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  This qualitative case study examined the impact of an arts integrated international 

collaboration on elementary school students’ creativity when the students were 

communicating and creating exclusively through a technological third space. Two 

organizations, one in the U.S. and one in Mexico, served as the sites for the case study.  

Five findings emerged from the study relating to the nature of creativity and two findings 

related to the impact on students’ creativity when engaged in arts-integrated international 

collaboration. The findings for the first question were: 1. Students and teaching artists 

view creativity as a process that is reflexive and engaging, 2. When reflecting on their 

work, students and teaching artists see creativity as an interplay of ideas and are open to 

and capable of modifying their ideas to achieve creative results, 3. Creative work is 

relative to the individual and is directly correlated to both originality and effort, 4. 

Students and teaching artists value creativity as a means for both self-expression and 

communication, 5. A collaborative environment sets the stage for creative behavior in 
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terms of inviting feedback, providing constructive criticism, and sharing ideas. For the 

second question relating to impact, the two findings were: 1. Teaching and learning in the 

third space becomes a recursive process, and 2. Students work in new modes of 

communication in order to bridge cultures.   

The findings suggested that as the students’ creativity evolved throughout the 

collaboration, evidence of impact was noted in terms of the students’ process of teaching 

and learning with their peers in a neighboring country and their process of developing 

new ways of working in a digital third space when writing or making art that would be 

shared with those peers.  

Implications for future research include a need to examine the educational 

policies around teaching for global competence and creativity, as well as for examining 

policy on the use of arts integration as both an instructional strategy and as a means to 

connect students to the world around them.  
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Chapter 1 

Introduction 

Work in the arts is not only a way of creating performances and products; it is a 

way of creating our lives by expanding our consciousness, shaping our 

dispositions, satisfying our quest for meaning, establishing contact with others, 

and sharing culture. (Eisner, 2002, p. 3) 

 
 What happens when children in different countries are asked to use the arts to 

communicate and create together? What does it look like when they are invited to 

connect in a meaningful way in order to teach each other about their respective cultures? 

Eisner’s quotation speaks directly to these questions and to the purpose of this case study.  

If we agree with his assertion, we can begin to view the arts not only as a component of a 

civilized society, but also as a language through which we can connect and communicate.  

The arts, including dance, drama, music, visual art, and the other art forms, are a means 

by which we express our humanity. This desire to express our world, our experiences, 

and our beliefs through art is a fundamental part of what it is to be human. According to 

Lowenfeld (1957), when children express themselves creatively, they are beginning to 

define their personality and sense of self. By researching what fuels the desire for 

creative expression and how it is manifested, we can begin to develop an educational 
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paradigm that encourages creativity and empowers students to voice creative expression 

through the arts. 

This qualitative case study examined how an arts-integrated international 

collaboration between students of diverse cultures impacted the students’ creativity when 

connecting through a technological third space. The study is contextualized within an 

historical framework of research in arts integration and creativity and a review of the 

literature  offers a comprehensive definition for the three key elements: creativity, arts 

integration, and third space. A wide variety of definitions exists for each of these 

concepts; this study focused on those that explain the concepts in terms of how they are 

connected to each other and to students’ learning. Finally, the implications for utilizing a 

technological third space in an educational cross-cultural collaboration are also examined 

through the literature and used to provide support for the theoretical framework of the 

study.   

Statement of the Problem 

In recent years, the United States has placed a great deal of emphasis has been 

placed on creativity as a necessary skill for students who will be entering college or the 

workforce in the 21st century (President’s Council on Arts and Humanities, 2011). Given 

this emphasis, the assumption might be made that great strides are being taken to 

understand and foster students’ creativity within the K-12 education system. 

Unfortunately, the literature does not support this assumption. Bronson and Merryman 

(2010) reported on a study conducted by College of William and Mary researcher Kyung 

Hee Kim. Kim (2011) analyzed the test scores of 300,000 American children and adults 

taken between 1968 and 2008; she discovered that since 1990, creativity scores as 
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calculated by the Torrance Test have been steadily declining, with the most significant 

decrease noted in young children. Kim (2011) found that over the past twenty years, 

according to the “Strengths” criteria of the Torrance test, young children have become 

“less emotionally expressive, less energetic, less talkative and verbally expressive, less 

humorous, less imaginative, less unconventional, less lively and passionate, less 

perceptive, less apt to connect seemingly irrelevant things, less synthesizing, and less 

likely to see things from a different angle” (p. 9). While the Torrance Test is only one 

measure for creativity, the size of the study suggests a trend that is notable. Kim (2011) 

posits a lack of creativity development in schools as a potential reason for the decline, as 

well as the shift toward standardized testing and accountability.   

 The current educational climate in the United States since the enactment of the 

No Child Left Behind Act of 2001 has been one of high-stakes testing as a means of 

enforcing schools’ accountability, and the subjects on which the students are tested are 

those which are most easily measured by paper-and-pencil tests, specifically reading and 

math. In 2009, President Obama launched the “Educate to Innovate” initiative, which 

attempts to address American students’ perceived shortcomings in the fields of science, 

technology, engineering, and math, a group of subjects commonly referred to as STEM 

education (White House, 2014a). While innovation would appear to be part of the 

President’s initiative, the means by which students are to learn to become innovators is 

not explicit in the plan. The Common Core Standards, which have been adopted by 43 

states as of 2014, state that the standards were created “to prepare all students for success 

in our global society and economy,” but they do not address exactly how teachers are 

supposed to bring a global perspective and readiness to their students (National 

3 



Governors Association Center for Best Practices & Council of Chief State School 

Officers, 2010). As the world becomes more interconnected, the need for curriculum that 

addresses both a global perspective and the use of technology to connect and 

communicate is becoming more apparent. In addition, as educators form a curriculum 

that is reflective of their students’ needs, the need to respect, promote, and understand 

multicultural perspectives from an authentic viewpoint is paramount. Schoorman (2000) 

discusses the concept of “internationalization” as being “counter-hegemonic, ongoing, 

comprehensive, multifaceted, and integrated” (p. 5).  In a truly internationalized approach 

to teaching, students are actively engaged in the educational process, serving as change 

agents in their own right, and the curriculum is authentically multicultural, which, as 

Schoorman (2000) points out, is more often the exception than the rule.  

 As well as addressing challenges with teaching a multicultural student body in 

ways that are authentic and impactful, educators need to teach students to be innovative 

and creative and to think in fresh and divergent ways if they are to be successful in a 

global society. Given the number of definitions and modes of understanding that apply to 

the concept of creativity, educators may find it challenging to pinpoint what exactly 

makes a piece of student work creative. What are the specific qualities that suggest that a 

student is a creative individual? Is creativity in the work or in the person? Parsing the 

theoretical frames can assist our understanding on a level of meta-analysis, but how does 

one begin to understand what creativity actually looks like in a classroom environment, 

particularly if one hopes to teach creativity? The ability to understand creativity as a 

process that can be taught, as well as one that can be assessed, will allow educators to 

develop students’ abilities and foster their learning in all subjects, whether science, math, 
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or the arts. Teaching students to be creative and to understand how they can access that 

creativity throughout their academic careers will facilitate the development of the types 

of leaders that the research indicates are needed to compete in this century’s global 

economy.  

Background of the Problem 

 Regarding creativity as a psychological phenomenon is a perspective that began 

to formalize as a field of study in 1949, when psychologist J. P. Guilford addressed the 

American Psychological Association and argued “that conventional concepts of 

intellectual ability focused too strongly on speed, accuracy, correctness, logic, and similar 

properties” (Cropley, 2001, p.1). Cropley (2001) noted that these elements were aspects 

of what Guilford called “convergent thinking” (p.1). The movement to study creativity 

and what Guilford termed “divergent thinking” parallels the growth in art education in 

this country’s schools. In 1957, the Soviet Union launched Sputnik, essentially beating 

the United States in the “space race;” our failure was deemed a lack of creativity, which 

spawned a series of movements to measure and develop creativity, as well as to institute 

and promote arts education programs (Burnaford, Aprill, & Weiss, 2001; Cropley, 2001). 

Over the ensuing fifty years, the presence of arts education in the public schools has 

waxed and waned, and creativity, while in the forefront of curriculum in other countries 

such as the U.K., has yet to be intentionally addressed in the U.S. curriculum. As U.S. 

students now appear to be losing ground on standardized tests in comparison with their 

peers in nations around the world, creativity and the arts are once again gaining attention 

as potential solutions for closing this perceived skills gap. 
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As creativity gains focus in the need to develop students that are able to compete 

globally, the need to educate students about the world around them is paramount, as well. 

Classrooms in the United States can be potentially isolating for both students and 

teachers, particularly when there is a tremendous focus on standardized achievement 

tests. “Our education system today supports learning, mostly in classrooms and from 

textbooks, and depends on the relationship between individual educators and their 

students. The role technology plays in the nation's classrooms varies dramatically 

depending on the funding priorities of states, districts, and schools and individual 

educators' understanding of how to leverage it in learning in meaningful ways” (U.S. 

Department of Education, 2014,  para 4).   

The use of international collaboration through technology as a teaching tool is 

extremely new, given the inherent requirement of technological access and the 

professional development needed to implement this type of collaboration between 

classrooms and countries. “To prepare students to learn throughout their lives and in 

settings far beyond classrooms, we must change what and how we teach to match what 

people need to know, how they learn, and where and when they learn and change our 

perception of who needs to learn. We must bring 21st-century technology into learning in 

meaningful ways to engage, motivate, and inspire learners of all ages to achieve” (U.S. 

Department of Education, 2014, para 5.) 

Purpose Statement 

  The purpose of this case study was to examine the impact of an arts integrated 

international collaboration on elementary school students’ creativity when the students 

are relating and creating through a technological third space. For the purposes of this 
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study, “elementary school students” are defined as being between ages eight and eleven; 

a technological “third space” is defined as an internet access point or portal through 

which educators and their students can connect with an authentic audience beyond the 

classroom (Soukup, 2006). By using Skype, Dropbox, YouTube, a blog, a webzine, or 

other technological access points, a “third space” between nations was created in which 

the students can share and exchange their writing and artwork; the connection between 

the groups and the project they create together cannot be replicated without this use of 

liminal space.  

 This idea of “third space” is contextualized based upon the work of Bhabha 

(1994), Oldenburg (1999), and Moje et al. (2004). The concept of “third space” was 

initially developed by Homi Bhabha (1994) as a metaphor for the inner space occupied 

by an immigrant, in which he/she is an “outsider” to both the original and the adopted 

culture. First space is considered to be one’s country of origin and the second space is the 

adopted country. Sociologist Oldenburg (1999) further developed the term “third space” 

to contextualize spaces used for informal social interaction that are neither at home nor in 

the workplace. Moje et al. (2004) described “third space” as the integration of knowledge 

that occurs between home and school. This qualitative case study approaches the concept 

of “third space” as an integration of these terms; it is a mixing of cultures, of thoughts, 

and of ideas in a space that is not home and not school, a space that is in between. It is a 

virtual space that is “more democratic and dialogic than a traditional classroom” and that 

offers students a place to collaboratively create based upon “an agreed plan of action” 

(Wilhelm, 2010, p. 56).  
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 This case study is based on an examination of students’ creativity when 

participating in an arts-integrated international collaboration within a technological third 

space; the study follows a field of ongoing inquiry into student creativity in which 

Chicago Arts Partnerships in Education (CAPE) is currently engaged. For the past twenty 

years, CAPE has been conducting research on the impact of arts integration on teachers 

and students; recently, their work has been focused on the study of creativity in the 

classroom (Burnaford, 2010; Paradis, 2011). Dr. Gail Burnaford and staff from CAPE 

adapted a series of student creativity indicators based on work done by CAPE/UK and the 

Center of Research on Education, Diversity and Excellence. These indicators examine 

student behaviors, including “questioning and challenging,” “making connections and 

seeing relationships,” “envisaging what might be/what if,” “exploring how to cope with 

uncertainty,” and “reflecting critically on ideas, activities, and outcomes” (Burnaford, 

2010; Cochrane & Cockett, 2007). These indicators served as the framework for the 

research tools in the study; they were utilized within a theoretical framework that 

examines various concepts regarding creativity as a process that can be taught, the impact 

on students of the connections between arts integration and international collaboration, 

and the use of a purposely created third space to foster both creativity and these 

connections. 

 It is hoped that, in addition to facilitating a bridging of cultures and languages 

and engaging the participating students in a new way of thinking and learning, the results 

of this research will add to a growing body of information in the field.  The research 

questions guiding this study were:  
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1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

This qualitative case study describes what happened when elementary school 

students in two countries were engaged in sharing their writing and artwork through a 

technological third space while participating in an arts-integrated afterschool program 

and how the students’ creativity might have been impacted. Two organizations—Habla: 

the Center for Language and Culture in Mérida, Mexico, and Blue Planet Writers’ Room 

in West Palm Beach, Florida—served as the sites for the research. Each organization 

works with local elementary school students to foster literacy through arts integration, 

and the organizations have a three-year history of partnering to conduct international 

collaborations via a technological third space. These two sites were selected for 

participation in the study precisely because of their long-term partnership. In a study 

conducted by CAPE, researchers coined the term “deep teams” to describe groups of 

teachers and artists who have worked together over the course of several years 

(Burnaford, 2003). “The deep teams in our research were more able to articulate their 

practice in our interviews than those who had worked with a team partner sporadically or 

briefly,” Burnaford (2003) noted; “they had collected student work over the years and 

were prepared to show us that work and describe how, as their own arts teaching 

improved, so did the products of the students” (p. 52). The partnership between Blue 
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Planet Writers’ Room and Habla constitutes such a deep team; some of their previous 

projects are documented on a website created by Blue Planet called “Click” 

(http://www.clickwebzine.org/tigerpaws/), as well as in a 2012 article published in 

Teaching Artist Journal by Blue Planet’s Executive Director, Cora Bresciano. The long-

term partnership between the two organizations has in the past produced high-quality, 

arts-integrated student work. 

  In the fall of 2013, the two organizations partnered once again, connecting 

teachers and students in a collaborative process of tandem writing and art activities based 

on a theme, chosen by the teachers prior to the start of the project. Over a ten-week 

duration, the students connected with each other through the electronic exchange of 

videos, photos, and writing. Prior to beginning the project with Habla and following IRB 

approval from Florida Atlantic University, Blue Planet Writers’ Room facilitated a pilot 

study by allowing the researcher to test the instruments with a group of elementary school 

students engaged in an arts-integrated afterschool program, one of many that Blue Planet 

offers on a year-round basis, mainly to Title I schools, which are schools that have more 

than half of their students designated as “low income” by the federal government’s 

standards.  In keeping with pilot study protocol, the teaching artist and students who 

participated in the pilot did not serve as the subjects for case study.  

The case study utilized interviews, field observations, and documents in the form 

of student writing, photos, and artwork in the data collection process. For the purposes of 

the case study, “artwork” included not only visual art, but also music, dance, poetry, and 

dramatic performance. The researcher conducted interviews with students and teachers at 

both sites during the collaboration, as well as classroom observations at both sites in 
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order to develop a picture of what happened in the physical spaces on both sides of the 

collaboration. The interviews were semi-structured in nature and utilized a photo-

interviewing technique based upon the work of Cappello (2005) and a portfolio 

conference protocol based upon the work of Burnaford, Scripp, and Paradis (2012). The 

photo interviewing technique required that the students were photographed throughout 

the collaboration while writing and creating art and then referenced in the interview 

process to allow for specific, deep reflection. Photos of student artwork and student 

writing samples were also utilized in this process.  

Field observations took place during the classroom workshops at Blue Planet’s 

partner school site and at Habla. Based on previous collaborations, the partnership was 

structured to be twelve weeks in duration. The students worked with a teaching artist at 

Blue Planet for one hour per week throughout. Workshops at Habla were three hours in 

length on Saturdays with one group of students, and an hour and a half in length twice a 

week with a second group. Student artwork and writing was collected at three points 

during the collaboration: beginning, middle, and end. The students were asked to curate 

their work for the portfolio conference interviews; this process was meant to engage them 

in the study and offer them an opportunity to select pieces that are meaningful to them 

(Cappello, 2005). In selecting the writing and art they wished to speak about during the 

portfolio conferences, the students were directed by the teaching artist to choose pieces 

about which they felt strongly, which they wished to share, or which showcased a 

concept or an idea about which they wanted to speak. Through this process, the students 

were encouraged to choose pieces that they felt represented the best of their abilities, 

which provided an opportunity for them to discuss and critique their work with their 
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peers and analyze it not only for quality, but for evidence of creativity.  

Theoretical Framework 

 The combined works of Eisner (2002), Gardner (2007), Burnaford, Aprill and 

Weiss (2001) (arts integration); Cochrane and Cockett (2007), Sternberg (1999), 

Csikszentmihalyi (1996), Cropley (2001), Greene (1995) (creativity), Bhabha (1994),  

Moje et al. (2004), Soukup (2006), and Deasy and Stevenson (2005) (third space) were 

used to build the theoretical framework for this study. A rationale for cross-cultural 

connections is drawn from the works of Wootton (2008), Landay and Wootton (2012), 

Greenwood (2002), Gay (2002), Sleeter and Tettegah (2002), Schoorman (2002), and 

Anderson-Levitt (2008).  

“Arts integration is…a powerful vehicle to cross the boundaries of core subjects 

and arts concepts, affective and cognitive modes of expression, form and content, 

processes and products, the self and the world” (Burnaford, et al. 2001, p. xxxiii). This 

definition of arts integration as a process with which to “cross boundaries” directly 

relates to the rationale behind this case study: the use of the arts to cross boundaries that 

are curricular as well as geographic, creative as well as cultural. As this research study is 

concerned with the impact of arts integrated experiences on students’ creativity, it is 

important to include literature that characterizes an exact definition of that term. Impact, 

as it relates to students’ creativity, is reviewed through the research in terms of students’ 

engagement, willingness to take risks, intrinsic motivation, and their reception to an 

authentic audience; these four criteria continually emerge throughout the literature on 

arts integration, creativity, and cross-cultural collaboration, either as a tenet of the 

practice, or a benefit of the utilization, or both. Thus, they were selected to define impact 
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for the purposes of this study. A cross-walk table shows these criteria for impact and 

where they were found throughout the literature in relation to arts integration, creativity, 

and cross-cultural collaboration.  

 
Table 1 

Definitions of “Impact” as Related to Arts Integration, Creativity, and Cross-Cultural 
Collaborations 
 

 

 
Factor Being 

Studied 
 

 

 
 

Risk Taking 
 

 

 
Intrinsic 

Motivation 
 

 

Relationship to 
Authentic 
Audience 

 

 

 
Increased 

Engagement 
 

 
Characteristics 
of Arts 
Integration 

 
Burnaford, 
Aprill, & 
Weiss (2001) 
Seidel (1999) 

 
Catterall & 
Waldorf (1999) 
Andrzejczak, 
Trainin, & 
Poldberg 
(2005) 
 

 
Seidel (1999) 

 
Wolf (1999) 
 

Definitions of 
Creativity 

Cochrane & 
Cockett (2007) 

Sternberg 
(1999) 
Cochrane & 
Cockett (2007) 
 

Csikszentmihalyi 
(1996) 

Cochrane & 
Cockett (2007) 

Cross-Cultural 
Connections 

Greenwood 
(2001) 
McDougall & 
Trotman 
(2011) 

Greenwood 
(2002) 

Wootton (2008) 
Cohen-Evron 
(2007) 
McDougall & 
Trotman (2011) 
Sleeter & 
Tettegah (2002) 

Wootton 
(2008) 
Landay & 
Wootton 
(2012) 
 

 

This case study incorporated into the theoretical framework a concept of 

creativity based on a series of observable indicators in student behavior within the 

classroom. These indicators were developed to attempt to document students’ creativity 

as described in Cochrane and Crockett’s (2007) examination of “creativity-in-progress” 

and as subsequently utilized in a series of studies by CAPE (Burnaford, 2010; Paradis, 
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2011). These indicators of student creativity include: questioning and challenging, 

making connections and seeing relationships, envisaging what might be/what if, 

exploring ideas/keeping options open, and reflecting critically on ideas, activities, and 

outcomes (pp.74-75). These indicators were also utilized in a 2008 research study by 

Burnaford and Aprill, “What Are Students Learning? Creativity and Content Learning in 

Long-term Arts Integration Partnerships,” and a 2008 program evaluation conducted by 

Dr. Burnaford and this researcher for Arts for Learning: The Miami Affiliate of Young 

Audiences, which examined the impact of arts integration on students’ creativity 

throughout a series of artist residencies. As these criteria have been tested in a series of 

studies on student creativity by researchers at CAPE and CAPE/UK, they were utilized as 

the framework on which the research protocols (document analysis, student interviews, 

and observations) were based (see Appendix F.)  

While Catterall and Waldorf (1999) provided evidence that linked students’ 

achievement and participation in the arts, the current study did not focus on defining 

impact as connected to test scores, as it is hoped this research will contribute to a better 

understanding of what arts-integrated learning might do for students in terms of what 

Gardner (2007) termed their “habits of mind”: the processes and means by which 

students think. As researchers and educators begin to gain a greater understanding of how 

to foster student creativity, ongoing research will be needed to examine how student 

achievement and creative behavior might be correlated.  

A third tenet in the theoretical framework is that of “third space,” and as with the 

other concepts, the meaning within the context of this study is integrated across several 

bodies of thought. For the purposes of this study, a technological “third space” is defined 
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as an internet access point or portal through which educators and their students can 

connect with an authentic audience beyond the classroom (Soukup, 2006). In an 

international collaboration such as the one described in this case study, third space can be 

accessed by using Skype, Dropbox, YouTube, a blog, a webzine, or other technological 

access points. These internet programs allow educators to create a “third space” between 

nations in which students can share and exchange their writing and artwork. Oldenburg 

(1999) described the characteristics of a third “place,” or that which is outside the home 

and “beyond the work lot” as: 

1. Being on neutral ground 
 

2. Serving as a leveler 
 

3. Conversation is the main activity 
 

4. They are accessible 
 

5. As a home away from home, they have ‘regulars’ 
 

6. The mood is playful (p. 423) 
 

While Oldenburg was utilizing the term “third place” to describe traditional “hang-outs” 

such as pubs, cafés, barber shops, and beauty salons, the theoretical framework of this 

case study applies this term to a virtual space, as well, based upon subsequent literature 

by Sleeter and Tettegah (2002), Greenwood (2001), and Soukup (2006).  

The concept of “third space” was initially developed by Bhabha (1994) as a 

metaphor for the space which an immigrant internally occupies; the idea of first space 

being the immigrant’s country of origin and the second space being the new, adopted 

country. Moje et al.’s (2004) definition for “third space” is described as the integration of 

knowledge that occurs between home and school. This case study approaches the concept 
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of “third space” as an integration of these terms; it is a mixing of cultures, of thoughts 

and ideas, in a space that is not home and not school, but an inner space. It is a virtual 

space that is “more democratic and dialogic than a traditional classroom” and offers 

students a place to create collaboratively based upon “an agreed plan of action” 

(Wilhelm, 2010, p. 56).  

Finally, in crafting the theoretical framework for this case study, the concepts of 

international collaborations and integration are supported in the work of Gay (2002), 

Greenwood (2002), Sleeter and Tettegah (2002), Schoorman (2002), Landay and 

Wootton (2012), and Wootton (2008). Gay’s research highlighted the need for 

multicultural and culturally responsive teaching to be integrated into all subjects, with 

“cross-cultural communication” serving as a “pivotal element” for preparing teachers to 

work with culturally diverse populations. Gay (2002) stated: 

The process of building culturally responsive communities of learning is 

important for teachers to know as well. The emphasis should be on holistic or 

integrated learning. Contrary to the tendency in conventional teaching to make 

different types of learning (cognitive, physical, emotional) discrete, culturally 

responsive teaching deals with them in concert. Personal, moral, social, political, 

cultural, and academic knowledge and skills are taught simultaneously. For 

example, students are taught their cultural heritages and positive ethnic identity 

development along with math, science, reading, critical thinking, and social 

activism. (p. 110) 

Gay went on to make the case that culturally responsive teaching empowers students and 

creates an active and engaged learning environment in which students are able to think 
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and communicate in ways that are non-linear and highly contextual. The development of 

these divergent ways of thinking and communicating seem to indicate that culturally 

responsive teaching and cross-cultural communication serve to foster students’ creativity.  

 Greenwood’s (2002) research into the deliberate creation of hybrid spaces through 

arts partnerships across cultures examined the impact on two groups of students engaged 

in drama activities designed to foster tolerance and understanding. The study found that 

the students reconstructed their community within the artistic space, viewing each other 

not as “other,” but as part of a new, hybrid community in which they developed new 

ways of communicating and connecting.  

Sleeter and Tettegah (2002) examined technology as a means to foster 

multicultural communication by connecting students across cultures through a variety of 

web-based resources:   

Technology and multicultural education can be important in engaging students 

around cultural artifacts (music, ethnic portals) to help facilitate and bridge access 

to language, literacy, math, science, and the arts. Further, Internet and web-based 

use for on-line courses/programs, diaries, MOO's (multi-object oriented) and 

MUD's (multi-user dimensions), interactive video systems, video conferencing, 

virtual reality web and Internet applications, use-nets, egroups, forums, and online 

community environments have allowed institutions to enrich traditional methods 

and break boundaries to serve students who are located throughout the world. (p. 

3) 

Sleeter and Tettegah’s study supports the case study’s theoretical framework in terms of 

arts integration, third space, and international collaboration; as students utilize web-based 
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connections across cultures, they are also creating new ways of communicating, 

suggesting that these methods also foster creativity. 

Schoorman (2002) examined technology and multicultural education through a 

critical pedagogical perspective, which provided support for this case study in terms of 

how connecting culturally diverse students through a technological third space might 

empower participants and forward the cause of social justice. When working with young 

people in different cultures, the critical pedagogical approach allows students to become 

primary in the educational process, engaging in what Schoorman (2000) posits as 

authentic “internationalization,” a process of replacing teacher-led, passive instruction 

with a “counter-hegemonic approach” that facilitates “a knowledge base, skills and 

attitudes among students that prepare them for work and leadership in the context of 

global interdependence” (p. 5). The use of technology and that of a technological third 

space in an international collaboration allows students on both sides to learn about culture 

from a primary source, to develop their own perspectives and attitudes on the world 

around them, and to engage in an exchange that is dynamic and reflexive. A multiplicity 

of viewpoints is present in the exchange, actively shaping how the students act and react 

toward each other. “To this end, internationalization efforts are seen as the means to 

facilitate among students a sense of caring, as citizens of a globally interdependent 

society, whose goals would be to make the world a better place for all its citizens” 

(Schoorman, 2000, p. 7).  

In “A Constant Search: Arts Integration in Cross-Cultural Environments,” 

Wootton (2008) illustrated the ways in which the arts can be utilized across cultures and 

languages not only to build skills in literacy, but also to foster a sense of community and 
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joy in the learning environment for teachers as well as students.  Wootton’s work at the 

Arts Literacy Project at Brown University provided the basis for his research, which has 

subsequently been carried into his development and creation of Habla: The Center for 

Language and Culture in Mérida, Mexico, which served as a partner site for this case 

study.   

  According to Beane (1997), “Curriculum integration…is a philosophy and ideal 

of true democracy that we should strive toward in our classrooms and schools” (p. 4). 

Beane argued that teachers should practice integrated curriculum because it provides 

students with an authentic way of looking at the world—a way that is relevant to them, 

that incorporates their own frame of reference and that offers them the opportunity to 

share their point of view with others. Greene (1995) stated, “Imagination is what makes 

empathy possible” (p. 3). When students are able to connect, create artwork, and 

collaboratively construct meaning from the experience, it gives them insight into one 

another’s world. She goes on to state that the imagination “is what enables us to cross the 

empty spaces between ourselves and those we teachers have called “other” over the 

years. If those others are willing to give us clues, we can look in some manner through 

strangers’ eyes and hear through their ears” (p. 3).  

It is this intentioned method of teaching that set the stage for the framework of this study, 

which was based entirely on a theme of integration: the collaboration that was the focus 

of the study blurs the lines between the arts- and non-arts-based curriculum, between 

students in the United States and students abroad, and between the expressions of 

learning and creativity that take place in a classroom environment and those that occur in 

a hybridized, or “third” space. It is fitting, therefore, that the theme of “integration” 
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provided the basis and the context for the case study. For the purposes of this case study, 

the full summary and citation for the authors of the theoretical framework are:  Burnaford 

et al (2001), Eisner (2002), Gardner (2007), (arts integration); Cochrane and Cockett 

(2007), Cropley (2001), Csikszentmihalyi (1996), Greene (1995), Sternberg (1999), 

(creativity); Bhabha (1994), Deasy and Stevenson (2005), Moje et al. (2004), Soukup 

(2006), (third space); Anderson-Levitt (2008), Gay (2002), Greenwood (2002), Landay 

and Wootton (2012), Sleeter and Tettegah (2002), Schoorman (2002), Wootton (2008), 

(cross-cultural collaboration).  

Role of the Researcher 

The researcher in this case study is the co-founder and the previous co-executive 

director for one of the organization sites, Blue Planet Writers’ Room. In that capacity, she 

has conducted international projects with the partner sites and is familiar with their 

pedagogy and research interests. In August 2012, the researcher resigned her position as 

co-executive director; she currently serves as an arts integration project manager for the 

Palm Beach County School District and as the lead consultant for Blue Planet Writers’ 

Room. The researcher was responsible for connecting the sites initially and for 

facilitating the connection throughout the three-month duration of the study; though she 

interacted with the teaching artists and students at both sites, she did not conduct or 

collaborate in the teaching of the workshops or in the planning of the parallel curriculum. 

The researcher served only as an observer to the process undertaken by the two partner 

sites. 
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Significance of the Study 

Since its implementation eleven years ago, the No Child Left Behind Act of 2001 

has caused educators, parents, students, and policy makers to question the impact this law 

has made on students’ creativity and critical thinking skills. Structured on a policy of 

accountability and measurement through standardized testing, NCLB was designed to 

raise student achievement and close achievement gaps. An unintended outcome was the 

subsequent marginalization of the arts and a decline in opportunities for students to 

practice thinking critically and creatively.  

Sandra Ruppert, Director of Arts Education Partnership, succinctly outlined the 

need for creative thinkers in the modern work force as part of her 2010 address, 

“Creativity, Innovation, and Arts Learning: Preparing All Students for Success in a 

Global Economy.” In this speech, she drew a direct link between the United States’ 

ability to succeed economically, its ability to produce well-educated, creative thinkers, 

and the inclusion of the arts in school reform. On the international level, a series of 

reports from UNESCO on the state of art education around the world have found that in 

countries such as Brazil, Great Britain, Jordan, and Samoa, “art is shortchanged in favor 

of other school subjects even when art is considered a core subject” (Freedman, 2007, 

p.5). When educational policy is structured in this fashion, effectively minimizing 

children’s exposure to the arts, there are long-term implications for the growth of the 

world’s creative, cultural, and economic sectors.  

This study examined how creativity can be fostered in culturally-diverse 

elementary school students through the use of arts integration and technology; it is hoped 

that, in addition to facilitating a bridging of cultures and languages and engaging the 
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participating students in fresh ways of thinking and learning, the data from this study will 

add to a growing body of information in a new field. 

Summary 

This chapter provided an overview of the elements of this qualitative case study; 

these include arts integration, creativity, third space, and international collaborations. A 

theoretical framework was incorporated to illustrate how these elements are connected in 

terms of impact and how they foster creativity within the structure of an arts-integrated 

technological third space. A description of the purpose of the study, its significance, 

limitations, and delimitations that create the basis for the research, and the research 

questions that will frame the study were also presented. Chapter 2 provides a synthesis of 

the literature relating to the study’s key elements and how they are situated within an 

educational context. Chapter 3 focuses on the aspects of qualitative methodology, 

including sampling methods, research tools, timeline, sites, and participants in the study.  

Chapter 4 presents the findings of the case study, and Chapter 5 examines the 

implications of the findings and their potential significance in the field of education.   
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Chapter 2 

Review of the Literature 

 This review of the literature on arts integration, creativity, and third space offers 

in-depth definitions for each, as well as providing context for the case study. The 

literature was instrumental in fostering the design for the study and the theoretical 

framework in which it is based. Each of the concepts of arts integration, creativity, and 

third space are defined and related to the concept of impact as it was examined in this 

case study; this review also looks at the history of each of these concepts and situates 

them within the field of education. 

 This review focuses on research that deals specifically with creativity in arts-

integrated practices in the K-12 arena and how these practices have been used to create a 

third space environment. The review also examines what these practices mean in a global 

context. International studies were included with the intent of providing a wider 

perspective into what is being accomplished around the world in the fields of creativity 

and arts-integrated learning. The literature review was limited to focus on technology-

based “third space” initiatives that incorporate the arts or arts integration.  

This review encompasses sixteen journal articles, eighteen books, and twenty-

three research studies: twenty-two focused on arts integration, twenty-one focused on 

creativity, and fourteen focused on cultural third spaces as an educational construct (see 

Table 2). All journal articles and research studies included were peer-reviewed. All books 
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and articles were selected because they contained intersections with the key terms 

included in the research questions and/or were based on information concerning the K-12 

population. It should be noted that the majority of research studies included in this review 

are qualitative in nature, in keeping with the methodology that was selected for this study 

and aligns with Eisner’s (1998) views on qualitative research in the arts, specifically with 

his statement that “the arts are paradigm cases of qualitative intelligence in action” that 

necessitate the need for qualitative inquiry in order to “convey the potential of the arts as 

vehicles for revealing the social world” (p. 6).  

