 

place based curriculum (Graham, 2009) to examine notions of cultural experiences 

between European and Ojibwe communities through time, in the form of role-play. The 

act of role-play in Christenson’s classroom reenacts power negotiations through trade, 

social structures, and the economy of geographical control. At times, Christenson’s 

classroom reflects hooks’s (1990) perspective of the margin as a thirdspace of resistance, 

constructed to naturalize and legitimatize power relationships.  

Similar to theories of action research and in the Freirean tradition of critical 

praxis, (Freire, 1993), the teacher’s role is one of facilitating the process of reflection and 

action so that it is owned as much as possible by the students. They are not taught the 

process but learn its complexity through experiencing it. After experiencing the ‘re-

education’ of place, which was facilitated by the professional development sessions, 

Christenson thought it was of crucial importance for students to also research the places 

that were familiar to them, in order to understand them from another perspective. As 

Gruenewald (2003) would assert, this communicates to all involved that places are social 
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constructions and that a political process infused with the dynamics of ideologically 

laden power relationships, determine what they are. Smith (2002) writes, “The primary 

value of place-based education lies in the way that it serves to strengthen children’s 

connections to others and to the regions in which they live” (p.594).  

There are well established traditions in art education that emphasize the value of 

artmaking as a means to increase students’ awareness and appreciation of the various 

communities to which they belong (Graham, 2009). The arts framed by culture-based 

pedagogies of place created opportunities for Christenson’s students to cultivate a sense 

of wonder and responsibility towards the nature that is closest to them and the 

communities that surround them. In the process, artmaking becomes part of a socially and 

ecologically responsive process of reflection, critical thinking and transformation 

(Graham, 2007, 2009).  

Theoretical Frame 

To understand how Christenson’s use of culture-based art fits within her teaching 

and her students, I draw on ideas of culturally responsive teaching and culturally based 

curriculum opening up a thirdspace of cultural bricolage, while contextualized within 

notions of place-based education. Similar to Christenson’s home, her classroom is neither 

the traditional culture of schools nor fully that of the Ojibwe culture, but a link between 

the two (Lipka et al., 2005). The deep associations with local Ojibwe families, beginning 

with her grandfather, complicate her identity as a white teacher. While it is true that she is 

a non-Native educator teaching Native students, she is a combination of both mainstream 

and Ojibwe in her personal perspective of her role in the school and her responsibility to 
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teach ‘with culture’ by the community. By teaching knowledge of Ojibwe traditions 

through community elders, and using indigenous pedagogical strategies, Christenson 

opens up a thirdspace of cultural bricolage within her classroom. Lastly, Christenson’s 

decision on curriculum themes; the period of the fur trade era, which she presents as the 

intersections of Ojibwe and French cultures as they co-construct new relationships is, in 

itself, a lesson of cultural bricolage. The natural draw towards a theme of multiple 

perspectives, through the experiences of multiple communities and delivered in a way 

that is not wholly positive or negative, speaks to the way Christenson approaches the 

daily act of teaching.  

This curriculum is successful only with the involvement and interaction of 

community elders and teachers, offering their voices to the history of the people. The fur 

trade lessons require Christenson and her students to leave the classroom and experience 

various past and present perspectives ‘on site’, in the places of their community. The 

culminating project re-enacts the idea of cultural bricolage; it requires students to shift 

their way of thinking and acting from one cultural perspective to another, as Gee (1996) 

argues, learning in any context involves and demands identity shifts. This role-play, as 

described in detail below, creates a space of mingling identities and reinforces ideas of 

thirdspace in what Bhabha (1994) posits, as the expectation that people in any given 

community draw on multiple resources or funds to makes sense of the world. 

Classroom Observation 

Ms. Christenson approached the fur trade as an exchange of information: about 

modern conveniences, social organization, human nature and communication. Ms. 
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Christenson gathered information from mostly local resources, such as Carolyn 

Gilman’s Where Two Worlds Meet: The Great Lakes Fur Trade in order to provide 

various perspectives for her students: 

An example of how two dissimilar cultures establish a common ground of 
understanding without sacrificing their unique characteristics or 
annihilating one another. A novel kind of commerce ruled this land from 
1600–1850. Europeans traded their manufactured goods for the furs of the 
American Indians. People from two different worlds met, and their goods 
and ideas mingled. Neither culture was ever the same again. 

This emphasis on inter-communications between cultures also influenced the 

cross-curricular lesson plans in the classroom.  

Ms. Christenson’s classroom read Louise Erdrich’s Birchbark House (2002) and 

Game of Silence (2006) for an Ojibwe perspective of life, and then Durbin’s Broken 

blade for a Voyageur life perspective. They created traditional Ojibwe crafts such as 

beaded bags and necklaces as regalia accessories, quillwork, and birchbark baskets in 

preparation for the fur trade activity at the end of the year. The class then had a Native 

community visitor share with them Ojibwe tools and crafts, as well as Voyageur tools 

and crafts. The speaker brought in forged tools, clothing pieces, furs, and wool items that 

the Ojibwe traded the French for during the fur trade period. Students were able to 

experience the differences in tools from both cultures. These differences in tools offered 

them contrasting ideas between cultures on the practices of hunting, trapping and 

collecting food. Ms. Christenson also took her class to the state historical society where 

they participated in a class on fur trade activities between Native and non-Native 
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communities and further explored ideas of collaboration, intercultural communications 

and cultural sharing between Ojibwe and French Voyageurs.  

After gaining foundational information on how fur trades worked and the items 

exchanged between cultures, the class began to explore the value of items and the 

exchange of currency. In fulfillment of math connections, the class created a trade chart 

of items ranked from most desirable (costing the most pelts) to most common (costing the 

least amount of pelts). They also valued an exchange rate of pelts and other items and 

created story problems in order to practice the action of trading, as well as calculating the 

distance that each community would travel with their goods to the trading posts.  

The social dynamics of women and their positions in trade were explored, as were 

the complications in relationships between the trade communities and how the past has 

influenced the current culture of relationships. As stated in Ms. Christenson’s activity 

objectives: 

The raising of cultural awareness and appreciation for Ojibwe history, 
lives, stories, and people will improve the educational experience for all 
our students and help to breakdown stereotypes and prejudice.  

Contemporary Art and Community Connections. 

Ms. Christenson’s focus on the past practices of fur trade influenced most of the 

classroom projects and speakers in that direction. However, Ms. Christenson was also 

mindful of contemporary art influences and aware of the importance of inviting current 

Ojibwe cultures into the classroom.  

The class visited a local art museum in order to view a contemporary art exhibit 

of Native American art. They used this exercise to talk about current influences in art and 
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culture and how they may differ from past actions of art and culture. The fur trade was 

situated as a place to trade contemporary arts and crafts of the time, as well as useful 

tools. The students explored ideas of contemporary art and the meanings and purposes it 

serves in communities and cultures, then and now. 

Indigenous Pedagogical Strategies: 

Expert-Apprentice Modeling and Joint activity. Ms. Christenson’s classroom is 

open to all parents and serves as a place where they learn from each other. Thus, the fur 

trade unit offered many opportunities for parents and families to be involved in classroom 

activities, as well as direct instruction through indigenous pedagogical modeling. Parents 

were invited to lead beading activities, various tool-making projects, and assist in the 

making of regalia.  

Christenson invited a community elder and her daughter, Rose and Suzy, to class 

for a beading project both these women had visited Christenson’s classroom in prior 

years. In fact, Suzy, the daughter of Rose, had been in Christenson’s class as a fourth 

grader, not too many years ago.  

The students are silently reading while Christenson pulls out her beading 
supplies in preparation for their guests. She has 12 trays of assorted beads, 
many spools of thread, a box of beading needles, wooden looms made by 
her husband, some from a local craft center, and a few brought from home 
by students who have family members who bead. The students were 
working on activities of their choice until the guests arrived; many 
students were touching the artifacts laid out on fur pelts, some were 
reading books in the corner, and others were watching Christenson sort the 
materials at the front of the room, laying out each item for inventory.  

Amongst all the activity, the guest entered the classroom wearing visitor 
stickers from the office, carrying tote bags and with Suzy’s infant daughter 
in a car seat. Christenson greeted the women at the front of the classroom 
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with hugs. A wave of joyful exclamations came from the students as they saw 
the guests and realized the beading would soon begin. Suzy put down her 
infant on a nearby tabletop while she unpacked her tote bags, Rose rocked 
the baby and made sure all the materials they needed were being pulled 
out of the bag. Christenson did not have a station or table set up ahead of 
time at the front of the room, like I assume many teachers would do for a 
guest presenter, but instead she waited to see where Suzy and Rose 
positioned themselves naturally and then had students assemble as a group 
around them. Suzy and Rose sat in chairs near the center of the room, 
while students sat and kneeled on the floor. Christenson hovered nearby as 
she talked softly to the infant still in the car seat on the tabletop.  

Suzy showed the class some beading samples of her work, however, none 
of them belonged to her any longer, she talked about how she had to ask 
friends and family members to whom she gifted beaded items to loan them 
back to her for showing the students today. Suzy went on to say that she 
generally does not keep what she beads, because it is always for a purpose 
or a person or an event. A student asks Suzy who taught her to bead. Suzy 
said “my mom”, Rose sitting next to her smiles at the students. In the 
background, Christenson is passing out looms and materials to each 
student’s workspace. 

Suzy pulls out her loom and beads from her bag to begin demonstrating 
for the class. Rose sits next to her stringing another loom. Suzy begins by 
telling the class what she is doing with the needle and the first bead. 
Students are craning their necks to see her hands; some stand up to get a 
better look. Suzy does one row in complete silence, while students watch 
her in complete silence, and Rose is now cutting threads for the needles. 
Suzy asks the students if they want to try; there is a resounding yes. 
Students chatter as they get up and go back to their tables. Suzy and Rose 
stay seated in the middle of the room and continue beading. Christenson 
walks around the room as students begin threading their needle, like Suzy 
did first. Most begin threading their beads with little hesitation; others are 
a bit more apprehensive. Christenson invites students to go back to Suzy 
and Rose in the middle of the room if they ‘get stuck’. Students move 
between their tables and Suzy’s work area throughout the class session.  

