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The Performance Lab Event Timeline

 —————— e reitirn = i

|
|

1996-2000 o
Event Title Key Artist/Teacher Locations Date # People  SubtractNotes
Pilot Dance Exchange Ste_phamé van Kierlin Plymouth, MN ~ 10/5/96 20 .
for Ballet and Modern Dance  Robin Stichm LaCrescent, MN o lsttime
Technology Upgrade Marcia Chapman St Paul, MN 12/1/99 12 o
Exchange Dorris Ress! Hibbing, MN Isttime
Interactive Mesting Marcia Chapman  St. Paul.,, MN 21/06 20
__with Key Partner Bonnie Kriha Brainerd, MN R MC
__Oxpanizations Cheryl Paschke  _ Minneapolis, MN o
Madeleine Scott Athens, OB |
Dane class for students Chris Aiken Brainerd, MN_ 3/7/00 10
with disabilities lsttime
Camera Training for Nancy Mason Hauser Minneapolis, MN |  3/21/00 g
North High School ‘ 4/11,18,19/060 -1 NMH
Dance teacher training __ Marcia Chapman Minneapolis, MN 4/20/00 lg_____j
exchange Madeleine Scott Athens, OH -2 i MC,MS
Dance & Video training ____ Marcia Chapman Minneapolis, MN 4/26/00 6
at New Harrison schoo} ! -1  MC
Children's Exchange ___Micheal Engel Minneapolis, MN 52300 15
Christine Awe Winona, MN 1st time
Labanotation Exchange Marcia Chapman Minneapolis, MN 5/25/00 12
Madeleine Scott Athens, OH -2 MC, MS
Usban Retreat for the Marcia Chapman Minoeapolis, MN  6/15/00 8
Arts presentation ! -2 MC, NMH
Nation debut presentation ~ Marcia Chapman Minneapolis, MN 7/20/00 s
__at Dancing in the Carla Perlo WashingtonDC % MN people
Millennium Conference |
Movement choir exchange _Marcia Chapman  Minneapolis, MN __  10/3/00 10 o
part 1 Madeleine Scott Athens, OH -2 T MC,MS
Movement choir exchange Heather Brady Minneapolis, MN___ 10/10/00 _ 12
part 2 (non-interactive) Minneapolis, MN -12 repeat

The Performance Lab Timeline
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Event Title Key Artist/Teacher |l.ocations Date # People .
Presentation to Grantmakers in Kim Konikow Minneapolis, MN ' 10/15/00 25
the Arts national conference i 1st time
Movement choir exchange ___|Paula Mann Minneapolis, MN 10/17/oo| 10
part 3 Madeleine Scott Athens, OH | -5 1/2 repeat
Movement choir exchange Marica Chapman Minneapolis, MN 10/24/00 17 e
part 4 April Sellers ~ iMinneapolis, MN 17 all repeat
Madeleine Scott Athens, OH —
Choreography clarification of _:Toni Pierce - 'Minneapolis, MN 11/30/00 8 e
_ Jose Limon's There is a Time _|Risa Stemberg New York, NY T isttime
Interactive exchange 1 -
2001 B
Dance Improvisation exchange | Chris Aiken Minneapolis, MN 1/16/01] 0
part 1 Madeleine Scott Athens, OH | 2 CA, MS
Dance Improvisation exchange  |Chris Aiken M;_nneapohs MN 1/18/01| o
part 2 Madeleine Scott Athens, OH | -10 repeat
Dance Improvisation exchange Chris Aiken | aneapghs, MN 120000 10
part 3 Madeleine Scott ‘Athens OH -10 repeat
Dance Improvisation exchange Chris Aiken Minneapolis, MN 1/23/0t 10
part 4 Madeleine Scott Athens, OH -10 repest
Dance Improvisation exchange Chris Aiken Minneapolis, MN 1/25/0t 10
part § Madeleine Scott Athens, OH -10 repeat
Dance Improvisation exchange | Chris Aiken __ Minneapolis, MN 1/27/01 10
part 6 1Il\ahmrlelmne Scott Athens, OH -10 __repeat
Dance Improvisation exchange Chris Aikken ~ Minneapolis MN  1/30/01 10 ——
part 7 Madeleine Scott Athens, OH -i0 repoat
Dance Improvisation exchange Chyis Aiken Minneapolis, MN 2/ 10 o
part 8 Madeleine Scott Athens, OH -10 repeat
Dance Improvisation exchange ~ Chris Aiken Minneapolis, MN 2/3/01 10
part 9 Madeleine Scott Athens, OH -10 repeat
Presentation at ShapeShifters Marcia Chapman Minneapolis, MN 2/5/01 8
second annual conference i‘ -1 MC
Evaluation of Improvisation =~ __ Chris Aiken __Minneapolis, MN 2/26/01 12 _
series -interactive meeting Madeleine Scatt Athens, OH -12 all repeat