 
Table 2 
 
A Summary of Peer-Reviewed Research Conducted 
 
 

Source 
 

 

Arts Integration 
 

 

Creativity 
 

 

Third Space/Cultural Collaborations 
 

 
Journal Articles 
 

 
5 

 
6 

 
8 

Books 
 

8 9 2 

Research Studies 9 7 4 
 

Arts Integration 

 While arts integration is a relatively new educational approach, the history of arts 

integration as a pedagogical approach can be traced back to Dewey’s (1934/1980) 

theories of Progressive Education, in which he describes learning as an experiential event 

that is cognitively processed with an aesthetic. Renaissance in the Classroom by 

Burnaford et al. (2001) details the advent of arts education into mainstream curriculum in 

the early 20th century and the eventual splintering off of the separately defined field of 

arts integration during the 1960s (pp. xxxviii – xli). Through a joint effort of the U. S. 
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Department of Education and the National Endowment for the Arts, the Arts Education 

Partnership was formed in 1995 to address the nation’s need to improve the quality of 

arts education in public schools. Over the next few years, the Arts Education Partnership 

released two landmark compendiums of research studies: Champions of Change: The 

Impact of the Arts on Learning, edited by Fiske (1999) and Critical Links: Learning in 

the Arts and Student Academic and Social Development, edited by Deasy (2001).  These 

documents continue to serve as the basis for much of the ongoing research in the field of 

arts education and arts integration. 

Definitions. A literature review by Burnaford, Brown, Doherty, and McLaughlin 

(2007) offers an in-depth examination of the chronology of arts integration as a 

phenomenon and the multiplicity of definitions that can be used to describe the practice 

and tenets of arts integration in its various forms. In order to embody the field as a whole, 

the authors offer three categories for understanding and defining arts integration: “as 

learning ‘through’ and ‘with’ the arts; as a curricular connections process; and as 

collaborative engagement” (p. 12). For the purposes of this study, all three definitions are 

equally applicable. As Burnaford et al. (2001) note, “no single definition accurately 

characterizes the field” (p. 18); however, as also noted, the definition as provided by The 

Southeast Center for Education in the Arts (SCEA) (2012) is well-situated within the 

body of literature on arts integration:  

Arts Integration is instruction combining two or more content areas, wherein the 

arts constitute one or more of the integrated areas. The integration is based on 

shared or related concepts, and instruction in each content area has depth and 

integrity reflected by embedded assessments, standards, and objectives. Integrated 
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instruction is often designed, implemented, and evaluated in collaboration with 

other teachers, arts specialists, community artists, and institutions; and delivered, 

experienced and assessed through a variety of modalities: artistic processes, 

inquiry methods, and intelligences. (para 1)  

This definition is notable for its use of the terms “artistic processes, inquiry methods, and 

intelligences,” in that it is indicating that the definitions for creativity are correlational. 

Cochrane and Cockett (2007) provide a checklist for “spotting creativity” that 

incorporates “questioning and challenging,” “exploring ideas,” and “communicating 

ideas in novel or unexpected ways,” thus suggesting that creativity, as arts integration, is 

a process of inquiry utilizing a variety of intelligences (pp. 74-75).   

 Connections between arts-based and non-arts based learning. Eisner (2002) 

and Catterall and Waldorf (1999) have both advocated for the teaching of the arts as a 

means of creating a holistic approach to education, wherein children are immersed 

intellectually, emotionally, physically, and therefore rigorously, in the learning 

experience. “This transaction of external factors with the internal conditions of the 

learner creates what Dewey (1938) referred to as an educative experience, one that 

stimulates learning in the present and cultivates a positive mindset for learning in the 

future” (Lynch, 2007, p. 37). Wootton (2008) further illustrated the connection between 

arts-based and non-arts-based learning, stating, “Reading, writing, and performing are not 

separate acts; they are holistic and connected experiences that help us know each other 

and ourselves” (p. 193). Winner and Hetland’s (2000) meta-analysis of studies of the 

impact of the arts on academic achievement pointed out that while educators may be 

predisposed to place value on the arts because of their potential impact on non-arts 
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content, this disposition actually devalues the arts by making them subservient to the 

“greater cause,” thus echoing Eisner’s theoretical approach to arts education. Aprill’s 

(2010) article, “Direct Instruction vs. Arts Integration: A False Dichotomy,” further 

highlights this “either-or” mentality and the potential for damage, stating, “We need to 

stop seeing direct instruction and arts integration as contrary positions that need to battle 

it out for limited dollars, and start seeing them as complementary strategies in the service 

of learners” (p. 6).  

 Catterall, Chapleau, and Iwanaga’s (1999) study, “General Involvement and 

Intensive Involvement in Music and Theater Arts,” makes a compelling case for a 

correlation between enhanced student achievement in non-arts curriculum as a result of 

involvement in the arts; however, it suggests a “slippery slope” that may enable policy 

makers to view the arts as handmaidens to the core curriculum rather than as value-

intensive subjects in and of themselves. This qualitative case study attempts to examine 

students’ experiences as they are connected in both fields, taking the viewpoint of 

Burnaford et al. (2001):  

Arts integration begins with the strength of the art forms…Teachers are not 

designing lessons that have an arts option. Rather, the model is more of a multiple 

Venn diagram, with depth and breadth not just in the content field knowledge the 

teacher is bringing, but also in the art form that the artist or arts teacher is 

bringing. A psychological imperative to reinforce other content areas by tapping 

into other styles for learning does not, by itself, provide enough knowledge base 

in the arts to be of practical use to teachers and students (p. 9). 
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Landay and Wootton (2012) described the connections between literacy and the 

arts as “multiliteracies,” asserting that meaning can be found not only through written 

language but also through “the visual, the audio, the spatial, the behavioral, and so on” (p. 

4). These forms of knowing—these forms of multiliteracies—offer students the 

opportunity to connect their learning to their personal lives, to that which is meaningful 

and relevant in the world they inhabit, thereby providing them with more opportunities to 

be successful as learners and in making progress toward their future goals (Landay & 

Wootton, 2012, p. 5). Landay and Wootton (2012) posit that there are more ways of 

learning and demonstrating knowledge than by using written language, and that by 

exploring these modalities, educators can reframe the current educational environment 

into one in which students are actively engaged, creating, collaborating, and forming 

meaning in their world. 

  Authentic audience. One of the key tenets of successful arts integrated 

programming is the necessity of an authentic audience for students’ work, whether that 

audience consists of peers, parents, teachers, or community members. The purpose of an 

authentic audience is to give the students’ ideas and work a life beyond the classroom and 

beyond the eyes of the teacher, to create a connection between their work and the real 

world, and thus to emphasize the value of that work. A connection between creativity and 

this concept of authentic audience can be found in Csikszentmihalyi’s (1996) theory, 

which suggests that creativity does not exist as a discrete property but rather as a 

judgment by the audience that observes the work; thus, creativity becomes part of a 

shared process between the creator and the audience, offering the creator validation and a 

sense of achievement in the real world as a result of the sharing.  
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 Vygotsky (2004) provides a rationale for this study in his work on children’s 

creativity, the arts, and meaning making:  

The development of the child’s literary creativity immediately becomes vastly 

easier and more successful when the child is encouraged to write on a topic that is 

intrinsically understandable to him and engages his emotions, and most of all, 

encourages him to express his interior world in words. Very often a child writes 

badly because he has nothing he wants to write about. (p. 46) 

In the context of this study, students who are creating with and for an authentic audience 

of their peers are encouraged to develop their creativity and to better express themselves 

in a desire to communicate and to be understood. While the students are engaged in a 

process of constructing meaning together out of a collaborative artistic experience, they 

are likewise engaged in a process of building their individual creative capacity through 

the same experience. Greenwood (2001) offers further support for providing an authentic 

audience for students’ arts-integrated experiences as a motivational and reflective 

learning tool:   

They learned through each other’s explanations and questions. They also found it 

easier to work toward a sense of truthfulness when they found that reflected by 

each other…they worked harder and pushed themselves harder because they 

enjoyed the process and because they felt free to experiment and play. (p. 203) 

Meaning-making. One of the main points made by Eisner (2002) in The Arts and 

the Creation of the Mind is that “meaning is not limited to what words can express”      

(p. 230). Art has no “right answer,” he asserts (p. 230). It is an expression of the world, a 

concept, a feeling, an idea, an emotion; therefore, the use of art as a means to connect 
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children places them on a level playing field—a space that contains possibilities for all 

sorts of ideas to emerge and flourish, and to grow by building on each other through 

collaboration. Whether the students are communing with themselves or with their peers 

through an integrated creative process, they are seeking not only knowledge but a way to 

express what they know in a manner that is personal and meaningful to them. They are 

creating a connection between the art form and the non-art knowledge as they learn new 

ways to view each by using the other as a lens. When the use of literal language is not 

feasible or useful for making and sharing meaning, the arts provide another spectrum for 

communication. Lynch (2007) takes this concept a step further: “To privilege language 

over other ways of knowing and communicating not only marginalizes many students, it 

also fails to expand the abilities of those whose cognitive bias is language” (p. 38). While 

the arts may serve as their own means of communication, they also provide pathways to 

literal language that can serve to enhance students’ thought and writing processes. A 

qualitative study by Andrzejczak et al. (2005) examined the use of images to facilitate 

descriptive writing in elementary school classrooms. They found that students “used 

more time for thought elaboration, generated strong descriptions, and developed concrete 

vocabulary” as a result of creating visual art during pre-writing exercises (p. 1). As Lynch 

(2007) pointed out, "When we limit ourselves to language, we cut ourselves off from 

other ways of knowing" (p. 38). 

Part of the ideology for this study is based on the concept that international 

collaboration and arts-integrated educational experiences both offer the opportunity for 

authentic audience and thus its benefits, as well. Educational experiences that have 

meaning for students in real world applications invite deep connections to learning and 
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are the impetus behind creating a purposeful third space environment in which students 

are able to share their words, their art, and their lives (Dewey, 1934/1980; Burnaford et 

al., 2001; Wootton, 2008). If educators are able to use a technological third space for the 

purpose of connecting students of different cultures, they will be more able to engage 

students in creating bridges to share their culture (Eisner, 2002). If, as suggested by 

Anderson-Levitt (2008), the world is becoming smaller through the process of 

globalization, must it not follow that we better enable our students to survive and thrive 

by teaching them about those who share their world? In creating purposeful connections, 

we offer students opportunities to see the world through the eyes of an authentic audience 

made up of those who live in other cultures and who are, perhaps, not as different from 

each other as they might initially suspect. Philosopher Greene (1995) connects the arts to 

“discovering cultural diversity, to making community, to becoming wide-awake to the 

world” (p. 4). Greene (1995) also states that “imagination makes empathy possible,” a 

viewpoint that supports the idea of connecting students through the arts in order to 

deepen their understanding of each other’s culture and life experiences (p. 3). An action 

research study conducted by Corcoran (2009) found that students placed in cooperative 

learning groups within a visual arts classroom were more apt to share deeply, take 

creative risks, and become more secure in their abilities to direct their individual learning 

processes. If educators are able to expand the concept of cooperative learning groups to 

an international level, how might students’ views of the world and their place as global 

citizens within it shift?  

Tyler (1949) suggested that schools approach education from the standpoint of the 

purpose it is meant to serve and ask what experiences are likely to attain these purposes. 
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If the current purpose of education is simply to train students to pass a standardized test, 

how can we as a society hope to create educational experiences that fulfill those students’ 

needs on a personal level and fulfill society’s needs on community and global levels? 

When students share their work with an authentic audience, that work takes on new 

meaning and importance. In such an atmosphere, students move into a practice of 

creating for their community, for their peers, rather than creating for a grade. Their work 

in this environment has value in the world, and the students gain agency that they 

previously did not have. When engaging students in arts-integrated experiences with an 

inherent authentic audience, we also empower students to serve as ambassadors within 

their communities—to seek connections to each other and to the world at large. Kindler 

(2008) posits that the arts promote connections across cultures by encouraging the use of 

a visual language as an opportunity to create a shared “meaning-making” experience; she 

goes on to examine the concept of art and art education as a potential source for the 

promotion of peace by connecting the criteria for what she terms a “civil society” with 

the criteria for “engagement in visual art education” (p. 11-12). 

Technology and arts integration. In the 21st century, technology is becoming 

ever more woven into the fabric of our society; the means by which we communicate and 

create commerce are now almost exclusively technology-based. In a 2001 UNESCO 

report on the state of cultural education in Africa, “multiculturalism” and “cultural 

hybridity” were acknowledged as phenomena that naturally occur in art due to 

globalization and the increasing use of electronic communication in modern society; this 

integration of cultures within art forms is viewed positively, as it provides a forum for 

discussion on how to live in a multicultural society while simultaneously valuing 
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diversity and honoring cultural heritage (p. 12). Researchers McDougall and Trotman 

(2011) presented three case studies that examined the use of technology as a means to 

create an authentic audience for students’ creative learning projects; using “web drama,” 

“second life,” and “evaluative blogging;” they found that within these projects, “the new 

digital spaces enable the creation of previously unexplored landscapes for the exercise of 

functional freedom, ambiguity, and informed risk” (p. 281). Their work poses an 

interesting question for future research: if arts integrated experiences can incorporate 

technology as a means of communication, documentation, or both, how might we begin 

to shift the educational landscape into new, technology-based realms of making meaning 

and making connections? 

Creativity 

“Needed today is a generous dollop of creativity in the human sphere—in 

particular, in the ways in which we human beings relate to one another personally, carry 

out our work, and fulfill our obligations as citizens” (Gardner, 2007, p. 101). If, as 

Gardner states, creativity is a necessary factor in our ability to relate to one another and to 

function within society, how then does creativity factor into education, and what must we 

understand about the nature of creativity in order to begin to teach the concept to our 

children? The study of creativity is a complicated, multifaceted challenge. How we begin 

to examine the concept is based on the particular definition we employ. Is creativity a 

psychological trait possessed by some and not others? Or is it a skill that can be taught? 

Is creativity to be examined quantitatively or qualitatively, and what are the ramifications 

of each method? The elusiveness inherent in defining creativity is echoed in the statement 

made by former Associate Supreme Court Justice Potter Stewart when offering an 
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opinion on the definition of pornography: “I know it when I see it” (Jacobellis v. Ohio, 

1964).  

 Definitions. “Creativity means bringing into being; it involves the generation of 

new things or ideas or the transformation of those previously existing” (Chavez-Eakle, 

2010, p. 1). This scholar’s seemingly simple definition of creativity sets the stage for a 

number of models that examine the phenomenon of creativity as a process of convergent 

and divergent thinking that manifests in an original outcome. Hennessey and Amabile’s 

(2010) literature review, simply titled “Creativity,” revealed a growing body of research 

that is increasing in sophistication, scope, and methodological approaches to 

classification, yet is also disjointed, since “creativity researchers in one subfield often 

seem unaware of advances in the others” (p. 570). Hennessy and Amabile did note one 

summary point that derived from a consensus within the research: People are most 

creative when they are motivated primarily by the interest, enjoyment, satisfaction, and 

challenge of the work itself—i.e., by intrinsic motivation (p. 590). The authors ultimately 

arrived at an examination of creativity as a series of processes and events that require an 

interdisciplinary approach in order to be fully understood and explained. Their call for 

such an approach to creative research is important to note in relation to this study, as it 

supports this researcher’s rationale for a qualitative methodological approach. Further 

support is suggested by Eisner’s (1998) approach, through which he contends that artistic 

activity is a form of inquiry that depends on qualitative forms of intelligence (p. 232).   

 Connected to the concept that creativity is a process and can be recognized as a 

form of intelligence, Sternberg (1999) posits that the ability to achieve in life can be 

related to one’s levels of intelligence in three realms: analytical, practical, and creative. 
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Because Sternberg viewed creativity quantifiably, he argued that it is “particularly well 

measured by problems assessing how well an individual can cope with relative novelty” 

(p. 193). Sternberg’s (1999) theories are linked to that of Gardner (2007), specifically as 

Gardner describes cognitive abilities through the use of five categories: disciplinary, 

synthesizing, creating, respectful, and ethical. According to Gardner (2007), the “creating 

mind” is one that “asks new questions, looks at things in new ways, and comes up with 

answers which other people haven’t had before. And of course in a world where the 

computers are getting smarter and smarter, it’s the people who can look at things in an 

entirely different way, who really will be at a premium” (Thirteen, 2007). Gardner’s 

(1983) other seminal work in the field of creative intelligence, Frames of Mind: The 

Theory of Multiple Intelligences, examines how students learn and process knowledge 

through a variety of cognitive modalities: linguistic, logical-mathematical, spatial, 

linguistic, bodily-kinesthetic, musical, interpersonal, intrapersonal, and naturalistic. Both 

Sternberg’s and Gardner’s theories regarding creativity and creative intelligence support 

the idea that creativity can be accurately measured and assessed, as it is a trait inherent in 

each individual, no matter the form it may take.  

 Eisner (2002) stated that “the accepted definition of creativity is production of 

something original and useful…there is never one right answer. To be creative requires 

divergent thinking (generating many unique ideas) and then convergent thinking 

(combining those ideas into the best result)” (p. 1). Eisner (2002) also stated that this is 

also what the arts teach us: there is never one right answer. Considering the reciprocity 

between the definitions for creativity and the benefits of participating in the arts, one 

must consider the chicken-and-egg question of whether the arts develop creativity or 
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creativity is inherent and serves as the impetus for artistic creation. Both appear to be 

true. 

  Sefton-Green (2000) outlined four types of creativity: psychological, which 

examines cognitive growth and transfer skills; cultural, which allows for connections to 

be made between people and societies; connective, which bridges creativity to artistic 

heritage; and creativity as a skill to enhance vocational goals (pp. 3-4). Cropley (2001) 

defined creativity in terms of three core elements: novelty, effectiveness, and ethicality; 

these core elements, he indicated, are displayed through cause, effect, and interaction (p. 

6-7). The distinction between these elements suggests that creativity can be viewed as 

either a “product” or a “process” (p. 10). Csikszentmihalyi (1996) defined creativity as a 

collaboration among the individual, the domain or media in which the individual is 

working, and the field, or society, in which the individual’s work is examined and 

judged; he further suggested that creativity is a phenomenon that is acknowledged over 

time and that offers influence within the field in which it was proposed. Gruber’s (1989) 

“Evolving Systems Approach” is similar in theory to Csikszentmihalyi’s definition; his 

description of creativity is that of an integration of the “developmental, the pluralistic, 

and the interactive” (p. 4), echoing the notion that creativity cannot exist outside the 

continuum of time or the influence of society. Thus, creativity cannot be constructed or 

defined by an individual; it requires a process of understanding and synthesis by a group 

of individuals for the “creativity” of the contribution to be fully recognized. This element 

of “community” within the construct of creativity is reminiscent of the arts integration 

tenet of connecting students to an authentic audience for the purpose of giving their work 

agency and importance on a real-world level. Csikszentmihalyi’s (1996) subsequent work 
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detailed what he termed “flow”—the mental experience of being completely immersed in 

creative activity. The state of flow has nine characteristics:  

1. There are clear goals every step of the way 

2. There is immediate feedback on one’s actions 

3. There is a balance between challenges and skills 

4. Action and awareness are merged  

5. Distractions are excluded from consciousness  

6. There is no worry of failure  

7. Self-consciousness disappears  

8. The sense of time becomes distorted  

9. The activity becomes autotelic (p. 139) 

Again, Csikszentmihalyi’s description of creative flow appears to be directly related to 

the description of the benefits of engagement in arts integration, including the ability to 

take risks (points 6 and 7) and the inherent quality of intrinsic motivation (point 9). 

 Harvard University’s Project Zero principal investigator Steve Seidel explored the 

concept of “making thinking visible” by teaching students a series of routines that foster 

four “thinking ideals”; these are “understanding, fairness, truth, and creativity” (Harvard 

Project Zero, n.d.). Seidel’s theory posits that by making thinking a “concrete” or 

“visible” process, educators can encourage students to become metacognitively aware of 

their thinking processes and those of their peers; this awareness in turn leads to 

improvement in the thinking process, increased motivation, and engagement in the 

classroom (Harvard Project Zero, n.d.). Under Seidel’s model, creativity can be seen as 
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an illustrated process, which integrates Cropley’s (2001) definition of creativity as both 

process and product. 

Burnaford’s (2007) discussion of the practice of action research within classroom-

arts organization partnerships tied together the ideas of creativity as a visible practice, 

authentic audience, and collaborative work in the arts as a process through 

documentation: “It validates the learning that occurs and provides visual and aural images 

for thinking processes” (p. 36). Furthermore, Burnaford (2007) suggested that 

documenting student work by utilizing “sophisticated methods of synthesizing student 

performances and art products” brings together the notions of technological third space 

and arts-integrated experiences in a way that is specifically relevant to this study’s 

research questions (p. 36).  

In discussing the various definitions and ways of understanding creativity, the 

researcher was able to provide context for the two research questions in this study: 

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

As this study examined the impact on creativity and what it looks like in a 

classroom in the midst of an international collaboration, it is necessary to understand the 

seminal texts and definitions for creativity in order to develop an appropriate means to 

analyze the data. Based on this research, impact, as it was defined for this study, is 
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defined as willingness to take risks, intrinsic motivation, students’ engagement, and their 

reception to an authentic audience; each of these criteria is characterized in the review of 

the literature on creativity.  

While no single, all-encompassing definition of its elements exists, it is clear that 

creativity is gaining increasing prominence as one of the most important criteria for 

future generations’ success (Cochrane & Cockett, 2007; Freedman, 2007). Sandra 

Ruppert (2010), Director of Arts Education Partnership, succinctly outlined the need for 

creative thinkers in the modern work force as part of her address, “Creativity, Innovation, 

and Arts Learning: Preparing All Students for Success in a Global Economy.” In this 

speech, she drew a direct link between the United States’ ability to succeed economically, 

its ability to produce well-educated, creative thinkers, and the inclusion of the arts in 

school reform. The 2011 report from the President’s Committee on the Arts and the 

Humanities echoed the same sentiment regarding creativity, the arts, and the ability of the 

U.S. to maintain an economic edge:  

In order to effectively compete in the global economy, business leaders are 

increasingly looking for employees who are creative, collaborative and innovative 

thinkers. A greater investment in the arts is an effective way to equip today’s 

students with the skills they will need to succeed in the jobs of tomorrow. (p. 1) 

Examining the research that suggests what happens when creativity is stifled 

within the educational system can also provide a sense of its necessity and value. Chavez-

Eakle (2010) suggested that creativity in children is developed through problem-solving 

and role-playing—creative processes that children engage in during play. “Play is 

especially important,” she noted, “because it involves the basic components of the 
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creative process such as combining and generating new possibilities, experimentation, 

exploration of the limits of reality and fantasy” (p. 251). Equally compelling is Rayner’s 

(2005) study, which found that when children are denied access to creative play, they 

display behavior that is cold, sadistic, and unempathetic toward their classmates. If we 

consider this research in light of the current educational climate of high stakes testing and 

marginalization of the arts, creativity becomes an important topic to consider in a 

potential restructuring of curriculum.  

Given the great number of definitions and modes of understanding that apply to 

the concept of creativity, educators may find it challenging to pinpoint what exactly 

makes a piece of student work creative. What are the specific qualities that suggest that a 

student is a creative individual? Is creativity in the work or in the person? Parsing the 

theoretical frames can assist our understanding on a level of meta-analysis, but how does 

one begin to understand what creativity actually looks like in a classroom environment, 

particularly if one hopes to teach creativity? The two research questions for this study ask 

first what creativity looks like and second, what is the impact of an arts-integrated 

international collaboration on creativity; by developing a framework for observable 

creative behavior and researching what actually takes place in a classroom during an 

international collaboration, this study may prove significant to educators and to the field 

of research in creativity.    

Measuring creativity. Hocevar (1981) detailed ten categories for testing 

creativity; they consisted of tests of divergent thinking, attitude and interest inventories, 

personality inventories, biographical inventories, teacher nominations, peer nominations, 

supervisor ratings, judgments of products, nomination of eminent persons, and self-
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reported creative activities and achievement. The most widely known and used 

instrument is the Torrance Test of Creative Thinking (Kaufman, Lee J., Baer, & Lee, S., 

2007). Developed in 1962 by psychologist E.P. Torrance, the test is a tool that examines 

divergent thinking skills and problem-solving abilities and relates them to a four-category 

scale: fluency, flexibility, originality, and elaboration (Kaufman et al., 2007, p. 97). 

Despite its popularity, Kaufman said of the Torrance Test’s ability to measure divergent 

thinking skills and connect them to creativity, “it’s rather like calling a test of vocabulary 

an intelligence test” (p. 97). He suggested that creativity is best assessed by experts 

through a process he terms the “consensual assessment technique” (p. 96). If, as 

Csikszentmihalyi (1996) posits, creativity is an interplay between the creators and their 

audience, then Kaufman’s approach offers a degree of reliability in that if a group of 

experts examines a piece of work and all of them deem it “creative,” it must be so. 

Strains of Eisner’s (1976) theories of educational connoisseurship can be detected in this 

approach, as it once again connects theories of creativity to theories regarding 

participation in the arts. Because of the ongoing debate in the field of creativity testing 

and what continues to be assessed as a relatively low reliability rate in statistical analyses, 

one must ask whether either a qualitative or a differentiated approach might provide a 

better picture of creativity within individuals (Cropley, 2001). To illustrate different 

methodological means for approaching the test of measuring creativity, research studies 

by Cropley (2001), Kaufman et al. (2007), and James (2004) are compared in Table 3. 
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 Table 3 

Comparison of Research Informing the Measurement and Definition of Creativity 
 

 

Section of Study 
 

 

Cropley (2001) 
 

 

Kaufman et al. 
(2007) 

 

James (2004) 

 
Research 
questions/hypotheses 

 
Which creativity tests 
are the most useful in 
providing an accurate 
measure of individual 
creativity? 

 
What would an 
ideal test of 
creativity look 
like? 
 
Can the CAT 
provide reliable 
ratings of captions 
across raters and 
across multiple 
captions? 
 
If so, how many 
captions would be 
required to 
generate reliable 
scores, and how 
many judges 
would be needed? 
 

 
How can growth 
in creativity be 
measured across 
time by 
examining 
student artifacts 
and journals? 

Methodology  Analysis of a variety of 
tests that examine 
products, process, and 
behavior, including an 
examination of the 
validity of results 
 

Examination of 
the reliability of 
the consensual 
assessment 
technique using 
generalizability 
theory 
 
Quantitative 
analysis (81 
volunteers, 4 
raters, 12 
captions) 
 

Case study of one 
student using 
reflective writing 
and artwork  
 
Use of Gruber’s 
(1989) theory of 
creativity 

Literature 
review/context  

Paper and pencil tests 
 
Definitions of 
creativity/relationship to 
measurement (thinking) 

Attempt to 
legitimate the 
CAT approach by 
using experts to 
independently 

Narrative 
approach to 
defining and 
examining 
creativity based 
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 assess the 
creativity of 
writing samples 
(products) 

on deep analysis 
of a single 
students’ work  
 
Coding on 
themes inherent 
in creative work 
 

Results  Tests for divergent 
thinking have the 
highest validity ratings. 
 
Torrance Test for 
Creative Thinking is 
easiest to use and 
provides information on 
both thinking and 
personality. 

High reliabilities 
found in both 
interrater 
reliability and 
using 
generalizable 
theory, indicating 
raters able to 
agree on creativity 
levels. 
 
Medium effect 
size suggests the 
potential for the 
CAT to measure 
individual 
differences in 
creativity is 
“worthy of study” 
(p.105). 
 

Repeated 
engagement in 
creative activity 
allowed the 
subject to become 
more aware of 
creative potential 
and in her ability 
to access it.  

Conclusions 
 

Creativity is a 
multidimensional 
quality and therefore 
requires a variety of 
tests to examine it in all 
aspects. 
 
Pencil/paper creativity 
tests such as Torrance 
provide valuable 
information about 
individual creative 
potential. 
 

Consensual 
assessment 
technique appears 
to be both useful 
and reliable in 
measuring 
creativity. 
 

Results were 
unique to the 
individual’s 
personality, but 
themes were 
easily articulated 
and examined. 

Comments Tests measure potential 
for creative ability. 
 

CAT measures 
creativity through 
written samples; 

Qualitative 
method of 
examining 
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provides a product 
that can be 
examined for 
creativity markers. 

creativity that 
provides 
compelling 
written and visual 
documentation of 
creative thinking. 

 

Gruber (1989) suggested that our question should be “Should creativity be 

measured?” rather than “Can creativity be measured” (p. 5).  His question juxtaposes the 

idea that creativity is a quantifiable personality trait with the notion that it is a 

phenomenon that is constantly shifting and is therefore unquantifiable. Gruber’s 

argument is that if it were possible to measure creativity, we would then view it as a 

knowable and calculable event whose presence would make the creator (or work, or 

process) less creative (p. 7). 

The dichotomy between creativity as a phenomenon that is scientific and 

evidenced-based and one that is an expressive and observable process was examined in 

Cochrane and Cockett (2007). The authors described a “middle ground in which science 

can stimulate art and art can stimulate and illuminate scientific thinking” (p. 72). In 

assessing creativity in this fashion, they offer a rationale for their approach: 

• The difference between evidence-based and expressive creativity 

needs to be clarified 

• The vast majority of creative projects will involve a mixture of the 

two. It is as legitimate to ask a drama student for evidence that a 

particular character would behave in a certain way as it is to ask a 

science student what evidence they have that a substance behaves in 

the way they claim under experiential conditions 

44 



• If the purpose of the project is scientific, the outcomes must lead to 

verifiable results, no matter the creative process that has been used  

• If the purpose of the project is to be expressive, the outcome can be 

unique and unrepeatable, however much evidence has been used in the 

process (p. 73) 

Given the above criteria, the authors developed a series of indicators for “spotting 

creativity” as it is evidenced in students’ behavior in the classroom. These indicators are 

outlined using five themes and additional subthemes (see Table 4). 
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Table 4 

Student Creativity Indicators 

 
 

Questioning and 
Challenging 

 
Making 

Connections 
and Seeing 

Relationships 

 
 

Envisaging 
What Might Be 

 
Exploring 

Ideas, Keeping 
Options Open 

 
Reflecting 

Critically on 
Ideas, Actions, 
and Outcomes 

 
 
Ask: Why? 
How? What if?  

 
Recognize the 
significance of 
their knowledge 
and previous 
experience 
 

 
Imagine – see 
things in the 
mind’s eye 

 
Play with 
ideas, 
experiment 

 
Review 
Progress 

Ask unusual 
questions 

Use analogies 
and metaphors 

See 
possibilities, 
problems and 
challenges 

Try 
alternatives 
and fresh 
approaches 

Ask: Is this a 
good…? Is this 
what is needed? 
 

Respond to 
ideas, questions, 
tasks or 
problems in a 
surprising way 

Generalize from 
information and 
experience, 
searching for 
trends and 
patterns 
 

Ask: What if? Anticipate and 
overcome 
difficulties, 
following an 
idea through 

Invite feedback 
and incorporate  
as needed 

Challenge 
conventions and 
their own and 
others’ 
assumptions 

Re-interpret and 
apply their 
learning in new 
contexts 

Visualize 
alternatives 

Keep an open 
mind, adapting 
and modifying 
their ideas to 
achieve 
creative results 

Put forward 
constructive 
comments, 
ideas, 
explanations, 
and ways of 
doing things 
 

Think 
independently 

Communicate 
their ideas in 
novel or 
unexpected 
ways  

Look at and 
think about 
things 
differently and 
from different 
points of view 

 Make 
perceptive 
observations 
about 
originality and 
value 

(Cochrane & Cockett, 2007, pp. 74 – 75.) 
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The indicators listed above were subsequently adapted and utilized by researchers at 

CAPE for a series of studies on their Veteran Partnership Program. In one study on 

student creativity and teaching practice, this framework was utilized to provide context to 

teachers and teaching artists in order to help them recognize creativity through student 

behaviors and identify examples of creativity in their students’ work (Burnaford, 2010). 

The results of the study suggested that in offering teachers and artists these indicators, 

they became more cognizant of the evidence of student creativity, which in turn allowed 

them to incorporate creative teaching into their practice. As teachers and artists became 

more familiar with the indicators, they were also more apt to provide clear examples of 

student creativity as it was evidenced throughout their partnerships. The indicators from 

Burnaford’s (2010) study were utilized in this case study to examine what creativity 

looks like in a classroom (See Appendix F).  

 A subsequent study by CAPE researcher Paradis (2011) examined the impact of 

providing professional development to teachers in critique, which “represented one of the 

categories of creativity—‘Reflecting Critically,’” and explored how this might impact 

students’ creativity (p. 2). The study found that teachers who were long-term veterans of 

the program were “more likely to report student creativity as evidenced in their surveys 

and on-line documentation” (p. 14). As a recommendation, Paradis (2011) suggested that 

“student data would provide more insight to this topic” (p. 15).  Building on the work and 

recommendations of Paradis (2011), this case study incorporated student data as well as 

teaching artist data through portfolio conferences, interviews, and observations during 

classroom workshop sessions in an attempt to develop a full picture of students’ 

creativity.  

47 



It is a basic human need to create, to express ourselves, to synthesize the 

experience of what it is to be human through stories, movement, music, and visual art. As 

humans, we need to recreate what we see and feel. We need to make the intangible 

tangible, to express, to connect, and to communicate. Creativity is often viewed as a “got 

it or don’t” phenomenon; however, it is imperative that researchers and educators reframe 

the paradigm to envision creativity as a skill that is inherent and that can be fostered, 

focused, replicated, and taught. “If our goal is to teach and nurture future scientists, 

artists, engineers, and entrepreneurs we need to understand and nurture the creative 

potential because creativity has provided the foundation for art, science, philosophy, and 

technology” (Chavez-Eakle, 2010, p.4). 

Third Space 

Third space can be a difficult concept to contextualize; in its simplest terms, it 

means “the space that exists between” (Deasy & Stevenson, 2005; Bhabha, 1994; 

Gutiérrez, Baquedano-López, & Tejeda, 1999). Third space is not one and not quite the 

other; it is the bridge between them. Immigrants are often said to exist in a third space; 

they are not fully immersed in either culture, but live somewhere in between. In Bhabha’s 

(1994) Location of Culture, third space is discursive; it is a thwarting of the dominant 

paradigm in an attempt to recontextualize cultural signs and symbols, and through this 

process, third space can be a place of empowerment wherein one has the ability to pull 

back and view the “bigger picture” of culture and connection. Bhabha described this 

liminal space as that which is “transcendent and existing between different cultures” (p. 

148). In Deasy and Stevenson’s (2005) series of case studies, liminal space, or “third 

space,” referred to the “space between teachers and learners, between the various 
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individuals in a learning group, and between the teachers, learners, and works of art” (p. 