This example illustrates an expert-apprentice moment in Christenson’s classroom. 

Students were able to watch Suzy and then choose when and how to get help with their 

beading, and thus maintained an active role in their own learning process and needs. Like 
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in Roberts’ classroom, this interaction of pedagogies demonstrates how discourse 

patterns within thirdspace are better aligned with indigenous methods. For example, in 

many Ojibwe cultures teaching begins through observation, with little questioning 

(Lipka, 1986) a norm Suzy and Rose are able to create in Christenson’s classroom.  

Joint activity was apparent in this example through the role of Christenson while 

Suzy and Rose demonstrated. Christenson did not put herself in a position of authority 

while Suzy and Rose where beading. She was present and aware of the process and her 

students, and instead, facilitated the expert model by allowing structure to be set by Suzy 

and Rose, and the students. Christenson promoted students constructing their own 

learning, by suggesting they problem-solve with peers at their table, or by asking them to 

visit Suzy and Rose to watch more, if needed, rather than telling them the next step or 

offering additional directions. This was something that Christenson did seamlessly in this 

situation, maybe because she is an extremely confident teacher, or because she has hosted 

many beading sessions throughout the years. However, she attributes this intuitive 

sophistication to the many Ojibwe artists and crafters with whom she has worked with in 

her classroom.  

Assessing Students 

Christenson cited her ability to assess how students were doing on the tasks at 

hand and provide instant feedback to them. She remarked on the difference assessing 

students becomes when projects involve art making or doing, versus the more traditional 

stationary and individual work at student desks. Students are engaged when they are put 

in the position of controlling and steering their own creative process of learning. Students 
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were also really interested in the projects because they were looking forward to using 

their objects and art pieces for the culminating reenactment at the end. Students were 

aware that there would be an experiential component, based on their knowledge about 

Ojibwe art and culture; and it was this anticipation that kept them engaged throughout the 

unit.  

The use of joint activity and expert-apprentice models also assist in the evaluation 

of student understanding and comprehension through the use of feedback. Christenson 

provides many experiences with teaching artists and cultural specialists in the classroom 

that result in indigenous pedagogical models. However, she has also attempted to arrange 

her classroom so that students on a daily basis can work within these indigenous 

frameworks. For example, Christenson has a table set up in the back of the room that 

students are free to work at whenever they need peer assistance or finishing an art project 

or catching up on missed work. It is a table that many students use, there are those who 

finish early and would be categorized as advanced learners, there are also many students 

that use the table as a place to work with peers whenever possible. Christenson sits at the 

table occasionally, as an invitation to those interested in working with her, but mostly 

students inhabit the table and space. It is true that there are often worktables set up in 

classrooms for student use, and I would not argue that the tables themselves contribute to 

places of cultural bricolage for students in all classrooms. However, in the context of 

Christenson’s classroom where students are empowered to contribute to their learning 

and have experienced indigenous pedagogical models, there is a difference in what and 
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how they use the community classroom space. I have observed many students using 

this space in a constructive way.  

There is a group of three girls who often work at the back table on 
beading. These girls, like most really use the table, versus solely 
socializing or procrastinating, like one might expect fourth grade students 
would be tempted to do. Two of the girls identify as Ojibwe and the third 
is white. On many occasions the two Native girls have volunteered to talk 
with me about their art projects or cultural field trips. They are very often 
working at the table. They seem to have positioned themselves as experts 
for assisting other classmates at the table, often inviting students who need 
help to work with them, and even complimenting them on their work 
(Field notes, 2008). 

This example shows the power of the thirdspace that Christenson has created in 

her classroom. The art projects allow students to identify problems in part of their 

application. The worktable allows students a place to receive feedback and work jointly 

with the teacher, and other more expert students. The fact that two Ojibwe girls can easily 

serve as an expert, having never served as experts in prior classroom contexts, points to 

the fluidity and power of the newly created space. Not only do the students receiving help 

benefit from this arrangement, but also the students serving as experts. Christenson has 

noted in reflections and conversation that these two particular students had not been 

interested in class, let alone serve as leaders before the culturally based art projects 

began. Serving as expert, according to Christenson, has improved their attendance, 

increased their positive perception of school, and encouraged new friendships. The 

students also expressed to me through informal interviews, their excitement and vast 

knowledge about many of the culture-based art lessons, in particular the beading projects. 

One student also shared with me the reason she knew so much was because of her mom, 
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who excelled in beading and regalia making. Christenson confirmed my suspicion that 

this sharing of home life would not have happened by this particular student without the 

culture-based art as a catalyst and the newly developed space where she is confident in 

her expert status. There were other examples of renewed interest in the school day and 

positive feelings about the classroom by Ojibwe and non-Native students. Christenson 

shared a conversation she had with, Danny, an Ojibwe student: 

I have a display table of Ojibwe craft objects like beaded items, dream 
catchers, megis shell necklace, and natural items of the region such as 
rabbit fur, porcupine quills, sweet grass, and birchbark in the classroom 
for students to look at and touch. Yesterday Danny asked if he could bring 
in some of his ‘stuff’ to share with the class. This is note-worthy because 
he does not offer much to others or me about his family or home life and 
now he is interested in what we are doing and also trusting enough to 
share. He is always very quiet, but I had noticed that he looked at the 
display table a lot. The next day Danny brought in some fur pelts and 
beaded pouches made by his grandma. He provided stories about the 
objects to his fellow students (field notes, 2008). 

Christenson’s observations on Danny, and students like him, reflects the 

importance she feels the curriculum and pedagogical changes have made in her 

classroom. Students were provided with multiple opportunities to relate art and culture in 

Christenson’s classroom and numerous sources from which to get information about 

completing required art and culture projects; first from the teacher demonstrations, then 

from encouraged individual exploration and finally from the teacher and other students in 

the class.  

The Fur Trade: A culminating experience for students 

In previous sections I describe what students learned in the lessons through their 

exploration with art and cultural explorations. These results were documented primarily 
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through classroom observation, teacher reflection, and observed student interactions. In 

this section I look at the ways students responded to the culture-based art integration, 

through the culminating fur trade activity. Christenson did not expect students to analyze 

their learning through a traditional review session in the classroom, like many teachers do 

at the end of a lesson or unit, but instead she set them up to review and assess through an 

experiential process.  

The students have been engaged all year in the Project Intersect studies 
starting with our Ojibwe studies unit and knowing that at the end of the 
year we will do a fur trade reenactment on Dunlap Island on the St. Louis 
River. All the students will play the roles of Ojibwe people and also 
French Voyageurs meeting to have a Rendezvous complete with simulated 
canoe arrival, French and Ojibwe songs, language exchange, trading of 
trade goods and pelts. All our speakers and field trips this year have been 
history focused. The art projects have been cultural and are all being kept 
to use for trade goods. Living with this project all year has been highly 
motivating to the students being immersed in the novel studies, the 
focused history, research done by books, CDs, DVDs, videos, websites, art 
projects, speakers, and field trips (Christenson, unit plan, 2008). 

Students walked from school with their backpacks to the site for the fur trade 

activity, accompanied by Ms. Christenson and parent volunteers. The reenactment site is 

a peninsula connected to a green space, less than a mile from school with historical 

significance for the area; it includes a few structures that resemble shelters that plausibly 

could have existed during the time of the fur trade era. Ms. Christenson led the students 

in Ojibwe songs and French Voyageur songs as they walked to the trading site. Most 

students were holding one blanket each in their arms, trade goods in their ‘Duluth pack’, 

and a canoe paddle for effect. The students were dressed in their reenactment role from 

school but were carrying in their backpack their other outfit or regalia to change into, for 
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when they switched roles. Students had their backpacks filled with trade goods as both 

Voyageurs and Ojibwe in preparation for role-playing both sides of the fur trade. They 

brought their art projects created during the year and some students also brought in 

animal pelts for the day’s activity. Students were equipped with role-play cards that gave 

them each an identity, status and family situation. For example, a student may be 

enacting the role of an Ojibwe man who needs to get this wife a new kettle for cooking, 

his daughter some seed beads and fabric for sewing, his son wants a steel trap for hunting 

and he may need some more musket ammunition. The Ojibwe man may only have 6 

rabbit furs, 4 beaver pelts and smaller trade items like shells and carved bone for buttons 

and fasteners along with some flint. Students are required to use their understanding of 

the value of trade items in order to make smart trades and acquire the goods they need 

and want. The students brought real examples from home of metal factory produced trade 

goods like scissors, needles, thimbles, mirrors, kettles, blankets, fabric, and beads for the 

Voyageur exchange. The items that they couldn’t bring, because of school policies on 

weapons, such as axes, spearheads, and traps were created in 3D cardboard models. 

Half of Ms. Christenson’s class entered the island singing Voyageur French song 

in a simulated canoe with students paddling two by two. Students playing Europeans 

wore tailored clothing, entered the game on a boat organized in a line led by a ‘captain’. 

The other half of Ms. Christenson’s class was Ojibwe with their trade goods ready to 

barter and lay out on blankets. The Ojibwe people came to the trade singing Ojibwe 

songs. Native Americans wore homemade regalia, and walked in as a group to meet the 

Europeans. Each student, whether Native American, European American, or African 
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American, role-played both a European and Native American in this classroom version 

of a trading post. Through this role-play, Native students were invited to experience a 

shift in identity and social power, as were European American students by enacting their 

cultural and social identity from within another discourse. Gee (1996) argues that 

learning in any context involves and demands identity shifts. It is through such classroom 

reenactments that students examine how drawing from multiple funds or discourses 

relates to identity and cultural development. As students engage with texts based in many 

different discourses, their identities potentially become hybrid because they are framed 

by a complex intersection of different funds of knowledge and cultural discourses.  