The Performance Lab Timeline
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Event Title Key Artist/Teacher |Locations Date # People B
Interactive meeting -planning Heather Brady Minneapolis, MN 3/22/01 6
classes for disabled students |Sarah Height Brainerd, MN -6 all repeat
Dance Improvisation exchange  :Chris Aliken Minneapolis, MN 4/3/01 10
part 1 -reunion ciass Madeleine Scott Athens, OH -10 all repeat
Dance Improvisation exchange  Chris Aiken Minneapolis, MN 4/5/01 10 o
part 2 -reunion class Madelcine Scott Athens, OH -10 ____ repeat
Presentation at NDEOQ annual MarciaChapman Minneapolis, MN 4/21/01 S50
conference I 5 TPL crew
Facilitate Very Special Arts Heathet Brady Minneapolis, MN 5/8/01 2
interactive training titled Craig Balfany Minneapolis, MN _ -2 __TPLcrew
"Using the Arts with Students ~ Bridgef Doak Minrneapolis, MN e
with EBD and/or ADD" | Bemidii, MN - o
Technology Explorations Rick Hauser Minneapolis, MN 9/21/02 12 o
exchange part 1 Madeleine Scott Athens, OH -12 all repeat
Technology Explorations Rick Hauser Minneapolis, MN ___ 9/24/02 12 o
exchange part 2 Madeldine Scott Athens, OH -12 _repeat

|
T_ ‘ .‘ ) total participants 375 I
T r:;gs-zom
|
I
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2002 | j
Event Title Key Artist/Teacher . Locations Date # People
NI Elementary Exchange Rick Hauser ___Minneapolis, MN 1/9/02 8 e
planning meeting, : New Jersey -1 RAH
NJ Dance Mentoring Exchange _ |Diane Aldis _ [Minneapolis, MN 1/16/02 20 -
part 1 Dale S¢hmid Sewell, NJ e
PCAE Training Workshop Diane Aldis - IMinneapolis, MN 117/02 15 N
interactive, part 1 April Sellers 'St Cloud, MN -2 DA, AS
NJ Elementary Exchange ... Marcia Chapman Minneapotis, MN 172502 s
planning meeting Frehda Rhodes New Brunswick, NJ -3 MC, RAHMB
NI Dance Mentoring Exchange Diane Aldis _ Minncapolis, MN__| _ 2/1/02 __ 20 _
part 2 Dale Schmid Sewell, NJ -20 __rtepeat
NJ Elementary Exchange Marcia Chapman Minneapolis, MN 2/8/02 0
interactive test session Frehda Rhodes New Brunswick, NJ i
NJ Dance Mentoring Exchange  Diane Aldis Minneapolis, MN 211202 20
part 3 Dale Schmid Sewell, Nj -20 repeat
NJ Elementary Exchange Marcia Chapman Minneapolis, MN Y1202 25 o )
part 1 Frehda Rhodes New Brunswick, NJ -3 MC, FR, I?
PCAE Training Workshop Diane Aldis Minneapolis, MN__ 2/18/02 15
non-interactive, part 2 i -15 __fepeat
NJ Elementary Exchange Marcia Chapman Minneapolis, MN 21902 25 e
part 2 Frehda Rhodes New Brunswick, NJ -25 repeat
Disability Exchange __ Heather Brady Minneapolis, MN 2/19/02 5 L B
planning meeting at Webster ~ Michael Engel Minneapolis, MN 4
Disability Exchange Heathér Brady Minneapolis, MN 2022102 9 o
student prep at Webster part 1~ Michael Engel Minneapolis, MN -2 HB, ME
Jessica Lang & BAM Bonni¢ Mathis Minneapolis, MN 2/25/02 0 |
interactve test Jessica Lang - New York, NY ‘
NJ Dance Mentoring Exchange _ Diane Aldis Minteapolis, MN 2/26/02 20
part 4 Dale Schmid Sewell, NJ -20 repeat
NJ Elementary Exchange Marcia Chapman Minneapolis, MN 2/26/02 25 L
part 3 Frehdd Rhodes New Brunswick, NJ -25 repeat