5). Winnicott (1971) described third space as the interplay between a child’s imagination 

and the real world: it occupies a dimension that is neither internal nor external; it is a 

third space in which illusion and reality coexist, a space of play that forms the ground for 

symbolization, meaning-making, and cultural experience in general (p. 47). Third space 

as a concept is predicated on the concept of creating something new (Greenwood, 2001); 

as with the connection of two disparate groups, a “hybrid” emerges in third space, 

carrying traits of both. In a qualitative study examining students’ knowledge banks and 

discourses within various contexts, Moje et al. (2004) drew on the work of Bhabha 

(1994) and Soja (1996) to create a framework termed “hybridity theory,” which “posits 

that people in any given community draw on multiple resources or funds to make sense 

of the world” (p. 42). The researchers went on to state that “in third space…what seem to 

be oppositional categories can actually work together to generate new knowledges, new 

Discourses, and new forms of literacy” (p. 42). In keeping with this idea, Burnaford et al. 

(2001) discussed arts integration as a means of negotiating “multiple spheres—between 

the self and the world…between realms of experience…and between types of 

achievement” (pp. 10-11); this definition, while not directly referring to “third space,” 

certainly describes the same elements identified by Deasy and Stevenson (2005), Moje et 

al. (2004), Bhabha (1994), and Soja (1996), and illuminates the fit between the concepts 

of arts integration, creativity, and third space. 

In all of the aforementioned examinations of third space, the commonalities 

include the interstices between the physical and the psychic, between knowledge and 

creation, and between cultures. This case study identifies “third space” as the 
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technological space connecting the students, while also acknowledging the space between 

the two cultures as a “third space.” It is the communal space in which the students were 

able to come together, share work, and learn from and about one another in a real and 

immediate way.  

Third space and technology. If we think of “third space” as that which is in 

between either cultures, notions of the self and the audience, or physical spaces such as 

school and home, it becomes evident that the internet is also a place where one can be 

located “in between.” Based on the idea of “third place” as described by Oldenburg 

(1999), researcher Soukup (2006) extrapolated this concept to incorporate the internet 

and virtual communities as places that have the same particular and desirable 

characteristics as traditional third places, such as coffee shops and beauty parlors. 

Oldenburg’s (1999) list of characteristics for a third place includes: 

• They are on neutral ground 

• They are a leveler 

• Conversation is the main activity 

• They are accessible 

• As a home away from home, they have ‘regulars’ 

• The mood is playful (p. 423) 

Soukup (2006) makes the case that these same criteria can be found in various forms on 

the internet, in spots that he terms “computer mediated communities” (p. 1). Wilhelm 

(2010) connected third spaces and learning theory, proposing that  

sociocultural theories provide for a kind of third space that is neither traditional 

recitation nor open-ended personal knowledge construction, but rather a learning-
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centered community where teachers and students work together to co-construct 

knowledge according to disciplinary standards as they learn and use disciplinary 

concepts and procedures. (p. 57)  

Wilhelm utilized inquiry-based learning to frame the third space experience in ways that 

were meaningful for students. This case study looked at the phenomenon that Wilhelm  

proposed, which was to encourage the students to work together to make meaningful 

connections and develop their learning; the international collaboration in this case study, 

and thus the project itself, could not exist without the use of the technological third space.  

Similar to Soukup (2006) and Wilhelm (2010), researchers Sleeter and Tettegah 

(2002) presented a foundation for the utilization of a technological third space in the 

realm of multicultural education:  

Technology connects with multicultural education in a number of ways. Media 

and other forms of telecommunications are increasingly strong dimensions in 

youth culture; regardless of the extent to which youth learn to work with 

technology, they are surrounded by various forms it takes. (p. 6) 

 
The authors went on to examine the ways in which the utilization of technology and the 

internet can foster community and create connections between educators and students 

from diverse backgrounds: 

This type of collaboration can be extended to build relationships throughout the 

world to create learning communities that can affect and enhance personal growth 

through developing an understanding of linguistic, gender, sexuality, racial, 

economic, development, and literacy differences. (p. 6) 
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While the authors do not use the term “third space” in their research, they discuss the 

“remaking of space and place” and how “virtual realities are giving us a virtual 

cartography of space,” which suggests a hybridity of places both physical and virtual, as 

well as a intermingling of cultures that allows for more connection and understanding of 

the world around us (Sleeter & Tettegah, 2010, p. 6).  

 Schoorman (2002) examined technology and multicultural education through a 

critical pedagogical perspective, which provided support for this case study in terms of 

how connecting culturally diverse students through a technological third space might 

empower participants and forward the cause of social justice. The project utilized email 

as a means to connect pre-service teachers to a group of culturally-diverse middle school 

students in a remote, low-income community in order to facilitate multicultural 

awareness. The teachers were asked to connect to the students, ask questions, build 

relationships, and deeply consider their own attitudes and beliefs about what is and isn’t 

culturally appropriate when communicating with a diverse population. “The project 

exemplified the principles of critical emancipatory action research in multiple ways,” 

they explained. “As a teaching tool in multicultural education, it was designed to 

facilitate critical multicultural understanding, increased cultural sensitivity, and caring 

among future teachers” (p. 358). The project’s goals included enhancing students’ 

literacy skills and engaging the pre-service teachers in “critical reflection on their own 

communication” (p. 358). It was hoped that the students’ growth in literacy might 

translate to greater academic achievement and thus “lead the middle school students to 

greater self-empowerment” (p. 358). This critical perspective and the goals of the project 

serve to underscore the theoretical framework for this case study: students who are asked 
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to connect via a third space to their peers abroad must think critically about how what 

they write or create will be received. International collaborations via a technological third 

space provide students with an opportunity to question; a means of finding new ways of 

thinking and communicating; and an authentic audience of their peers with whom they 

can share, create, construct new meaning, and reflect on their own thinking and creative 

processes in a way that empowers their voices within the educational setting.  

Cross-cultural collaborations. “If we can all come to form a true community of 

practice where we share across and among cultures, we will push the collective to a much 

higher place” (Wootton, 2008, p. 2).  The article from which this quotation is drawn 

highlights Wootton’s work in the development of the Arts Literacy Partnership’s 

initiative to connect teachers and teaching artists across the globe in an effort to “create 

bridges” that would foster the sharing of best practices in the realm of literacy and 

language learning. “Building community” is listed as the first important element in 

reframing the school environment from a place of competition into a “family” that 

supports learning language and diversity through sharing experiences with peers (pp. 

190-191). The second element, “learning in the classroom connected to the inner lives of 

students,” is linked to the research of Moje et al. (2004) into how students developed 

discourses that fostered the creation of cultural bridges within a third space (Wootton, 

2008, pp. 42-44). The concept of relational pedagogy, in which children serve as co-

educators and construct, with the collaboration of others, educational projects that 

“unfold, rather than being delivered through planned and scripted lessons” is directly 

related to the pedagogical approach described by Wootton, and which is part of the 

educational culture at Blue Planet Writers’ Room and at Habla (Haynes, 2013, p. 297). In 
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linking cultures, the organizations are empowering the children to learn from each other 

about their respective cultures, and in seeing it firsthand through a technological third 

space, the students are able to dispel stereotypes or other falsely held beliefs; they 

become first in the line of inquiry and can examine for themselves what they are seeing 

and hearing as part of the collaboration.  

 In a qualitative study conducted by Greenwood (2002), an educational project 

that used theatre as the catalyst to link two cultures, the Maori and the Pakeaka, formed 

the basis for inquiry. Greenwood described the participants’ use of their bodies, rather 

than language, to connect to their peers; their willingness to take creative risks as the 

project progressed; and what she termed a “reshaping of identity” (p. 199) through the 

collaborative drama-making experience. Greenwood’s study is particularly relevant to 

this case study, in that “creative risk-taking” was one of the criteria examined as evidence 

of impact. McAlpine and Hopwood’s (2009) study echoed Greenwood’s for working 

across boundaries:  

In these third spaces individuals may have different personal intentions, but are 

drawn to working together due to common perception of value or importance of 

the object at hand. These new constellations of people, and the common motive 

they share, offer degrees of freedom to explore new possibilities outside the 

constraints of established modes of working which shape interactions in the 

various contexts from which people come. (p. 159) 

This research indicates that the new communities formed among learners in the 

classroom and between the learners’ outside lives (third space), as well as the discourses 

that students develop to reflect on their experiences, become powerful tools in engaging 
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students in creative work, helping them to frame concepts of self and fostering the 

students’ sense of connection to the world.  

 Defining quality in cross-cultural collaborations is an important consideration; 

while we may understand the rationale behind the creation of international collaborations, 

the research behind the criteria by which one can identify and therefore craft a high-

quality learning environment is relatively new. The Asia Society (n.d.) defines global 

competence for students as “knowledge of other world regions, cultures, economies, and 

international issues; skills to communicate in languages other than English, to work in 

cross-cultural teams, and to assess information from different sources around the world; 

and values of respect for other cultures and of civic engagement” (p. 4). Additionally, 

they identify international or global education as “teaching and learning about other 

world regions through arts and culture, language, economics, geography, history, 

mathematics, and science. It is not a separate discipline, but is a perspective that informs 

and modernizes every discipline” (p. 4). Thus, this concept is aligned with the tenets of 

arts integration, as well as relational pedagogy. In outlining the levels of quality 

indicators, the Asia Society suggests that a quality collaboration incorporates “in-person 

and virtual relationships through technology between participants of different cultural, 

geographic, and demographic backgrounds” and “encourages youth to communicate 

ideas to diverse audiences by connecting and collaborating across cultural or geographic 

boundaries” (p. 4). Quality learning experiences, according to the Asia Society, 

encourage first-hand learning through direct connections to other countries and cultures, 

which allows the students’ voice to be predominant in the educational experience and for 

them to forge their own knowledge through collaboration (p. 4). Schoorman’s (2000) 
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definition of “internationalization” aligns with the Asia Society’s approach and the 

philosophy supporting this case study, in that a “counter-hegemonic approach” to 

education is apparent in both the content and the process of teaching, allowing the 

students to share and create with an authentic audience of their peers as they learn and 

make their own meaning out of their experiences in the collaboration (p. 5).  

Summary of the Literature Review 

In Bruce’s (2007) treatise on technology and arts education, he eloquently 

connected art and technology as “parallel realities” (p. 1355):  

A view of art and technology as different sides of the same process of human 

creativity would lead to a stronger critical stance, one that accepted neither canons 

of art nor technologies as given, beyond our power to create or understand. One 

might dare hope that it would lead to deeper understanding of other people as 

well. (p. 1359)  

Bruce’s quote foreshadows Aprill’s (2010) argument against the teaching of art and arts-

integrated teaching as an “either-or” paradox; the two simply are connected. Bruce went 

on to state, “This story, which Art tells us, is widely accepted. But Technology is also a 

way of making sense of the world; it also tells us stories” (p. 1357). Using technology as 

a means of connecting students in different cultures to promote understanding, learning, 

and tolerance is a natural, logical fit; students are already deeply immersed in a culture of 

technology and instant connection. If they are versed in “telling their stories through 

technology,” as Bruce suggested, might it not be productive to broaden their reach and 

encourage them to learn from their peers in the global community (p. 1359)? If educators 

and policy-makers could come to understand education as holistically integrated, as a rich 
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mixture of the arts, culture, technology, and the “core curriculum,” what a deep, 

interesting, engaging educational experience could result for students and teachers alike.  

In keeping with this multi-faceted approach to education, the literature review 

provided in this chapter serves to connect the concepts of arts integration, creativity, third 

space, and cross-cultural collaborations in terms of impact and interrelatedness and as an 

underpinning for the theoretical framework of this case study. 

  

57 



Chapter 3 

Methodology 

 With the advent of computer-mediated communities such as Skype for 

Classrooms, Google Groups, and Facebook, teachers are able to access more ways to 

connect their students to the world around them and craft meaningful learning 

opportunities for students in ways that are applicable to their lives. While the technology 

exists, its use is not often supported in the classroom due to barriers such as cost, lack of 

professional development in the use of technological applications for educational 

purposes, and the use of firewalls, which, while designed to keep students from accessing 

inappropriate websites, also often blocks them from accessing those websites which 

could be useful in connecting them to their peers abroad. The need to develop students’ 

skills in creativity and global competence is becoming more and more apparent as the 

field of education strives to maintain a pace with technology and globalization. Teachers 

are asked to develop students’ skills in innovation, but they are not necessarily being 

provided with the tools they need to teach students to be innovative or creative. The 

current climate of high stakes testing is beginning to come under scrutiny as the United 

States is perceived to be falling behind in science and technology and once again, as in 

the 1950s, the need for a creative approach to education is moving to the foreground.  

As the field of education begins to call for both a more globalized and a more creative 

approach to learning and testing, it is hoped that this case study’s findings will contribute 

to the rationale behind using an arts-integrated, technologically-infused collaborative  
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approach to teaching and learning and might become useful in classrooms around the 

world.  

 This case study was qualitative in nature and follows the “social constructivist” 

paradigm, in that the researcher’s goal is to deeply examine the participants’ views of 

their experience and the ways in which they make meaning of that experience (Creswell, 

2007). An examination into the concept of creativity in a technological third space 

requires research that will develop a “complex, detailed understanding” and that will tell 

a story about working with young people in an arts-integrated educational project 

(Cresswell, 2007). A qualitative design is important to this research because, when 

examining an enacted curriculum in a global context, it is vital to gain an understanding 

of “not only what people do but why they do it, or at least why they think they do it” 

(Anderson-Levitt, 2008, p. 353). “Qualitative methods have been adopted by arts 

education researchers who want their studies to reflect the complex, spontaneous, and 

often nonverbal actions of teachers and students in a variety of instructional models 

(O’Farrell, 1993, p. 30). Further support for the use of a case study design for this project 

may be found in Eisner (1998), who argues “Artistic activity is a form of inquiry that 

depends on qualitative forms of intelligence” (p. 232). The research questions for this 

case study are: 

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 
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2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

The researcher examined question one through the collection and analysis of student 

portfolio conference interviews, student writing, student artwork, classroom observations, 

and interviews with both collaborating teachers. The researcher asked the students 

engaged in the portfolio conferences to comment not only on their own work and creative 

processes, but also on that of their peers, both those in their own classroom and those 

with whom they were connecting via a technological third space. In asking the students 

and the teachers to reflect critically on their own thinking and creativity, they had the 

opportunity to become more aware of themselves as creative people and of their agency 

within their own learning process.  

The researcher examined question two through the lens of the theoretical 

framework for the case study, which defines “impact” as degrees of risk-taking, intrinsic 

motivation, relationship to authentic audience, and increased engagement (see p. 12). 

The data collected (portfolio conference interview transcripts, documents in the form of 

student writing and artwork, and classroom observations) were initially coded and 

compared to these four categories to see if there was any confluence among them.  

Research Design and Methods 

This qualitative case study encompassed a ten-week collaboration between Blue 

Planet Writers’ Room and Habla and utilized three types of data collection: portfolio 

conference interviews with both teachers and students and informal Skype interviews 

with the teacher at Habla; documents, including both student writing and artwork, 
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performance pieces, music, and/or digital art, as well as photos of the students working 

and creating; and classroom observations of students at both sites. Instrument tools and 

protocols were adapted from and based on work done in the field of student creativity by 

CAPE and Harvard’s Project Zero. The use of the Cappello (2005) photo interviewing 

technique combined with the portfolio conference protocol developed by Burnaford et al. 

(2012) engaged students critically in the case study research, allowing them to help the 

researcher focus on what they found important and worthy of inclusion. In order to 

engage the teaching artists in guiding the research, the researcher showed them the photos 

taken during the classroom observations and asked for their opinions and insight as to 

which might be best utilized in the portfolio conferences. The students’ self-selection of 

writing and art work also gave them a voice and choice in deciding what was important in 

the research; by choosing what they felt most strongly about, the students became active 

participants in the research process. This use of multiple forms of evidence and 

perspectives allowed for a truer portrait of the student to be developed (Wiggins, 1998).  

 Each of the elements of data were analyzed for evidence of student creativity as 

outlined on the student creativity indicators (see Appendix F), which allowed the 

researcher to provide a “thick description” of what happened in the collaboration. The 

data were also analyzed in terms of impact, which, for the purposes of the case study, is 

defined as degrees of risk-taking, intrinsic motivation, relationship to authentic audience, 

and increased engagement, based on the theoretical framework (Creswell, 2007). By 

triangulating the data, validity was enhanced and a clear picture of what happened to 

students’ creativity as a result of arts-integrated experiences in a technological third space 

emerged.  
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Sampling plan. The case study was bound specifically by the nature of the 

project; it took place at each of the sites at a designated time and place and with 

participants who agreed to take part in the research. Both sites, Blue Planet Writers’ 

Room and Habla, are engaged in utilizing an arts-integrated approach to teach literacy to 

elementary school students and have experience creating collaborations through a 

technological third space; this “purposeful sampling” is also part of the rationale for 

utilizing a case study design for this research (Creswell, 2007). As Merriam (2009) notes, 

“Purposeful sampling is based on the assumption that the investigator wants to discover, 

understand, and gain insight and therefore must select a sample from which the most can 

be learned” (p. 61). Organizations currently conducting arts-integrated international 

collaborations through the use of a technological third space are few; however, as 

previously mentioned in the statement of the problem in Chapter 1, the need for creativity 

and a global approach are becoming paramount in the field of education. Habla is 

described by its co-founders as “a cross-cultural space that is a language school focusing 

on the arts and literature and an international education center where artists, teachers, and 

educational leaders gather across the Americas to exchange ideas and best practices in 

literacy, language, and the arts” (Habla, 2014). Blue Planet Writers’ Room’s mission is to 

“inspire students to write, to teach them the skills they need to write well, and to provide 

them with fun and effective ways to see their writing come to life” (Blue Planet Writers’ 

Room, 2014). As described on the “Why We Do It” page of the organization’s website, 

Blue Planet advances its mission by employing two approaches in its workshops: arts 

integration and international collaboration (Blue Planet Writers’ Room, 2010). Both 
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organizations are pedagogically aligned in their approach to education; thus, they were 

selected for inclusion in the case study.  

 Ease of access was also a factor in selecting these sites for case study research; 

the sites have worked with each other in international collaborations in the past, and both 

have worked with the lead researcher. In addition, both of the partner sites work in the 

field of arts integration and have a vested interest in the use of technology in the 

development of their programs. In order to invest the site administrators and teachers at 

each organization in the study and to gain their confidence and commitment to 

participating, the lead researcher communicated with them to inquire into their particular 

research interests and their questions about the nature of work in education with 

relationship to arts integration and creativity. These communications contributed to the 

research questions.   

Site and participant selection. This case study focused on an international 

collaboration between elementary school students participating in voluntary afterschool 

arts-integrated literacy workshops at two sites: Habla: The Center for Language and 

Culture in Mérida, Mexico, and Blue Planet Writers’ Room in West Palm Beach, Florida. 

Blue Planet Writers’ Room is a non-profit organization that serves students in the 

afterschool hours at a number of elementary, middle, and high schools in Palm Beach and 

Broward Counties; Habla is a tuition-based educational facility operating outside of the 

public school system in Mexico. This case study included two teaching artists (one at 

each site) and twenty-six students (ten at Habla and sixteen at Blue Planet) who were 

participating in a pre-determined series of workshops at each site. The workshops 

selected for participation in the study were decided upon by the site administrators in 
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tandem with the teaching artists and in collaboration with the partner site in order to 

ensure that the two groups of students were aligned according to grade level. Table 5 

outlines the number of participants at each site: 

 
Table 5 

Case Study Participants 

 

 
Type of Participant 

 

 
Habla 

 

 

Blue Planet  
Writers’ Room 

 

 
Total Participants 

 
Teaching Artists 

 
1 (M) 

 
1 (F) 

 
2 (1M, 1F) 

 
Students 10 (6M, 4F) 16 (7M, 9F) 26 (13M, 13F) 
 

Students. All students who enrolled in the workshops at each site were invited to 

participate in the case study. It was anticipated that each site would serve no less than 

eight and no more than twenty-five students between the ages of eight and eleven who 

would participate in each of the collaborative workshops. Parents of students who 

participated in each of the workshops were provided with a consent form describing the 

workshop’s curriculum and goals, the focus of the case study, and the risks and benefits 

prior to the beginning of the collaboration. A subsequent informational letter provided 

parents with the dates and times of the collaboration’s activities and invited them to 

observe a culminating session of the groups’ work and view a display of the students’ 

writing and artwork produced as a result of the workshops. Informational letters, consent, 

and assent forms were available in both English and Spanish in order to ensure that all 

families were properly informed. It was hoped that by engaging parents in the goals of 

the collaboration and the case study, parental consent and student assent would be given 

by all participants. Parents and students were made aware that participation in the case 
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study was not a factor in their child’s ability to participate in the workshops, nor would it 

have any adverse effect on their student’s activities and engagement should they have 

opted not to participate. The risks to children as a result of participating in the case study 

were no greater than they would encounter in any afterschool art and literacy program. 

The researcher worked with the site administrators and teaching artists prior to the 

beginning of the collaboration in order to recruit student participants and gain parental 

consent for the case study. The institutional review board affiliated with the researcher’s 

university examined and subsequently gave approval for the use of consent and assent 

forms in both English and Spanish (See Appendix J, Appendix K), as well as approving 

all instruments used to gather data during the course of the case study. Consent and assent 

for each student participating in the workshops was determined before the researcher 

began conducting observations or interviews or gathering any artifacts of student work. 

All students engaged in the workshops at Blue Planet Writers’ Room and at Habla gave 

assent and received parental consent to participate, thus there were no students in either 

workshop site that did not participate in the case study.  

Teaching artists. As was noted earlier, at the beginning of this study, the two 

organizations were in their fourth year of collaboration, a milestone that marks the 

formation of what Burnaford (2003) describes as a “deep team.” Each organization 

employs between six and ten teaching artists who regularly teach arts-integrated literacy 

workshops to students. A roster of Habla’s teachers can be found on their website (Habla, 

2014); likewise, a listing of the teaching artists who work regularly with Blue Planet 

Writers’ Room can be found on that organization’s website (Blue Planet Writers’ Room, 

2010). Three teaching artists participated in the research; two artists were from Blue 

65 



Planet and one from Habla. One teaching artist at Blue Planet participated in the pilot 

study and a second artist participated in the subsequent case study.  All of Blue Planet’s 

teaching artists have at least a bachelor’s degree in their discipline; most have a master’s 

degree, and all have experience integrating the arts into their teaching. The credentials of 

the teachers at Habla are the same: experienced college graduates with an interest in 

working with young people through the arts. Both groups of teachers are versed in 

documenting students’ learning, as this is part of the culture at each organization. The 

researcher worked with site administrators at both organizations as they decided which 

teaching artists would partner for the collaboration based on class/teaching schedules, 

grade levels, and willingness to participate in the case study. The two teaching artists who 

participated in the case study were selected based on the fact that they had collaborated in 

past international collaborations and were interested in working together again, as well as 

sharing an interest in participating in the research. The two artists were already planning 

to work with groups of students at their respective organizations who were of a similar 

age and the classroom workshops would begin and end at approximately the same time 

(October 2013 – December 2013).  The Blue Planet teaching artist who facilitated the 

pilot study was selected based on her interest in participating in the research, time frame 

in which she was teaching (September 2013 – November 2013), and the similar 

demographic structure of her workshop class to that of the workshop class that would be 

participating in the case study. As each organization normally only conducts one 

international collaboration per school calendar year, it was not possible to conduct a pilot 

study that incorporated an international site as well as a domestic one; however, several 

of the students who were part of the pilot study identified themselves as speaking another 
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language, either Spanish or Creole, which allowed the researcher the opportunity to test 

how the portfolio conferences would function during the case study in a scenario most 

like the actual case study wherein many of the students would be language learners or 

bilingual.  

The researcher then met (in person or via Skype) with each of the teaching artists 

in order to answer any questions about the case study’s research questions, to outline 

their responsibilities and time commitments as imposed by the study, and to provide them 

with a consent form (see Appendix O). The researcher obtained consent from both case 

study teaching artists prior to the onset of the collaboration.   

Pilot Study 
 

Following Institutional Review Board approval from Florida Atlantic University, 

the researcher conducted a pilot study with a teaching artist from Blue Planet Writers’ 

Room and six third and fourth grade elementary school students during the fall of 2013 in 

which the interview protocols and photo interviewing techniques were piloted and 

checked for validity. None of the students nor the teaching artist who participated in the 

pilot participated in the actual case study. As Blue Planet conducts year-round workshops 

with elementary school students, the pilot study was designed to mimic the structure for 

the actual case study. The pilot study took place over the course of two workshop 

sessions which were each one hour in length; this allowed the researcher to test the 

classroom observation tool (see Appendix G), the interview protocol for the portfolio 

conference structure (see Appendix C), the interview protocol for the teaching artists (see 

Appendix A), and the document analysis tool (see Appendix D).  
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Blue Planet’s teaching artist, students, and site administrator were asked for 

feedback during the pilot in order to incorporate their thoughts and opinions on what 

needed clarification or further refinement prior to the onset of the case study in October 

2013. The pilot study informed the case study through a refinement of the portfolio 

conference technique, in which a group of two to three students were asked to select 

samples of their own artwork or writing to share, as well as examine a small series of 

photos of themselves or their peers while engaged in the workshop activities; the students 

were then asked a series of questions (See Appendix C) relating to their thoughts on what 

was happening creatively at that moment. Allowing the students to inform the research by 

telling the researcher what was significant in the photos and in the artwork.  The 

researcher was also able to refine the photo interviewing process of the portfolio 

conferences by deciding to use no more than six photos in any interview session, given 

the amount of time allotted for the interviews to take place 

Structure for the Case Study 

As a “deep team,” the two sites have over the past years begun to codify a 

structure for their collaborations; this structure has developed based on the time 

constraints for the collaboration as well as the shared goals and expectations (Burnaford, 

2003). Prior to beginning work with the students, teaching artists at Habla and Blue 

Planet connected via phone, email, and Skype to decide upon an overall theme for the 

collaboration and to develop a tandem curriculum for the workshops that incorporated 

creative writing, visual art, and a real-time connection via videoconference as a “final 

sharing.” The teaching artists also decided what type of physical visual display of writing 

and artwork would serve as the project’s culmination. The construct for the collaboration 
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involved an introduction between the students, which included both written work in the 

form of an essay, story, or poem, and a photograph of the students who were part of the 

project. These pieces were shared with students at each site via Dropbox so they could 

begin to develop a sense of who their international peers were; the exchange also offered 

them an opportunity to begin to relate to each other on a personal level. The students 

were then invited to ask each other questions about home, family, school, and culture; 

answers to those questions took the form of written essays and pieces of visual art, 

including drawings and paper sculptures. The teaching artist videoed the students as they 

read their written work and explained their visual art works and these videos were also 

uploaded to the communal Dropbox and shared with their international partner. As the 

workshops evolved, the students began to work on projects based on the theme of 

“mapping,” which was previously developed and agreed upon by the teaching artists. The 

teaching artists connected regularly throughout the workshop sessions via Skype and via 

email to assess progress, refine lesson plans, make adjustments, and plan for the final 

sharing.  

The culminating project, which was to be a final sharing of writing and artwork 

via a Skype conference between the two groups, did not take place due to challenges with 

the schedule. However, the two teaching artists continue to collaborate, so it is hoped that 

subsequent collaborations result in a more realized final project, as both teaching artists 

acknowledged the importance of a culmination.   

The structure of the case study was designed to address the study’s two research 

questions by analyzing data from classroom workshop observations, teaching artist and 

student portfolio conferences, and student’s writing and artwork in comparison with a 
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series of tested indicators for student creativity (see Appendix F) and with the four 

criteria for impact derived from the theoretical framework over the ten-week duration of 

the collaboration (see p. 12). The two research questions for this case study were:  

 1. What does creativity look like when elementary school students of diverse  

cultures are engaged in an arts-integrated international collaboration within a  

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a  

technological third space on culturally diverse elementary school students’  

creativity? 

Table 6 demonstrates the relationship between the research questions and the three data 

sources: 

 
Table 6 

Data Sources Related to Research Questions 

 

 
 
Research Question 

 

 
Classroom 

Observations 

 

Portfolio 
Conferences/Interviews 
with Teaching Artists 

 

 

Student Artifacts 
(Writing & 
Artwork) 

 
1. What does 
creativity look like 
when elementary 
school students of 
diverse cultures are 
engaged in an arts-
integrated 
international 
collaboration 
within a 
technological third 
space? 

 
Appendix G –  
Observation Guide 
 
Compare to 
Student Creativity 
Indicators 
(Appendix F) 

 
Appendix A – Initial 
Interview with 
Teaching Artist 
 
Appendix B – Follow 
Up Interview with 
Teaching Artist 
 
Appendix C – Student 
Portfolio Conference 
Protocol 
 
Compare to Student 
Creativity Indicators 
(Appendix F) 

 
Appendix D – 
Document 
Summary Form 
 
Compare to 
Student Creativity 
Indicators 
(Appendix F) 
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2. What is the 
impact of an arts-
integrated 
international 
collaboration in a 
technological third 
space on culturally 
diverse elementary 
school students’ 
creativity? 
 

 
Appendix G –  
Observation Guide 
 
 
Compare to 
Criteria for Impact 

  
Appendix B – Follow 
Up Interview with 
Teaching Artist 
 
Appendix C – Student 
Portfolio Conference 
Protocol 
 
Compare to Criteria for 
Impact 

 
Appendix D – 
Document 
Summary Form 
 
Compare to 
Criteria for Impact 

 

Data Collection 

The researcher collected data for this case study over a period of three months; 

during this time, she interviewed the two teaching artists for a combined total of 7 hours, 

20 minutes (3 hours, 20 minutes with the teaching artist from Blue Planet, 4 hours with 

the teaching artist from Habla) and she conducted 5.5 hours of student portfolio 

conferences with twenty-six students between both Habla and Blue Planet (8 conferences 

at Blue Planet, 3 conferences at Habla). The researcher observed ten hours of classroom 

workshops at Blue Planet, five hours of classroom workshops at Habla and collected 50 

samples of students’ creative writing and artwork (see Table 7).  The students’ writing 

and artwork were scanned and uploaded to a password-protected Dropbox folder as part 

of the structure for the project; the Dropbox folder was accessible only to the 

participating teaching artists and to the researcher; it served as an online warehouse and 

facilitated the collection and sharing between sites of student writing, photos, and 

artwork. After the students had spent three weeks in the workshops, the researcher asked 

the students to select two pieces of their personal writing and/or artwork that they wished 

to share with their international peers and to utilize in a portfolio conference. The 
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researcher then conducted portfolio conferences of two-to-three students who were 

interviewed based on the portfolio interview protocols developed by Burnaford et al. 

(2012) and photo interviewing protocols by Cappello (2005). The teaching artists were 

present during these portfolio conferences, first only as an observer, and then later as a 

participant, according to the structure developed by Burnaford et al. (2012). The 

interviews were audio-recorded and later transcribed in order to ensure accuracy during 

data analysis. The researcher then examined the portfolio conference interview data and 

the student writing and artwork for evidence of creativity related to the observable 

creativity indicators and evidence of impact: creative risk-taking, relationship to authentic 

audience, increased engagement, and intrinsic motivation (see Appendix F). 
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Table 7 

Types and Amount of Data Collected  
 
 

Type of Data 
 

Habla 
 

Blue Planet Writers’ Room 
 

 
Classroom Observations 
 

 
5 hours (3 workshops) 

 
10 hours ( 10 workshops) 

 
Portfolio Conferences with 
both Students and Teaching 
Artists Present 

 

3 (30-minute) conferences; 

1.5 hours total 

 

8 (30-minute) conferences; 

4 hours total 

 
Interviews with Teaching 
Artists  

 

1 Initial (45 minutes) 

1 Post (35 minutes) 

3 Post-Portfolio interviews 

(45 minutes) 

4 Skype Interviews (120 

minutes) 

4 hours total 

 

1 Initial (45 minutes) 

1 Post (35 minutes) 

8 Post-Portfolio conference 

interviews (2 hours) 

 

 

3 hours, 20 minutes total 

 
Student Artifacts 
(Writing/Artwork) 

 
20 pieces of student work 

 
30 pieces of student work 
 

 

While the researcher did not conduct an equal number of classroom workshop 

observations or student portfolio conferences at each of the two sites, she did increase the 

number of interviews with the Habla teaching artist in order to maintain a steady 

connection to the workshop happenings and events taking place in Mexico throughout the 

course of the collaboration. In order to balance the student artifact data, the researcher 
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collected twenty pieces from the students at Habla and thirty from the students at Blue 

Planet, which amounted to approximately two pieces of work per student for all student 

participants. All student work samples were those that were selected by the students 

themselves for inclusion into the case study. The researcher was able to conduct three 

classroom workshop observations while at Habla, which amounted to five hours’ of 

observation, as the two of the Habla workshops were 90 minutes in length and the third 

was a two-hour workshop. The researcher observed ten Blue Planet workshops, all of 

which were 60 minutes in length.  

Timeline for data collection. At the time of the case study’s proposal, both sites 

selected for participation had informally agreed to participate; however, each sent a 

formal Letter of Cooperation (see Appendix Q, Appendix R) which detailed the study’s 

timeline and procedures. After it was signed, the letters accompanied an application for 

the study to the Institutional Review Board at Florida Atlantic University, which was 

subsequently approved.  

Should there have been a need for any change to the study’s data collection 

methods (interviews, photos, audio recording) or instruments, the researcher would have 

been obligated to notify and obtain written permission from each of the site 

administrators and approval from the dissertation committee prior to requesting an 

amendment from IRB. Student assent and parent consent forms were distributed by the 

researcher with the assistance of the site administrators and teaching artists prior to the 

onset of the collaboration. The researcher collected data throughout the course of the ten-

week collaboration, during which time she kept analytic memos and conducted member 

checks with site administrators and participating teaching artists in order to acknowledge 
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any possible bias or misinterpretation of the participants’ statements or actions (Merriam, 

2009). In addition to the member checking process, the researcher engaged a colleague 

who currently works as an elementary school art teacher in the South Florida public 

school system in a “peer examination” process by asking the teacher to look at the raw 

data and offer feedback on the researcher’s initial findings (Merriam, 2009, p. 218). The 

art teacher engaged in the peer examination holds a Masters’ degree in Education and 

wrote her thesis on the subject of arts integration; thus, she was well-versed in the 

research topic and was able to offer her educated opinion on the plausibility of the 

researcher’s initial findings.  