Students were expected to know some minimal language of French and Ojibwe, 

enough to say hello, thank you, and goodbye to each other, as well as also count to five 

for trade purposes. However, they also engaged in sign language to communicate or 

found a French or Ojibwe speaker to help them interpret. Ms. Christenson gave students 

permission to work with each other in communicating; referencing the fact that learning a 

new language happens in steps, for us now and for people then.  

Each fur trade group had time to set up, when it was time to switch. The 

Voyageurs were on one side of the park and the Ojibwe were on the other side. The 

trading sessions lasted for about 15 minutes and then the students had a break for some 

pemmican: jerky and dried cranberries, maple sugar candy, and maple syrup flavored 

water while they listened to Voyageur music and Ojibwe music provided by CDs at the 

post. They then had time to change, get organized and unpacked for the next role they 
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were playing. The students worked hard to stay in their role, and only broke “character” 

when the excitement of the game overtook them. 

Christenson used problem-based historical inquiry to scaffold students’ 

understanding of the post-contact period of commerce between the Indigenous peoples of 

the upper Midwest and French voyageurs. The fur trade experience was successful as a 

way for students to demonstrate what they learned throughout the year; they tested their 

knowledge of cultural and social contexts, their acquisition of Ojibwe language, their 

production of art and craft goods, the exchange of cultural understanding, as well as facts 

about historical events in time. Christenson avoided a summative assessment of ‘facts 

and figures’ that so many teachers use as a way to evaluate students progress, but instead, 

students were expected to lead their assessment of learning through the reenactments. It 

was the students who initiated the use of their content knowledge, who controlled the 

flow of conversation between each other demonstrating what they knew or didn’t, and 

assessed for themselves who was successful in their knowledge, through their trades, 

communication and understanding of the process. Students fully participated in all 

aspects of their reenactment, albeit sometimes appearing chaotic in nature; students were 

engaged in the experience and invested in the quality of the event.  

Christenson was able to avoid typical Western classroom structure, even at the 

assessment stage, where many good teachers default to methods such as IRE. We are able 

to see the unconstructive effects of IRE interchanges on student involvement during times 

of assessment practices in a majority of elementary classrooms everywhere (see Roberts’ 

example). Christenson maintained the integrity of the Joint activity and expert apprentice 
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models she fostered throughout the school year, while also providing a genuine way of 

evaluating her student growth. This example reinforces the importance the development 

of a thirdspace is for learning and engagement in all facets of a lesson.  

After the trade, all the students participated in a Duluth Pack blanket race then 

packed up and began to walk back to school. They talked about their favorite parts of the 

trade, good trades and bad trades, how much they liked the snacks and music, and 

language barriers they experienced. They also agreed that once they got back to school 

they would like to ‘trade’ back for their original art projects. Ms. Christenson agreed that 

was a good idea. 

Conclusion 

This lesson illustrates the power of using indigenous pedagogical strategies and 

content to increase student participation and achievement. Christenson allowed students 

to take ownership of the various activities and projects, as evidenced by their 

commentaries, and my classroom observations. This ownership led students to care about 

each other’s success, and many assisted peers through art making processes, and through 

this, students seemed to understand that the classroom was theirs, too.  

Ms. Christenson worked towards the goal of cross curricular teachings, as a 

purposeful vision towards better teaching practice and a holistic learning environment for 

her students. In turn, a cultural bricolage space was constructed. Ms. Christenson worked 

across borders in both curriculum and communities within her classroom as they 

reconstructed what relationships consisted between Native Americans and Europeans 

throughout history. Ms. Christenson began with the positive period of time during the fur 
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trade era of the upper Midwest, and worked with community members to reenact the 

process of trade and the value of goods. She assisted students in the learning of Ojibwe 

language, music and craft from this time period.  

Work by other classroom teachers involved in this project also showcase what I 

consider to be classrooms practicing cultural bricolage or thirdspace actions. Gee’s 

(1996) concept of borderlands describes the space where two cultures meet but co-evolve 

into a practice that is not strictly either, but becomes a new creation. I suggest that 

thirdspace was co-created by many teachers and their students in this project as they 

negotiated and co-constructed new cultural norms in their classrooms. This development 

of new forms of interaction and communication are similar to what has been described as 

“spontaneous cultural compatibility” (Paradise, 2004). In Paradise’s case of a new school 

principal who was also a cultural outsider in the Indigenous community, the notion of 

cultural bricolage is created spontaneously as this principal and the students negotiate a 

new way of interacting together, which is at first glance incompatible with cultural values 

and communicative norms (Paradise, 2004). This demonstrates the potential tension of 

culturally established values and norms as they are eased and replaced with a new set of 

norms that are co-created by students and teachers. Such hybrid space as a classroom 

creation along with a newly formed cultural context may not be agreed upon by all 

teachers and students and may result in dissonance within traditional communities and 

culturalists. Despite the discomfort this may initially create, it is up to individual teachers, 

students and communities to negotiate cultural comfort and acceptable social norms for 
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each classroom situation, in order for authentic culturally based curricula and 

constructive hybrid spaces to occur. 

Classrooms have the potential to be a hybrid space and to become productive 

uncharted zones between school and local cultural knowledge, language and art. More 

specifically, a classroom culture that brings art from both community culture and 

mainstream school has potential to recreate a space of integrated learning based on 

cultural understanding. Teachers have created curriculum that is sustainable, culturally 

relevant and critically charged, and through this curriculum, engaged in cultural bricolage 

with their students. This cultural bricolage looks very different classroom to classroom, 

but it is through varying degrees of hybridity that all teachers work within and from 

which they will find successful integrated practices.  

The implications of both Roberts and Christenson’s cases point to the importance 

of teacher education in Indigenous pedagogical strategies. Elders and other cultural 

experts are in the best position to help teach and learn through Indigenous strategies, as 

they are keepers of this knowledge and because many of the teachers in the professional 

development workshops point to the experience of learning from elders and culture 

experts as especially powerful. Another implication of this case for professional 

development is the fact that small changes in practice can lead to big changes in practice 

and student engagement. Particularly encouraging is the fact that these strategies can be 

viewed as discreet skills, such as employing joint activity or using manipulatives, and are 

therefore not overly difficult to teach. Christenson’s use of these strategies to teach 
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culture-based arts curricula was the foundation for the development of a productive 

thirdspace in her fourth grade classroom. 
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CHAPTER 6 

CROSS CASE ANALYSIS 

Cross Case Analysis 

The goal of this cross case analysis (Merriam, 1998) is to examine how to best 

fulfill the promise of culture-based arts integration: to help students achieve at the highest 

possible levels through the scaffolding of instruction and pedagogy that is both known in 

the community and culturally appropriate. This promise was seen in Roberts’ classroom 

for part of the lesson where she effectively used the strategies of silence and joint activity 

to engage students and help them learn culture-based arts at deeper levels. However, my 

research shows that using a culturally based curriculum does not automatically improve 

student engagement or performance. Both of the cases, as different as they are, provide 

insight into ways that a culturally cased arts curriculum can be used in the classroom. I 

use these ideas to build a model of how to develop culturally appropriate art curriculum 

in the classroom that takes into account both the goals of using these methods and the 

teacher practices that promote it. 

The cases described are meant to show different ways to achieve increased 

culture-based art curricula in the classroom. I resisted pitting teachers against each other; 

by showcasing one as a “good example” and one as a “bad example”, in fact, I chose not 

to showcase a weaker example of culture-based art integration in the classroom, despite 

the many examples that inevitably exist. However, it is important to look at teachers at 

different points on a spectrum as an appropriate means to accomplish the goal of 
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developing a model of effective professional development for teachers implementing 

culturally based curricula because it allows for analysis of both what is effective and why 

some practices are not as effective.  

Because these differences are important to understanding the widely varying 

classroom performance of each of the case study teachers, I start with a comparison of the 

teaching situation of each of the teachers.  

Overview of the teachers 

The two case study teachers are a purposeful sample (Maxwell, 1996) to provide a 

cross section of the 15 teachers involved in the study, during Year 2. Both case study 

teachers are White, as are the majority of the teachers in the project, as well as in the area 

schools. Roberts is in her late thirties, and at the beginning of her career. Christenson is in 

her late fifties, and near the end of her career. Both teachers are of modest means, born 

and raised in the state. Roberts is new to the reservation school, prior she taught in the 

larger town north and is always looking for a change, which has propelled her through a 

few different grade levels and schools. Christenson has spent her entire career in the same 

school, teaching the same grade level. Christenson is also a long time resident of the area 

where her school is located; Roberts commutes from about 20 miles away. Both teach in 

a rural area, with a very high percentage of their students being Native American.  

Each teacher approached their classroom projects from a different cultural 

perspective and time period of Ojibwe history. Both created an engaging process of 

activities for their students, and a culminating project that pulled together experiences 

collected throughout the year. In both classrooms, students were interested and excited 
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about their art and culture projects, guest speakers, and fieldtrips. Both Ms. Christenson 

and Ms. Roberts focused on local printed resources, speakers and artists, as a way to 

respect local knowledge and keep information specific. Ms. Christenson and Ms. Roberts 

reported some of their best class attendances during these project days, as well as 

markedly good behavior while learning (They mentioned this may be in part to the fact 

that many of the students friends and family members were in their classrooms). 

Although the teachers of the case studies share some similarities, there are important 

differences as well. 