The Performance Lab Timefine
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Event Title Key Artist/Teacher |[Locations |Date # People o
Jessica Lang & BAM Bonnie Mathis Minneapolis, MN | 2/26/02 10 o
exchange Jessica Lang New York, NY | -6 l some repeats
Shubert Outreach: Fergns Falls  James Sewell Minneapolis, MN |  2/27/02] 4 _
interactive meeting Rebecca Peterson  |Fergus Falls, MN Ist time
Shubert Qutreach: Rochester Roberta Puzon Minneapolis, MN ‘ 3/1/02 5 ._
interactive meeting, 1Bobbi Wilson Rochester, MN ’ -3 TPL staff
Disability Exchange ___ {Heather Brady Minneapolis, MN 302 9 .
student prep at Webster part 2 [Michael Engel Minneapolis, MN ! -9 repeat
Will Swanson & BAM . |Bonnie Mathis Minneapolis, MN | 3/4/02 i0 o
exchange Will Swanson New York, NY l -6 some repeats
PCAE Lindy Class iChristopher Yeager _|Minneapolis, MN |  3/11/02 s
exchange part | \Marilvn Delaney Kelliher, MN L -3 ACE people
Disability Exchange _ Heathet Brady Minneapolis, MN | 31802 5
interactive meeting part 3 Sarah Height Brainerd, MN ! -5 all repeats
NJ Dance Mentoring Exchange  1Diane Aldis Minneapolis, MN 3/26/021 20 e
part 5 Dale Schmid Sewell, NJ -20 _repeat
NJ Elementary Exchange __|Marcia Chapman Minneapolis, MN 3/26/02 25
part 4 Frehda Rhodes New Brunswick,NJ -25 _repeat
Shubert Outreach: Bemidji Kathy Grammer Minneapolis, MN 4/5/02 11 _
exchange part 1 Jennifer Swanson = ,St. Cloud, MN Isttime
Shubert OQutreach: Fergus Falls  iMargo'Berg __iMinneapolis, MN 4/17/02 0
connection test E Fergus Falls, MN e
NI Theater Exchange Virginia McFerron ___!Minneapolis, MN 4/23/02 2 _
part | Kristed Walsh Sewell, NJ 1sttime
PCAE Lindy Class Marilyn Delaney __ Kelliher, MN 4/24/02 s T
exchange part 2 Diane Aldis Littie Falls, MN -3 ACE people
NJ Theater Exchanpe Virginia McFerron  Minneapotis, MN 4/26/02 12 o
part 2 Kristen Walsh Sewell, NJ -12 Tepeat
Shubert Qutreach: Bemidji _ Kathy Grarmmer Minneapolis, MN 4/26/02 1 |
exchange part 2 Jennifer Swanson Bemidji, NN -11 __tepeat
Shubert Qutreach: Bemidji Kathy Grammer Minneapolis, MN 5/3/02 11 o
exchange part 3 Jennifer Swanson Bemidji, NN -11 repeat

Tinm Darfarmanca | 2h Timaling
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Event Title Key ArtistTeacher |Locations Date #People |
Disability Exchange Heather|Brady _ ‘Brainerd, MN 5/7102 8

student training part 4 |Sarah Height ‘Brainerd, MN -8 __all repeats
_____ bility Exchange ‘Michael Engel Minneapolis, MN 502 17

exchange part 5 Sarah Height Brainerd, MN -17 all repeats
Shubert Outreach: Fergus Falls ~ [Mathew O'keefe Minneapolis, MN _ |  5/15/02 5

exchange Rebecca Peterson Ferpus Falls, MN -1 RP
PCAE Puppetry Diane Aldis _ Minneapolis, MN | 5/2002 22 o

exchange ‘ t Little Falls, MN -2 ACE people
Disability Exchange Michae! Engel Minneapolis, MN 5/21/020° v

exchange part 6 Sarah Height Brainerd, MN -17 all repeats
NI Theater Exchange |Virg_i3ié‘McF erron  Minneapolis, MN 5/28/02 12 o

part 3 'Kristen Walsh Sewell, NJ 12 repeat
NJ Theater Exchange Virginia McFerron _ Minneapolis, MN 5/29/02 12 _

part 4 ' Kristen Walsh Sewell, NJ -12 repeat
Technical Staff training \Nancy Mason Hauser aneapohs, MN 72202 8 o

non-interactive E | } -4 ,' TPL staff
Technical Staff training MargoBerg _Minneapolis, MN___ __ 7/23/02] 8 i

non-interactive ' ‘f ' -8 repeat
Technical Staff training Danneil Dever __Minneapolis, MN 7/129/02 12 ! o

interactive Margo Berg Edina, MN -12 i tepeat
NY Demonstration Diane Aldis _ Minneapolis, MN | 9/12/02 27

exchange Risa Steinburg New York, NY -3 I RS, TPL
NI Demonstration Bonnie Mathis Minmespolis, MN  10/18/02 20 T

exchange practice session Gus Solomons, Jr.  Sewell, NJ -15 ~some repeat
NJ Demonstration Bonnij Mathis Minneapolis, MN 10/30/02 20

exchange Gus Solomons, Jr.  Sewell, NJ =20 repeat
o ! total participants 210

| 2002 '