Following the ten-week data collection period, the researcher then spent six 

months analyzing the data and writing up the findings from the case study. A final 

dissertation was presented to the committee for hearing in Fall of 2014. Table 8 details 

the data collection procedures and timeline for this study. 
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Table 8 
 
Timeline for Data Collection  
 

 

Type of Data 
 

October 2013 
 

 

November 2013 
 

 

December 2013 
 

 
Classroom 
Observations 

 
(3 hours) Blue 
Planet 

 
(3 hours) Blue 
Planet 
(5 hours) Habla 

 
(4 hours) Blue 
Planet 
 
 

Student Portfolio 
Conferences/Teaching 
Artist Interviews 

(2) Initial teaching 
artist interviews - 
presentation of 
creativity indicators 
 
(2) Portfolio 
conferences Blue 
Planet 
 
(2) Skype 
interviews with 
Habla teaching 
artist 
 

(1) Skype Interview 
with Habla teaching 
artist 
 
 
(3) Portfolio 
conferences Blue 
Planet/teaching 
artist 
 
(3) Portfolio 
conferences with 
Habla 
students/teaching 
artist  
 
 

(1) Skype 
interviews with 
Habla teaching 
artist  
 
(3) Portfolio 
conferences Blue 
Planet/teaching 
artist 
 
 

Student 
Writing/Artwork 
Collection 

(2) pieces of 
writing/artwork per 
student – Blue 
Planet students 

(2) pieces of 
writing/artwork per 
student – Blue 
Planet and Habla 
students 

(2) pieces of 
writing/artwork per 
student – Blue 
Planet students 

 

Observations. Classroom observations were conducted by the researcher for ten 

hours at the school site where Blue Planet Writers’ Room was conducting workshops; 

observations took place at Habla during the latter part of the ten-week collaboration and 

were approximately five hours in length. During the classroom observations, the students 

were made aware of the researcher’s presence and purpose; however, the researcher 

served as a “participant observer,” present in the classroom, but not engaged in the 
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workshop activities (Creswell, 2007). The classroom observations were conducted to 

“provide some knowledge of the context or to provide specific incidents, behaviors, and 

so on that were used as reference points for subsequent interviews” (Merriam, 2009, 

p.119). In order to address both research questions for the case study, the researcher 

utilized an observational protocol that incorporates the four criteria for impact: risk 

taking, intrinsic motivation, relationship to authentic audience, and increased 

engagement, as well as the indicators for student creativity as outlined by Cochrane and 

Cockett (2007) and adapted by Burnaford (2010) (see Appendix F). The researcher wrote 

analytic field memos (see Appendix G) following each observation as a means of 

capturing “questions, musings, and speculations about the data and emerging theory” 

(Creswell, 2007, p 290). Approximately five more hours of classroom observations were 

conducted at Blue Planet’s workshop site than at Habla; this discrepancy in observations 

was addressed by four informal interviews via Skype with the Habla teaching artist 

during the beginning and end of the case study. The Skype informal interviews followed 

the teaching artist follow-up interview protocol (see Appendix B) and served to provide 

ongoing data regarding the students’ progress at Habla. As the researcher was able to 

conduct more portfolio conferences at Blue Planet’s site than at Habla’s, the Skype 

interviews with the Habla teaching artist enabled the researcher to stay connected to what 

was happening in the workshops in Mexico; in utilizing a shared Dropbox, the researcher 

and the teaching artist were able to look at the students’ writing and artwork together 

during the interviews and discuss what the teaching artist felt was significant in terms of 

the students’ creativity (see Appendix D). As the researcher and the teaching artist were 

able to utilize specific criteria for indicators of student creativity (see Appendix F), they 
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were able to share a common language and set of ideas for discussing the students’ work 

and the teaching artist and researcher perceptions and interpretation of the work. In 

utilizing Skype and Dropbox for the teaching artist interviews, the technological third 

space that facilitated the students’ collaboration also served as an important part of the 

case study research, facilitating a connection between researcher and participant that 

might not otherwise be possible.  

Interviews. During an initial interview and prior to the onset of the case study, 

the researcher presented the teaching artist from Blue Planet and the teaching artist from 

Habla with a handout identifying the indicators for student creativity (see Appendix F). 

As Burnaford (2010) noted, “In order for a teacher or teaching artist to recognize 

‘creativity,’ they need an understanding of what creativity is to them. The language used 

to understand ‘creative’ undoubtedly shapes that perspective” (p. 14). Once provided 

with the handout, the teaching artists then had a context for the case study and a common 

language for assessing and documenting student creativity. A teaching artist interview 

protocol (see Appendix A) was utilized at the initial meeting and consisted of ten 

questions, which were semi-structured in nature. Prior to the interview, each teaching 

artist was informed that participation was voluntary and completely confidential. The 

questions included in the protocol were derived from the literature: Cochrane and Cockett 

(2007), Burnaford et al. (2001), and Wootton (2008).  

The purpose of the first interview was to gather initial impressions of how the 

teaching artists understand creativity and how they perceived the impact of arts-

integrated experiences on students’ creativity in a technological third space. Teaching 

artists at both sites were subsequently interviewed as part of the student portfolio 
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conference interviews. Interviews with the teaching artist at Habla were conducted 

periodically during October, November, and December via Skype (see Table 8). The 

interviews with the Habla teaching artist served to inform the researcher of the Mexican 

students’ progression through the workshops with relation to evidence of creativity as 

perceived by the teaching artist. Finally, the teaching artist at Habla participated with his 

students in three portfolio conferences while the researcher was on-site.  

Student artifacts in the form of writing samples and samples of visual art and 

photographs of the students engaged in the collaboration served as interview tools during 

the portfolio conferences to provoke a deeper conversation about what the students and 

teaching artists perceived to be happening in their classroom. The design of the interview 

questions and the use of artifacts in the interview process was meant to “evoke 

spontaneous, rich, specific, and relevant answers from the interviewee,” one of six 

criteria for judging the quality of an interview (Roulston, 2010, p. 202). The photo 

interview structure was based on qualitative research conducted by Cappello (2005) on 

the concept of utilizing photos as tools to elicit data through conversations with teachers 

and children and on the PAIR portfolio conference protocol developed by Burnaford et 

al. (2012). “From the viewpoint of qualitative data analysis of student learning, the 

purpose of the PAIR portfolio conferences was to provide evidence for arts integration 

learning outcomes in the context of observing student reflection on their own work and 

the work of their classmates in the project” (p. 13).  

In this case study, the students selected two pieces of their own work to consider 

during the portfolio conference; they also were asked to consider and comment on work 

submitted by their peers in the neighboring country. The rationale behind this approach 
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suggests that when children are effectively engaged in the process of conducting research 

through the use of visual imagery and photography, the documentation then becomes a 

“tool for engagement” which can help to “sustain interest and promote genuine curiosity 

about the research agenda” (Cappello, 2005, p. 171). Cappello (2005) also noted that “the 

photo interviews put the children at ease… [and] sharpened memory,” and enabled the 

students to “talk about important or meaningful writing because the images helped them 

identify and verbalize their perceptions” (p. 179). Figures 1-3 and Table 9 exemplify how 

the researcher utilized digital snapshots of the students during the process of creating art 

within the portfolio conference structure: 

 

Figure 1. At the beginning of the collaboration, a Blue Planet student shows her stamped wishes for the 
Habla students.  
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Figure 2. Blue Planet students creating “wish stars” for the Habla students at the beginning of the 
collaboration. 

 

Figure 3. Blue Planet student creating an “alien” from another planet.  
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Table 9 
 
Photo Portfolio Conferences - Data Analysis  
 

 

 
 
 
 
 
 
 

Photo 

 

Questions 
from 

Student 
Interview 
Protocol 

(see 
Appendix 

C) 
 

 

 
 
 
 
 
 

Student 
Responses 

 

 
 
 
 
 

Teaching 
Artist 

Responses 

 

 
 
 
 
 
 
 

Initial Codes 

 

 
 
 
 

Indicators of 
Creativity 

(see 
Appendix F) 

 

 
 
 
 

Evidence of 
Impact 

(see  
Appendix F) 

 

 
Figure 1 

 
Tell me 
about this 
piece of 
work. What 
is 
happening 
here? 
 
 
 
 

 
These are 
my wishes. 
I forgot to 
leave spaces 
on this one 
so I had to 
redo it, or 
the kids 
might not 
know what 
it says.  
 

 
The children 
were proud 
of the things 
we were 
sending. We 
were giving 
them a 
beautiful 
frame, a 
beautiful 
forum for 
their work. 
It wasn’t 
just 
scrawled on 
notebook 
paper, it was 
a present. 
 

 
Beautiful 
forum, Desire 
to be 
understood 

 
Reflecting 
critically on 
actions, ideas, 
and outcomes 

 
Relationship 
to authentic 
audience 

Figure 2 Tell me 
about this 
piece of 
work. What 
is 
happening 
here? 
 
 

We were 
making 
stars for the 
kids at 
Habla. I 
picked 
yellow 
because I 
want the 
kids to 
know what 
it is. 
Because 
stars are 
yellow.  
 

Having the 
children 
explain the 
work lets 
you into 
their mind, 
their 
thinking, 
and I think 
it’s 
important to 
see where 
their 
creativity is 
in the 
explanation 
of the work. 
The 
thinking 
might not 
always be as 
visible just 

Thinking 
about the 
audience, 
understanding, 
connections 
and 
viewpoints 

Making 
connections 
and seeing 
relationships 

Relationship 
to authentic 
audience 
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because 
their art 
skills aren’t 
as good.  
 

Figure 3 Tell me 
about this 
piece of 
work. What 
is 
happening 
here? 
 
 

“I’m doing 
my alien. 
It’s easier 
for me to 
think down 
here. This 
one took a 
lot of 
ideas.” 

The work 
might not 
necessarily 
reflect a lot 
of 
creativity, 
but the 
children 
were 
absolutely 
in a creative 
state. 
Perhaps it's 
a first step, 
in this 
process.  

Thinking and 
creating, 
finding flow, 
creativity as 
work 

Exploring 
ideas, 
Keeping 
options open 

Increased 
Engagement 

 
 

In using photos as the spark for the portfolio conferences, the researcher was able 

to make specific the item, idea, or concept to which she was referring. The students, able 

to concretely examine a moment in time in which they were engaged in a workshop art 

making or writing activity, were able to reflect back and provide clearer, richer data than 

conversation alone might have engendered.  

 In addition to student-selected writing and artwork, the student-teaching artist 

portfolio conference interviews utilized a curated selection of four to six photos 

documenting the students’ activities and classroom experiences in order to engender a 

thoughtful conversation about what they saw taking place throughout the duration of the 

workshops. The photos, which were taken by the researcher and which documented the 

classroom observations, were shared with the respective teaching artists; the artists were 

asked for their opinions and insight as to which photos should be included in the portfolio 

conferences; this allowed for more buy-in from the teaching artists and supports a theory 

of reciprocity, which suggests that study participants are more deeply engaged in research 
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when they feel they have a stake in the project and they are actively engaged in shaping 

the data (Tilly, 1998). In asking the students to select work for inclusion in the portfolio 

conferences, they, too, became engaged in shaping the research. Photos that were specific 

to each individual student as well as photos of thematically-linked writing and art, music, 

or performance pieces created by their international peers were curated through the 

process and utilized by the researcher to conduct the student-teacher portfolio 

conferences, which were subsequently audio taped, transcribed, and analyzed by the 

researcher. Bogdan and Biklen (2007) also supported the use of photography as a means 

of enriching relations between the researcher and subject, stating that “showing your 

subjects pictures you have taken of them or of events related to them can stimulate good 

conversation and produce rich data” (p. 115). The portfolio conference interview data 

were analyzed for trends and patterns and subsequently compared to the aforementioned 

indicators of student creativity and criteria for evidence of impact (see Appendix F).  

The rationale behind utilizing a portfolio conference interview structure, 

combining teaching artists with students and incorporating the researcher’s photos and 

other student artifacts as a means of sparking reflection is seen in Burnaford et al.’s 

(2012) analysis of the PAIR Portfolio Conference protocol (on which this case study’s 

interview instruments are based). As Scripp noted in this analysis, “The portfolio 

conferences, with three students and their teacher, are a promising initiative for research 

and professional development purposes. While the ‘three-way’ conference, involving a 

parent, student, and teacher, is not new to educators, the concept of having a teacher 

watch as his/her students discuss their learning with another adult (facilitator) is an 
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interesting method of assessment that could be used by teachers and researchers in 

various ways” (p. 8).  

Documents. The researcher engaged in the process of photographically 

documenting student activities and work throughout the case study; a number of photos, 

plus samples of student writing and artwork (see Appendix E) were utilized as interview 

tools (Cappello, 2005). These photos, as well as real or electronic copies of student 

writing and artwork served as a source of data collection and were analyzed by the 

researcher for evidence of creativity as related to the aforementioned criteria (see 

Appendix F). The participating students were asked to select the writing and/or artwork 

to be utilized for interview purposes, as it afforded them an opportunity to “decide what 

is important,” thus giving them an active voice in the research process (Cappello, 2005, p. 

179). This aspect of data collection within the case study is also important to the critical 

pedagogical perspective outlined by Schoorman (2002) which suggests that students who 

take an active role in their own educational processes, voice what is important, and assign 

it meaning develop agency and empowerment within the learning environment. As this 

case study examined an international collaboration between students in two countries, it 

was important to hear and consider their voices and perspectives on their own creative 

abilities, as well as how those perspectives are culturally situated and understood.  

The writing and artwork each student chose to share was digitized and placed in a 

password-protected Dropbox internet storage site so that the two organizations were able 

to share the students’ work across cultures and provide feedback on each other’s work; 

this process was designed to provide insight into how the children were thinking and 

analyzing their own work in comparison to that of their peers, as well as to facilitate 
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building an international connection between students and sites. In the past, both of the 

sites have engaged in the process of conducting research and evaluation; thus, the 

documentation process is something they were able to utilize comfortably and that also 

served to actively engage them in the research process. Teaching artists and 

administrators at both of the sites also participated in a preliminary informal interview to 

gain buy-in and to engage them as stakeholders in the study.  

For the portfolio conferences, students self-selected two works of writing and/or 

art for sharing and reflection. For the purposes of the case study, artwork was not 

separated from written work, as many of the students’ projects were an amalgamation of 

both. The students’ self-selections provided the researcher with the opportunity to see the 

students’ process through the collaboration and provide “sufficient quality data with 

which to work” (Saldana, 2009, p. 15). The writing and art projects were thematically 

linked, thereby facilitating a comparison between the two sites. These works were 

initially coded and compared to the theoretical framework for impact—creative risk-

taking, intrinsic motivation, relationship to authentic audience, and increased 

engagement—as well as compared to the student creativity indicators (see Appendix F). 

Coded work was member checked with the participating teaching artists and with an 

outside arts educator in order to ensure validity. After member checking, coded data 

relating to the students’ writing and art samples were analyzed for triangulation with the 

portfolio conference interview data and classroom observation data.  

Data Analysis 

In analyzing the data, the researcher employed a “constant comparative” method 

of analysis in which newly collected data were compared with data collected in earlier 
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studies (Creswell, 2007). The coding cycles, while described as a series of steps, were 

ongoing and simultaneous, in that the analysis keeps doubling back to more data 

collection and coding (Glaser, 1978). The researcher open coded and then axially coded 

the data, as well as employing a member-checking process. Finally, the researcher 

engaged in a peer examination process in order to triangulate the findings.  

Open coding. Portfolio conference interviews with teachers and students, 

observations of classroom workshops, and student writing and artwork were initially 

open coded, which is “appropriate for virtually all qualitative studies” and particularly 

those studies with “a wide variety of data forms” including artifacts, transcripts and field 

notes (Saldana, 2009, p. 61). The researcher developed an initial list of one hundred 

codes (see Appendix T) from the collected data, which were subsequently reduced down 

to thirty-six axial codes.  

Axial coding. After open coding the data, the second cycle of coding was axial, in 

that it is “coding that comes from interpretation and reflection on meaning” (Merriam, 

2009, p. 180). This second cycle of coding was to identify patterns within the data 

(Saldana, 2009) and used to create a series of themes (Miles & Huberman, 1994). The 

purpose of this step was to create categories of data that were subsequently fed back to 

the participating teaching artists and to the students in order to examine the validity of 

initial findings and to refine the coding process (Bogdan & Biklen, 2007).  

Member checking. Researcher Tilly (1998) examines how research participants 

might not only become empowered through the research process, but might also benefit 

from it as they become more informed about the research and how it could potentially 

impact their lives. In analyzing data about student creativity, engaging the students and 
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the teaching artists in the process by feeding back initial research findings allowed them 

to become more aware of their own thinking and creative practice, thus allowing them to 

consciously foster this practice in their learning and work. After member-checking with 

the participants, the themes were then compared to the literature in the theoretical 

framework to see if there were instances of cohesion within the definitions, 

characteristics, and constructs that were previously identified by expert researchers 

(Bogdan & Biklen, 2007). As with the interview data and observational data, the themes 

were compared to the study’s theoretical framework—creative risk-taking, intrinsic 

motivation, engagement, and relationship to authentic audience—for impact and were 

also analyzed for recurring instances of any of the indicators for student creativity as 

outlined in Appendix F. 

 An analysis of findings from each of the three data sources—portfolio conference 

interviews, student artifacts, and classroom observations—was then compared and 

examined for similarities and differences. This process allowed for triangulation, both 

“corroborating” and “bracketing” the findings as they relate to the theoretical frame 

(Miles & Huberman, 1994, p. 267). As some of the students’ writing and interviews were 

in Spanish, the researcher needed to work closely with the bilingual teaching artist at 

Habla in order to ensure that the collected data clearly reflected the entirety of the 

participants’ insight, whether written or verbal. The researcher conducted regular member 

checks with the student and teaching artist participants, as well as with peers and 

colleagues who are members of the arts and educational community. Finally, the 

researcher held debriefing sessions with site administrators and doctoral student 

colleagues, as well as engaging in a “peer examination process” with an elementary art 
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school teacher colleague in order to provide an “external check of the research process” 

(Creswell, 2007, p. 208). This “constant comparative process” as described by Merriam 

(2009) was ongoing throughout the entire process of collecting and analyzing data, 

reflecting back to participants, and analyzing against the case study’s supporting 

research.  

Limitations of the Study 

  There are several factors to be considered as limiting the findings of the study, 

one of which is the length of time over which it was conducted. As the semesters in 

which the international collaborations between these two organizations take place are 

between ten and twelve weeks in length in order to fit within school and calendar year 

confines, a case study of this nature might benefit from extended time to gather data and 

examine how the picture of creativity might evolve over time. The nature of the case 

study is such that it is defined as bound by time. However, a longitudinal study 

investigating the impact of these types of collaboration over an extended period of a year 

or more would allow for a deeper picture of what is actually happening in the 

collaborations and what the implications for the students might be on a long-term level. 

As stated by one of the teaching artists:  

It’s something they've never done before; it can’t happen overnight. That's the 

role that rigor plays in all of this. The creativity is so important, but in order to 

reach a place where the creativity comes more easily, rigor and discipline have to 

be involved. It’s a practice. It has to be a creative practice. So they get better and 

better at it once it is instilled in them. 
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Burnaford (2010) notes that “creativity is an iterative process,” in that by repeating the 

activities that lead to instances of recorded creativity, the instances of creativity also 

increase (p. 9). It is possible that had the case study been of a longer duration, more data 

could have been collected to reveal how the students’ creative processes developed over 

time.  

  A second limitation of the study is the logistical nature of the collaboration, in 

that the majority of the classroom observations took place in the United States, during 

Blue Planet’s regular program time; given the time constraints of the program, it was not 

possible to conduct an equal number of observations at Habla. The researcher spent five 

hours conducting classroom observations at Habla and ten hours at Blue Planet Writers’ 

Room; she conducted three portfolio conferences at Habla and eight at Blue Planet 

Writers’ Room (see Table 7). This limitation was addressed by conducting a series of 

three separate videoconferencing sessions with the teaching artist and staff at Habla to 

gather information regarding the progression of the workshops and to maintain a 

connected, engaged relationship between the researcher and the site. The researcher spent 

four hours interviewing the teaching artist at Habla and three hours twenty minutes 

interviewing the teaching artist at Blue Planet. 

A third limitation is the fact that the number of students at Habla (10) who 

participated in the case was fewer than the number of students at Blue Planet (16), 

although the number of females and males were equally balanced in the total number of 

student participants (See Table 5). The researcher collected twenty pieces of the students’ 

artwork and writing from the participants at Habla and thirty from the students at Blue 

Planet. Given the number of students at each site, the artifact collection averaged two 
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pieces of work per student. Ideally, the case study would have benefitted from an equal 

number of data collection activities at both sites.  

A fourth case study limitation was that the pilot study was not conducted in both 

countries; thus, the researcher did not have the ability to test how the instruments and the 

portfolio conference technique might work in a different setting and culture not native to 

her own. Given that the pilot study was conducted entirely in English, the researcher 

could not know prior to the case study how some of the portfolio conference questions 

might be interpreted by the students in Mexico, nor whether they might have a different 

understanding of the concept of creativity.  

 Another limitation of the study is the researcher’s lack of Spanish language skills. 

The researcher conducted observations and interviews with Habla students who, while 

learning English as part of the program, are primarily Spanish speakers. The researcher 

required assistance from the bi-lingual teaching artist and from bilingual staff members at 

Habla in order to facilitate communication during the student interviews and to ensure 

that both parties were clearly understood.  

 The cultural bias of the researcher was also a limitation, as the researcher is a U.S. 

native and does not speak Spanish; thus the researcher had to rely on the member-

checking process during data collection and analysis in hopes of overcoming both a 

language and a cultural barrier. All of the portfolio conferences at Habla had to be 

translated by the teaching artist in order for the researcher to understand what was being 

said, which may have led to the loss of some of the details or nuances of the Habla 

students’ answers. The researcher also needed to ask questions during the classroom 

workshop observations in order to understand what directions the students were given 
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and what questions they were asking while engaged in a writing or artmaking activity. 

This required that the researcher’s presence was more dominant in the room at Habla than 

in the workshops at Blue Planet Writers’ Room, which may have affected how the 

students interacted.  

  Another limitation of the study was the lack of a culminating videoconferencing 

event. The fact that the collaboration did not allow for the students to meet and talk in 

real time might have resulted in a loss of data that would have been beneficial in 

contextualizing the third space concept as it relates to the international collaboration. 

While the technological third space did apply to this study, it was not evidenced to its 

fullest potential and thus could not be considered as part of the collaboration.  

 A final limitation of the study was a lack of structure between the two teaching 

artists and a clearly defined set of shared goals for the collaboration. As noted by one of 

the artists, there can be challenges to doing this type of work (international 

collaborations) when the goals aren’t shared: “It needs to be much more structured. I 

think we're doing all the right things, but it needs to be consistent. It's following a process 

so the kids get the most out of it.” 

Delimitations of the Study 

  The researcher served as the lead consultant for Blue Planet Writers’ Room; thus, 

no issues arose in relation to gaining access to participants; as the former executive 

director, the researcher was familiar with all of the teaching artists and their various 

experiences in conducting international collaborations, as well as their teaching styles. 

Another delimitation of the case study was the researcher’s experience in partnering with 

Habla for past international collaborations. The researcher and Habla’s co-directors have 
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developed a rapport over the past five years and are colleagues with similar research 

interests; thus, Habla had a vested interest in facilitating this study and providing the 

support necessary for its completion. One of Habla’s co-founders, Kurt Wootton, is a 

researcher and scholar whose work is included in the literature for this study as part of the 

theoretical framework; the ability to conduct research with his organization offered the 

researcher the opportunity to conduct a meaningful study with a high-quality educational 

center and to uncover potentially useful findings that could have an impact on the future 

practice of both organizations. 

 The primary researcher was responsible for initiating the connection that served 

as the basis for this study; this activity provided her with ease of access to the sites and to 

the teaching artists and student participants. As she has worked with and maintains a 

professional connection to each of the partner sites; she is also aware of their histories 

and of the previous outcomes from other projects they have undertaken. There is potential 

for bias because of the researcher’s prior relationships; the teaching artists at both sites 

are well-known to the researcher and the sites have an interest in maintaining a positive, 

ongoing relationship with her and with each other. The teacher who conducted the 

workshops under the auspices of Blue Planet Writers’ Room is aware of the researcher’s 

background as co-founder of the organization; this knowledge could have created 

pressure on the teaching artist to offer positively biased interview data. This concern was 

addressed carefully and with full disclosure prior to the onset of the collaboration.  

Summary 

 In this chapter, the research design of this qualitative case study was outlined and 

explored through the three data sources: classroom observations, student artifacts 
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including writing and artwork, and interviews, both with the teaching artists individually 

and with the students through photo portfolio conferences. This chapter also includes a 

discussion of the pilot study and how the portfolio conference process was refined as a 

result. A table detailing the timeline for data collection (see Table 8) was included, as 

was a table outlining the types and amount of data collected (see Table 7). A third table 

shows how the instruments that were used to collect data were connected to each of the 

two research questions (see Table 6). A description of the portfolio conference procedure 

and the procedures for member checking explain how the researcher included the 

students and the teaching artists in the process of checking for validity and in developing 

reciprocity (Tilly, 1998). The next chapter presents the findings from the study, including 

a detailed description of the collaboration as it took place and summaries of the data from 

the case study transcripts and documents. Chapter 4 also contains a summary of the 

coding procedure and of the seven emergent themes that stemmed from the data analysis 

and compares the seven emergent themes to the student creativity indicators (see 

Appendix F) and to the criteria for impact: creative risk-taking, relationship to authentic 

audience, increased engagement, and intrinsic motivation.   

.  
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Chapter 4 

Findings 

This chapter begins with an overview of the pilot study and its results, followed 

by a description of the collaboration and the findings from the study as they related to 

each research question, including a description of the coding process, how the codes 

related to the themes, and how those themes correlated to the indicators for student 

creativity and to the four criteria for impact: creative risk-taking, relationship to 

authentic audience, intrinsic motivation, and increased engagement. This chapter also 

contains a series of photos of the collaboration in order to provide a rich, detailed picture 

of the events as they took place. The guiding questions for this case study were:  

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

Pilot Study 

 The researcher, with assistance from the site administrators at Blue Planet 

Writers’ Room, identified a workshop group of elementary school students and a 

teaching artist who were not participants in the current study; these students and this artist 
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became the pilot study group. In Fall of 2013, Blue Planet conducted several workshops 

throughout the county; the pilot workshop site was selected based on a similar age and 

demographic to the case study site. The pilot study consisted of two classroom 

observation sessions, including two focus group portfolio conferences with students and 

one interview with the teaching artist in order to test the instruments for validity.   

One of the challenges with the pilot study was that while the students in the pilot 

were engaged in an arts-integrated project involving the use of technology, they were not 

engaged in an international collaboration, nor was the pilot study conducted in both 

countries. As was previously mentioned, Blue Planet Writers’ Room normally only 

conducts one international collaboration per school calendar year due to the amount of 

time and resources needed to make the collaboration successful. The pilot took place in 

South Florida, with a group of students who, while some self-identified as speakers of 

other languages, including Spanish, were primarily English speakers, as was the teaching 

artist from Blue Planet Writers’ Room, thus the pilot study did not mirror the case study 

as a means of capturing a picture of creativity as it evolved in an international 

collaboration. 

   The pilot study students, a group of 4th graders in West Palm Beach, were 

learning to create their own stop-motion animation films based on their original rewrites 

of classic fairy tales. The pilot study’s teaching artist taught the students how to 

storyboard a film by analyzing their own stories and breaking them into chunks of action 

and then using digital cameras to photograph their storyboard drawings and upload them 

into iMovie. The students were able to choose music, film titles, and other effects to 

insert into their original films. The final project of the pilot study was to be a “film 
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festival,” in which parents and other students would be invited to screen the students’ 

completed films. The students were working in small groups, choosing roles and 

collaborating with each other on key story points, the visual elements of the films, and 

how those would be photographed and pieced together to create the final product. All of 

the students in the pilot were English-speakers, although the class workshop demographic 

included students who identified as speaking a second language, either Spanish or Haitian 

Creole. The teaching artist was not bilingual and the instruction for the workshop was 

conducted completely in English, which was a limitation for the pilot study in that the 

researcher was not able to utilize the instruments in an international setting with students 

actually engaged in an international collaboration until their use in the actual study.  

The results from the pilot study were found to be similar to those of the case study 

itself in terms of how students and the teaching artist described creativity as it was 

happening in the workshop and what the researcher observed during the classroom 

sessions. Portfolio conference data from the pilot study showed students acknowledging 

when they were “thinking” and “using their imaginations” when the researcher showed 

them photos of themselves engaged in the process of writing or making art during the 

workshop (see Table 10). Using the photos as tools to elicit interview data enabled the 

students to reflect on a specific moment in time and to provide information about their 

thinking during the creative process without having to interrupt them as they were 

working (Cappello, 2005). In being able to pinpoint a specific moment, the students and 

the teaching artist were able to recall clearly how they felt about what was happening in 

the classroom and to comment on whether or not they felt engaged in the activity at hand. 

As it was the researcher who was responsible for photo documenting the workshop 
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events, her views on what may or may not have been significant factored in to the 

portfolio conference data, however, the students and the teaching artist were able to 

provide the context for the photos and tell the researcher if her decision to capture a 

specific moment was significant to the participants or not. Thus, the photo interviewing 

technique became a tool to show the study participants “what creativity looks like” when 

it is happening in a classroom. While the teaching artist commented on the mood of the 

class as a whole, the students were most often concerned with their own individual 

process. As the teaching artist noted, “They get that hum, you know, where everybody’s 

doing their thing. They’re not necessarily quiet, but they’re working. You can kind of 

hear the thinking.” This quote relates directly to the criteria of evidence for creative 

impact, in that it describes students when they are deeply engaged in a process of writing 

and/or making artwork. The portfolio conference interview data corresponded to the 

researchers’ observational data, in that when the students and the teaching artist reported 

that they felt “creative” or that their work was “creative,” they were often quietly 

engaged in a process of thinking and writing, or painting, drawing, or otherwise creating 

a piece of work. In the pilot study, this level of engagement appeared to last for many 

minutes—approximately fifteen to twenty—before the rhythm of the environment was 

broken by a disruption.  

 In one of the pilot study workshops, several of the students were so engaged in the 

project at hand that the teaching artist had trouble getting the students to stop working, 

clean up their supplies, and move on to the next activity. While the participants in the 

pilot study were not engaged in an international collaboration, they were participating in 

a similar, twelve-week arts integrated workshop whose primary focus was to develop 
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literacy and visual art skills. The pilot study workshop also incorporated the use of 

technology through the students’ use of digital photography, the uploading of photos to a 

communal Dropbox folder for review by the teaching artist, and the process of accessing 

the photos for upload into iMovie.  

 In the pilot study, observational data and portfolio conference data provided the 

most information about how the students and the teaching artist interpreted creativity as it 

was happening during the workshop and evidenced in the student artifacts. The artifacts 

independently yielded less information regarding evidence of creativity without the 

element of having the students contextualize and interpret the thinking that went into the 

creation of the artifact; thus, the portfolio conferences provided the necessary information 

to contextualize the artifact portion of the data collection and were triangulated by the 

classroom observation data. In preserving the observational data through photos, the 

researcher was able to ask the participants what was happening and to examine their 

perceptions against those of the researcher’s, allowing for a constant member-checking 

process throughout the study.  

The portfolio conference protocol was intended to provide the student participants 

with a sense of agency in the research, in that they were able to choose what they wanted 

to present and discuss The artwork and writing provided the conferences a sense of focus 

that might have otherwise caused the students embarrassment or discomfort, had they felt 

that, rather than the samples they were providing, they themselves were the center of 

attention. As noted in the previous chapter, the researcher refined the portfolio conference 

technique by limiting the number of photos to between four and six, which allowed the 

students to focus more deeply and provide more detail than when given more photos to 
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examine. The students were most interested in commenting on the photos of themselves; 

thus, the researcher made sure to capture several moments of the students who would be 

taking part in the subsequent portfolio conference when they were engaged in writing or 

art making. By showing the students photos of themselves during the workshop process, 

the researcher was able to elicit from the students what they were thinking at that specific 

moment in time. The students were able to pinpoint what was happening and make 

specific comments on their thoughts and behaviors, which helped the researcher to 

capture authentic data from the participants’ point of view and then reflect back, ask 

clarifying questions, and engage the participants in making judgments about what was 

taking place during the workshop. The researcher took approximately thirty photos 

during the two pilot study workshops; eight photos were used in the portfolio conferences 

with the students and teaching artist. As the students were cleaning up the workshop 

materials at the end of each session, the researcher reviewed the photos with the teaching 

artist. The teaching artist pointed out photos that she thought might be noteworthy for the 

students to review, based on what was happening in the photo and who was participating 

in the upcoming portfolio conference. From this process, the researcher would then 

identify four to six photos to be used as a focal point for conversation during the students’ 

portfolio conferences (see Appendix C). Based on the pilot study, the researcher was able 

to gain a sense of how the photo interviewing protocol would work in the case study 

setting, as well as how to curate and select photos most beneficial for the participants’ use 

in reflection. During the pilot study’s two portfolio conferences, the students appeared 

happy to share their work and talk about their inspirations, why they did or did not enjoy 

the creating process, and what they might change about their work if they were to revise 
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it. They expressed curiosity about the subject matter of the case study and appeared to 

appreciate the notion that their thoughts and opinions were important in a research 

context. None of the questions seem to confuse the students during the pilot study, thus 

the portfolio conference protocol was left intact for the case study.  

 
Table 10 

Pilot Study: Sample of Student Responses during Portfolio Conferences 

 
Student 

 
Response 

 

 
 
 
Student A 

 
 
 
This is my feelings about what I drew. I 
had an inspiration and I started drawing. 
All the colors are the happy feelings I get 
when I draw.  
 