Teaching situations. The teaching situations of each of the teachers had an impact 

on how they were able to incorporate a culturally based curriculum in their classroom. It 

is notable that Christenson had great success teaching about Ojibwe art and culture, with 

fewer Ojibwe students in her public elementary classroom. The fact that Christenson is 

not Ojibwe, and had a classroom with a mix of Ojibwe and non-Ojibwe students, gave 

her a little more room to maneuver, contributing to the success of her implementation. It 

was acceptable for her to ask the Indian education liaison in her school for assistance and 

parents and elders for knowledge. By contrast, Roberts reported that some community 

members complained about differences in traditions and activities in her classroom, 

because certain things were ‘not the same with their family’. Roberts, as a teacher in an 

Ojibwe reservation school, at times had more conflict with agreement over content and 

language between community members.  

The role of each teacher in her school and community is also important to how 

they were able to implement the curriculum. The teachers are different in terms of their 
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integration in the community. Roberts was more of an outsider than Christenson. She 

was clear in her boundaries and her need for privacy; she left school promptly at the same 

time each day, mindful of her drive time home. This was perhaps due in part to her being 

a more novice teacher in the school, with less professional or social connections in the 

school, and also living outside of the community where she taught.  

Christenson is more integrated into her community; she often stays at school 

hours past the end of the students’ day. Parents, administrators and sometimes students 

stop by or call to ask a question or update her on various situations. Part of this is related 

to her role as a veteran teacher, but it is obvious that Christenson has cultivated this 

connection with the community. As demonstrated in the case, important to Christenson’s 

implementation of the culture-based art curriculum is the fact that her integration in the 

community is based largely on her family’s long reputation as both art and Ojibwe allies. 

It is these differing situations in the teacher’s communities and schools that impact how 

they are able to implement the curriculum.  

Evidence of New Learning: through the need for professional development 

These findings inform us of the carefully developed space where art and culture 

existed, for each classroom, from different historical and personal perspectives and from 

a place of new student voice, knowledge, and discourse. Ms. Christenson and Ms. 

Roberts have illustrated the potential of classrooms to be hybrid spaces and to become 

productive uncharted zones between school and local cultural knowledge, language and 

art. More specifically, a classroom culture that brings art from both community culture 
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and mainstream school has potential to recreate a space of integrated learning based on 

cultural understanding.  

For the teachers in this study, there were common factors that contributed to their 

success in creating integrated arts and cultural learning. Teachers who worked in spaces 

of change all negotiated a comfort with, awareness of, and exposure to Ojibwe cultures 

within their communities, through accessing art and culture resources (e.g. art supplies, 

fieldtrips, culture-bearers and cultural liaisons). Although, teachers were consistently 

challenged by the lack of time each busy school day allowed them to research, schedule 

and collaborate with local native artists and crafters, they soon acknowledged that in 

order for culturally relevant arts integration to take place, outside mentoring and cultural 

connections were necessary. The teachers in this study recognized that such work is a 

community effort and cannot be done in isolation. Thus, despite some discomfort, 

teachers were expected to look outside their classroom for cultural funds of knowledge, 

as well as position themselves as learners along with their students. Collegial 

collaborations were also important pieces in teacher success. Collegial sharing of lesson 

implementation, strategies, and cultural resources maintained motivation for many 

teachers and created lasting bonds between teachers, schools and classrooms in both the 

BIA and public schools. Further, I found that through such simple outreach efforts by 

schools and teachers, community relations were improved; the inclusion of artists of 

color working in schools engaged more fully with their culture and their children’s 

education; and curriculum relevant to the culture and art of students contributes to 

improving school success on many levels.  
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Although this study looks at the use of culturally based art curricula for Native 

and non-Native students, there are implications for teachers in diverse situations, who 

work in classrooms with students who are culturally and racially different from 

themselves. Given the prevalence of White, middle class teachers, there is often a “wide 

gap” (Messing, 2005) between the life experience of teachers and their students. This 

research, as one model for addressing this gap, could offer ways teachers engage and 

connect to their students’ learning identities. Thus, through similar classroom and 

community building strategies, I believe that teachers elsewhere can create curriculum 

that is sustainable, culturally relevant and critically charged, as well as engage in 

productive art-making with their students. While this new art space looks very different 

classroom to classroom, it is through such varying degrees of cultural bricolage that all 

teachers can find successful integrated practices.  

The goal now becomes helping teachers elsewhere recognize how hybrid spaces 

of cultural bricolage bridge new cultural knowledge and existing cultural knowledge in 

ways that help learners see connections, as well as contradictions in perspectives. 

Through worthy professional development experiences, teachers with the facility to 

intentionally craft teaching episodes that are culturally relevant and critically charged 

(Taylor, 2006) can access new spaces of possibility for interdisciplinary learning, cultural 

understanding, and a closer fit between home and school culture.  

Theories of Action for Professional Development 

It is the second day of the summer institute and teachers are sitting in peer 
groups based on the school they attend. Our speaker, Mary, an academic 
and cultural specialist from the area, notices this self-segregation. Mary 
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has various activities arranged for the day that will work at bonding the teachers 
with each other by moving them out of their comfort zones. Throughout 
the day, teachers will be asked to reflect on critical questions, examine 
individual perspectives of culture and begin to trust the group enough to 
work through sensitive issues that may arise.  

The teachers sit around the outside of a large arrangement of conference 
tables, forming a triangle, with what appears to be apprehension in their 
faces, as Mary asks the teachers to partner with a person they do not know, 
preferably from another school. She goes on to explain that this listening 
exercise will allow each person to talk for 2 minutes to their partner, 
without interruptions and without the partner responding to anything that 
is said. The exercise requires us to simply listen and be there for our 
partner, making eye contact, completely quiet, with all attention on them. 
Then we will switch roles and the other will talk. Mary mentions that this 
is also used as a “peer counseling” strategy that can promote authentic 
listening between students. 

Teachers begin to make eye contact with a person across the table and 
team up. There are an odd number of teachers, so I partner with the math 
teacher, Dot, from the Ojibwe school. It was decided that I would talk 
first. I began to ramble about teaching art and the importance I felt art 
played in all classrooms. Two minutes seemed like an eternity, but Dot 
maintained eye contact, nodded her head at times and listened intensively 
to everything I said. Dot then began her 2 minutes, by saying she was a 
new teacher to the school, not even a math teacher—but a literature 
teacher, she went on to explain the apprehension she felt in this new 
position. She was a friend with another new hire, the science teacher, who 
was also a participant in the project. Both were White, newly hired, and 
apprehensive about their effectiveness as teachers in an Ojibwe school. 
“At school, I’ve never felt so White in my life”, Dot says with a nervous 
giggle. “I am just really glad to be here [summer workshop]”. Her 2 
minutes were up. 

This activity was part of the summer institute, which is attended by all project 

teachers prior to their work in the classroom. I recall this moment as a time when 

fragments of thirdspace within the professional development period were present, in the 

instruction as well as in the resulting connections. The instruction included elements of 
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indigenous and Western cultures and served as a link between the two (Lipka et al., 

2005; Lipka, 1998; Stairs, 1994).  

During the summer institute, participants learned about Ojibwe cultures, 

languages, arts and pedagogical strategies. The vignette above does not involve learning 

Ojibwe language or cultural content directly, but does incorporate ideas of listening, 

observing and joint activity between two people. This infusion was done without 

explicitly declaring that “indigenous pedagogical strategies” were being used, however, 

Mary was promoting the use of listening and observing, through silence, as a way to learn 

from each other. Secondly, Dots’ reaction to freely talking, uninterrupted, to a quiet and 

attentive peer, allowed her moments of honest dialogue about what she wanted and 

needed to say. In thirdspaces, proponents of traditional and modern cultures celebrate 

cultural difference while at the same time recognizing their own self-representations, 

while working to deconstruct the fixity of cultural identity (Taylor, 2007). In this case, 

Dot is beginning to acknowledge the competing discourses within her identity in the 

classroom as both a teacher and a person outside her students’ culture. Moje et al. (2004) 

has stated the importance of engagement with texts of competing discourses as a way to 

help youth learn to navigate multiple texts and communities successfully as well as work 

towards a hybrid space of challenging opinions and destabilizing norms.  

This moment with Dot illustrates the beginning of her recognition of merging 

spaces and the importance of cultural identity. The workshops began this foundational 

work towards ideas of cultural bricolage, which work to build bridges between new 

knowledge and existing knowledge in the classrooms. Building bridges has already been 
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established as a necessary part of what makes a hybrid space because it helps learners 

see connections, as well as contradictions, between the ways we know the world and the 

ways others know the world (Moje et al., 2004). 

In this cross case analysis, I look at the impact of the professional development on 

each teacher and how this experience impacted their conception of how they wanted to 

implement the culturally based curriculum and pedagogical strategies. I first compare the 

development and characteristics of the thirdspace in each of the classrooms, outlining the 

themes of the cross case analysis, and how the thirdspace contributes to student learning 

in each of the classrooms. My aim is to look at how to promote teacher learning, I use 

this analysis to explore implications for interventions that best help teachers to develop a 

productive thirdspace in their classrooms.  

The “theory of action” (Argyris and Schon, 1978) for the professional 

development was that the summer institute would provide the facsimile of a cultural 

immersion experience, which has been shown to be effective in changing teachers’ 

practice to be more culturally responsive (Fickel and Jones, 2002), and give participants 

an understanding of what it is like to be a student as well as a teacher operating in new 

spaces of learning. Well aligned practices should help participants to translate what 

they’re learning in the professional development to their classroom instruction because it 

is easier to implement something for which you understand the ‘why and how’ (Argyris 

and Schon, 1978). 

Although both case study teachers participated in the same professional 

development, I argue that it is how they individually experienced the learning that helped 
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determine how they were or were not able to establish a space of cultural bricolage 

within their classroom. I also suggest that the parts of the professional development 

workshop that were successful in creating moments of thirdspace or cultural bricolage for 

the teachers, in turn, resulted in successful implementations of culture-based art 

curriculum for teachers in their own classroom.  