 
Student B 

 
This is my house and inside is our family. I 
put my brother, my sister, me, my mother, 
my grandmother. Instead of putting all 
black or blue, I put colors that wouldn’t 
really happen, but I imagined them. It was 
easy to make because I know what my 
house looks like and I know what stars 
look like and what my family looks like. 
 
 

Student C This is my drawing for the house. It was 
hard to make because I had to cut all these 
pieces and it was hard to cut. It’s my 
favorite because it looks cool. I worked 
hard on it.   
 

  

The sampling of responses from the pilot study listed above showed evidence of the 

students’ thinking about their creative process and evidence of some of the student 

Q: Tell me about this piece of work. What is happening here? 
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indicators for creativity (see Appendix F). Student A’s response regarding connecting 

colors to feelings, Student B’s response about taking the real and the imaginary and 

melding them together, and Student C’s response reflecting on her work process and the 

outcome are all behaviors that can be seen within the indicators. The pilot study enabled 

the researcher to see how students’ comments from the portfolio conferences might align 

with the students’ written or artistic work, and coupled with observations and regular 

interviews and insight from the teaching artists, could provide the data that would answer 

the research questions for the case study.  

In serving as a “participant observer,” the researcher was better able to gather 

useful photographic data when the students and teaching artist were less aware of the 

process (Creswell, 2007). Quietly taking photos while the workshop was happening and 

without stopping the participants during their work process, as often as was possible, 

enabled the researcher to gather a clear picture of what was happening in the environment 

while impacting it as little as possible. While all data gathered from the pilot study served 

to inform how the case study was conducted, it was not included in the final analysis in 

order to preserve the integrity of the research.   

A description of all of the activities that took place within the actual case study 

follows, including photos and other samples of data the researcher collected over the 

course of the collaboration. This detailed outline of the events in the case study, including 

quotes from the students and teaching artists, provides context for the review of the case 

study’s methodology and subsequent analysis of data, codes, themes, and findings that 

follow the description of the case study collaboration.  
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Description of the Case Study Collaboration 

  An outline of the residency plan (see Appendix S) details the workshop structure 

for the activities that Blue Planet’s teaching artist undertook with the students throughout 

the course of the residency. The teaching artist chose to focus on a theme of “mapping” 

that would include constellations, myths, and storytelling as the basis for exploration. The 

teaching artist at Habla used the idea of “mapping” and connected it to his students’ 

interest in “monsters.” At the outset of the collaboration, the students were told that they 

would be connecting with a group of similarly aged children in a neighboring country. 

The Blue Planet teaching artist showed the students a map of Mexico and where their 

new peers lived; she also showed them photos of The Habla Center for Language and 

Culture. The students were told that they would be writing, creating art, and making 

videos, which would be shared with the students of Habla, and that likewise, the students 

in Mexico would be sharing with them. The first assignment of the collaboration was to 

create an “introduction,” in which the students were asked to brainstorm a list of the 

kinds of information they would like to share with their peers abroad and then to 

formulate a letter from that information. The students then practiced reading their letters 

aloud to one another before filming themselves and finally uploading their work for the 

students at Habla to view. In a similar introductory activity, the students at Habla created 

illustrations containing their first names and shot photos of each other holding the 

illustrations so that the Blue Planet students would have a visual image to connect to their 

names, as well. In both cases, the teaching artists utilized a communal Dropbox folder, 

which had been set up specifically for sharing photos, videos, and documents between the 

two sites. In utilizing this particular aspect of a technological “third space,” the teaching 
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artists were able to share material instantly; as soon as the information was uploaded at 

one site, it could be accessed by the other, which allowed for an ebb and flow to the 

workshop collaboration that would not be possible without the technological third space 

element.  

 

Figure 4. Habla students and their teaching artist shooting photo introductions for the students at Blue 
Planet. 
  

During the planning phase of the collaboration, the two teaching artists agreed to 

conduct a series of parallel activities, including “sharing wishes,” in which the students 

brainstormed wishes for each other, such as “lots of money, candy and a scholarship,” 

wrote them in letters to each other, and recorded videos of themselves reading the letters. 

As both were working with a broad theme of “mapping,” the Blue Planet artist focused 

the workshop content on constellations and the myths surrounding them, while the Habla 

teaching artist worked with “monsters from around the world” and their stories. In order 
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to facilitate the students’ documentation and reflection on their work, both teaching 

artists had the students create handmade books.   

 

 

Figure 5. Blue Planet student making a “star journal.” 
 
  

 

Figure 6. Habla student’s reflection journal. 
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As the collaboration progressed, the teaching artist at Blue Planet discussed the 

concept of “wishing upon a star” with the students, where that idea came from, and she 

then introduced the next collaborative project to the students, which was to create a list of 

wishes for the students in Mexico. The wishes were distilled into concise phrases and 

then stamped upon construction paper stars that would be given directly to the students in 

Mexico in the following week by the teaching artist and the researcher.  

 

 

Figure 7. Wishes from Blue Planet student to Habla students: “Wish them superpowers, to be rich, have 
good luck, and to have a good meal.”  
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Figure 8. Paper stars created by the Blue Planet students and stamped with wishes for the Habla students. 

 

In November 2013, which marked the middle of the collaboration between the 

two organizations, the researcher and the teaching artist from Blue Planet Writers’ Room 

traveled to Mexico. The researcher’s purpose was to gather data onsite from the students 

and teaching artist at Habla while the teaching artist from Blue Planet’s plan was to team-

teach a workshop for the students at Habla. The two organizations did not often have the 

ability to include physical travel into their international collaborations, which made this 

event unique. The Blue Planet teaching artist was introduced to the Habla students, who 

had seen photos of her and were now able to ask her questions directly about the students 

at Blue Planet. The Habla students were given the gifts of paper stars and the written 

wishes from the students at Blue Planet, after which the Habla students were shown the 

videos of the Blue Planet students introducing themselves and reading their wishes for 

them.  The two teaching artists engaged the Habla students in creating responses to the 
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students of Blue Planet. After crafting their own “wish letters” to the students of Blue 

Planet, they took turns reading them aloud and then videoing them for upload. As the 

learning objective for the students at Habla was to develop their English skills, most of 

the students opted to write their wishes in English. However, as some of the Blue Planet 

students had written to their peers in Spanish in their introductions, a couple of the Habla 

students responded in kind by returning letters written in both English and Spanish.  

 

Figure 9. A mid-residency letter from an Habla student to Blue Planet’s students; in English, it reads: Dear 
Blue Planet Students, I wish you happy family. That pizza is good, ice cream is good, spaghetti is good. 
That you are rich, happy Christmas, happy birthday, happy school. Your friend, Bernardo. 
 

One of the goals for these collaborations was to provide the students with an 

authentic audience, in particular an audience for whom the use of clear and specific 

writing is a necessity—an audience, for example, made up of individuals who are 

learning English as a second language. “Relationship to an authentic audience” was also 
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one of the four criteria for impact as defined by the theoretical framework for this study 

(see p. 12).  

  As many of Blue Planet’s students come from culturally diverse backgrounds, 

they themselves may be bilingual or in the process of learning English as a second 

language, a situation which gives them a unique understanding of their peers abroad. As 

both teaching artists worked with the students, they stressed the importance of clarity in 

word choice and sentence structure, not only because they wanted to encourage the 

development of students’ individual writing skills, but also because the students on either 

side of the collaboration might have been learning a new language. As the students on 

both sides of the collaboration knew from the outset, their work was going to be seen by 

their peers, thus they were motivated to make themselves understood. During classroom 

observations at Blue Planet, the students would often ask the teaching artist, “Do you 

think they’ll like this?” or “Do you think this is okay to tell them?” before completing a 

work that would be sent to the students at Habla.   
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Figure 10. Wish card from Habla to Blue Planet student; it reads: “Dear Blue Planet Student, I wish you 
have a lot of chocolate, money and get payed [paid] to go to school. Your friend, Natalia M.” 

 
After creating the responses to the Blue Planet students, the Habla students 

continued their work making maps of monsters around the world. The students explained 

their process during the portfolio conferences, with assistance from their teaching artist as 

translator.  When asked how they came up with a list of monsters to correspond to each 

country, the students recounted both research: “The monsters came from books and some 

we found on the internet,” and prior knowledge: “Chupacabra is in Mexico. Depends on 

the country if the monster is real or not.” 
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Figure 11. Habla students and their teaching artist collaborating on an art map. 

 

The maps were done in collaborative groups, with the students working together to 

decide what would be included on the map and how the items would be represented (See 

Appendix E). The researcher conducted a series of portfolio conferences with the 

students at Habla while visiting. In these conferences, students often talked about 

creativity as a process of mixing ideas together. As one student stated, “If you’re very 

creative, you invent things. You can combine things that you like to make something 

better.” The concept of creativity as pleasurable was also evident in their discussions, 

which is supported in the writings of Chavez-Eakle (2010), who connected the concepts 

of creativity and play “because it involves the basic components of the creative process 

such as combining and generating new possibilities, experimentation, exploration of the 
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limits of reality and fantasy” (p. 251). Following the portfolio conferences, the teaching 

artist acknowledged the need to ask more questions of the students and to listen to their 

ideas and suggestions in shaping the classroom activities, which speaks to creativity as a 

collaborative effort, which was one of the themes that emerged in the data, as well as to 

arts integration as a means of balancing the classroom dynamic between teacher and 

students: “When you interviewed them, I heard things that very were mature. Surprising, 

and yes, the thing is to listen more. I was thinking when you were interviewing them, to 

ask them more questions: What are they thinking about the class? How could we improve 

the class? Because many times they know, right?” The site administrators also talked 

about creativity as an element of collaborative learning that is nurtured within a 

supportive environment: “It takes a group. In all moments in civilization when we make 

collaborative work, it fosters creativity. If teachers are involved in that, the kids will feel 

that, see that. The roots of creativity start in those types of collaborative environments.” 

 When the teaching artist and the researcher returned to the Blue Planet 

workshops, the students first spent several minutes quietly reading and examining the 

“wish cards” made for them by the Habla students. When commenting on this work 

during portfolio conferences, the students contextualized the writing by the Habla 

students in terms of their understanding of how challenging it is to learn a second 

language. They rated the work as highly creative because they interpreted it as taking a 

good deal of time and effort on the part of the Habla students, which is reflective of how 

they rated their own level of creativity when examining a particular piece of work. In 

evaluating the work of their peers, the students were able to contribute a unique 

viewpoint, particularly because they understood the context in which the work was 
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created. “By being aware of the social tone from which the child-creator has come, the 

evaluator is in a more effective position to make a valid judgment as to the quality of that 

child’s creative product” (Eisner, 1960, p. 41). The students’ view of creativity as an 

effort of concentrated thought is reflected in one student’s statement: “It takes thinking, 

thinking, thinking, and sometimes it still doesn’t come out the way you want.” 

 

Figure 12. Blue Planet student reading cards from Habla students that were sent mid-collaboration. 

  

The Blue Planet and Habla students moved into the final phase of the collaboration, 

during which a videoconferencing Skype session was planned as the culmination of three 

months of sharing writing, artwork, and videos between the two organizations. The Blue 

Planet students continued on the theme of mapping by creating their own “constellations 
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of beloved things,” in which they developed their own interpretation of the Big Dipper 

constellation, mapping it as an object that was meaningful to them and that was 

composed of a series of named stars that contributed to the constellation as a whole.  

 

Figure 13. A Blue Planet student’s “Constellation of Beloved Things.” 

 

The students created legends to explain their constellations, which were to be part of the 

sharing portion of the final videoconferencing session. Unfortunately, however, the final 

conferencing session did not take place due to schedule challenges between the two sites. 

While the students were able to ask questions and share their work with their peers 

114 



abroad through the use of the technological elements of the collaboration, the real-time 

culmination was missed by both students and teaching artists: 

 We’ve done it with every single other collaboration, but with this one, it didn't   

 happen. I’ve been writing about that, how to improve this process. We need to  

 start this process four months in advance, talking to the teacher, we decide on the  

 parallel activities together, we have two Skypes, we decide on the dates in  

 advance. It needs to be much more structured. 

Review of Case Study Methodology 

Throughout the duration of the case study, the researcher went through a process 

of writing observation notes, transcribing interviews, and photo-documenting student 

artifacts that were emerging from the collaboration. The researcher employed a “constant 

comparative” method of data analysis, simultaneously collecting and analyzing new data  

while also comparing the data to previous studies which support the research behind this 

case study (Glaser, 1978). The researcher subjected the data to a process of open coding, 

axial coding, member-checking, and finally, peer examination (Merriam, 2009).    

Open coding.  Utilizing a qualitative data analysis program, Atlas.ti, the 

researcher went through an initial coding process with all data (See Appendix T). The 

first cycle of coding was descriptive; the rationale behind this approach is the “goal to 

assist the reader to see what you saw and hear what you heard” (Wolcott, 1994, as cited 

in Saldana, 2009, p. 55). The researcher developed a series of 100 open codes for the 

data, which were then reduced to 36 codes as redundancies and data that did not pertain 

to the research questions were eliminated. Analytic memos were added into the heuristic 

unit as ideas and questions emerged from the collection process. The researcher analyzed 
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the descriptive codes for similarity and frequency, after which a second cycle of coding 

was undertaken to identify patterns within the data (Saldana, 2009).  

Axial coding. The second cycle of coding served to create a series of themes 

(Miles & Huberman, 1994). The second cycle of coding elicited a reduction to 36 axial 

codes, which served to group the open codes into more meaningful categories and 

eliminate redundancies (Merriam, 2009). As patterns within the data began to emerge, the 

researcher developed a series of five emergent themes related to Research Question #1 

(see Table 12) and two emergent themes related to Research Question #2 (see Table 15). 

The emergent themes in Table 12 suggest that the data were illuminating the nature of 

creativity as a series of processes through which the participants explored, created, 

analyzed, shared, and reflected. A summary of these themes as the researcher discovered 

them within the various data sources is outlined in Table 14. Of the five emergent 

themes, creativity is process arose as the main theme, with creativity is linking discrete 

ideas, creativity manifests as something original, creativity is expression, and creativity is 

fostered in a group all linked to the main theme of process (see Figure 14).  

For Research Question #2, the researcher connected ten axial codes to the two 

emergent themes (see Table 15), which were subsequently compared to the criteria for 

impact (see Table 16). A summary of the themes related to Research Question #2 is 

found in Table 17. The two themes for Research Question #2 were new modes of 

communication to bridge cultures, and teaching while learning.  

Member checking. The researcher reviewed the emergent themes and supporting 

data through a member checking process with the two participating teaching artists, as 

well as by comparing the emergent themes to the framework of student creativity 
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indicators (See Appendix F) and the criteria for impact as defined by this study’s 

theoretical framework (see p. 12). The member checking process was ongoing throughout 

the duration of the collaboration, as the researcher shared photos and portfolio conference 

data with the teaching artists, who were able to reflect back on their perceptions of the 

collaboration and provide their interpretation of events (Lincoln & Guba, 1985). The 

photo-portfolio conferences also served as a form of member-checking with the student 

participants, in that the researcher was responsible for capturing the photos, deciding with 

the teaching artists which photos to curate for the portfolio conferences, and then asking 

the students to provide their insight as to the significance of the photos. By continually 

member-checking with both the teaching artists and the students through the data 

gathering process, the researcher was able to continually contextualize and refine the 

process, thereby deepening understanding for all parties as the collaboration progressed.  

Peer examination. The researcher also engaged a colleague, an elementary 

school art teacher who has a master’s degree in education and a background in arts 

integration, in a “peer examination” process, during which the researcher and the 

colleague examined the data and emergent themes together to “assess whether the 

findings were plausible” (Merriam, 2009, p. 220). As a teacher in the same school district 

as Blue Planet’s students, the researcher’s colleague was familiar with the demographics 

of the collaboration’s student participants and had a framework for understanding and 

interpreting the students’ writing and artwork. The peer examination process allowed the 

researcher to examine the data through the lens of an impartial third party, which helped 

to mitigate any subjectivity that might have been present during the member checks with 

the study’s participants.  
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Summary of the Data Analysis Process 

Throughout the constant comparative data analysis process, the researcher was 

coding for any emergent themes, as well as for the criteria included in this study’s 

theoretical framework for impact: creative risk-taking, intrinsic motivation, engagement, 

and relationship to authentic audience (see p. 12). The researcher then compared the 

themes to the literature that served as the research that informed the study to see if there 

were instances of cohesion within the definitions, characteristics, and constructs that were 

previously identified by expert researchers (Bogdan & Biklen, 2007). Data from each of 

the three sources—student artifacts and documents, portfolio conference interviews, and 

classroom observations—were compared and analyzed for convergence and divergence 

as related to the theoretical framework (see p. 12). In analyzing what the teaching artists 

reported as evidence of creativity as compared to observational data and data from the 

students’ work, evidence of “impact” as constructed within this study was found in 

specific instances throughout. This process allowed for triangulation, both 

“corroborating” and “bracketing” the findings as they related to the theoretical frame 

(Miles & Huberman, 1994, p. 267).  

Findings from the Research Questions  

 This qualitative case study sought to examine what creativity looks like in 

students who are participating in an arts-integrated international collaboration within a 

technological third space, as well as to examine the impact on students’ creativity when 

participating in this type of collaboration. Thus, the guiding research questions for this 

case study are:  
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1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

Seven findings emerged from the data, including five findings for research question one 

and two findings for research question two. These findings are illustrated in two graphic 

organizers (see Figure 14 and Figure 15) and are described in detail in the following two 

sections.  

 Findings from Research Question #1. In seeking to examine what creativity 

looks like in a classroom in which the students are engaged in an international 

collaboration within a technological third space, the researcher used the indicators for 

student creativity (see Appendix F) outlined by Cochrane and Cockett (2007) and adapted 

by Burnaford (2010) as the “lens” through which the data (portfolio conferences, 

interviews, observations, and student artifacts) were filtered. As per Cochrane and 

Cockett (2007) and Burnaford (2010), the five criteria for indicating students’ creativity 

included: questioning and challenging, making connections and seeing relationships, 

exploring ideas, envisaging what might be, and reflecting critically on ideas, actions and 

outcomes. The five themes that highlight the nature of creativity that emerged from the 

data in Research Question #1 are:  

1. Creativity is process. (main theme) 

2. Creativity is linking discrete ideas.  
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3. Creativity is expression. 

4. Creativity is fostered in a group. 

5. Creativity manifests as something original. 

The connections between these themes and the indicators for student creativity (see 

Appendix F) is illustrated in Figure 14: 
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Figure 14. Graphic Organizer: Research Question #1 
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  In utilizing the indicators for student creativity (see Appendix F) by sharing it 

with the teaching artists at the outset of the case study, the teaching artists were better 

able to identify creative behaviors when they were happening in the workshops, thus 

helping the researcher to address Research Question #1. In the initial interview (see 

Appendix A), the researcher was able to gather information from both teaching artists 

about their individual conceptions of creativity and what they thought it looked like in the 

classroom. After the researcher shared the student creativity indicators with the teaching 

artists, they were able to place their thoughts and ideas about creativity into the context of 

indicators developed by Cochrane and Cockett (2007); they each noted where their ideas 

about what identifies creativity in a classroom correlated with the indicators presented by 

the researcher (See Table 11.) By having a set of terms with which to identify the 

behaviors, the teaching artists and the researcher were able to adapt a common lexicon 

through which they could share what they each saw happening in the classroom 

workshops. 
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Table 11 

Responses from Teaching Artists to Question About Identifying Creativity in Students 

 
Teaching Artist 

 

 
Response 

 
 
 
Teaching Artist A 

 
 
 
When I see my students engaged, focused on what they’re 
doing, it’s creativity, yes, because, they’re interested, but it’s 
when they’re occupied and thinking about it.  
 
I had a student who wanted to make a platypus, a robot, and 
he started to make drawings. He was thinking about it in the 
3rd dimension, how to make it move, the engines inside that 
would make it move. He was trying to think in three 
dimensions from the drawing, all the gears and how they 
would work to make the legs move. It’s when you’re really 
thinking deeper about the idea you had and how to elaborate 
on it. 
 

 
Teaching Artist B 

 
The work might not necessarily reflect a lot of creativity, but 
the children were absolutely in a creative state. You can hear 
it; you can feel it in the room. Nobody’s talking, or if they 
are talking, they’re talking about the work. They were 
sharing questions; we shared the work. There’s a hush. A 
hum. They don’t want to stop working.  
 
As artists, we set the stage for creative behavior and 
creativity. We give them the shape and the structure and the 
environment.  
 
 

During interviews with the teaching artists that followed the portfolio conferences 

with the students (See Appendix C), the teaching artists were able to cite instances when 

they noticed a student engaging in a behavior that was identified as one of the student 

creativity indicators. The indicators gave the researcher and the teaching artists a 

common language to use in making sense of what was taking place in the classroom; they 

also served to create a process wherein the teaching artists became more aware of 

Q: When you see your students being creative, what does it look like? 
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creative behaviors and were able to foster that behavior as it arose throughout the 

duration of the collaboration. The teaching artists informed the case study through a 

process of member checking, in which the researcher was able to present emerging 

themes, check for validity, clarify ideas and themes, and allow for a clearer picture of 

what was taking place in the classroom to emerge (Creswell, 2007).  

The students and teaching artists acknowledged that the portfolio interview 

structure was useful in engaging the students in a focused discussion about their work and 

enabled them to feel more at ease with the interview process, which is part of the 

rationale for utilizing Cappello’s (2005) technique. The students appeared to enjoy the 

researcher’s process of photo-documenting their work and their process during the 

creation of the work as was evidenced by their comments during the portfolio 

conferences (see Table 14). The portfolio conference structure gave the students agency 

in the study; the study thus includes a critical perspective (which empowers and actively 

engages the students) on their thinking processes and creativity rather than depending 

only on the researcher’s perspective on what might or might not have been important to 

the students. By limiting the number of photos presented to the students, the researcher 

was able to have the students focus deeply on what was happening rather than having 

them provide brief opinions or insights on a larger number of photos. 

In Table 12, a list of codes as they appeared in the data were attributed to a series 

of themes, which were then refined and applied to the themes in the creativity criteria 

matrix.  
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Table 12 

Emergent Themes and Associated Axial Codes: Research Question #1 

 
Emergent Theme 

 

 
Associated Axial Codes 

 

 
Creativity is Process 

 
Thinking it through, takes time, trying 
different ideas, adapting an idea 
 

Creativity is Linking Discrete Ideas Combining to make something better, 
imagination, drawing from memory, asking 
questions, hard but not boring, exploring 
your mind, elaborating on an idea 

  
Creativity Manifests as Something Original Copying versus sharing, starting with 

“self,” relative to individual, creating 
 

Creativity is Expression  Feelings connected to ideas, colors as 
mood, show the world, desire for 
connection, relating to an audience, 
freedom in expression, taking risks 
 

Creativity is Fostered in a Group Student driven, sharing, collaborative work, 
giving feedback, taking risks, building 
consensus, desire to share, co-teaching/co-
learning, listening 
 

When comparing these themes to the student creativity indicators (See Appendix F), 

alignment can be seen most clearly with the indicators envisaging what might be, 

exploring ideas, keeping options open, and reflecting critically on ideas, actions, and 

outcomes. In Table 13, the themes from Table 12 are connected to the indicators for 

student creativity (see Appendix F).    
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Table 13 

Themes Related to Student Creativity Indicators: Research Question #1 

 
Student Creativity 

Indicators 
 

 
Subcategories of 

Indicators 
 

 
 

Themes Derived from Data Analysis 
 

 
Questioning and 
Challenging 
 

 
Ask why? How? 
What if? 
Ask unusual 
questions, think 
independently 
 

 
Creativity is linking discrete ideas, 
Creativity manifests as something 
original 

Making Connections and 
Seeing Relationships 

Recognize the 
significance of their 
knowledge and 
previous experience 
 

Creativity is linking discrete ideas 

Envisaging What Might Be Imagine—see things 
in the mind’s eye; 
Visualize 
alternatives 
 

Creativity is linking discrete ideas, 
Creativity manifests as something 
original 

Exploring Ideas, Keeping 
Options Open 

Play with ideas, 
experiment; 
anticipate and 
overcome 
difficulties 
 

Creativity is process, Creativity is 
intrinsically motivating 

Reflecting Critically on 
Ideas, Actions, and 
Outcomes 

Put forward 
constructive 
comments; make 
perceptive 
observations; invite 
feedback 

Creativity is fostered in a group, 
Creativity is expression 

 

After coding the data from student portfolio conferences, teaching artist 

interviews, student writing and artwork, and classroom workshop observations, the 

researcher observed five major themes: creativity is process, creativity is linking discrete 

ideas, creativity manifests as something original, creativity is expression, and creativity is 
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fostered within a group.  In accordance with these five themes, the findings from the case 

study as related to Research Question #1 are as follows:  

1. Students and teaching artists view creativity as a process that is reflexive and 

engaging (Creativity is process) 

2. When reflecting on their work, students and teaching artists see creativity as 

an interplay of ideas and are open to and capable of modifying their ideas to 

achieve creative results (Creativity is linking discrete ideas) 

3. Creative work is relative to the individual and is directly correlated to both 

originality and effort (Creativity manifests as something original) 

4. Students and teaching artists value creativity as a means for both self-

expression and communication (Creativity is expression) 

5. A collaborative environment sets the stage for creative behavior in terms of 

inviting feedback, providing constructive criticism, and sharing ideas 

(Creativity is fostered within a group) 

Table 14 summarizes the five findings throughout the data sources related to Research 

Question #1: portfolio conferences/teaching artist interviews, student writing and 

artwork, and classroom workshop observations. The teaching artist interviews have been 

separated in the table in order to clarify where the quotes originated, though the data may 

have stemmed from an interview with the teaching artists following their participation in 

a student portfolio conference. Data from the teaching artists’ pre and post interviews 

(see Appendix A and Appendix B) are also included in Table 14.  
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Table 14 
 
Summary of the Themes within Data Sources: Research Question #1 

 

 
 
 

Theme 

 

 
 

Student Portfolio 
Conferences 

 

 
 

Teaching Artist 
Interviews 

 

Student 
Artifacts 

(Writing and 
Artwork) 

 

 
Classroom 
Workshop 

Observations 
 
Creativity is 
a process 

 
When you want to do it 
really badly, you try it, but 
it might not look like you 
want, because everyone 
doesn’t draw the same. 
 
During the regular day 
stuff and I’m just walking 
around and I notice 
something, later on in the 
day I think about 
something that looks kind 
of cool, then I mix it 
around in my mind and I 
come up with something 
cool. 
 
When I can play with my 
hands and when I can make 
things, I’m making creating 
and thinking at the same 
time. 
 
 

 
It’s how they do it 
that makes it 
creative. How they 
draw it. 
 
Everything starts by 
building community, 
no? Knowing each 
other, knowing the 
kids, we make many 
brainstorms to 
understand what 
each kids likes and 
we make many 
brainstorms in order 
to uncover a theme. 
When the theme 
arrives, we start 
thinking about 
books, we start 
thinking about 
projects we can do.  

 
Students would 
write and 
revise, thinking 
about how the 
writing/artwork 
might be 
perceived, and 
then make 
changes. 
 
Students kept 
portfolios and 
journals in 
order to track 
their own 
process 
through the 
collaboration. 

 
You would see 
them talk and 
share and watch 
and copy. They 
would copy the 
images. For me it 
was mixing them 
up every class; it’s 
okay, you are 
copying, it’s a 
theme, but they 
are all different. 
They are sharing 
ideas and talking. 
It’s variations on 
the theme, the 
idea. They circle 
around and around 
and then they get 
there. 
 

Creativity is 
linking 
discrete ideas 

You just have to think, 
think, think, straight out of 
your mind. It might be hard 
to get an idea. 
 
You imagine and you put 
stuff together to make a 
different thing. Like the 
things that we’re doing 
now. We had seven stars, 
but some people put them 
together all different. 
 
It’s a lot of using your 
brain. Sometimes it takes 
you a long time to figure 
out what you’re doing and 
how it’s gonna work out. 
Like this one—I had to 
redo it because my first 
idea didn’t work. 

When I see my 
students engaged, 
focused on what 
they’re doing, it’s 
creativity, yes, 
because, they’re 
interested, but it’s 
when they’re 
occupied and 
thinking about it.  
 
You have to ask 
yourself questions. 
But they have to be 
fun questions. 

Students would 
pull in 
knowledge 
from ideas they 
had researched 
on the internet, 
in books, 
etc.,.and 
incorporate 
them into 
projects: 
monster maps, 
constellations, 
stories. 

Connecting ideas 
during the 
workshops; 
questions they 
asked about each 
other and the other 
countries based on 
their own 
experience.  
 
Deciding what 
was important and 
what they wanted 
to know.  
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Creativity 
manifests as 
something 
original 

Something that is not 
boring. Something that 
pops out. Something that is 
abnormal. Something is 
amazing or incredible. 
 
If you’re very creative, you 
invent things. You can 
combine things that you 
like to make something 
better. 
 
You don’t just take 
something and put it on the 
paper. You don’t copy it. 
You do something that’s 
really real. It shouldn’t 
look like something that 
was already made by 
something. It should look 
different than anything 
else. It can have 
similarities, but not be a 
copy. 
 
 

For kids, when they 
do something 
creative…inspiration 
arrives and they 
work with it.  
 

Monster maps: 
contained 
“space” as a 
place, with 
landmarks 
 
Constellations 
of beloved 
things: 
evidence of 
tangible and 
intangible, 
unique and 
original ideas 

Students were 
proud of work that 
didn’t look like 
anyone else’s. 
They enjoyed 
talking about how 
and where their 
ideas came from; 
they demonstrated 
pleasure in 
manifesting the 
original and 
unusual. 

Creativity is 
expression 

I’m creative in art, in 
writing, when I’m telling 
stories like narrative. 
You’re showing what you 
think in your mind and 
putting it on a piece of 
paper and showing it to the 
world.  
 
I just thought about it and 
when I had it in my mind, I 
started trying to get it out. 
Then it turned into that. 
 
 

Other things have 
rules. In creativity, 
you’re free to 
express yourself. 
 
 

Student 
artwork: 
constellation of 
emotions; 
portraits of 
their families; 
portraits of 
themselves as 
aliens 

Students based 
color choices on 
feelings and what 
they wanted to 
show. 
 
Possessive of  
their ideas, but 
willing to allow 
others to offer 
feedback; 
demonstrating 
ownership of the 
work 
 
 

Creativity is 
fostered 
within a 
group 

The kids in Mexico will 
think this looks pretty cool. 
They will want to do the 
same thing, too. They’ll 
like all the colors. 
 
Their stuff looks like our 
stuff, because we were 
both doing the same thing 
except that we were 
drawing what they wrote. 
 
Sometimes when you look 
at somebody else’s work, 

It takes a group. In 
all moments in 
civilization when we 
make collaborative 
work, it fosters 
creativity. If 
teachers are 
involved in that, the 
kids will feel that, 
see that. The roots of 
creativity start in 
those types of 
collaborative 
environments. 

Students 
created 
monster maps 
in small 
groups; 
decided on all 
elements 
together. 
 
Students 
created 
constellations, 
sharing ideas 
with each 

On several 
occasions, 
students were 
passing work back 
and forth, asking 
for feedback, and 
then making 
changes based on 
their peers’ 
suggestions. 
 
Adapting an idea 
was acceptable 
and encouraged; 
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you get ideas for your own 
work. You think of more 
things to make it good. 
 

 
It’s that idea, that 
they can become 
more creative by 
collaborating and 
sharing ideas with 
each other. It also 
fosters respect. Your 
writing can become 
better by hearing 
suggestions from 
others. It’s 
constructive 
criticism and a safe 
space in which to 
share. 

other; 
variations on a 
theme.  
 
Students on 
both sides 
created cards 
for one 
another, 
adapting the 
same themes 
and ideas and 
building on 
them. 

copying 
someone’s work 
was shunned. 
 

 

A description of where and how the thematic findings were seen in the data (portfolio 

conferences, teaching artist interviews, student artifacts, classroom observations) is 

detailed below: 

1. Students and teaching artists view creativity as a process that is reflexive and 

engaging. (Creativity is process) 

This finding is central to Research Question #1 because the other four findings are 

connected as processes of the first. Creativity, as the researcher found during the course 

of this case study, is a series of processes, each cyclically supporting the other. As the 

students collaborated, they developed ways of working and thinking that supported their 

creative development over the course of the ten-week residency. They became more 

comfortable with the process of thinking and acting creatively, which supports 

Burnaford’s (2010) concept of creativity as an “iterative process” that is developed over 

time and with regular practice.  

During one portfolio conference, a student was reflecting on his inspiration for the 

piece of artwork to which he was referring and stated, “During the day, I’m just walking 

around and I notice something. Later on, I am thinking about it, and I think it looks kind 
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of cool, then I mix it around in my mind and I come up with something else cool.” He 

understands his own creativity as a process of thinking, reflecting, and then actually 

creating. Echoing this idea was a statement by one of the teaching artists, who said, “It’s 

how they do it that makes it creative.” The second artist elaborated on this idea further, 

suggesting that creativity as process extends beyond the individual and becomes about 

the idea of learning and collaborating as a whole. The teaching artist stated, “Perhaps it’s 

a first step, in this process, for these kids that have not been exposed to that sort of 

learning. It takes time, but in order to reach a place where creativity comes more easily, 

they have to practice it.” This sentiment is acknowledged by one of the students, who 

summed it up by stating, “You have to think a lot in order to be creative.” 

In Flow, Csikszentmihalyi (1996) defined creativity as a collaboration among the 

individual, the domain or media in which the individual is working, and the field, or 

society, in which the individual’s work is examined and judged. With these elements 

working together, the author further suggested that creativity is a phenomenon that is 

acknowledged over time and that offers influence within the field in which it was 

proposed. This speaks directly to the idea of creativity as a concept that exists on a 

continuum, both within the individual and extending to the learning environment in 

which the student is working. As noted by an Habla student, “You have to play through 

it. You have to think it through.” 

Within the context of an international collaboration in a technological third space, 

the process of creativity was both individual and collective. In working with peers in 

another culture, a new space opened that engaged the students in thinking 

metacognitively about how they were writing and making art, in that their work was 
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shared across a cultural divide. The students were thinking, creating, sharing, reflecting, 

and seeing themselves through the lens of another culture, which in turn informed their 

process of creating.  