For Christenson, the workshop experience of hearing from a local artist, and 

historian talk about the fur trade era as a time of cultural fluidity and artistic growth 

through new relationships, albeit resulting in complicated and tragic outcomes was 

pivotal to her curriculum development. She reflected on this influence during an informal 

interview: 

I was blown away by amount of change that occurred during that time; the 
relationships, the exchange of goods, food and art, the truly intercultural 
moments that existed, in the beginning (Christenson, 2007). 

Christenson wanted her students to have a similar opportunity to explore the trade 

era, because of her interest in the theme and her experience with the content at the 

workshop: 

We have taught a 6-week Ojibwe history unit every year in our 4th grade 
curriculum. Being involved in Project Intersect gave us the idea of 
connecting our Ojibwe studies with the fur trade economy after the 
presentation by Carl Gawboy at our summer institute. The impact of the 
fur trade and the Native Americans interest in trading with the Europeans 
was a powerful part of the colonization of America and a positive bridge 
culturally through business dealings, and with Voyageurs even living with 
the Indians during the winters. They each gained and changed culture as 
they spent time together in trade and living (Christenson, 2007). 

Roberts also made curriculum decisions directly based on her workshop 

experiences. Thomas Peacock influenced Roberts on the very first day of the workshop as 
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he led the group on a tour of the area’s historically significant landmarks, detailing the 

often tragic timeline of Ojibwe experiences through time.  

My intent for choosing this story and curriculum is based on a journey of 
presenting a reversal of migration, where many of the Anishinabe 
originated. According to Thomas D. Peacock’s words and his editorial 
book, A Forever Story: The People and Community of the Fond du Lac 
Reservation he compiles stories about the migration of the Anishinabe 
from the Great Atlantic Ocean, which is along the East Coast. Evidently, 
they had lived there over 600 years ago. As you read about the westward 
journey from the east, you learn about their true origins and the many 
different trails the Anishinabe took. What was really inspiring, according 
to Thomas D. Peacock, was how the peoples learned about this migration; 
listening in on a Midewiwin ceremony of which the speaker took a Me-da-
me-gis (a small sea shell). I found this to be incredibly important as it 
continues with the stories passed down through generations; oral history. 
This will be a key focus for this project. 

Both teachers recalled significant moments from the workshop that influenced not 

only their year-long curriculum plan, but I would also argue their perspectives as 

members of the community. The workshop moments could be classified as periods of 

cultural bricolage for the teachers, in the same way they each provided moments of 

bricolage in their classrooms; they were immersed in the development of new meanings 

and understandings of their students, teaching peers, and community members. Based on 

Christenson and Roberts’ work, it is clear that they came away from the professional 

development workshop with a new understanding and appreciation of their students’ 

culture. This type of understanding leads to better relations between teacher and students 

(Gonzalez, Moll, & Amanti, 2005).  
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Implementing culture-based art in the classroom 

Art content 

The two teachers differed in how they implemented art in their curriculum. 

Christenson seemed to have a stronger understanding of art concepts and the aesthetics of 

art versus craft, which I assume stems from her exhibit and curatorial experience with her 

grandfather’s art. During the professional development workshops, she also showed a 

good understanding of the art topics discussed and demonstrated (designing regalia, 

beading, quilling) and never seemed lost or unsure of how to implement art projects in 

her classroom. In addition, Christenson came to many of the professional development 

workshops with art based materials to share with the other teachers, such as books, 

posters and resources for purchasing art supplies. She also spoke up with many 

thoughtful art integration ideas during group work times, and volunteered to collaborate 

with teachers who expressed hesitation with art projects. Christenson served a mentor for 

many teachers on both art and culture in the classroom. 

Roberts described herself as someone with a bit of “art anxiety,” and often co-

taught art lessons with the art teacher in her building. Before Roberts embarked on any 

art lesson, she would first run the ideas past the art teacher for guidance, as well as call on 

her for art material and supply management strategies in the classroom. Roberts 

considered herself a creative person and had confidence in her assessment and 

appreciation of art forms, but was unsure of her individual strength in leading visual art 

projects. Although Roberts was aware of her art insecurities, she did not allow her 

anxiety to greatly affect the art experience for her students. She infused many large art 
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projects into her curriculum; the large canvas map the class painted and displayed, the 

clay figures in canoes each student molded and then painted, and the beading and 

quilling, to name a few projects. Roberts knew her weakness could be strengthened by 

collaborating with community ‘experts’, which she consistently secured for her 

classroom with seemingly little trouble. 

Cultural content 

The summer institute examined multiple ways to think about culture, in order to 

empower each teacher to approach the integration of culture in ways that constitute the 

“community funds of knowledge” (Moll, 1992), which should be used by educators to 

create a bridge between home and school. This approach can alleviate the issues of 

unfamiliarity with the underlying assumptions of school that originate in mainstream 

culture (i.e. White and middle class) that has been blamed for low achievement levels for 

minority students (Aikenhead, 1995; Delpit, 1995).  

For theorists that see learning as socially mediated, such incorporation of cultural 

knowledge is essential to cognitive development: 

Children’s cognitive development must be understood not only as taking 
place with social support in interaction with other, but also as involving 
the development of skill with sociohistorically developed tools that 
mediate intellectual activity (Rogoff, p.35). 

The “sociohistorically developed tools” referred to by Rogoff, in this context, is 

the culturally based content. In the case of culture-based art integration, the fact that the 

curriculum shows objects familiar to Native students helps students to learn in ways that 

are congruent with cultural expectations. As implied by the student in Christenson’s class 
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that shared items from his family with the class, this familiarity extends to the 

community and helps students to share what is happening and therefore facilitate 

students’ drawing on the support of family and community members in their learning. 

This is a sentiment that was shared by both teachers, Christenson and Roberts. 

Culturally based content is important to both students’ cognitive development and 

the engagement of students and communities. Moreover, it becomes a determining factor 

in how school functions in the community because it can either legitimatize or negate 

community knowledge: 

The ways in which students’ experience is produced, organized and 
legitimatized in schools has become an increasingly important theoretical 
consideration for understanding how schools function to produce and 
authorize particular forms of meaning (Gonzalez et al., 2005, p.41). 

It is this understanding of the importance of whose knowledge is taught in schools 

that propels many educators to call for curriculum that provides opportunities for students 

to study school subject from a base of local knowledge (Kagle, 2001). 

For many students in Roberts and Christenson’s class it was apparent through 

conversations that the access to culture though curriculum had a positive impact on their 

view of school: 

I share what I learn in [Christenson’s] class with my family. They think it 
is cool, too. I took home my beading the other day and my granny helped 
me sew it onto my [regalia] belt. It is cool that I made a piece of that in 
school (student interview, 2008). 

Yeah, I like doing native stuff in class; it is better than what we usually do. 
Plus, I know a lot about it, so the teacher needs my help, sometimes 
(student interview, 2008). 
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These quotes share some of the appreciation Native students have towards 

cultural content, gathered from interviews and conversations. Both of these students were 

quite reticent in school, prior to the cultural content in class. I also talked with both 

teachers after parent teacher nights, and they expressed an overwhelming support from 

Native parents, guardians and elders concerning the Native content in the classroom and a 

positive reception to cultural content and art displayed and visible in the public spaces of 

the schools.  

Discourse 

Discourse is not a strategy itself, as addressed in the teacher classrooms, but does 

serve as a reflection or perhaps even an outcome of the pedagogical strategies in use in 

the classroom. Health (1983) demonstrated how a disconnect between home and school 

language patterns negatively impacted the academic performance of students from Black 

and White working class communities. Similarly, language patterns in Native 

communities differ from western constructs of school patterns, with direct questioning 

not a typical pattern of interaction and a much stronger reliance on listening and 

observing to communicate (Lipka, 1998).  

Roberts demonstrated that typical classroom interaction termed Initiate-Respond-

Evaluate or IRE (Cazden, 1989), consisting of direct questioning of individual students, 

was incompatible with the existence of a thirdspace in her classroom. When she switched 

to this interaction style at the end of her lesson, probably in an attempt to show the 

observer (me) that she could do something that resembled “real school” the change in her 

students’ reactions were very clear; they went from being engaged in the lesson and 
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visibly working to construct meaning to being disengaged and giving superficial 

responses to the questions. Christenson avoided the direct use of IRE and instead used 

experiential models for her summative assessment needs. The fur trade simulation served 

as a classroom project, with success laying in the fact that students were able to achieve 

the tasks at hand, serving both as an activity and assessment. 

Overall, both teachers employed more observation and joint activity, replacing a 

lecture based class, often used by classroom teachers in traditional contexts.  

Implications of professional development 

Because what teachers need to do in the classroom has multiple dimensions, there 

are a variety of recommendations for professional development for teachers working with 

Indigenous students. I first explore how professional development can respond to the 

different teaching contexts of the case study teachers, then at ways to promote high level 

arts based instruction, and finally because I’ve found it essential to cultural based 

teaching, I discuss how professional development can support the establishment of a 

thirdspace in the classroom. 

Classroom Context 

One question the cross case analysis raises is how to reconcile each teachers’ 

place in the community and her teaching practices. Each teacher had a different, albeit 

complex, role in her school and community. Christenson’s position of authority and 

quasi-insider status enabled her to use constructivist and Indigenous pedagogical 

strategies in her classroom, with little conflict. Christenson was able to facilitate student 

learning through a less authoritative position because of her comfort and status in 
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teaching through culture and art. While observing Roberts it appeared that she was 

negotiating her role as both facilitator, and stepping back in the learning process, while 

also battling the constructs of school that rely on her lecture and IRE methods, as a way 

to ensure “real” or “serious” learning takes place. Roberts facilitated many classes as a 

co-teacher with a community member, thus positioning herself as a learner along with her 

students. However, Roberts tended to default to a more authoritative lecture style, which 

did affect her ability to fully utilize strategies such as observational learning, and joint 

activity.  