2. When reflecting on their work, students and teaching artists see creativity as 

an interplay of ideas and are open to and capable of modifying their ideas to 

achieve creative results. (Creativity is linking discrete ideas.) 

During the classroom observations, the students asked questions of each other and 

responded to the questions they were asked with rich, descriptive answers, often using 

humor, and augmenting with visual art. During a few of the observations, the students in 

the Blue Planet group were documented recreating their international peers’ work, adding 

to it, and subsequently revising in order to keep developing an idea. They were also 

observed recreating ideas in different media: a piece of writing would be translated into a 

drawing or a poem, or serve as the basis for a theatrical tableau. The students appeared to 

enjoy engaging with each other across the cultural boundary to inspire their own creative 

work and respond creatively to that of their peers.  

During one of the portfolio conferences, a student at Habla reflected on the 

mixing of ideas as a means of defining creativity by stating, “You know the game of tag, 

yes? You can combine different games and make one that’s even better. [Creativity] is a 

combination of different things to make something better.” During another conference, 

another student defined creativity in terms of “rules” by stating, “For creative kids, rules 

don’t exist. For math you have rules, but for creativity you can turn rules around or 

change them.” The teaching artists were inclined to see their role in this process as rudder 

132 



rather than steering wheel: “When they are the ones making the connections, it’s easy to 

watch them go with it, see what happens. They’re making their own learning happen.” 

3. Creative work is relative to the individual and is directly correlated to both 

originality and effort. (Creativity manifests as something original.) 

“When you’re stealing ideas, or you’re copying, it’s not good,” noted one student.  

When students were commenting on their work in a portfolio conference, they would 

often remark on the originality of their work, taking pride in the fact that it “didn’t look 

like anyone else’s,” or that “it came out of my imagination.” The connection between 

memory and imagination was also often referenced, in that the students would take prior 

knowledge of what something looked like and adapt the concept into something less 

realistic and more abstract in nature. When reflecting on work done by their peers, 

students were more likely to comment favorably on a piece’s creativity in terms of the 

amount of time they thought a piece of work might have taken to create, or if the ideas 

represented struck the students as unique. As one student stated, “You don’t copy it. You 

have to do something that’s really real. It shouldn’t look like something that was already 

made. It can have similarities, but it can’t be a copy.” The value of the work as creative 

work, as evidenced within the portfolio conferences, was not related to how precise the 

work might look, or how much skill was involved in the creation, but rather how much 

thought and effort the student felt was invested in the work and the originality of the idea 

behind it. One of the teaching artists acknowledged this value in his teaching practice:  

I try not to give them visual examples. I want them to close their eyes and see 

inside their heads. Now, I give them examples of composition, but not the image 
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itself. When it comes from their own imagination, it works better. It’s variations 

on the theme, but they are all different and original in that way. 

This theme relates to the literature surrounding creativity as a process of convergent and 

divergent thinking that results in an original outcome (Cropley, 2001). As stated by 

Chavez-Eakle (2010), “Creativity means bringing into being; it involves the generation of 

new things or ideas, or the transformation of those previously existing” (p. 1). While 

creativity is a process, its value in terms of outcome for the students and teaching artists 

is that the process results in something original.  

4. Students and teaching artists value creativity as a means for both self-

expression and communication. (Creativity is expression.) 

“You’re exploring new things,” one student noted about creativity. “It feels like 

confidence and passion. You get all hyped up like when you get ready to go outside. It 

feels good. Like light colors. Like happy.” This finding was evidenced frequently in the 

portfolio conference data, in that the students themselves placed a high value on 

creativity as a means to express the self—their feelings and thoughts about their world. 

As one student explained, “You’re showing what you think in your mind and putting it on 

a piece of paper and showing it to the world. You have to let it out.” When the students 

were referencing photos in the portfolio conferences and were asked about their thoughts 

and actions, they often noted their mood in relation to whether or not they were in the act 

of creating or making: “When you’re sad, you don’t want to be creative at all. I don’t 

want to play. I just watch other kids. All your colors go blank.” Emotion was often 

connected to the students’ perceptions of their work, mainly in terms of creative 

expression as a means of making their feelings into a tangible expression as a way of 
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processing or understanding. “I just thought about it and once I had it in my mind, I 

started trying to get it out,” a student described.  “It feels good, putting everything you 

were thinking out.”  

  According to Lowenfeld (1957), when children express themselves creatively, 

they are beginning to define their personality and sense of self. This finding suggests that 

by researching what fuels the desire for creative expression and how it is manifested, 

educators can develop an educational paradigm that encourages creativity and empowers 

students to voice creative expression through the arts.  

5. A collaborative environment sets the stage for creative behavior in terms of 

inviting feedback, providing constructive criticism, and sharing ideas. 

(Creativity is fostered in a group.) 

  This finding was derived from all three data sources: observations, portfolio 

conference interviews, and documentation of student work. Within the workshop, several 

field notes identified moments in which students were trading papers, asking each other 

for ideas, and revising their work. There was no external motivation for them to do so; 

there were no grades assigned to their work, nor was the teaching artist asking for 

revisions. The students appeared to be simply enjoying the process of creating and 

collaborating with their peers. The observations and portfolio conferences suggest that 

when students were engaged in arts-integrated activities, they often found a place of 

“creative flow” as described by Csíkszentmihalyi (1996)—or what was referred to by one 

of the teaching artists as the “hum” in the room. For the teaching artists, the importance 

of setting the stage for the students to have an opportunity to find creative flow was 

imperative in both workshop environments. As noted by one of the teaching artists: 
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It’s the idea that they become more creative by collaborating and sharing ideas 

with each other. It also fosters respect. You can get ideas from each other and 

your writing can become better by hearing suggestions from others. It’s 

constructive criticism and a safe place in which to share. 

Within an international collaboration, the process of sharing and collaborating between 

the students is heightened in that there is an innate excitement with sharing creative work 

with someone entirely new. They’re not simply sharing with their own peers within the 

confines of the classroom, but with peers in another country and another culture, thus 

“raising the bar” for the work that is created. The importance of the students’ work was 

demonstrated through observational data; the students often shared their work with each 

other and asked “Do you think they’ll like this?” The students’ excitement at responding 

to the work submitted by their international peers also raised the stakes for the level of 

their subsequent work; the establishment of a connection, of a “real person on the other 

end,” as suggested by one of the teaching artists, was a highly motivating factor for the 

students during the latter part of the study. They began to consider their audience: “Do 

you think this is clear? Will they understand this right?” One teaching artist noted, 

They're always amazed at the answers, the similarities and the differences. They 

don't know what to expect. They have no knowledge of the world, because they're 

kids. They’re young, and they don't know. When they hear back they're like, 

"OMG, they have McDonalds!" If the answer is "no" then it's "OMG, they don't 

have McDonalds!" They're amazed no matter what the answer is, and I find that 

terrific, because they're open to it. 
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One of the criteria for impact, creative risk-taking, was mentioned by one of the teaching 

artists after a portfolio conference in terms of the students’ comfort level within the 

collaborative environment. “It’s difficult with kids, to get them to do something risky for 

them. They don’t like to risk, they don’t like to expose themselves. They don’t want to 

get hurt emotionally, you know?” This suggests that, as a process, creativity, the ability to 

take risks, and the nature of the collaborative environment may evolve over time.   

Findings from Research Question #2. The purpose of this case study was to 

examine what creativity looks like in arts integrated international collaboration and what 

was the impact of an arts integrated international collaboration on elementary school 

students’ creativity when the students were relating and creating through a technological 

third space. Research Question #2 examines impact through the criteria developed in this 

study’s theoretical framework, which includes creative risk-taking, relationship to 

authentic audience, intrinsic motivation, and increased engagement (see p. 12). In 

examining the data (observations, student artifacts, and portfolio conferences/interviews), 

two themes emerged: working in new modes of communication in order to bridge 

cultures, and teaching while learning. These two themes are the basis for the two findings 

related to Research Question #2:  

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

The findings related to these two themes are: 

1. Teaching and learning in the third space becomes a recursive process.  
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The students, engaged in an arts-integrated third space collaboration between two 

diverse cultures, functioned as both teachers of their own culture and learners about their 

peers' culture; conversely, through collaborating and asking questions, they learned more 

about their own culture in order to communicate that information to their peers; thus, the 

process spiraled around. The students served as primary sources of information for one 

another and as both teachers and learners. This process, while ongoing, increased student 

engagement, is intrinsically motivating, developed the students’ relationship to an 

authentic audience, and encouraged them to take creative risks in order to be understood.  

2. Students work in new modes of communication in order to bridge cultures.  

In the international arts-integrated third space collaboration, the students had to 

ask questions to try to understand their peers' perspectives and culture. They had to figure 

out how to make themselves understood, whether through writing or art, because they 

were working with peers in a foreign culture. They were challenged to figure out where 

the similarities were and then to find ways of working within the third space environment 

to bridge the differences in order to understand each other and collaborate. In doing so, 

the students explored both how art supported their communication and how it served as 

another form of communication. This process engaged the students in taking creative 

risks and developing their relationship to an authentic audience, it served to increase 

student engagement, and it is intrinsically motivating. Figure 15 illustrates the 

relationship among the four criteria for impact and the two findings related to Research 

Question #2.  
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Figure 15. Graphic Organizer: Research Question #2 

 

In Table 15, the emergent themes of teaching and learning and new modes of 

communication to bridge cultures are connected to the associated axial codes.  

 

  

139 



Table 15 

Emergent Themes and Associated Axial Codes: Research Question #2 

 
Emergent Theme 

 
Associated Axial Codes 

 

 
Teaching While Learning 

 
Student driven, teacher guides; Exchange 
as inspiration; reciprocal learning; sharing 
culture; exchanging ideas to build  
 
 

New Modes of Communication to Bridge 
Cultures 

Preconceptions about the Other, Desire for 
connection; Art as connection; Desire to be 
understood; Seeing self in the Other 

  
  
  
In Table 16,  the emergent themes of teaching and learning and new modes of 

communication to bridge cultures are connected to the four criteria for impact as seen in 

the literature for the theoretical framework (see p. 12). 

 
Table 16 
 
Themes Related to Criteria for Impact: Research Question #2 

 
Criteria for Impact 

 
Emergent Themes 

 

 
Creative Risk-Taking  
 

 
New Modes of Communication to Bridge 
Cultures 
 

Intrinsically Motivating 
 

Teaching While Learning  
 

Relationship to Authentic Audience 
 

New Modes of Communication to Bridge 
Cultures 
 

Increased Engagement 
 

Teaching While Learning 
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In Table 17, a summary of the two findings are connected to each of the data sources 

(student/teaching artist portfolio conferences, classroom observations, and student 

artifacts). 

 
Table 17 

Summary of the Themes Within Data Sources: Research Question #2 

 

 
 

Finding 

 

 
 

Student Portfolio 
Conferences 

 

 
 

Teaching Artist 
Interviews 

 

Student 
Artifacts 

(Writing and 
Artwork) 

 

 

 
Classroom 
Workshop 

Observations 

 
Teaching While 
Learning 
 

 
“You have to ask yourself 
questions. But they have to 
be fun questions. If you like 
it, they might like it, too.”  
 
“It is creative when we share 
ideas. Sometimes I don’t 
know what to draw, so I use 
half of their ideas and half of 
mine.” 
 

 
“If it’s connected 
to their own 
minds, it’s better 
to start with ‘all 
about myself,’ 
the best part. 
They find the 
similarities to 
each other and go 
from there.” 
 

 
Habla 
students were 
writing to the 
Blue Planet 
students in 
English and 
Spanish. 
They were 
practicing 
their skills in 
English.  
 

 
“I’ll write it in 
English and then 
translate it into 
Spanish. They can 
try to read both.” 
(Quote from Habla 
student while 
creating a wish 
card for Blue 
Planet students.) 

New Modes of 
Communication 
to Bridge 
Cultures 

Their stuff (Habla students) 
looks like our stuff. It was 
creative because we were 
both doing the same thing; 
we were drawing what they 
wrote. Then we did it back.  
 

The session 
where we Skype 
together, you see 
the kids really 
engaged more. 
They want to 
meet them, they 
want to know, 
they want to see 
their faces, their 
curiosity is the 
main thing. 
 

Students 
were 
recreating 
work (both 
written and 
visual) that 
they had 
shared 
through the 
collaboration, 
adding to it, 
and sending 
it back. They 
were finding 
points of 
connection 
and 
elaborating.  

During classroom 
workshops, the 
students would ask 
each other, “Do 
you think they’ll 
understand this? 
Will they know 
what this is?” 
(Researcher notes) 

 

A detailed description of the two findings as related to Research Question #2 is found in 

the following section.  
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1. Teaching and learning in the third space becomes a recursive process.  

The international collaboration element of the workshops allowed the students to take on 

the roles of both student and teacher; they knew that their work would be shared with 

their peers in another country, which encouraged them to share their own perspectives on 

their individual culture, to ask questions, and to invest in the work they were creating, 

because it had a greater purpose. They students wanted to “make sure the kids 

understood” what they were writing, so they asked for clarification on spelling and 

structure and often included illustrations in order to be clear about what they were 

writing. While the students were engaged in the collaboration, they were learning about 

their own heritage and culture, as the students with whom they were connecting were 

asking questions about their lives and experiences. In seeking this information about their 

international peers, they were also looking for both similarities and differences, which 

were the points they used to connect to each other. The differences afforded them an 

opportunity to explain, thus one group of students was effectively teaching the other 

about the unfamiliar culture; the students were the primary source of information for their 

peers about what it was like to live in another country. As they shared information, the 

students, in turn, would ask more questions of each other and a process of teaching, 

learning, and then asking for more information developed. While the teaching artists 

guided the process, the students were in charge of what questions they wished to ask and 

how they would present their own information as a result. The technological third space 

allowed them to see videos and photos and to instantly share images and other creative 

work—a process that would not have been possible without the use of that third space. 

The students were able to share back and forth across classrooms and cultures in ways 
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that enabled them to be virtually, if not physically, present in the collaboration. The use 

of the third space enabled the students to develop a process of teaching while learning 

that was unique within this type of arts-integrated international collaboration.   

The process of teaching while learning was a particularly powerful element of the 

collaboration, in that it also encouraged the students to identify their own stereotypes and 

preconceived notions of other cultures early within the structure of the residency. At the 

beginning of the collaboration, the teaching artist at Blue Planet introduced the students 

to their peers’ school and surroundings through photos and video. Despite the visual 

information, a few of the students in the US made assumptions about the socioeconomic 

status of the students in Mexico. As one American student wrote, “I wish you have 

houses,” and “I wish you have enough food.”  

 

 

Figure 16. A Blue Planet student’s draft of ideas for wishes for the Habla students at the beginning of the 
collaboration: “1. I wish they won’t be poor. 2. I wish you have ice cream! 3. I wish you will be great 
artists! 4. I wish you will have a good home!” 
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It is interesting to note the students’ misconceptions about their peers abroad and ponder 

how those ideas came to bear. If, as suggested by the two organizations, one of the goals 

in doing international collaborations such as this is to overcome stereotypes and allow the 

students to become cultural emissaries through their experiences teaching and learning 

with each other, then examining how to deconstruct these misconceptions before 

inadvertently offending anyone needs to be considered. In a conference with one of the 

teaching artists, the U.S. students’ written implications that the students in Mexico were 

in poverty was noted as “having gone right by them”:  

It went right by them, because that’s not their experience. It never dawned on 

them that the students here would think they were poor. It happened with Mali, 

too. I wonder if it would be the same with other countries. Maybe not Western 

Europe, but certainly Latin America, Africa, and Asia; they assume that that's the 

third world and everyone is poor. It’s part of what it looks like. Overcoming 

stereotypes. The kids learn that there's more out in the world than they thought 

there was. 

In approaching this finding from a critical pedagogical perspective, it would be 

instructive for the teaching artists and the students to include these misconceptions into 

the collaboration as a process of “unlearning” and “relearning” based on the actual 

situations in which the students live. Support for this finding is seen in the literature by 

Gay (2000), who argues for “moving beyond cultural categories to see the 

interrelationship between cultures while maintaining a critical perspective to deconstruct 

and reconstruct common ethnic and gender typecasting” (p. 143).  

2. Students work in new modes of communication in order to bridge cultures. 
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When working within a technological third space, the students were encouraged by the 

teaching artists to explain themselves fully and with detail in both their writing and their 

artwork, with the idea that the students in the other culture would appreciate as much 

information as possible in order to understand and respond to the information that was 

presented. Throughout the collaboration, the Blue Planet students were overheard asking 

one another for feedback on “whether or not the kids will know what this is” and 

“whether or not they will like it.” When creating written work that was to be scanned and 

uploaded to the students at Habla, the Blue Planet students would often accompany their 

writing with an illustration or drawing to facilitate understanding. In return, the Habla 

students wrote in both English and Spanish; they also illustrated their writing when 

communicating with the students at Blue Planet. In the sharing of photos and videos, the 

students were able to see each other, to put names to faces, and to connect those names 

and faces to the writing and artwork. By utilizing a technological third space, the students 

were able to use videos and photos as another means of connecting. They were able to 

see and hear each other, and to feel each other’s presence in a way that was more 

immediate than through an exchange of writing and artwork alone. According to the two 

teaching artists, the highlight of these collaborations is usually the session in which the 

students are able to Skype or video conference with one another in real time. Due to 

scheduling issues, the videoconferencing session did not take place within the confines of 

this case study; however, the use of the technological third space was still paramount to 

the success of the collaboration. It enabled the teaching artists to collaborate instantly, 

sharing ideas and lesson plans through the use of the Dropbox internet file sharing 

program. Video conferences between the teaching artists allowed them to work together 
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and plan in the same time and virtual space. The researcher was also able to take 

advantage of the technological third space through regular Skype videoconferences with 

the teaching artist at Habla, which provided the researcher with an immediate and 

ongoing connection to the workshops taking place in Mexico.  

In supporting the bridge between cultures, the technological third space also 

served as a safe environment in which to collaborate, giving students who might not have 

been able or comfortable enough to collaborate in person the ability to do so virtually. 

Support in the literature for the concept of working within a digital third space to connect 

cultures is seen in the work of McDougall and Trotman (2011), who found that “the new 

digital spaces enable the creation of previously unexplored landscapes for the exercise of 

functional freedom, ambiguity, and informed risk” (p. 281). Through the use of the third 

space, the students are designing the modes of working and connecting with their peers in 

other cultures; they are leading the teaching and learning process and they are the ones 

making meaning of these experiences. The technological third space bridges the cultures 

by enabling the students to learn from one another as a primary source and to reflect on 

their learning within their peer structure. Their “relationship to an authentic audience,” 

which is one of the criteria for impact as defined by the theoretical framework, is one that 

is truly authentic to the students’ experience within the collaboration: peers of the same 

age, in another country, with the same goals to connect, communicate, and learn from one 

another.  

Summary 
 
  Chapter 4 presented a detailed description of the pilot study and how the 

subsequent case study portfolio conference technique was refined as a result, as well as 
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an overview of the methodology, a description of the coding process, and a presentation 

of the five findings that emerged from the data related to Research Question #1:  

creativity is process, creativity is linking discrete ideas, creativity is intrinsically 

motivating, creativity manifests as something original, creativity is expression, and 

creativity is fostered within a group, and two themes related to Research Question #2: 

teaching while learning and new modes of communicating in order to bridge cultures.  

Through a comparison of the student indicators for creativity (see Appendix F), the five 

findings were connected to Research Question #1:  

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

A summary of the five findings as they appeared in the data can be found in Table 12, 

Table 13, and Table 14). They are: 

1. Students and teaching artists view creativity as a process that is reflexive and 

engaging. (Creativity is process.) 

2. When reflecting on their work, students and teaching artists see creativity as 

an interplay of ideas and are open to and capable of modifying their ideas to 

achieve creative results. (Creativity is linking discrete ideas.) 

3. Creative work is relative to the individual and is directly correlated to both 

originality and effort. (Creativity manifests as something original.) 

4. Students and teaching artists value creativity as a means for both self-

expression and communication. (Creativity is expression.) 
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5. A collaborative environment sets the stage for creative behavior in terms of 

inviting feedback, providing constructive criticism, and sharing ideas. 

(Creativity is fostered within a group.) 

For this case study, Research Question #2 was:  

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

The researcher examined Research Question #2 through a comparison of data and the 

criteria for impact as defined by the theoretical framework (see p. 12). Tables 15, 16, and 

17 connect the two findings to Research Question #2, to the data that emerged, and 

finally to the four criteria for impact: creative risk-taking, relationship to authentic 

audience, intrinsic motivation, and increased engagement. The two findings from 

Research Question #2 are:   

1. Teaching and learning in the third space becomes a recursive process  

2. Students work in new modes of communication in order to bridge cultures.   

A full description of the events as correlated to the findings from student portfolio 

conferences, classroom observations, and student artifacts combine to create a complete 

picture, supported by the theoretical framework for evidence of impact as developed in 

the literature.  

  This qualitative case study examined what creativity looks like in an arts 

integrated international collaboration between elementary school students of diverse 

cultures when they are relating and creating through a technological third space; the study 

also examined what the impact on students’ creativity might be while engaged in this 
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type of project. In Chapter 5, the researcher interprets the findings discussed in Chapter 4, 

discusses the implications of those findings, develops conclusions, and offers 

recommendations for future research. In Chapter 5, the researcher also analyzes how this 

case study connects to the larger field of education and what it might mean for teachers, 

teaching artists, students, and arts organizations in the future.  
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Chapter 5 

Discussion and Implications 

  This chapter is an examination of the findings of this study in terms of how they 

are situated within the larger context of educational practice and what the potential 

implications might be for educational policy, as well as an overview of the limitations of 

the study and recommendations for future research. The study of creativity is relatively 

new, as is that of arts integration as an educational practice; thus, a case study examining 

the interactions of creativity, arts integration, and international collaboration within a 

technological third space provides a wide array of questions to be considered for future 

discussion.  

 The two research questions for this qualitative case study were: 

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

The first research question asks what creativity looks like; thus, what are the 

actual, observable phenomena that occur when students are being creative? For this 

question, the researcher utilized a series of Student Creativity Indicators (see Appendix
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F) adapted by Burnaford and staff from the Chicago Arts Partnerships in Education 

(CAPE) based on work done by CAPE/UK and the Center of Research on Education, 

Diversity and Excellence. These indicators examine student behaviors, including 

“questioning and challenging,” “making connections and seeing relationships,” 

“envisaging what might be/what if,” “exploring how to cope with uncertainty,” and 

“reflecting critically on ideas, activities, and outcomes” (Burnaford, 2010; Cochrane & 

Cockett, 2007). In order to answer Research Question #1, the researcher utilized these 

indicators directly in the design of two instruments: a document summary and analysis 

form (see Appendix D), and a classroom observation guide (see Appendix G). The 

indicators were also used to frame the questions for the interview protocols for the 

teaching artists and for the student portfolio conferences.  

 The second research question referred to impact, which the researcher defined by 

examining the literature on arts integration, creativity, third space, and cross-cultural 

collaboration and developing a theoretical framework (see p. 12). The four criteria that 

defined impact for the purposes of this case study were: creative risk-taking, relationship 

to authentic audience, increased engagement, and intrinsic motivation. These criteria 

were included on the document summary and analysis form (see Appendix D) and on the 

classroom observation guide (see Appendix G). The interview protocols for the student 

portfolio conferences and the teaching artist interviews were designed with the four 

criteria for impact. Documents, transcripts, and classroom observations were 

subsequently analyzed for evidence of the four criteria, as well as for the student 

creativity indicators exemplified in Research Question #1.  
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After conducting a ten-week case study at two sites, Blue Planet Writers’ Room in 

South Florida, and Habla: The Center for Language and Culture in Mérida, Mexico, the 

researcher identified five themes based on a qualitative analysis of classroom 

observations, student portfolio conference transcripts, teaching artists interview 

transcripts, and documents from the students, including writing and artwork. For the first 

research question (What does creativity look like when elementary school students of 

diverse cultures are engaged in an arts-integrated international collaboration within a 

technological third space?), the researcher found five themes that emerged from the data:  

creativity is process, creativity is linking discrete ideas, creativity manifests as something 

original, creativity is expression, and creativity is fostered within a group.  From these 

five themes, the researcher developed five parallel findings related to the data themes.  

The five findings are: 

1. Students and teaching artists view creativity as a process that is reflexive and 

engaging. (Creativity is process.) 

2. When reflecting on their work, students and teaching artists see creativity as 

an interplay of ideas and are open to and capable of modifying their ideas to 

achieve creative results. (Creativity is linking discrete ideas.) 

3. Creative work is relative to the individual and is directly correlated to both 

originality and effort. (Creativity manifests as something original.) 

4. Students and teaching artists value creativity as a means for both self-

expression and communication. (Creativity is expression.) 
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5. A collaborative environment sets the stage for creative behavior in terms of 

inviting feedback, providing constructive criticism, and sharing ideas. 

(Creativity is fostered within a group.) 

A discussion of each of these findings and the implications for each follows: 

1. Students and teaching artists view creativity as a process that is reflexive and 

engaging. (Creativity is process.) 

  Based on the results of this study, one of the most important implications stems 

from the finding of creativity as a process that can grow over time. Engaging children in 

the act of self-evaluation, providing them agency within the learning environment, and 

utilizing their ability to perform as co-teachers and co-learners allowed the students to 

flourish and to develop their skills, both in the academic and in the artistic arena. As 

Burnaford (2010) stated, “creativity is an iterative process;” as the students repeat 

activities that support their creative growth, creativity develops and flourishes, much as 

any other skill that needs to be practiced to achieve proficiency (p. 9). Through the 

utilization of portfolio conferences, the researcher uncovered a valuable tool in assisting 

the students to think metacognitively and to develop an awareness of their own creative 

behaviors and thus, creative potential. As the collaboration reached the end of the 

semester, the students became more comfortable with talking about their own processes 

in terms of creative thinking and art-making and would often vie to be included in the 

portfolio conference sessions with the researcher. It appeared that they enjoyed the 

process of contributing and sharing their ideas and that they valued the opportunity to be 

heard. As was hoped, by utilizing the photo interviewing technique with the portfolio 

conference structure, the students’ interest was sustained and they were active 
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participants in the research agenda (Cappello, 2005). It is important to note that the 

researcher discovered that the artifacts independently yielded less information regarding 

evidence of creativity without the element of having the students contextualize and 

interpret the thinking that went into the creation of the artifact; thus the portfolio 

conferences provided the necessary information to contextualize the artifact portion of 

the data collection and was triangulated by the classroom observation data. In preserving 

the observational data through photos, the researcher was able to ask the participants 

what was happening and to examine their perceptions against those of the researcher, 

allowing for a constant member-checking process throughout the study. If other arts 

educators were to engage in a periodic process of conducting portfolio interviews with 

students as a means of assessing students’ achievement, the educators could glean a 

richer picture of what the students are actually thinking and learning and could offer the 

students an opportunity to take a lead role in their own learning. The portfolio conference 

process encourages the students to become partners in the teaching and learning process, 

deciding together what is important, what should be documented, and why.  

An implication for this finding suggests that creativity needs to be reframed 

within the current educational lexicon as a skill that must be identified, encouraged, 

regularly practiced, and documented if students are to develop the creative thinking skills 

needed to thrive in a globalized and technological society. Given the current climate of 

high-stakes testing in the public school system, it would appear that the focus for 

students’ learning is product-, rather than process-, oriented. The nature of creative 

thinking requires that students “look at and think about things differently and from 

different points of view,” “play with ideas, experiment,” and “try alternatives and fresh 
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approaches” (Burnaford, 2010; Cochrane & Cockett, 2007). If an educational system 

values being correct over being creative, students will not learn the necessary skills to 

develop their own capacity to solve problems through innovative means; they will simply 

seek one “right” answer. As stated by the U.S. Department of Education (2014), “The 

strength of the American economy is inextricably linked to the strength of America’s 

education system. Now more than ever, the American economy needs a workforce that is 

skilled, adaptable, creative, and equipped for success in the global marketplace (White 

House, 2014b, para. 1). If we are to reconcile the need for a creative workforce with the 

focus of the current educational system, we need to shift the policies surrounding 

accountability and how we measure student achievement, as they currently are not 

aligned.  

2. When reflecting on their work, students and teaching artists see creativity as 

an interplay of ideas and are open to and capable of modifying their ideas to 

achieve creative results. (Creativity is linking discrete ideas.) 

  The indicators for student creativity (see Appendix F) are a series of criteria that 

help to identify students’ thinking routines when they’re being creative in a classroom 

environment. When the researcher used these indicators during classroom observations 

and then shared her findings with the teaching artists, the process for recognizing and 

supporting creativity was ignited. During a portfolio conference, one of the teaching 

artists noted, “Having the children explain the work lets you into their mind, their 

thinking, and I think it’s important to see where their creativity is in the explanation of 

the work. The thinking might not always be as visible just because their art skills aren’t 

as good.” Making connections, questioning and challenging, asking for feedback, all 
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become acknowledged and identified behaviors associated with creativity; if the students 

are aware of their thinking when they’re exhibiting creative behaviors and the behaviors 

are encouraged by the teacher or teaching artist, all come to see creativity as a way of 

thinking and connecting ideas in order to solve a problem or complete a task. In a 

portfolio conference, one student commented on the idea of connecting and combining: 

“If you’re very creative, you invent things. You can combine things that you like to make 

something better.” During classroom observations (see Appendix G), the students were 

often seen passing their work back and forth to each other, asking for feedback and 

incorporating their peers’ ideas on how to further develop their work. They had not been 

directed to do so by either teaching artist; they were simply seeking feedback in order to 

improve their work. One of the five themes within the student creativity indicators (see 

Appendix F) is “reflecting critically on ideas, actions and outcomes,” under which are 

listed the subthemes of “inviting feedback,” “put forward constructive comments, ideas, 

explanations, and ways of doing things,” and “make perceptive observations about 

originality and value” (Burnaford, 2010; Cochrane & Cockett, 2007). As the students 

were sharing their work, they were engaged in a process of reflecting, adapting, and 

incorporating feedback. As a student noted in one of the portfolio conferences, “If you 

think about it the right way, it’s easy. It’s a lot of using your brain. Sometimes it takes 

you a long time to figure out what you’re doing and how it’s gonna work out.” The 

criteria for impact are also apparent in this finding; in sharing their work and asking for 

feedback, the students are engaging in creative risk-taking. As stated by one of the 

teaching artists, “It’s difficult with kids like this, to get them to do something risky for 

them. They don’t like to risk, they don’t like to expose themselves. Maybe, yes, they 
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come out of the comfort zone once in a while. They don’t want to get hurt emotionally—

you know.” Sharing ideas and asking for feedback suggests that the students are willing 

to engage in a creative, collaborative interplay with their peers in an attempt to achieve a 

creative outcome. Another quote from a teaching artist interview supports this concept: 

“It’s that idea, that they can become more creative by collaborating and sharing ideas 

with each other. It also fosters respect. You can get ideas from each other. Your writing 

can become better by hearing suggestions from others. It’s constructive criticism and a 

safe space in which to share.” 

 One implication for this finding as it relates to the current educational system is 

how we do or don’t encourage students to share their work within a classroom setting. 

When engaged in a traditional academic setting, children are taught not to share ideas and 

that doing so is “copying,” yet when they are allowed to share ideas in the context of 

creative work, they encourage one another’s ideas and design concepts. As a student 

noted during a portfolio conference, “Sometimes when you look at somebody else’s 

work, you get ideas for your own work. You think of more things to make it good.” It 

would be interesting to discover how creative behaviors might change in schools if 

students were regularly encouraged to share ideas, offer feedback, and collaborate with 

their peers to more fully develop their ideas.  

3. Creative work is relative to the individual and is directly correlated to both 

originality and effort. (Creativity manifests as something original.) 

  Keeping students engaged as active partners in their own education means 

offering them agency in assessing their work according to their own values, particularly 

as they relate to creativity and creative thinking. In unpacking the students’ comments 
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during the portfolio conferences, it appears that the students were most likely to view 

their own work as creative when they enjoyed the process of making it and when they felt 

that it was a unique piece of work, i.e., their work didn’t look like any of their 

classmates’ work samples. Eisner’s (1960) comments on creativity as related to context 

give a better understanding of the students’ viewpoint, explaining: 

When we evaluate the art products of school children we cannot use an adult 

standard; we use our knowledge of the individual child and the maturity norm for 

each developmental level. In addition to knowing the maturity level of the child 

that made the product, it is a great asset, if not essential, to know something about 

the social tone of the group of which the child is a part. The various degrees of 

permissiveness or restrictiveness within a group may affect the freedom of the 

child to make a creative product. (p. 40) 

  Meeting the children where they are developmentally and creating a common 

language with them for what creativity looks like and its value within the educational 

setting would position teachers and students for more success in terms of engagement and 

achievement. When students understand what the goals are and what success looks like, 

they are more likely to achieve it. Building creativity as a skill requires that students 

understand that creativity is a skill; it’s not magic, and it’s not innate. Ensuring that both 

teachers and students know what creativity looks and feels like sets the stage for the 

possibility of assessing creative behaviors and building on them over time. 

4. Students and teaching artists value creativity as a means for both self-

expression and communication. (Creativity is expression.) 
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  According to Lowenfeld (1957), when children express themselves creatively, 

they are beginning to define their personality and sense of self. This finding suggests that 

by researching what fuels the desire for creative expression and how it is manifested, 

educators can develop an educational paradigm that encourages creativity and empowers 

students to voice creative expression through the arts. As a finding, it has particular 

relevance in terms of the current educational climate in the United States, which is 

focused on the use of standardized testing in order to gauge achievement. As with the 

first finding, which identified creativity as a process that is reflexive and engaging, 

students need the time and the ability to practice their creative skill building, as this 

supports their growth not only intellectually, but also intrapersonally and interpersonally. 

Intrapersonal skills, such as “adaptability” and “self-management/self-development “are 

talents or abilities that reside within the individual and aid him or her in problem solving” 

(National Research Council U.S. Committee on the Assessment of 21st Century Skills, 

2011, para. 1). Interpersonal skills are those that relate to an individual’s ability to 

communicate, understand social contexts, and effectively work with others (National 

Research Council U.S. Committee on the Assessment of 21st Century Skills, 2011). 