I am challenged as I think about addressing this undoubtedly multifarious 

teaching practice, which I witnessed in Roberts’ classroom as well as other teachers in 

the study, through professional development workshops. The challenge exists in 

convincing teachers of the connection between students constructing their own meanings, 

and engaged learning and increased competence of the class. However, the reality is that 

such efforts may be complicated by the widely held belief that Native students cannot 

achieve at high levels (Jester, 2002), which is fueled by a massive achievement gap and 

perpetuated through the ‘cultural deficit model’ (Gonzalez et al., 2005).  

These views are present in both schools, by many teachers. For example, a few 

teachers at the BIA tribal school told me that most Native students are here because their 

parents don’t care to find a “better” school off the reservation. Another participant-

teacher told me that most students come to school in order to gather the small stipend 

given to each student for school supplies, and then they don’t really care about actually 

learning anything and often dropout. Other teachers have concluded that most of their 
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Native students are “physically and mentally depressed” and feel useless in making a 

difference through their teaching attempts (workshop reflection, 2009). These teacher 

attitudes are typical of many who, according to Sleeter (1995), “accept as ‘normal’ low 

achievement levels on the part of the children of color and/or from low-income 

backgrounds” (p.17).  

In order to counter such attitudes, professional development can provide a “direct 

clash” (Sleeter, 1995, p.17) between a deficit-oriented, racist approach and positive views 

of minority students’ culture, leading to greater understanding of how such beliefs 

develop and can be countered (McIntyre, 1997). The project workshops worked to 

provide direct involvement with elders and community members, in order to lead to a 

greater appreciation of the cultural knowledge of students and community members in the 

region. This approach had some impact on participants many wrote about these 

connections in workshop feedback, “what the elders are sharing is so important, we all 

benefit from the knowledge they pass on to us.” Others wrote about speakers that 

resonated with them in various ways, Christenson reflected on the power of a 

presentation on contemporary Native art and culture from an artist and cultural specialist 

of the reservation, “What Todd said should be heard over and over again, he gave us such 

insight into the pain and tragedy of our histories; something we cannot forget.” Todd also 

offered thoughts on ways to approach the contemporary community of Native students 

and art. In classroom “We are all valid, those who practice traditional ways of making 

and those who play game boy and wear Nike air shoes, they are all pieces of us.” Todd 

expressed the need to share with teachers that Native American art includes all these 
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facets of Native life, not just token beading and quilling activities from a century ago, 

but current art made by current “Indians”, including himself (Field notes, 2008). For 

many teachers this conversation was important, as they rethought what and how they 

were teaching Ojibwe art and culture in their classroom. However, this complex purpose 

of culture-based art education should be more explicitly addressed by professional 

development. Particularly by facilitating ways for teachers to implement ideas stemming 

from contemporary art and culture themes.  

Culture-based art instruction 

The goal of professional development in culture-based art is two-fold, first to 

increase teachers’ culture content knowledge and introduce constructivist strategies they 

can use with students, and second, to provide ways that non-art teachers can teach 

through art while not devaluing or diluting either the art or the cultural content. While the 

information from the case studies does not contradict these goals, it does give insight in 

how best to accomplish them.  

The case studies point to the fact that different teachers need more or less 

emphasis on each of these two areas. For a teacher like Christenson with a solid 

background in art and culture content, it makes sense for her to emphasize learning 

strategies over content. Roberts, who had a grasp on cultural connections and community 

links, would have benefited from a greater emphasis on learning art strategies and content 

as ways to strengthen her curricular objectives. However, many teachers were in equal 

need of both.  
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It is significant that very few of the teachers, including the two case study 

teachers, did not maintain the potential complexity of many of the art processes or 

traditions, but rather (over) simplified concepts for students. This tendency could have 

many sources: lack of content knowledge; need to control or be expert of conversation 

and content; fear of art or “art shame”; perceived lack of technical skill. The fact that 

there are such a variety of reasons behind teachers’ failure to maintain the art complexity 

means that it is more efficient to address the symptoms, rather than the cause (Kagle, 

2000). Professional development workshops could better address this through providing 

both a high level art experience for participants, as well as assist in ways teachers can 

provide instruction to students, while also maintaining high student expectations.  

Development of Cultural Bricolage 

In this section, I describe a model for developing a thirdspace within the 

classroom. This is an essential contribution to the professional development of teachers 

because the research shows the importance of the thirdspace to the successful 

implementation of a culturally based curriculum that leads to increased student 

achievement, as described in the previous sections. I am following the lead of Kagle 

(2000) and her visual model of how different components interact to build a thirdspace in 

the classroom. Although I draw on my own research in Great Lakes Ojibwe communities, 

I believe that the model is useful to any situation where teachers want to teach in a way 

that is culturally responsive to their students.  

I use the structure of a birch tree to illustrate my visual model of cultural 

bricolage in a classroom. The birch is a significant tree of the Great Lakes, all parts of the 
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tree; the bark, sap, roots, wood, and leaves offer valuable resources for living in the 

‘Northwoods’. Ojibwe communities have long recognized the value of birch and hold it 

in high esteem. Birch is used for making utensils, birchbark trays, baskets, storage boxes, 

maple sugar cones, pots to boil water, dishes, cups, and of course birchbark canoes 

(Lunge-Larson, 2007). Because birchbark resists rotting, has natural antibacterial 

qualities and repels water, American Indians have historically used it to waterproof their 

dwellings, and as a form of paper for depicting teachings (Midewiwin scrolls), history or 

visual art motifs (bitten bark). Traditional Ojibwe stories tell us that birch has received all 

these qualities as a reward for having sheltered Nanabozho from the thunderbirds. It was 

the angry thunderbirds’ wings that gave the birch its distinctive bark marking (Jones, 

2009). Because of its cultural significance and, many claim, healing powers, birchbark is 

also used to line the inside of many Ojibwe sweat lodges (Jones, 2009).  

Many native artists, past and present, use birchbark in their work, both in 

depiction as well as in material (see Holmes & Morriseau). The professional development 

workshops offered teachers the opportunity to harvest and create birchbark baskets and 

quilled medallions, resulting in almost all teacher participants designing and teaching a 

birchbark lesson to their class. For me, birch trees and birchbark have come to signify 

many things in this work; sustainability, versatility, art, language, perpetuation of cultural 

traditions, beauty, craft, story, place, and the contributions of the natural world. For all 

these reasons, it makes sense to use a birch tree as the symbol that signifies a model, 

created through experience, with the help of many people, and meant for sharing with 

others.  
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I’ll describe each of the components and their interactions below.  

 

Figure 1. Tree image 

The Root System 

Both case study teachers were able to establish moments of thirdspace in their 

classroom; others were challenged with various foundational issues. Theses foundational 

issues, like roots, are underground in the model, but responsible for the stability and 

nourishment of the tree. This metaphor of “underground issues” stems from observations 

in classrooms where undercurrents impacted the learning dynamic. An important aspect 

of professional development is to expose and address such issues surrounding student-

teacher relationships that can block the path to a thirdspace. 

Western constructions of schooling, like IRE, lecture, and authoritative teaching 

lead to a lack of respect and trust in the classroom, as illustrated when Roberts created 

similar situations. The issues and theories of Whiteness also need to be openly discussed 

challenging curriculum 

discourse 

pedagogical strategies 

art content   

cultural content 

foundational issues 
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and reflected upon, since most elementary teachers in this study and typically elsewhere 

are White, non-Native women. And clearly extrapolating the issues when approaching 

curriculum through the deficit model, would allow teachers to address issues of low 

expectations (Sleeter, 1995).  

The “Trunk” of Cultural Bricolage 

The trunk forms the core requirements of an effective thirdspace. In order for 

teachers to develop the necessary skills, each of these must be addressed within the 

professional development. 

Cultural Content. As described above, cultural content provides the familiar 

scaffolding that allows students to learn new material (Gonzalez et al., 2005; Lipka, 

1998; Ladson-Billings, 1995; Moll, 1992). It also allows the community to connect with 

what is happening in the school because it validates local knowledge, as demonstrated in 

the case studies.  

Art Content. Practitioners and professionals recognize that solving many serious 

and important problems of the world demand interdisciplinary and cross-disciplinary 

knowledge, thus, supplying the rationale for comprehensive curriculum integrations to 

take place in the classroom (Efland et al., 1996). In this study art was to be an equal 

partner to culture in each classroom. In many situations, teachers likely will be infusing 

alternative disciplines, such as art, along with cultural content into their classrooms. Art 

for many classrooms allows student-centered learning through alternative and 

experiential processes, and it is through integrated curricula that subjects merge, 
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knowledge combines and students realize the symbiotic relationships that truly exist in 

learning. 

Pedagogical Strategies. Using culturally based pedagogical strategies presents the 

cultural context in a culturally congruent context and therefore avoids superficial add-

ons. However, teaching cultural content in a strictly Western manner would deprive it of 

its context, and consequently its effectiveness.  

My case studies show that it takes a complete implementation of a pedagogical 

strategy for it to be most effective, as seen in the success of Roberts and Christenson 

when using strategies such as joint activity, where the strategy was the catalyst for other 

change on the dynamics of the classrooms. Knowing this should lead professional 

developers to work on helping teachers understand a limited number of strategies in 

depth in order to increase the probability they will implement them fully rather than 

introducing a wider range of strategies that have less chance of being implemented 

effectively.  

Challenging Curriculum. Culturally relevant pedagogy theorists point to the need 

for a culturally based curriculum to be challenging for students (Gay, 2000; Jones, 2004; 

Ladson-Billings, 1995). Many would argue that it is worse for a culturally based 

curriculum used by minority students not to place high demands on students, more than 

other types of curricula because it needs to teach about the “culture of power” and 

because its constructivist methods, which follow community patterns of teaching and 

learning, rely on students being in their zone of proximal development (Vygotsky, 1964). 

High cognitive demand is a pillar of good teaching in any context, but, as Ladson-
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Billings (1995, p.484) asks, “While I do not deny [culture-based teaching] is good 

teaching, I pose a counter question: Why does so little of it seem to occur in classrooms 

populated by African American students?” From my perspective observing in 

classrooms, I would add “or classrooms populated by Native students?”; further, as 

Hermes (1998) points out, why is student success in challenging curriculum often at the 

price of their success in culture-based curriculum? 

Discourse 

Discourse is positioned in the highest branches, rather than being part of the trunk 

because discourse is a reflection of the strategies being used in the classroom. As 

discussed above, discourse that solely mimics mainstream culture and does not take into 

account cultural variations in interactional patterns is incompatible with the development 

of a thirdspace. However if the “trunk” components of thirdspace are in place, classroom 

discourse will shift toward culturally congruent patterns. This was seen in Christenson 

and Roberts’ classrooms when they engaged in joint activity during certain lessons. At 

those times, it was students rather than the teacher who initiated conversations, which led 

to the use of their own indigenous discourse patterns. 

This is an important implication for those involved in helping teachers to 

implement culturally based curriculum in their classroom because the types of discourse 

they observe in the classroom can help them evaluate whether culturally based strategies 

are implemented in the classroom. A classroom that relies heavily on Western style IRE 

discourse patterns indicates that culturally based strategies have not been systemically 
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implemented. By contrast, if the discourse is more fluid, this is evidence that culturally 

based strategies are in use. 

Conclusion 

Looking at the teacher’s attempts to implement a culturally based art curriculum 

in their classroom illustrates the complexity of the task and how entwined such efforts are 

with the particular context of each individual teacher. In my work observing many 

teachers of Native American students, and in the experience of the other faculty and 

administration members of Project Intersect, instances of effective practices are rare. It is 

my hope that looking closely at how teachers are and are not able to implement a culture-

based art curriculum will ultimately increase the percentage of Ojibwe Native and other 

minority students who experience teaching that is high-level and engaging, while at the 

same time giving the respect and the knowledge to the community.  

What I’ve extrapolated from this research is that places of change and classrooms 

of integration do exist, but are not always easily recognized as such. From these ideas, 

I’ve come to believe that culture-based art can and does happen within many classrooms, 

but in spaces of hybridity where ‘in-between’ moments and segmented transformations 

occur. Furthermore, I posit that through these subjective spaces of learning, teachers 

make progress towards transforming curriculum, and it is possible that these moments of 

transformed space work to advance culture-based art integrations elsewhere. 
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 APPENDIX A 

 CONSENT FORM 

INTERSECTING CULTURES: WHERE ANISHINAABE ARTS OVERLAP 
WITH STANDARDS-BASED CURRICULUM 

 
Your child is invited to be in a research study/project called “Project Intersect.” The 

purpose of this project is to help Cloquet Public School students and students from the 
Fond du Lac Ojibwe School better understand and appreciate the visual and performing arts, 
language arts, math, science by integrating American Indian arts and culture in those content 
courses. By adding these cultural components and ensuring that they are aligned with state 
and national benchmarks and standards, we hope to provide a more integrated and “fun” 
way for students to learn in their content subjects. The partners in Project Intersect are the 
Cloquet Public Schools, the Ojibwe School at Fond du Lac, the University of Minnesota-
Twin Cities Campus, Carlton County Arts Network, and local artists. We ask that you read 
this form and ask any questions you may have before agreeing to be in the study. 

Dr. Jean E. Ness and Dr. James Bequette are the Project Investigators from the 
University of Minnesota-Twin Cities Campus and they are conducting the study. Connie 
Hyde, Assistant Principal at the Cloquet High School is the Project Director.  

Background Information: 
There are several goals in this four-year study project that may support Cloquet and 

Fond du Lac students better understand and appreciate the visual and performing arts, 
language arts, math, and science, and how they intersect, through cultural teachings and 
learning.  

Project Intersect objectives: 
• partner with local American Indian artists to infuse culturally responsive American 

Indian visual and performing arts into 1–8 arts education;  
• strengthen standards based arts education in elementary and middle school grades; 
• integrate American Indian arts activities into arts, language arts, math, and science 

education;  
• ensure that this American Indian arts-based curriculum is aligned with state and 

national benchmarks and content standards in the visual and performing arts, 
language arts, math, and science;  

• research the effectiveness of the culturally integrated American Indian curricular 
model in improving student academic performance in arts, language arts, math, and 
science; and  

• disseminate program results and outcomes for national and statewide replication. 

To understand better if the work we do with students is effective, a research design will 
be used which some of the students will receive the services and some will not. Over the 
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course of the four-year project, each student will be in both groups. All students will take 
the same pre and posttests. We will then compare the two groups by asking such questions 
as: what effect does participation in these activities have on building students’ skills in 
standards based arts education in elementary and middle school grades. We will do this by 
interviewing students, teachers, school and tribal administrators/leaders, parents, and 
community members. We will also compare students’ test results and other standards-based 
measures. In order to effectively study the effects of this model, classrooms will be 
categorized in one of two groups: the treatment or the experimental. Classes of students who 
are selected will be involved in the activities of the Project from October 2007–September 
2010. 

Procedures: 
If you agree that your child will be in this study we will interview your child about the 

impact of the intervention. Those questions will be a semi-structured interview format with 
approximately 5 broad questions related to participation in Project Intersect activities. We 
will also compare students’ test results and other standards-based measures. 

Risks and Benefits of Being in the Study: 
The study has the risk of possible invasion of privacy. There are no direct benefits or 

compensations. All assessments will be conducted on school property. 

Confidentiality: 
The records of this study will be kept private. In any sort of report we might publish, we 

will not include any information that will make it possible to identify a participant. Research 
records will be kept in a password-protected computer with original assessments kept in a 
locked file in the Project Investigators’ office; only researchers will have access to the 
records. Information collected will be kept for five years after the completion of the project 
and then destroyed by the Principal Investigator. 

Voluntary Nature of the Study: 
Your decision whether or not to allow your child to participate will not affect your 

current or future relations the University of Minnesota or the school that he/she attends. 
You are free to withdraw at any time for whatever reason. 

Contacts and Questions: 
The Project Investigators conducting this study is Dr. Jean E. Ness and Dr. James 

Bequette. You may ask any questions you have now. If you have questions may contact Jean 
at 612-625-5322. If you have any questions or concerns regarding the study and would like 
to talk to someone other than the researcher, contact the Research Subjects’ Advocate Line, 
D-528 Mayo, 420 Delaware Street S.E., Minneapolis, Minnesota, 55455; telephone (612) 
625-1650. 

You will be given a copy of this form to keep for your records. 
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Statement of Consent: 

I have read the above information. I have asked questions and have received answers. I 
consent to participate in the study. 

Printed Name of participant _________________________ Date __________________ 

Signature of Parent of Guardian ______________________ Date __________________ 

Signature of Interviewer ___________________________ Date __________________ 
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APPENDIX B 

PROJECT INTERSECT SAMPLE QUESTION FOR IRB DOCUMENT 

Project Intersect Sample Question for IRB Document: 
October 5, 2007 

A. Questions for Adults—Individuals who are non-participants in Project Intersect, 
e.g., teachers, school and tribal administrators, parents, community members, etc. 

1. What have you heard about the goals of Project Intersect and what it has 
accomplished in local schools? 

2. Have you had contact with and or experiences with Ojibwe culture and Ojibwe art 
forms? Where? When? Please explain.  

3. Should schools teach about Ojibwe arts and culture in all classrooms in your 
community? Why/why not? 

4. Is it important to teach about Ojibwe language in all schools in your community? 
Why/why not? 

5. Does arts education (performing/visual) have a place in local schools as subjects 
that like reading, math and science that are taught to all students? Why/why not? 

6. Can arts education be connected to learning in other academic areas like reading, 
math, and science? Why/why not? 

7. Does involving local artists and elders in schools further students’ cultural 
understanding of their local American Indians neighbors? Why/why not? Is this a 
way to increase student interest and involvement in the arts? Why/why not? 

8. Does culturally connected curriculum and teaching seem like a good way for 
students to learn about their own culture and the cultures of their classmates? 

B. Questions for Students—Participants in Project Intersect classrooms or schools. 

1. What have you learned about Ojibwe arts and American Indian culture this year? 

2. Have you done art projects or read stories about Ojibwe cultures before this year? 
What? Where? 
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3. Do you like learning about Ojibwe cultures as part of art, language arts, math, 

and/or science in your school? Why/why not? Which subjects? 

4. What have you learned about the Ojibwe language? Can you remember any 
Ojibwe works from your lessons this year? 

5. Do you have friends or family members who participate in Ojibwe 
ceremonies/activities? Like pow wows, ricing, etc.? 
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APPENDIX C 

TEACHER SURVEY 

Project Intersect 
Teacher Survey for Arts Integration Planning 

  

Project Intersect began July 1, 2006 and is a four-year federally funded research-based project designed 
for American Indian and non-Indian students in grades K–8. The focus is to enhance students’ 
interest, understanding, enthusiasm, and performance in standards-based art education, language arts, 
mathematics, and science. By introducing culturally relevant art components Project Intersect will 
develop new and effective interventions for arts education that integrate a culturally responsive 
model with standard-based education. This approach will create a learning environment where 
children (American Indian and non-Indian) master basic skills while making important cultural 
connections.  

As a Project Intersect Summer Institute 2008 participant we would like to measure changes in your 
instructional practice that may occur after your involvement in Project Intersect training. Toward this 
end, we ask that you complete this survey, which is the same survey you may have taken 
electronically this spring while still at school. However the electronic version cannot extract your 
individual information which is critical to the evaluation of specific Project Intersect. Involvement, so 
please resubmit your information in this format. This survey will again be administered to you by 
paper version in the spring of 2010 for a post-assessment. Thanks for your response. 

Please mark all that apply. 