Within this case study, the students’ creative abilities were impacted both interpersonally 

and intrapersonally, in that while they were building their personal skills to in order to 

better express themselves creatively to their peers, they also used the collaborative third 

space environment to make meaning out of their creative experiences as a group. 

Vygotsky (2004) supports the notion of imagination as a developmental process that is 

explored through social interaction; this concept was integral to the students’ personal 

creative expression and their ability to make meaning of their experiences 

159 



collaboratively. Creative expression as a means of building students’ sense of self and 

their ability to connect and communicate effectively and thoughtfully with the world 

around them is crucial to developing young people’s ability to thrive in the future.  

5. A collaborative environment sets the stage for creative behavior in terms of 

inviting feedback, providing constructive criticism, and sharing ideas. 

(Creativity is fostered within a group.) 

As suggested in the discussion of findings one and two, creativity is a process of 

thinking, connecting, and adapting ideas, expressing individuality, collaborating, and 

reflecting critically. The environment in which these behaviors can be fostered must be 

one in which the students have voice and agency and in which they feel they can openly 

and honestly communicate. While the classroom itself functioned as one collaborative 

environment for the student at each site, the third space, or intermediary between the two 

groups of students and between the two teaching artists, became another collaborative 

environment for the students and teaching artists to connect, to share ideas, and to 

provide each other feedback. In an international collaboration such as the one in this case 

study, technology is crucial to the connection and the interplay of ideas. Being able to 

share work instantly through Dropbox, to video conference via Skype, and to capture 

students’ greetings, questions, and feedback via video and subsequently share them via 

YouTube allowed the teaching artists and the students to collaborate in a way that would 

not have been possible without the immediacy of a technological third space. One of the 

teaching artists expressed this view:  

The use of Dropbox, I think, is kind of key. If I look at the internet as the place 

where the connection happens, then yes…the primary connection does happen in 
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the third space. It has to. We meet in the third space. Dropbox exists in the third 

space so we can share files and work and access in that way. We couldn't do that 

in real time. We'd have to mail things back and forth and it would take forever. I 

can upload things at two o’clock and at three o’clock, he can show it to his 

students. It’s the third space that makes that work. 

The use of the technological third space as contributing to the nature of the creative 

environment was acknowledged by one of the teaching artists:  

The third space concept provides a place that can be infused with both cultures 

but at the same time, it allows the students to step outside those cultures a little bit 

and view what’s going on in both places. It opens up a place for them to interact 

in the world that didn’t exist before, because of space and distance and time. It 

gives them a place where they can see each other and collaborate in real time, 

they can share work. They can do all sorts of things together that wouldn’t be 

possible in any other way. 

The third space, or intermediary between the two groups of students and between the two 

teaching artists, became another collaborative environment in which the students and 

artists could connect, share ideas, and provide each other with feedback. It extended the 

classroom and the learning space into another, hybrid space shared between both cultures. 

In Third Space: Where Learning Matters, authors Deasy and Stevenson (2005) refer to 

the third space as a space that opens between artist and artistic medium as the artist draws 

on the possibilities inherent in each to create a new space of possibility and exploration. 

In utilizing technology in an international collaboration such as this, the teaching artists 
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and students are engaging in creating the same concept of hybridity, which, as in Deasy 

and Stevenson’s definition, opens a new space for creative possibility.  

The technological third space is also a safe environment in which to collaborate, 

as the technology serves to mediate the connection between peers; the third space, while 

also serving as a primary connection for the two groups, allows students who might not 

be able or comfortable enough to collaborate in person the ability to do so virtually.  

McDougall and Trotman (2011) found that “the new digital spaces enable the creation of 

previously unexplored landscapes for the exercise of functional freedom, ambiguity, and 

informed risk” and that by using digital spaces as a means of promoting creativity, 

teachers are able to function less as classroom experts and more as classroom guides, 

because students become more motivated to take ownership of their learning, make 

meaning of their experiences, and reflect on their learning within their peer structure, 

which includes the authentic “digital” audience (p. 281).  This practice also necessitates 

the teachers’ willingness to relinquish control of the classroom; while this might be a 

challenge for some educators, the researchers found it an imperative in fostering the 

students’ creativity. The researchers posited that these specific implications—risk-taking, 

ownership of work, and heightened engagement—need not only apply to the use of 

digital space in fostering creative learning; they suggest there are applications for 

implementing these pedagogical tenets across the curriculum, as well. McDougall and 

Trotman’s (2011) work underscores two of the criteria for creative impact embedded in 

this case study: creative risk-taking and increased engagement. In utilizing a 

technological third space as a portal for connection and collaboration, the students are 

able to gain agency in their education, as well as develop their skills for creativity.  
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Another implication for the continued use of international collaborations as an 

educative tool is found in how the students and teaching artists developed a balance of 

power within the classroom. The international collaboration aspect allowed the students 

to take on the roles of both student and teacher; they knew that their work would be 

shared with their peers in another country, which encouraged them to share their own 

perspectives on their individual culture, to ask questions, and to invest in the work they 

were creating, as it had a greater purpose. The students wanted to “make sure the kids 

understood” what they were writing, so they asked for clarification on spelling and 

structure, often including illustrations, in order to be clear about what they were writing. 

In providing them with an authentic audience for their learning, the collaboration gave 

real world meaning to the learning.  

In expanding on this type of work for the educational field at large, the 

implications for creating a framework and structure for how an international 

collaboration between diverse cultures and within a technological third space can occur 

more frequently. Developing criteria for what teachers and teaching artists need to know 

in order to embark on a collaboration of this nature is necessary before more work of this 

kind can flourish. Professional development for teachers and teaching artists that 

incorporate the notion of creativity as what Burnaford (2010) termed an “iterative skill” 

that is developed over time, as well as looking at what might be possible for students in 

terms of impact on their creative abilities: creative risk-taking, building a relationship to 

an authentic audience, intrinsic motivation, and increased engagement. The implications 

for developing international collaborations between students across the globe are 

extraordinary; offering young people the ability to learn about other cultures from a 
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primary source rather than a textbook or a movie presents a more dynamic way of 

engaging with the world that is more in keeping with what students will encounter as they 

grow and enter the workforce. Real, meaningful interactions with children in other 

countries and cultures afford students the opportunity to see one another not as “Other,” 

but as colleagues and collaborators. Greene (1995) explored the idea that art serves as a 

bridge between cultures, between imagination and empathy, and allows us to experience 

the human condition as a whole. Greene (1995) states that “Oftentimes the extent to 

which we grasp another’s world depends on our existing ability to make poetic use of our 

imagination” (p. 4). 

  The second research question examines impact as defined by the literature in 

theoretical framework, including creative risk taking, relationship to authentic audience, 

intrinsic motivation, and increased engagement (see p. 12). 

Research Question #2 for this case study is: 

2. What is the impact of an arts-integrated international collaboration in a  

technological third space on culturally-diverse elementary school students’  

creativity? 

The researcher found two themes emerging from the data: teaching while learning, and 

new modes of communicating to bridge cultures. The findings from these two themes are: 

 1. Teaching and learning in the third space becomes a recursive process.

 (Teaching While Learning)  

2. Students work in new modes of communication in order to bridge cultures. 

(New Modes of Communicating to Bridge Cultures)   

A discussion of each of these findings and the implications for each follows: 
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1. Teaching and learning in the third space becomes a recursive process. 
 

 As the students connect and communicate with one another through a 

technological third space in an international collaboration, they are serving as amateur 

ambassadors. They are forming the knowledge base that the students with whom they are 

communicating will come to know and accept as indicative of that culture. In asking 

questions of each other such as "What are your hobbies? What do you like about where 

you live?" and "What are your favorite foods?" they are seeking information that will 

both serve to underscore the similarities between the cultures, and allow the students to 

recognize that they are not so different from their peers in another culture. The 

differences in their answers provide the basis for ongoing curiosity, and more questions 

encourage more discourse and a deeper learning experience. Far from a textbook learning 

experience, students in an international collaboration within a technological third space 

can learn from each other as primary and immediate sources. They can ask questions that 

are important to them and to their understanding of the world. Teaching one another 

about their respective cultures from a personal perspective enables the students to 

develop their global awareness and tolerance for diversity in a uniquely personal way. 

The students not only know something about their peers’ country, they know someone in 

that country- someone who is similar to them and with whom they have shared 

information about themselves and their world. In reaching out to learn about another 

culture from someone who lives in that culture, the students are sharing their own 

experiences as teachers and asking questions as learners. They have to understand who 

they are, where they come from, and the things that are unique about a culture that they 

have never questioned or given much thought to. In understanding from their peers that 
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cultures differ, and that the routines and rituals from one country may not be shared by 

another, the students' eyes are opened to a world much bigger than the one they might 

previously have known. As stated by one of the teaching artists in the case study, "It’s 

their curiosity, yes? That makes these exchanges so exciting? They want to see the faces, 

to know them.” This process of teaching about their own culture while learning about 

another is recursive, in that as it repeats, one process supports the other. As the students 

learn from one another, they compare notes and ask questions about their own culture (as 

they must explain it to their peers) as well as asking questions about the foreign culture. 

They are deciding what is meaningful, what is interesting, and how the flow of 

communication should happen. The teaching artists in this case study served to guide the 

connection by creating parallel activities for the students throughout the duration of the 

collaboration, but it was the students who chose the content and the questions. In 

allowing them to decide what to ask, what was important, and how to respond, the 

students became the lead agents in their own education. 

An implication for this finding could include a reframing of multicultural 

education within the United States that would engage the students in learning from one 

another as primary sources through a technological third space. Schoorman (2000) states 

that a truly “internationalized” approach to teaching actively engages students in the 

educational process and enables them to serve as change agents in their own right. An 

internationalized approach to multicultural education is one in which the curriculum is 

authentically multicultural, which, as Schoorman (2000) points out, is more often the 

exception than the rule.  
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A second implication for this finding is that it supports the best practices of an 

arts-integrated approach to teaching as well as a multicultural approach. Burnaford et al. 

(2001) discuss the idea of students and teachers sharing the responsibility of teaching and 

learning while engaged in arts integration. The approach in the arts-integrated classroom 

is one that is guided, rather than led, by the teacher, but one in which the students have 

agency in directing their education, deciding what is important, and making meaning out 

of their learning. In an arts-integrated international collaboration in a technological third 

space between students of diverse cultures, the opportunities students have to teach each 

other, teach the teacher, and be active members in shaping the curriculum are plenty.  

2. Students work in new modes of communication in order to bridge cultures. 
 
  When students of diverse cultures are connecting and creating in an international 

collaboration within a technological third space, they need to be creative in order to think 

about how they can communicate when a language or other barrier is present. They must 

consider the perspectives of their peers and whether or not the information they are trying 

to provide will be clearly communicated and understood. They must consider how 

images and artwork might be used to help convey meaning. In short, they must construct 

new modes of communication that will allow them to bridge the cultural gap and enable 

them to connect with their peers.  

 When learning to write, students are often charged with the concept of making the 

audience envision what they are writing about, or making their writing so clear and so 

detailed that the reader can picture in his or her mind the ideas about which the student is 

writing. In utilizing a technological third space, the students can communicate not only 

through the written word, but also through images and video. When language alone might 
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be challenging as the only means of communication, students with the ability to connect 

through a technological third space can support their collaborative work with images, 

video, art, music, and sound. The ability to videoconference allows the students to talk to 

each other, and if language is not easily understood, the students can perform for one 

another. Art, rather than language, can become the medium that supports the connection 

in the third space. The students’ creative abilities are challenged by working in these new 

modes of communication. They have to think about communication in ways that 

transcend language, develop their visual literacy, and consider how art might be used as 

another form of language in itself. 

An implication for this finding is the need for students to utilize technology in real 

world applications in order to support their ability to work and succeed in a globalized 

world. If, as Anderson-Levitt (2008) posits, the world is becoming smaller through a 

process of globalization, students will need to be able to access and work in technological 

third space environments throughout their educational careers in order to better 

collaborate with their eventual international colleagues. The students’ abilities to 

communicate in a third space with international peers through videos, video 

conferencing, file sharing, and photos supports and furthers their global awareness, 

cultural diversity, tolerance, and understanding.   

A second implication for the need to have student work with new modes of 

communication with their international peers is that it supports the breaking down of 

stereotypes about other countries and cultures. Students who connect and communicate 

with other cultures must immediately confront their preconceived notions and move 

beyond them in order to have a respectful and authentic exchange.  If one of the goals of 
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international collaborations is to create global awareness, tolerance and diversity, there 

can scarcely be a more effective way to do so than to directly introduce the students to 

one another and allow them to develop a friendship. Unfortunately, the real-time 

videoconferencing session that was slated to take place within this case study did not 

occur, as it would hopefully have provided valuable data in terms of understanding the 

nature of the collaboration through a technological third space. Future research into these 

type of learning structures that incorporate this element will be needed in order to more 

deeply understand the guiding questions.  

As outlined in the 2010 address by Sandra Ruppert (the director of Arts Education 

Partnership) entitled “Creativity, Innovation, and Arts Learning: Preparing All Students 

for Success in a Global Economy,” the United States’ ability to succeed economically is 

predicated on its ability to produce well-educated, creative thinkers who are able to solve 

problems and develop a sense of understanding of themselves as global citizens. In 

attempting to reach these goals, the implication for including the arts and international 

collaborations through technological connectivity as a regular part of the curriculum is 

clear.  

Future Research 

  As previously noted, ongoing studies in the field of creativity, its impact within an 

educational context, and how this might relate to both arts integration as a pedagogical 

approach and to international collaboration as a means of developing student engagement 

and increasing achievement would be of significant benefit to an educational community 

concerned with preparing young people to compete in a global economy. Increasingly, 

students are expected to understand and interpret a multitude of new literacies and to be 
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able to digest and subsequently apply information that is presented through various 

formats. Developing new understandings of creativity, as well as means and ways of 

documenting and assessing creative process and product within an educational context, 

should be of paramount interest in terms of adapting educational policy to meet the needs 

of students that will come of age in an increasingly technological society.  Relating to and 

working with their counterparts in other countries and other cultures will become 

increasingly important for our students; thus, future research into these areas would be 

beneficial.  

In terms of future research, it would be interesting to see how the findings from 

this qualitative case study would benefit future studies in developing trustworthiness, 

defined by Lincoln and Guba (1985) as credibility, transferability, dependability, and 

confirmability. In establishing trustworthiness, the findings from this case study need to 

be examined in comparison to future studies; termed as “prolonged engagement” by 

Lincoln and Guba (1985), more research over a “sufficient length of time” needs to be 

done in order to fully understand “the culture, social setting, or phenomenon of interest” 

(p. 74).  

The portfolio conference structure utilized in this case study is also worthy of 

future research. Eisner and Barone (2012) state, “As the methodology for the conduct of 

research in the social sciences expands, a greater array of aptitudes will encounter forms 

that are most suited to them” (p. 168). Cappello’s (2005) photo interviewing technique, 

combined with the portfolio conference structure designed by Burnaford, Scripp, and 

Paradis (2012), is a new method of conducting research; however, “as the character of 

forms for arts based research expand, so too, will it afford individuals with new 
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opportunities to use forms that were previously not thought of as being relevant as a 

research tool. This should ‘democratize’ research efforts so that not everyone needs to 

walk down the same yellow brick road” (Eisner & Barone, 2012, p. 168-169). Arts-based 

research must be simultaneously rigorous and encompassing of new forms and structures 

of making meaning. As research in the arts evolves, ways of documenting phenomena 

that are representative and personal to the participants while also establishing validity are 

needed. The portfolio conference protocol in this case study is recommended for further 

research in the field of creativity and arts-based learning.  

  Another point for future research as mentioned in the other findings would be the 

investigation of students’ preconceived notions about their peers’ socioeconomic status 

and whether that is related specifically to where they live now and the climate of cultural 

diversity, or if this is related to how young people who lack experience in global 

interaction might automatically view their peers abroad as “the Other.” Sleeter (2004) 

posits that “multicultural teacher education should help students name and actively 

challenge forms of injustice, not just recognize and celebrate differences” (p. 123). While 

the goals of international collaborations are often to accomplish what Sleeter suggests, 

more research is needed to understand how and why students arrive at these 

misconceptions and how educators can better prepare them to interact with their peers 

prior to undertaking an actual collaboration. 

Conclusions 

In trying to examine the impact of arts-integrated experiences on culturally 

different students’ creativity within a technological third space, the most useful data 

sources proved to be the portfolio conferences conducted with the students, as they 
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provided the researcher with a personal analysis of what creativity and learning looked 

like to the students themselves, what was important to them, and how this process might 

be adapted across classrooms to provide rich documentation and assessment practices. 

 Classroom observations and member-checking the portfolio conference data 

intertwined with the teaching artist interviews offered validity in the findings of impact as 

they related to the themes of the theoretical framework: student engagement, creative 

risk-taking, intrinsic motivation, and relationship to an authentic audience.  This case 

study reveals definite potential for the use of arts integrated pedagogy and international 

collaboration as a means for enhancing creative learning within the K-12 environment; 

the lack of which was discussed in the statement of the problem for rationale behind the 

implementation of this case study. Generalizability within the findings may be difficult to 

prove; a feature of both the limitations and delimitations of this case study is the fact the 

two organizations have been partnered over a period of years, are utilizing the skills of 

teaching artists who are well-versed in arts integration, and who are not confined to a 

standard public school schedule and structure. 

Recommendations 

Renowned educator and creativity expert Sir Ken Robinson (2009) stated, “The 

fact is that given the challenges we face, education doesn’t need to be reformed—it needs 

to be transformed. The key to this transformation is not to standardize education, but to 

personalize it, to build achievement on discovering the individual talents of the child, to 

put students in an environment where they want to learn and where they can naturally 

discover their true passions” (p. 238). In the wake of NCLB in the United States, the 

effect of an educational policy dictated by high-stakes testing, accountability policy, and 
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basic skills resulting in a reduction in arts education has left students without the skills 

needed to compete in a global economy. The industrial age, which for so long has 

dictated the ways and means of public education in the United States, has passed; the 

world is becoming smaller and more connected through the continually advancing field 

of technology. The world market trades in information, ideas, and networks; students 

need to be able to analyze a problem, develop potential solutions, and collaborate across a 

variety of networks and groups to work toward implementing them. Gardner (2007), a 

leading researcher in the field of multiple intelligences, notes: 

In the United States, there have been plenty of lessons over the years about 

creativity on the streets and in the media. Creativity is an easier sell here than in 

other nations. The job of schools, accordingly, is not so much the inculcation of 

creativity, but rather its protection. Educators protect creativity by encouraging 

multiple approaches to an assignment, asking students to explain their apparently 

flawed responses, rewarding those who make mistakes but then learn from them. 

(p. 16) 

There is a paucity of research that examines the relationship of creativity to arts-

integrated international collaboration. If the case can be made that arts integration, 

creative learning, and cross-cultural collaborations all combine to increase students’ 

engagement, intrinsic motivation, and creative risk-taking and to offer an authentic 

audience in a global context, then the implications for incorporating all of these elements 

into a body of research should prove to be compelling. Organizations such as Blue Planet 

Writers’ Room, Habla, CAPE (Chicago Arts Partnerships in Education), CapeUK 

(Creative Partnerships in Education/United Kingdom), and Kids Own, in Sligo, Ireland, 
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are engaged in this type of work; it is anticipated that their ongoing research will be of 

immense value as the field advances.  
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Appendix A 
Teaching Artist Interview Protocol: Initial Interview 
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Teaching Artist Interview Protocol: Initial Interview 

Guiding Research Questions: 

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

Title of study: Creativity in an Arts Integrated Third Space: A Case Study of Elementary 

School Students in International Collaborations 

Name of interviewer: 

Name of interviewee and position: 

Place:    Date:   Starting time:   Ending time: 

Intro: This interview is part of a study I am conducting for my dissertation. I’m interested 

in your thoughts and experiences focusing on student creativity, arts integration, and the 

use of a technological third space. Thank you for sharing and participating. This 

interview is confidential; your name will not appear in any of the project reports. May I 

have your permission to record this interview for transcription purposes? Thank you. Our 

interview will end at ___.  

 Interview questions: 

1. Tell me a little about your teaching style.  

 a. Tell me about your favorite art form. What is exciting to you about it? 

2. How do you define creativity? (RQ1) 
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3. How would you describe what creativity looks like in your students’ work? (RQ1) 

 a. Specifically in their artwork? (RQ1) 

 b. Specifically in their writing? (RQ1) 

4. What you see your students being creative, what does that look like? (RQ2) 

5. Tell me about using arts integration in your own teaching practice. (RQ1, RQ2)  

6. Tell me about using a technological third space (such as a webzine, Skype, or 

YouTube) in your teaching practice. (RQ1, RQ2)  

7. In your opinion, what might a technological third space do for students’ creativity?  

    (RQ1, RQ2) 

8. What else do I need to know about your practice or your students to help me 

understand this topic? 

Closing: Thank you for talking with me. This information will remain confidential. If you 

wish, I am happy to email you a copy of the transcript for posterity. Is there anything that 

you’d like to add that might help me with this project? May I contact you again if I have 

follow-up questions? 

 

Foundational Literature for Interview Questions: 

Question 1 – Warm-up question 

Question 2, 3, 4 – Based on literature from “Creativity” by Mihaly Csikszentmihalyi, 

Harper Collins: New York. 1996; and “Building a Creative School” by Pat Cochrane and 

Mike Cockett, Trentham Books: Sterling, UK. 2007. 
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Question 5- Based on literature from “Renaissance in the Classroom: Arts Integration and 

Meaningful Learning” by Gail Burnaford, Arnold Aprill, and Cynthia Weiss, Erlbaum: 

New Jersey. 2001. 

Question 6, 7- Based on literature from ‘Third Space: When Learning Matters” by 

Richard Deasy and Lauren Stevenson, Arts Education Partnership: Washington, D.C. 

2005; and “Building a Creative School” by Pat Cochrane and Mike Cockett, Trentham 

Books:     

 Sterling, UK. 2007. 

Question 8 – Follow up question 
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Appendix B 

Teaching Artist Interview Protocol: Habla Follow-up Interviews 
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Teaching Artist Interview Protocol: Habla Follow-up Interviews 

Guiding Research Questions: 

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

Title of study: Creativity in an Arts Integrated Third Space: A Case Study of Elementary 

School Students in International Collaborations  

Name of interviewer: 

Name of interviewee and position: 

Place:    Date:   Starting time:   Ending time: 

Intro: This second interview is part of a study I am conducting for my dissertation. After 

having participated in this study for several weeks, I’d like to look at some of the photos 

and student artwork with you and ask for your thoughts and ideas about your students’ 

creativity. Thank you for sharing and participating. This interview is confidential; your 

name will not appear in any of the project reports. May I have your permission to record 

this interview for transcription purposes? Thank you. Our interview will end at ___.  

*Photos will be emailed to participants prior to scheduled interview. 

 Interview questions: 

1. Tell me a little about what’s been happening in your classroom.  

181 



2. I’d like to look at some of your students’ writing and artwork with you. Can you tell 

me what’s happening in this photo? (RQ1 & RQ2) 

 a. Does anything strike you as especially creative? How so? (RQ1)  

 (Question 2 will be repeated for a curated series of photos/pieces of student work.) 

3. The last time we spoke, you mentioned X (comment regarding creativity, third space, 

and/or arts integration). Can you tell me a little more about it? (RQ1, RQ2) 

 a. Have your thoughts changed at all? If so, how?  

4. Anything else I should know about your experiences in this project thus far? 

Closing: Thank you for talking with me. This information will remain confidential. If you 

wish, I am happy to email you a copy of the transcript for posterity. Is there anything that 

you’d like to add that might help me with this project? May I contact you again if I have 

follow-up questions?  

Foundational Literature for Interview Questions: 

 Question 1 – Warm-up question 

Question 2 – Based on Photo Interviews: Eliciting Data Through Conversations with   

  Children, by Marva Cappello, Sage: New York. 2005; Visible Thinking: Harvard  

 Project Zero. (http://pzweb.harvard.edu/Research/VisThink.htm) and “Building a 

Creative School” by Pat Cochrane and Mike Cockett, Trentham Books: Sterling, UK. 

2007. 

Question 3, 4- Follow up questions  

182 



Appendix C 

Interview Protocol for Student-Teaching Artist Portfolio Conferences 
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Interview Protocol for Student-Teaching Artist Portfolio Conference Photo Interviews 

Guiding Research Questions: 

3. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

4. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

Title of study: Creativity in an Arts Integrated Third Space: A Case Study of Elementary 

School Students in International Collaborations 

Name of interviewer: 

Name of students: 

Name of Teaching Artist: 

Place:    Date:   Starting time:   Ending time: 

 

Intro: Hi, I’m Susan Hyatt and I am a student at Florida Atlantic University. This 

interview group is part of a research project to help adults understand what kids think 

about when they’re being creative, writing and making art, so I’m going to ask you and 

your friends some questions about what you’ve been doing in your workshop and what 

you think about it. This is not a test. There are no right or wrong answers and no trick 

questions. If you don’t know the answer to a question, just tell me so I can try to make it 

clearer, or I’ll repeat it. I’m interested in your thoughts and ideas, so I appreciate you 

taking the time to share with me. Any questions before we get started? 
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Portfolio Conference Section I:  

(No comments from the teaching artist are allowed throughout this session.) 

For the student’s own work: (All questions related to RQ1 & RQ2) 

1. Tell me about this piece of work. What is happening here? 

2. Do you remember what you were thinking about when you made/wrote this? 

3. How did you use your imagination when you made this? 

4. Was this work easy or hard to make? Can you tell me why? 

5. Did this work turn out the way you thought it would? Why or why not? 

6. What do you think other students will think about it? 

7. If you could, would you change it or add to it? If so, how and why? 

For work created by the students’ peers: (All questions related to RQ1 & RQ2) 

1. Tell me about this piece of work. What is happening here? 

2. Is there anything creative about this piece of work? Can you tell me why or why not? 

3. What do you think the artist/author was thinking when he/she made this? 

4. What makes you say that? 

End: Do you have any questions for me? Thank you so much for taking the time to share 

with me.  

*Interview Questions are adapted from Visible Thinking: Harvard Project Zero.  

 (http://pzweb.harvard.edu/Research/VisThink.htm). 

**Interview Introduction Script adapted from “PAIR SAIL Interviewer Guidelines” by 

Dr. Gail Burnaford and Dr. Scripp, 2012.  
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Part II: Portfolio Conference with the Teaching Artist: 

(Students are no longer present.) 

1. What did you notice about the work that the students shared in the portfolio 

conference session? (RQ1 & RQ2) 

2. What did you notice about the students’ comments on their own and their peers’ 

work? (RQ1 & RQ2) 

3. What did you learn about your students from their remarks in the portfolio 

conference that you might not have known from previous observation during the 

class activities? (RQ1 & RQ2) 

4. How do you think this might impact your teaching practices as you move 

forward? 

Questions  1, 2, 3 – Based directly on the PAIR Portfolio Conference Post-Session 

Teacher-Teaching Artists Question Protocol, by Dr. Gail Burnaford, Dr. Scripp, and 

Laura Paradis, 2012.  
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Appendix D 

Document Summary and Analysis Form 
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Document Summary and Analysis Form 

Title of study: Creativity in an Arts Integrated Third Space: A Case Study of Elementary 

School Students in International Collaborations 

Name of Document:    Student Work Sample  Date received/picked up: 

Questioning 
and 
Challenging 

Making 
Connections 
and Seeing 
Relationships 

Envisaging 
What Might 
Be 

Exploring 
Ideas, 
Keeping 
Options Open 

Reflecting 
Critically on 
Ideas, Actions, 
and Outcomes 

Ask why?, 
how?, what if?  

Recognize the 
significance of 
their knowledge 
and previous 
experience 

Imagine – see 
things in the 
mind’s eye 

Play with 
ideas, 
experiment 

Review 
Progress 

Ask unusual 
questions 

Use analogies 
and metaphors 

See 
possibilities, 
problems and 
challenges 

Try 
alternatives 
and fresh 
approaches 

Ask ‘is this a 
good…?’ ‘is 
this what is 
needed?’ 

Respond to 
ideas, 
questions, 
tasks or 
problems in a 
surprising way 

Generalize from 
information and 
experience, 
searching for 
trends and 
patterns 

Ask, what if? Anticipate and 
overcome 
difficulties, 
following an 
idea through 

Invite feedback 
and incorporate 
this as needed 

Challenge 
conventions 
and their own 
and others’ 
assumptions 

Re-interpret and 
apply their 
learning in new 
contexts 

Visualize 
alternatives 

Keep an open 
mind, adapting 
and modifying 
their ideas to 
achieve 
creative results 

Put forward 
constructive 
comments, 
ideas, 
explanations, 
and ways of 
doing things 

Think 
independently 

Communicate 
their ideas in 
novel or 
unexpected 
ways  

Look at and 
think about 
things 
differently and 
from different 
points of view 

 Make 
perceptive 
observations 
about 
originality and 
value 

 

Summary of document: (Description; Evidence Related to Student Creativity Indicators) 
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(Back) 

Evidence of Impact:  

 Student 

Comments: 

Teaching Artist 

comments: 

Researcher 

comments: 

Risk taking: 

 

 

   

Intrinsic Motivation: 

 

 

 

 

  

Relationship to Authentic 

Audience 

 

   

Increased Engagement: 

 

 

 

 

  

 

Brief Content Summary: 

 

 

*Based on literature from Creswell, J. (2007). Qualitative inquiry & research design: 

Choosing among five approaches. Thousand Oaks, California: Sage Publications; and 

CAPE Veteran Partnerships: Student Creativity Indicators by Burnaford, (2007).  
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Appendix E 

Document and Summary Analysis Form: Examples of Student Artifacts 
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Document Summary and Analysis Form: Examples of Student Artifacts 
 

 
 

Description: Blue Planet student’s “Constellation of Beloved Things.”  
 
Indicators of Creativity: Making Connections (using analogies/metaphors), Exploring  
 Ideas  
 
Evidence of Impact: Increased Engagement  

(Researcher notes: Student added a “story legend” to the project that was not part  
of the lesson plan.) 
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Appendix E: (continued) 
 

Document Summary and Analysis Form: Examples of Student Artifacts 
 
 

 
 

 
 

Description: Habla Students’ Map of Monsters – created at the end of the collaboration 
 
Indicators of Creativity: Envisaging what might be, Exploring ideas, Making connections  
 and seeing relationships 
 
Evidence of Impact: Creative risk-taking (including places both real and imaginary where  
 monsters might be found, such as “Russia” and “the computer”) 
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Appendix E: (continued) 
 

Document Summary and Analysis Form: Examples of Student Artifacts 

 
 
 

Description: Blue Planet student’s written draft of “wishes” for the Habla students:  
 superpowers, good luck, to be rich, and to have a good meal.  
 
Indicators of Creativity: Envisaging what might be 

(Researcher notes: The students were not given any guidelines for this writing,  
other than “what is your wish for them?”) 

 
Evidence of Impact: Relationship to authentic audience  
  (Researcher notes: The student chose what he thought the Habla students would  
 like best. He was excited at the prospect that the Habla students would think his  
 idea very fun and creative.) 
 
 
 
 

 
 
  

193 



Appendix E: (continued) 
 

Document Summary and Analysis Form: Examples of Student Artifacts 
 

 
 
Description: An Habla student’s wish card for the students at Blue Planet written near the 

end of the collaboration. “Dear Blue Planet student. I wish you have a lot of  
chocolate, money, and get payed (sic) to go to school.”  

 
Indicators of Creativity: Making connections and seeing relationships (Researcher notes:  
 This student is taking the ideas she read, building on them, and developing a  
 relationship with her international peers through humor.) 
 
Evidence of Impact: Relationship to authentic audience (Researcher notes: The students  
 were responding to the wishes written by the Blue Planet students and were  
 actively trying to “top” them and elicit humor.) 
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Appendix F 
 

Student Creativity Indicators 
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Student Creativity Indicators 

 
 
Questioning 
and 
Challenging 

Making 
Connections 
and Seeing 
Relationships 

Envisaging 
What Might 
Be 

Exploring 
Ideas, 
Keeping 
Options Open 

Reflecting 
Critically on 
Ideas, 
Actions, and 
Outcomes 

Ask why?, 
how?, what if?  

Recognize the 
significance of 
their knowledge 
and previous 
experience 

Imagine – see 
things in the 
mind’s eye 

Play with 
ideas, 
experiment 

Review 
Progress 

Ask unusual 
questions 

Use analogies 
and metaphors 

See 
possibilities, 
problems and 
challenges 

Try 
alternatives 
and fresh 
approaches 

Ask ‘is this a 
good…?’ ‘is 
this what is 
needed?’ 

Respond to 
ideas, 
questions, 
tasks or 
problems in a 
surprising way 

Generalize from 
information and 
experience, 
searching for 
trends and 
patterns 

Ask, what if? Anticipate and 
overcome 
difficulties, 
following an 
idea through 

Invite 
feedback and 
incorporate 
this as needed 

Challenge 
conventions 
and their own 
and others’ 
assumptions 

Re-interpret and 
apply their 
learning in new 
contexts 

Visualize 
alternatives 

Keep an open 
mind, adapting 
and modifying 
their ideas to 
achieve 
creative results 

Put forward 
constructive 
comments, 
ideas, 
explanations, 
and ways of 
doing things 

Think 
independently 

Communicate 
their ideas in 
novel or 
unexpected 
ways  

Look at and 
think about 
things 
differently and 
from different 
points of view 

 Make 
perceptive 
observations 
about 
originality and 
value 

 
**Please use this form as a lens to look at your students’ behaviors throughout your 
workshop collaboration. Note that this is not a ranked scale of behavior, but a 
categorized set of behaviors that can occur in different ways and at different times. 
 
 Indicators were adapted by CAPE staff and Dr. Gail Burnaford from Center of Research 
on Education, Diversity and Excellence, crede.org and from CapeUK, capeuk.org 
 
**CAPE Veteran Partnerships, Burnaford, (2010). 
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Appendix G 
 

Observation Guide 
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Observation Guide 
 

Guiding Research Questions: 

1. What does creativity look like when elementary school students of diverse 
cultures are engaged in an arts-integrated international collaboration within a 
technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 
technological third space on culturally diverse elementary school students’ 
creativity? 
 