1. During the past year I taught students in the following grades: 
o K–2 
o 3–5 
o 6–8 

If you are a specialist or 6–8th grade teacher please indicate subject area:  
___Math ___Science ___Language Arts ___Social 
___Health/PE ___Arts/Music ___Elective 

During the past month, please estimate the amount of time that you integrated the following 
arts areas into your learning activities: 

5A. Visual Arts were taught in my classroom as a core subject:  

___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 
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5B. Visual arts were integrated with the following subject areas: 

Math 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Social Studies 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Science 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Reading/Language Arts 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

5C. If any of the Visual Arts activities you coordinated were related to Ojibwe arts or 
culture please describe in detail here, and indicate which curricular areas were involved (this 
information will be most helpful in planning for Project Intersect—your time to explain is much appreciated): 
________________________________________________________________________ 

________________________________________________________________________ 

6A. Music was taught in my classroom as a core subject: 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

6B. Music was integrated with the following subjects: 

Math  
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Social Studies 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Science 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Reading/Language Arts 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 
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6C. If any of the Music activities you coordinated were related to Ojibwe arts or culture 
please describe in detail here, and indicate which curricular areas were involved (this 
information will be most helpful in planning for Project Intersect—your time to explain is much appreciated): 

_______________________________________________________________________ 

________________________________________________________________________ 

7A. Theatre Arts were taught as a core subject: 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

7B. Theatre Arts were integrated with the following subject areas: 

Math 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Social Studies 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Science 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Reading/Language Arts 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

7C. If any of the Theatre Arts activities you coordinated were related to Ojibwe arts or 
culture please describe in detail here, and indicate which curricular areas were involved (this 
information will be most helpful in planning for Project Intersect—your time to explain is much appreciated):  

________________________________________________________________________ 

________________________________________________________________________ 

8A. Dance was taught as a core subject: 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

8B. Dance was integrated with the following subject areas: 

Math 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 
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Social Studies 

___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Science 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

Reading/Language Arts 
___less than 30 minutes per week ___30–60 minutes/week ___60–90 minutes/week 
___more than 90 min/wk ___not used 

8C. If any of the Dance activities you coordinated were related to Ojibwe arts or culture 
please describe in detail here, and indicate which curricular areas were involved (this 
information will be most helpful in planning for Project Intersect—your time to explain is much appreciated): 

________________________________________________________________________ 

________________________________________________________________________ 

CONTENT/COMFORT PRE-ASSESSMENT WORKSHEET—We ask you to 
complete this section now, and again at the end of the Project Intersect Summer Institute, 
to assess any increases in your understanding of this material, and your comfort with 
classroom integration of Ojibwe arts. We understand that you may not have answers for 
many of these items yet, but hope over the course of the week that you will become more 
familiar and comfortable with this material. Assessing this change is an important part of 
the evaluation for Project Intersect. Thanks in advance for your responses! 

1) The word Anishinabe means ________________________________. 

2) The Ojibwe are the ___________ tribe in North America, and live in the Upper Great 

Lakes region.  

3) The Ojibwe people in our area migrated here from the ______________ Coast. 

4) The migration of Ojibwe people into this region occurred about ________ years ago.  

5) Ojibwe people use _________ to pass down the stories of their migration. 

6) In the Ojibwe culture, it is advised that the practice of storytelling take place only in the 

___________ months. 
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7) The word Midewiwin refers to ___________________________. 

8) The traditional home of Ojibwe people was the _________________________________. 

9) In the Ojibwe culture, offerings of _________________ are made to protect the peoples’ 

health, assure their safety in storms, request help from the great spirit, or express 

gratitude. 

10) A central character to many Ojibwe stories is that of a __________________. 

11) Ojibwe clans typically identify themselves through association with an 

_____________________________. 

12) Present-day Ojibwe beadwork evolved from ______________________________. 

13) The traditional Anishinaabe-Ojibwe lifestyle is based on the cycle of the four 

________________. 

14) The _____________ era, during the early–mid 1800’s, significantly enriched the Ojibwe 

culture and economy. 

15) A fact of Ojibwe history is that during the early 1900’s Ojibwe children were sent to live 

in _______________________________, where they were forbidden to speak their 

native language or practice cultural traditions.  

16) _____________ and __________are two natural products most commonly associated 

with the Ojibwe culture:  

17) The correct term for traditional dress worn at a pow-wow is _______________________. 

18) ___________________ is a craft common to Ojibwe people. 

19) The thrust of contemporary Ojibwe tribal governments focuses on positive 

________________________________ management and a return to the understanding 

that "we are all related" on this earth. 
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20) Elders and others on the Fond du Lac reservation who had input into the design 

of Project Intersect expressed that inclusion of _____________ _____________is 

their most important concern in teaching young people about the Ojibwe culture. 

Please rate your level of agreement with the following as it exists TODAY:  

4=Strongly Agree, 3=Agree, 2=Disagree, 1=Strongly Disagree 
 

1) I have many ideas about how I could integrate Ojibwe arts into my 
curriculum. 4 3 2 1 

2) I have the confidence I need to present lessons featuring American 
Indian topics. 4 3 2 1 

3) I know how to locate resources needed to teach traditional Ojibwe 
art forms. 4 3 2 1 

4) I have many ideas about how to integrate math into Ojibwe arts 
activities. 4 3 2 1 

5) I have many ideas about how to integrate language arts into Ojibwe 
activities. 4 3 2 1 

6) I have many ideas about how to integrate science into arts Ojibwe 
art activities. 4 3 2 1 

7) I know what wigwametry is. 4 3 2 1 

8) I would be able to assess the quality of American Indian/Ojibwe 
curricula 4 3 2 1 

Thank you for your responses! If you have comments or questions, please include on 

back of this survey. 
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APPENDIX D 

OBSERVATION NOTES 

Project Intersect Observation Notes 

Teacher:___________________________School:_______________Class or grade level:___________ 

Date: _____________ Lesson Plan title/theme:_____________________________________________ 

Reflections on the Classroom Environment 
• Number of students.  
• Description of classroom.  
• Classroom interactions  
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Lesson Plan Content 
• Specific outcomes were met.  
• The activity portion of the lesson plan was successful.  
• Lesson relates new ideas to familiar concepts.  
• Lesson relates to future lessons. 

0= not observed 1= minimum 
observed 

2= most observed 3= all observed 
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Student Engagement 
• On task: student questions. student discussion. student attention. 
• Student learning: students demonstrated an enhanced understanding of Ojibwe/ American 

Indian cultures. 

0= not observed 
1= minimum 
observed 2= most observed 3= all observed 
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APPENDIX E 

LESSON PLAN 

PROJECT INTERSECT LESSON PLAN 
TITLE: ______________________________________________________________ 
TEACHER: __________________________________________________________ 
DATE: ___________________ TIME NEEDED: ___________________________ 
GRADE LEVEL: __________ CLASS SIZE (large/small group): ____________ 
Short Introduction of the lesson (rationale, personal interests? What gave you the idea? 
Etc),  

 
OBJECTIVE/S: (which standards from your unit outline are addressed in this specific 
lesson)? 
Students will: 

(meets which MN state standard):  

Students will: 

(meets which ILO standard):  

RESOURCES NEEDED ART MAKING MATERIALS 
(list technology, books etc) (list all materials needed) 

OJIBWE VOCABULARY related to the lesson 



 

 191 

 

ACTIVITY PROCESS—Please include the following pieces: 

MOTIVATION: What will you do to engage student interest and link what you are going 
to do to their prior knowledge? How do you introduce the lesson? 

DEMONSTRATION (if necessary): What new techniques will you introduce? What will 
you want to review? What strategies for effective management of materials will you 
demonstrate? 

ACTIVITY: Exactly what steps will you have students follow for the activity?  

CLOSURE: How will you bring the lesson to a conclusion and give students an idea of what 
will happen next. 
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CHECKS FOR UNDERSTANDING AND RUBRICS: What strategies/tools will you 
use to make you assessment of each students learning? What guidelines will you use to 
determine the level of their learning? These will link right back to your objectives and be 
measurable. 

Comments: (How did it go?) 
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APPENDIX F 

1997 LEARNER OUTCOMES 

American Indian Learner Outcomes, Established 1997 
Minnesota Department of Education 

Students will be able to: 

o Recognize and relate the causes and effects of stereotyping American Indians 
culture and history. 

o Relate how history includes misinformation and bias. 

o Discover and categorize the many contributions that American Indians have made 
to all aspects of modern society. 

o Illustrate how the process to achieve harmony and balance plays a vital role in 
American Indian philosophy and in the daily lives of American Indians. 

o Demonstrate an understanding of the American Indian values system. 

o Summarize and explain the significance of American Indian oral tradition in the 
perpetuation of culture and history. 

o Define unique features of family life structures/relationship of American Indians in 
Minnesota. 

o Analyze past and present treaties, agreements, Congressional Acts and their effects 
on Minnesota based American Indians. 

o Define tribal sovereignty and document the application of this concept in studying 
history and contemporary issues. 

o Identify the complex structure and recognize the validity and authority of sovereign 
tribal government. 

o Assess the impact of ever-changing U.S. policies on American Indians. 

o Identify past and present American Indian leaders and characteristics of American 
Indian leadership. 
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o Define and demonstrate an understanding of how Minnesota based Anishinaabe 

Reservations and Dakota Communities are influence by history, geography and 
contemporary issues. 

o Understand the relationship languages have to the culture, history and contributions 
of American Indians. 

o Demonstrate an understanding of the importance that language has to cultural 
survival. 

o Demonstrate an understanding and appreciation of the purposes, history and 
features of American Indian music. 

o Demonstrate an understanding and appreciation of the purposes, history and 
features of American Indian dance. 

o Demonstrate an understanding and appreciation of the purposes, history and forms 
of American Indian art. 

Reference for Project Intersect Teachers, 2008 
 
 

 

 
 