Title of study: Creativity in an Arts Integrated Third Space: A Case Study of Elementary 
School Students in International Collaborations 
 
Length of observation:     Date: 

Descriptive Notes Reflective Notes 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 *Based on literature from Creswell, J. (2007). Qualitative inquiry & research design: 

Choosing among five approaches. Thousand Oaks, California: Sage Publications. 
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(Back) 

Observation Guide: Circle any observed behaviors and note specifics below: (RQ1) 

Questioning 
and 
Challenging 

Making 
Connections 
and Seeing 
Relationships 

Envisaging 
What Might 
Be 

Exploring 
Ideas, 
Keeping 
Options Open 

Reflecting 
Critically on 
Ideas, 
Actions, and 
Outcomes 

Ask why?, 
how?, what if?  

Recognize the 
significance of 
their knowledge 
and previous 
experience 

Imagine – see 
things in the 
mind’s eye 

Play with 
ideas, 
experiment 

Review 
Progress 

Ask unusual 
questions 

Use analogies 
and metaphors 

See 
possibilities, 
problems and 
challenges 

Try 
alternatives 
and fresh 
approaches 

Ask ‘is this a 
good…?’ ‘is 
this what is 
needed?’ 

Respond to 
ideas, 
questions, 
tasks or 
problems in a 
surprising way 

Generalize from 
information and 
experience, 
searching for 
trends and 
patterns 

Ask, what if? Anticipate and 
overcome 
difficulties, 
following an 
idea through 

Invite 
feedback and 
incorporate 
this as needed 

Challenge 
conventions 
and their own 
and others’ 
assumptions 

Re-interpret and 
apply their 
learning in new 
contexts 

Visualize 
alternatives 

Keep an open 
mind, adapting 
and modifying 
their ideas to 
achieve 
creative results 

Put forward 
constructive 
comments, 
ideas, 
explanations, 
and ways of 
doing things 

Think 
independently 

Communicate 
their ideas in 
novel or 
unexpected 
ways  

Look at and 
think about 
things 
differently and 
from different 
points of view 

 Make 
perceptive 
observations 
about 
originality and 
value 

 
Evidence of Impact: (Circle and note specific behavior)  
(Risk-taking, Relationship to Authentic Audience, Increased Engagement, Intrinsic 
Motivation) 
Notes:________________________________________________________________ 

_____________________________________________________________________ 

_____________________________________________________________________ 
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Appendix H 
 

Observation Guide: Data Sample 
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Observation Guide – Sample of Data 

Guiding Research Questions: 

1. What does creativity look like when elementary school students of diverse 
cultures are engaged in an arts-integrated international collaboration within a 
technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 
technological third space on culturally diverse elementary school students’ 
creativity? 
 

Title of study: Creativity in an Arts Integrated Third Space: A Case Study of Elementary 
School Students in International Collaborations 
 
Length of observation:  1 hour   Date: November 2013 

Descriptive Notes Reflective Notes 
We were in Mexico, We read them your 
wishes 
Watching Videos  - Daniela – reading 
wishes to the students 
They’re all watching – listening 
Responding “yeah” 
They did *good* 
Their wishes are really good 
Look at the way they spelled this 
“The same thing over and over” 
The artist circulates the wishes so the kids 
can read them 
If you were an alien from another planet, 
what would you look like 
Would you be scary or peaceful? 
What planet would you come from? 
Zorgon 
Chelinda peaceworld 
Pinky pie land 
My little pony world 
Today we’re gonna create ourselves 
Outlines of what they look like 
You can add whatever you like to make the 
aliens 
You can make clothes, do whatever you 
want, you can use tape 
What can the yarn be? 
Hair, a string to hang them from, fingers, a 
prop, antenna 
Tentacles 

 
Excited to see the videos – there’s a 
hush in the room as they watch and 
listen 
 
They’re handling the cards and artwork 
very carefully – clearly respectful of 
what was given to them.  
 
Making notes – critiquing, comparing, 
praising what the students wrote to them  
 
 
 
 
 
 
 
 
 
 
 
 
Sharing ideas, giving ideas to each other 
 
 
 
 
Asking questions, thinking and 
collaborating within the group 
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What could you make out of the pipe 
cleaners? A tail 
Feathers – for wings. My alien’s gonna 
have wings! 
Do I have to use all this stuff? 
What the alien is gonna do? When and how 
was he born? 
Think about his story. Is it a he or a she?  
Think of a name.  
The counselor leaves and walks a child to 
the door because the children don’t want to 
stop to volunteer to walk someone out 
She came back – what days do we have 
this? I need to let my mommy know not to 
pick me up early 
Are the kids in Mexico going to see these 
aliens? 
Aw darn – I had a better idea 
I forgot ears 
 “It’s like magic – hand out the art supplies 
and it’s instant silence. They’re so hungry 
for it. They don’t get it enough.” 
 
 
 
 
 
 
 
Stop copying me! This is MY idea! 
 
 
 

 
 
Still quiet – approximately 15-17 
minutes of solid work 
 
 
Still quiet. They’re watching each other 
for ideas.  
 
Similar design elements coming from 
the kids sitting at the same tables  
 
 
Humming and working away 
 
Quiet – the kids are working away – 
very little noise 
 
 
Copying ideas versus sharing ideas  

 
*Based on literature from Creswell, J. (2007). Qualitative inquiry & research design: 
Choosing among five approaches. Thousand Oaks, California: Sage Publications. 
  

202 



(Back) 

Observation Guide: Circle any observed behaviors and note specifics below: (RQ1) 

Questioning 
and 
Challenging 

Making 
Connections 
and Seeing 
Relationships 

Envisaging 
What Might 
Be 

Exploring 
Ideas, 
Keeping 
Options Open 

Reflecting 
Critically on 
Ideas, 
Actions, and 
Outcomes 

Ask why?, 
how?, what if?  

Recognize the 
significance of 
their knowledge 
and previous 
experience 

Imagine – see 
things in the 
mind’s eye 

Play with 
ideas, 
experiment 

Review 
Progress 

Ask unusual 
questions 

Use analogies 
and metaphors 

See 
possibilities, 
problems and 
challenges 

Try 
alternatives 
and fresh 
approaches 

Ask ‘is this a 
good…?’ ‘is 
this what is 
needed?’ 

Respond to 
ideas, 
questions, 
tasks or 
problems in a 
surprising way 

Generalize from 
information and 
experience, 
searching for 
trends and 
patterns 

Ask, what if? Anticipate and 
overcome 
difficulties, 
following an 
idea through 

Invite 
feedback and 
incorporate 
this as needed 

Challenge 
conventions 
and their own 
and others’ 
assumptions 

Re-interpret and 
apply their 
learning in new 
contexts 

Visualize 
alternatives 

Keep an open 
mind, adapting 
and modifying 
their ideas to 
achieve 
creative results 

Put forward 
constructive 
comments, 
ideas, 
explanations, 
and ways of 
doing things 

Think 
independently 

Communicate 
their ideas in 
novel or 
unexpected 
ways  

Look at and 
think about 
things 
differently and 
from different 
points of view 

 Make 
perceptive 
observations 
about 
originality and 
value 

 
Evidence of Impact: (Circle and note specific behavior)  
(Risk-taking, Relationship to Authentic Audience, Increased Engagement, Intrinsic 
Motivation) 
Notes: Authentic Audience – connection between the artwork and the writing, 
recognizing it as a “gift;” Increased Engagement – long periods of silent, busy, 
continuous work; Intrinsic Motivation – finding joy in the process of making art, 
knowing how it will be used/shared 
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Appendix I 
 

Crosswalk Table: Data Collection/Analysis 
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Crosswalk Table- Data Collection/Analysis 

Guiding Research Questions: 

1. What does creativity look like when elementary school students of diverse 
cultures are engaged in an arts-integrated international collaboration within a 
technological third space?  

2. What is the impact of an arts-integrated international collaboration in a 
technological third space on culturally diverse elementary school students’ 
creativity? 
 

Portfolio Conferences/ 
Interviews 

Documents Observations RQ Other Notes        

1.  How do you define 
creativity? 

Student 
portfolios 

Student 
interactions 
with 
peers/teacher 

RQ1 Compare to 
Creativity Indicators 

2. What does creativity 
look like in your 
students’ work? 

Student 
portfolios 

 RQ1, 
RQ2 

Compare to 
Creativity 
Indicators, Impact 
Criteria 

3. When you see your 
students being creative, 
what does that look like? 

 Students’ 
interactions 
with 
peers/teacher 

RQ1, 
RQ2 

Compare to 
Creativity 
Indicators, Impact 
Criteria 

4. Tell me about using 
arts integration in your 
teaching practice. 

Student 
Portfolios 

Students’ 
interactions 
with 
peers/teacher 

RQ1, 
RQ2 

Compare to 
Creativity 
Indicators, Impact 
Criteria 

5. Tell me about using a 
technological third space 
in your teaching 
practice. 

 Students’ 
interactions 
with 
peers/teacher 

RQ2 Compare to Impact 
Criteria 

6. Tell me about this 
work. What’s happening 
here? 

Student 
portfolios 

 RQ1, 
RQ2 

Compare to 
Creativity Indicators 

7. What is especially 
creative or smart about 
this piece? 

Student 
portfolios 

 RQ1 Compare to 
Creativity Indicators 

8. Do you remember 
what you were thinking 
about when you 
made/wrote this? 

Student 
portfolios 

 RQ1 Compare to 
Creativity Indicators 

9. Did this work turn out 
the way you thought it 
would? 

Student 
portfolios 

 RQ1 Compare to 
Creativity Indicators 

10. If you could, would 
you change or add to it? 

Student 
portfolios 

 RQ1 Compare to 
Creativity Indicators 
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Appendix J 

Child Assent Form: English 
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Child Assent Form: English 

SCRIPT: 

Hi, I’m Ms. Susan. I am a student at Florida Atlantic University and I’m here because I 

want to learn about what kids are thinking when they write stories and paint pictures, 

especially when they’re working with kids in another country, like you are doing. If it is 

ok with you, I would like to sit with you and a couple of your friends and ask you some 

questions about your stories and your artwork. Your teacher will be with us. We will sit 

together for about thirty to forty minutes in your classroom and you can tell me what you 

think about making pictures and writing stories. Together, we’re going to look at some 

pictures and stories that you will pick out to tell me about. You don’t have to talk if you 

feel shy, and if you want to leave at any time, that’s ok. It’s also ok if you don’t want to 

come to the meeting. If you do come to the meeting, you will be helping me to learn more 

about how kids think when they’re writing, painting, and drawing.  

 

This research study has been explained to me and I agree to be in this study.   
 

_________________________                    ____________________________ 

First Name                                                            Last Name 
 
_________________________________            _______________________________ 
Subject’s Signature for Assent        Date 
 
Check which applies (to be completed by person conducting assent discussion): 
 The subject is capable of reading and understanding the assent form and has signed 

above as documentation of assent to take part in this study. 

 The subject is not capable of reading the assent form, however, the information was 
explained verbally to the subject who signed above to acknowledge the verbal 
explanation and his/her assent to take part in this study. 

  
Name of Person Obtaining Assent (Print) 
 
    
Signature of Person Obtaining Assent   Date 
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Appendix K 
 

Child Assent Form: Spanish 
 

(Formulario de Consentimiento por los Estudiantes) 
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Formulario de Consentimiento por los Estudiantes 
 

SCRIPT: 

Hola, yo soy la Señora Susan. Estoy estudiando en la Florida Atlantic University y estoy 
aquí porque quiero aprender sobre lo que piensan los estudiantes cuando escriben cuentos 
y pintan pinturas especialmente cuando lo hacen juntos con estudiantes de otros países, 
como los hacen ustedes. Si estas de acuerdo, quiero sentarme contigo y con tus amigos 
para preguntarte sobre tus cuentos y obras de arte. Tu maestro/a estará con nosotros. 
Estaremos juntos entre trenta y cuarenta minutos y en éste tiempo podrás contarme de lo 
que piensas sobre las pinturas que haces y los cuentos que escribes. Podrás escojer unas 
pinturas y cuentos hechas por ti para enseñarme y contarme sobre ellos. No tienes que 
hablar si te da pena y puedes salirte en cualquier momento. Nadie se pondrá bravo si tu 
decides no participar. Con tu participación me estará ayudando a entender más sobre las 
cosas que piensan los estudiantes cuando escriben, pintan, y dibujan. 
 

Me han leido la información detallando los procedimientos de éste estudio y acepto 
participar en esta investigación. 
 
_____________________________                        _____________________________ 

Nombre Apellido 
 
_________________________________                 ______________________________ 
Firma del Alumno Fecha 
 

Marque lo que aplica (por la persona que lleve a cabo la discución de consentimiento): 
 
 El participante pudo leer y comprender el formulario de consentimiento y como 

documentación de un acuerdo a participar en la investigación, firmó su consentimiento. 

 El participante no pudo leer el formulario de consentimiento. Sin embargo, el participante 
firmó arriba confirmando que se le explicó verbalmente la información y da su 
consentimiento a participar en el estudio.  

 
  
Nombre de la Persona que Obtiene Consentimiento (Letras de Imprenta) 
 
 
    
Firma de la Persona que Obtiene Consentimiento  Fecha 
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Appendix L 
 

Parent Consent Form: English 
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Parent Consent Form 
 

 
1. Title of Research Study: Creativity in an Arts Integrated Third Space: A Case 

Study of  
Elementary School Students in an International Collaboration  
 

2. Investigators: Dr. Gail Burnaford and Ms. Susan Hyatt 
 

3. Purpose: The purpose of this case study is to examine the impact of an arts 
integrated international collaboration on elementary school students’ creativity. 
 

      4.   Procedures: As a part of the study, your child may:  
• participate in one, thirty to forty minute portfolio conference with 

his/her teaching artist present 
• be part of 9-12 classroom observations, during which photos will be 

taken of the child while he/she is working and creating 
 

Your child does not have to participate in the study if he/she does not want to. 
You can allow your child to participate in the classroom observations and decline 
participation in the portfolio conference, or you can decline any participation. 
Participation in the research study in no way affects your child’s ability to be in 
the workshop or participate in future workshops.  

 
       5.  Risks: The risks involved with participating in this study are no more than your 

child would experience in his/her normal afterschool activities. It is unlikely that 
your child will experience any harm or discomfort. 

 
6.   Benefits: The potential benefits to your child are: the opportunity to share his/her 

thoughts and opinions on how children are creative when they collaborate with 
their peers in neighboring countries and the chance to share art and writing with 
each other. The children will be working to create an “international gallery” of 
writing and artwork, as well as Skyping with each other at the end of the 
workshop, so you will get to see what they have been working on throughout the 
semester, as well as see who their peers are in the other country. The potential 
benefits to the field of education include: an increased understanding of students’ 
creativity as a process and a skill that can be learned and fostered, and an 
increased understanding of how connecting and creating collaborative art through 
technology may impact students’ creativity. 

 
        Initials:_____________ 
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7.   Data Collection and Storage: All information collected about your child will be 

kept confidential. Only the people working with the study will see your child’s 
data and information, unless required by law. The data will be kept for three years 
in a password- protected computer, as well as on a password-protected online web 
storage site. Any paper data, such as writing, art, or photos, will be stored in a 
locked cabinet in the researcher’s office. After 3 years, paper copies will be 
destroyed by shredding and electronic data will be deleted. We may publish the 
results of this study; however, if we do, your child’s name and identity will 
remain confidential unless you give us permission.       

 
8.  Contact Information: For questions about the study, you should call the principal  

investigators,  Dr. Gail Burnaford at (561) 297-6598, and Susan Hyatt at (561) 
313- 9118.  If you have questions about your rights as a research participant, or 
experience problems, contact the Florida Atlantic University Division of Research 
at (561) 297-0777 or send an email to fau.research@fau.edu. 

 
9. Consent Statement:  

 
I have read or had read to me the preceding information describing this study. All 
of my questions have been answered to my satisfaction. 

 
I allow my child _________________________________________(first/last 
name) to take part in this study. My child can refuse to participate or stop 
participating at any time without giving any reason and without penalty. I can ask 
to have the information related to my child returned to me, removed from the 
research records, or destroyed. I have received a copy of this consent form.   
 
Please select: 
 

My child may ____   may not ____  be audiotaped. 
 
My child may ____   may not ____  be photographed. 
 

Signature of Parent or 
Guardian:______________________________Date:__________________ 
 
Printed name of Parent: First Name______________ Last Name_______________ 
 
Signature of Investigator:______________________  Date:___________________ 
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Appendix M 

Parent Consent Form: Spanish 

(Formulario de Consentimiento Para Los Padres) 
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Formulario de Consentimiento Para Los Padres 

 
1) Titulo del Proyecto:  Creatividad en un Tercer Espacio de Arte Integrado: Un Estudio 
de Estudiantes de Escuela Elementar en una Colaboración Internacional 
 
2) Investigadoras:  La Dr. Gail Burnaford y la Señora Susan Hyatt  
  
3) Propósito: El propósito de la investigación es para evaluar el impacto de la creatividad 
de estudiantes en escuela elementar durante un proyecto de arte integrado en una 
colaboración international. 
 
4) Procedimientos: 
La participación en esta investigación requerirá que su hijo/a: 

 participe en una intrevista que tomará entre trenta y cuarenta minutos junto con 
su maestro/a artistica 

 sea parte de 9-12 observaciones de las clases en cual tiempo se tomarán fotos 
de los estudiantes trabajando y creando.  

 
Su hijo/a no tiene que participar en este estudio si no quiere. Podrás aceptar que su hijo/a 
participe en las observaciones en la clase y no dejar que participe en la intrevista, o negar 
su participacion completamente. La participación en este estudio no afectará su 
participacion en las clases con Blue Planet/Habla ahora o después. 
 
5) Riesgos: 
No habrá mayor riesgo en la participación en éste estudio que podrá tener su hijo/a en las 
actividades normales presentadas diariamente después de la escuela. Es improbable que 
su hijo/a reciba algun daño o molestia durante ésta investigación.  
 
6) Beneficios: 
Su hijo/a tendrá la oportunidad de compartir sus ideas y opiniones sobre cómo 
estudiantes son creativos cuando colaboran con compañeros en otros países que hacen los 
mismos trabajos. Ademas de estar en comunicación por via de Skype al final de las 
clases, los estudiantes estarán trabajando juntos para crear una galeria internacional de 
obras escritas y de arte. Por efecto, podrás ver lo que han estado haciendo durante el 
semestre y ver sus compañeros del otro país. Se espera que esta investigación podrá dar 
información sobre el proceso de la creatividad en estudiantes y como la creatividad se 
puede enseñar, promover, y mejorar el intendimiento de educadores sobre como se puede 
impactar la creatividad de estudiantes cuando conectan y crean arte colaborativas por 
medio de la tecnología.  
 
 
 

Iniciales:_____________ 
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7) Colección y Conservación de Información: 
Cualquier información colectada sobre su hijo/a será guardada confidencialmente y 
segura. Solamente las personas que trabajen directamente en el estudio podrán ver la 
información a menos que sea requerido por la ley. Toda la información y datos 
colectados en ésta investigación serán guardadas y protegida con contraseña en un 
almacen en línea electrónico por 3 años. Datos colectados en forma de papel como 
escrituras, obras de arte, o fotografías serán guardadas en un gabinete bajo llave en la 
oficina de la investigadora. Depués de los 3 años, los datos en forma de papel serán 
destruidas y los datos electrónicos serán borrados. Los resultados de esta investicación 
pueden ser publicados. En este caso, el nombre de su hijo/a y su identidad será guardada 
confidencialmente a menos que usted nos de su permiso.  
 
8) Contacto: 
Para más información sobre esta investigación, favor de llamar a la consultante de la 
evaluación del proyecto, la Dra. Gail Burnaford, al 561-297-2305 o a Susan Hyatt, al 
561-313-9118. Para preguntas o problemas sobre los derechos de su hija/hijo como 
participante en ésta investigación, favor de ponerse en contacto con la División de 
Investigaciones (Division of Research) de Florida Atlantic University al teléfono 561-
297-0777 o mandar un correo electrónico a fau.research@fau.edu.   
 
 
9) Declaración de Consentimiento: 
He leido o me han leido la información detallando los procedimientos de éste estudio. 
Todas mis preguntas han sido contestadas satisfactoriamiente.  
 
Por efecto, yo doy permiso para que mi hijo/a _______________________________ 
(primer nombre/apellido) participe en éste estudio. En cualquier momento y sin razón mi 
hijo/a podría salír de este estudio sin recibir consecuencias negativas. Entiendo que puedo 
pedir que la información sobre el/ella sea devuelta, eliminada del estudio, o destruida. Yo 
he recibido una copia de este formulario de consentimiento. 
 
Favor de seleccionar: 

 Mi hijo/a podra _____ no podra _____ ser grabado/a por audio digital. 

 Mi hijo/a podra _____ no podra _____ ser fotografiado/a. 

 

Firma del Padre o de la Madre: ____________________ Fecha: ________________ 

 

Primer Nombre del Padre o de la Madre: ___________   Apellido _________________ 

 

Firma del Consultante de la Evaluación:  _____________  Fecha: ________________ 
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Appendix N 
 

Verbal Consent Script for Habla Parents: Spanish 
 

(Consentimiento Verbal – Los Padres – Habla) 
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Consentimiento Verbal – Los Padres – Habla 
 

 
GUIÓN: 

Director de Habla: Habla está colaborando con Susan Hyatt, una alumna universitaria 

en la Florida que está presente para investigar como los estudiantes aprenden y crean. 

Ella le preguntará sus hijos sobre las historias que han escritos y sus obras de arte y de 

donde viene sus ideas. Ella tomará fotografías durante la clase y grabar por audio digital 

sus conversasiónes. Sus hijos no tienen que participar en este estudio si no quieren. No 

afectará su participacion en las actividades de la clase. Si usted desea, podrás hablar con 

ella y preguntarle cualquier cosa sobre este proyecto. 

Invertigadora: Hola, soy Susan Hyatt del Colegio de Educación del Florida Atlantic 

University y actualmente estoy escribiendo mi tesis. Estoy investigando la creatividad de 

estudiantes. Esta investigación me ayudará entender como los estudiantes se meten a 

aprender cuando estan escribiendo y creando trabajos artisticos durante una colaboración 

international juntos con estudiantes de otro país.  

 Hoy, sus hijos participará en una intrevista en grupo junto con otros estudiantes y 

con su maestro/a artistica. Esto se tomará aproximadamente trenta minutos. Yo estaré 

grabando la intrevista por audio digital y estaré tomando fotografias durante la clase. La 

participación de sus hijos es voluntario. En cualquier momento y sin razón sus hijos 

podrían salír de este estudio. El nombre de sus hijos no será usado en el reporte final. Los 

datos colectados en ésta investigación serán guardadas y protegida con contraseña en un 

almacen en línea electrónico y destruidas después de 3 años. Los riesgos de participar en 

la intrevista son minimos. Su participación en ésta intrevista será tomado como su 

permiso para que su hijo/a participe.  
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No podré garantizar la confidencialidad de sus hijos por razon de que es una 

intrevista en grupo donde otros estudiantes tendrán parte. Por efecto, si usted cree que su 

hijo/a no se sienta bien compartiendo sus pensimientos e ideas sobre los trabajos por 

escritos y artisticos, le pido por favor de no compartirlo. 

 Si usted desea una copia de esta carta, favor de pedirmelo en este momento y yo 

se lo daré. Para preguntas sobre esta investigación, favor de ponerse en contacto con el 

director de Habla, Kurt Wootton. 

 Muchisimas gracias por su cooperación. 
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Appendix O 

Teaching Artist Consent Form 
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Teaching Artist Consent Form 

1. Title of Research Study: Creativity in an Arts Integrated Third Space: A Case 

Study of  

Elementary School Students in an International Collaboration 

2. Investigators: Dr. Gail Burnaford and Ms. Susan Hyatt 

3. Purpose: The purpose of the proposed case study is to examine the impact of an 

arts integrated international collaboration on elementary school students’ 

creativity when the students are relating and creating through a technological third 

space. 

4. Procedures: During the study, you will be asked to participate in one initial 

interview approximately 45 minutes to one hour in length, and between 4-6 

follow up interviews via Skype of approximately 30 minutes in length. The initial 

interview will occur prior to the onset of the collaboration and the follow- up 

interviews will occur during the next eight to ten weeks of the collaboration. If 

you are teaching at Habla, between 4-6 interviews with the researcher will take 

place via Skype. You will also be asked to participate in a series of portfolio 

conference interviews with groups of 2-3 students for 30 minutes, and then 

privately for the last 15 minutes. There will be approximately 4-6 portfolio 

conference interviews (Habla) or 7-10 portfolio conference interviews (Blue 

Planet). If you are teaching at Habla, the portfolio conference interviews will  

occur during the last few weeks of the collaboration. If you are teaching at Blue 

Planet, the teaching-artist/student portfolio conference interviews will take place 

between weeks 4 and 12 of the collaboration. Interviews and portfolio 

conferences discussions will take place at the workshop site. Specific times and 

dates for interviews and portfolio conferences will be arranged according to 

workshop schedules and your convenience. Interviews and  

Initials: 

__________ 
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portfolio conferences will be audio-taped and transcribed in order to ensure 

accuracy.   

You will have the opportunity to check your own transcripts at any time and 

inform the researcher of any discrepancies that you may note.  

If you are a teaching artist at Habla, you will allow between one and three 

classroom observations; each will be approximately 45 – 60 minutes in length. If 

you teach at Blue Planet, you will allow for between nine and twelve classroom 

observations; each will be approximately 45- 60 minutes in length. The 

observations will be conducted with a protocol that looks very similar to the 

handout on student creativity you will receive. You are welcome to review 

observational data and offer your opinions and insight in terms of accuracy and 

interpretation. 

5. Risks: The risks of participating in this study are no more than you would 

normally experience during a regular workshop collaboration.  

6. Benefits: The benefits of participating in the study are: the opportunity to learn 

more about students’ creativity and how it is fostered in an arts-integrated 

technological collaboration. Your insight and opinions are immensely valuable in 

this study and you will be assisting the researcher in contributing to the field of 

education and creativity studies. 

7.  Contact Information: For questions or problems regarding your rights as a 

research participant, you can contact the Florida Atlantic University Division of 

Research at (561) 297-0777. For other questions about the study, you should call 

the principal investigators, Dr. Gail Burnaford at (561) 297-6598, or Susan Hyatt 

at (561) 313-9118.   

Initials: 

__________ 
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8. Consent Statement:  

I have read or had read to me the preceding information describing this study. All of 

my questions have been answered to my satisfaction. I am 18 years of age or older 

and freely consent to participate. I understand that I am free to withdraw from the 

study at any time without penalty. I have received a copy of this consent form. 

Please select: 

I agree ____       I do not agree ____  to be audiotaped. 

I agree ____       I do not agree _____ to be photographed. 

Signature of Participant:____________________________ Date:___________________ 

Printed name of Participant: First __________________ Last ______________________ 

Signature of Investigator:___________________________________________________ 
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Appendix P 

Recruiting Email 
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Recruiting Email 

Dear Director:  

  I would like to request your permission to conduct case study research at your 

organization. The purpose of the study is to examine the impact of an arts integrated 

international collaboration on elementary school students’ creativity when the students 

are relating and creating through a technological third space. The questions guiding this 

case study research are:  

1. What does creativity look like when elementary school students of diverse 

cultures are engaged in an arts-integrated international collaboration within a 

technological third space? 

2. What is the impact of an arts-integrated international collaboration in a 

technological third space on culturally diverse elementary school students’ 

creativity? 

The timeline proposed for this study is:  

     1. Twelve weeks of fieldwork, beginning at the onset of the collaboration you are 

conducting with Blue Planet/Habla this fall, which will consist of classroom observations 

and student/teaching artist portfolio conferences. Your teaching artist will also be asked 

to participate in a series of interviews with the researcher, either in person or via Skype. 

Student/teaching artist portfolio conferences will be audio recorded, as well as interviews 

with the teaching artist. Classroom observations will be conducted during regular 

workshops (2-3 hours at Habla) (9-12 hours at Blue Planet). Student writing and artwork 

will be collected and shared with the researcher throughout the collaboration as part of 
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the student/teaching artist portfolio conferences. Photos will also be taken during 

classroom observations in order to facilitate the portfolio conferences.  

2. The researcher will then spend three months analyzing and writing up 

findings/conclusions. You are welcome to ask questions and offer your insight 

throughout this study and would be helpful to the researcher. 

Scheduling decisions for observing in classrooms, interviews and focus group 

discussions will be subject to the approval of you, your teaching artist, and your students’ 

parents. The interviews, portfolio conferences and classroom observations will be 

analyzed in comparison with a series of indicators of student creativity which I will share 

with you.   

I appreciate your consideration in allowing me to conduct research at your 

organization; I believe it will be of benefit to you and to the field of education and the 

study of students’ creativity 

                               

 

                                                                                                   Sincerely, 

 

                                                                                                   Susan Hyatt 
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Appendix Q 

Letter of Cooperation: Blue Planet Writers’ Room 
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Letter of Cooperation: Blue Planet Writers’ Room 
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Appendix R 

Letter of Cooperation: Habla 
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Letter of Cooperation – Habla 
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Appendix S 

Residency Plan: Blue Planet Writers’ Room 
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Residency Plan: Blue Planet Writers’ Room 

Residency Plan 
“One Sky” 
Fall 2013 

North Palm Beach Elementary School and  
Habla: The Center for Language and Culture (Mérida, Mexico) 

 
 

Weeks 1, 2, 3 
 

• Read from My House Has Stars 
• Using the vignettes as inspiration, write and revise introductions; put final drafts 

on bordered, titled sheets 
• Create folded houses representing students’ homes; put loved ones inside (drawn 

and colored, with yarn hair) 
• Photograph students holding their intros 
• Upload all work to Dropbox and share with Tomasso 

 
 
Weeks 4, 5 
 

• Create 3D stars to send to students in Mexico 
• Wish upon the stars—write and revise wishes for peace, friendship, etc. to send to  

Mexican students 
• Put final drafts of wishes on bordered paper 
• Cora and Susan to take to Mexico to give students there 

o In Mexico, lead shorter version of this project: have students there create 
stars and wishes to send back to the American students 

 
 
Weeks 6, 7, 8 
 

• Break students into groups to read star myths—Native American, Mayan, Greco-
Roman 

• Use Expert Group format: read silently, discuss and record main points, share 
with rest of class 

• Have each student create his/her own Constellation of Beloved Things and a myth 
to accompany it – use scrap paper – name constellation, stars, create drawing to 
sketch around the connected dots of the constellation 

• Share and workshop the myths; revise; put final drafts on bordered paper 
• With glow-in-the-dark stickers, create constellations on large black paper; with 

light-colored gel pen, draw figure around connected dots of the stars 
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• Photograph constellations and myths – upload to Dropbox to share with Mexican 
students 

 
 
 
Week 9 
 
Prep for Skype presentation? 
 
 
 
Week 10 
 
Skype meeting between American and Mexican students 
 
Work/questions to present? 
 
 
 
Reflections: 
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Appendix T 
 

List of Initial Codes 
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List of Initial Codes 
 
 

Codes: 
 
Freedom 
Joy in expression 
Copying 
Copying versus sharing 
Thinking is crucial 
Creativity is relative to the individual 
Sharing 
Discussions 
Sharing feelings  
Conversations about learning 
Teacher-driven versus student driven 
Asking questions 
Different things together 
Making something new 
Originality 
Exploring 
Taking risk 
Confidence  
Passion 
Letting it out 
Putting it down 
Playing games 
Creativity as “fun” 
Creativity as “doing” 
Hum and flow 
Combining to make something better 
Feelings connected to ideas 
Creativity as play 
Stealing versus sharing 
Creativity as a combination 
Creativity as a learned process 
Engagement in the act of creating 
Process 
Flow 
Pleasure in the process 
Pleasure in thinking 
Tangible versus intangible 
Process vs. Product 
Thinking about thinking 
One supports the other 
Connections 
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Overcoming Stereotypes 
Rules versus no rules 
Creativity as pleasurable work 
Imagination  
Challenges as inspiration 
Drawing from memory to draft something new 
Colors as mood 
Creativity as expression of individuality 
Elaborating on ideas 
Collaboration fosters creativity 
Doubling of ideas 
Teachers’ creativity = child feels impact 
Safe environments 
Group support fosters creativity 
Inspiration through collaboration 
Thinking is hard but not boring 
Boring is not creative 
Creativity is engaged 
Engaged is fun 
FLOW 
Building consensus 
Themes from which to work 
Student driven, teacher guides 
Fear of risk 
Starting with the “self” 
Self-expression  
Copying versus stealing 
Stealing versus sharing 
Inspiration versus copying 
Flow of ideas 
Exchange as inspiration 
Beautiful forums 
Global thinking 
Listening to foster students’ growth 
Showing the world 
Authentic audience 
Exploring your mind 
Feelings as creativity 
Activity inspiring creativity 
Thinking deeper 
Drawing as inspiration 
Games as creativity 
Preconceptions about the Other 
Desire for connection 
Work as play 
Work as fun 
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Desire to share 
Desire to engage 
Thinking as pleasurable 
Co-teaching, co-learning 
Creativity is bringing to life 
Twist on an idea 
Teaching vs. learning 
Co-creating 
Reciprocal learning 
Students as teachers 
Questions build more questions 
Ideas are fun 
 

Axial Codes:  

Thinking it through 
Takes time 
Trying different ideas 
Adapting an idea 
Combining to make something better 
Imagination 
Drawing from memory 
Asking questions 
Hard but not boring 
Exploring your mind 
Elaborating on an idea 
Engagement in the act 
Creativity as play 
Creativity as fun 
Playing games 
Finding flow 
Copying versus sharing 
Starting with “self”  
Relative to individual,  
Creating 
Feelings connected to ideas 
Colors as mood 
Show the world 
Desire for connection 
Relating to an audience 
Freedom in expression 
Taking risks 
Student-driven 
Sharing 
Collaborative work 
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Giving feedback 
Taking risks 
Building consensus 
Desire to share 
Co-teaching/co-learning 
Listening 
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