Tha Darfremanca | ah Timaling
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2003 | | * | L
Event Title Key Artist/Teacher |Locations Date ‘ # People
Hopkins High Camera Training  |Nancy Mason Hauser |Hopkins, MN - 1/23/03 5 B ‘
non-interactive ‘ ' -1 | _NMH
Hopkins Elementary Dance _ |Cindy Prowell  Glen Lake, MN 2/25/03 0
exchange part 1 \Dave Smith Minnetonka, MN -2 ACE people
Hopkins Elementary Dance |Cindy Prowell _ Glen Lake, MN . 272803 10
exchange part 2 Dave Smith Minnetonka, MN =70 repeat
Hopkins Elementary Dance Cindy Proweii Glen Lake, MN 1 3/4/03 v
exchange part 3 Dave Smith Minnetonka, MN ! -70 repeat
Hopkins Elementary Dance | Cindy Prowell |Hopkins, MN 3oy 3
student performance Dave Smith | ' -30 ___repeat
Passaic Valley Initial Meeting, _|Rick Hauser IMinneapolis, MN - |  3/11/03 5
for future theater exchanges Matthew Conforth  !Passaic Valley, NJ i -3 TPL staff
AAPHERD Dance Demo Marcia Chapman lMin_ng_gpolis, MN . 3731403 22 L
exchange Gloria McLean Sewell, NJ i -18 §CIT, BAM, TP
NJ Theater Exchange w/SWHS  |Rick Hauser Minneapolis, MN 4/8/03 35 e
part 1 Kirstin Walsch Sewell, NJ -2 RAH, KW
NJ Dance Exchange w/Perpich Mary Harding ~~ Minneapolis, MN 4/10/03 37 ]
part | David Kloss Sewell, NJ -3 teachers
NJ Dance Exchange w/Perpich Mary Harding Minneapolis, MN 4/16/03 | A
part 2 David Kloss Sewell, NJ -17 repeat
NJ Theater Exchange w/Petpich _ Rick Hauser Minneapolis, MN 4/23/03 17 L ]
part 2 Kirstin; Walsch Sewell, NJ -17 repeat
NI Theater Exchange w/SWHS  Rick Hauser Minneapolis, MN _A4/29/03 30 o
part 3 Kirstin Walsch |Sewell, NJ -30 “Tepeat_
NJ Dance Exchange w/Perpich  Mary Harding __Minneapolis, MN 4303 17
part 3 David Kloss Sewell, NJ -17 repeat
NI Dance Exchange w/Perpich  Mary Harding ‘Minneapolis, MN 51703 17 e
part 4 David Kloss Sewell, NJ -17 repeat
NJ Dance Exchange w/Perpich ~ Mary Harding _ Minnespolis, MN sme3 17
part 5 David Kloss Sewell, NJ -7 repeat
NJ Theater Exchange w/SWHS  Rick Hauser__ Minneapolis, MN 5/13/03 3
part 4 Kirstin Welsch Sewell, NJ -30 repeat

Tha Darfnrmancs | ah Timaling
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Event Title Key Artist/Teacher Locations Date # People

NJ Dance Exchange w/Perpich  |Mary Harding Minneapolis, MN 5/30/03 17 ! B
part 6 David Xloss Sewell, NJ -17 repeat

NJ Dance Exchange w/Perpich ~ Mary Harding Minneapolis, MN _~ 6/2/03 17 , _ _
part 7 David Kloss Sewell, NJ -17 ___repeat
- — . - e

o | o 2003 12§
2002 210 -
e ; o 1996-2001 375 o
S total paric T80
5 ! —— — -

_ - l o ) leducation 442 l
[ C ‘cultural 268

Tha Perfarmanca Lab Timeline : Page 8of 8
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Evaluation Process for
Interactive Eveﬁts

Below is information about our
evaluation process and the enclosed
fdlrms.

Please contact Dannell at TPL 612-
870-2692 if you have any questions.

\
|
|
l

Form Title | Purpose of form = Who's involved How to administer Return to TPL
Base Line!Data information about completed by to be completed directly mail forms within
technical set-up and  technical director following an event 7 days of event
difficulties ‘ )
Coach Evafqation written reflections about lead coach to be completed at end of mail forms within
| their experience | event 7 days of event
Student Evaluation written reflections about ali students/on to be completed at end of mail forms within
| their experience camera participants event 7 days of event
Tech Staff Evaluation written reflections about assistant coach, to be completed at end of mail forms within
their experience tech director, audio event 7 days of event

technician, camera
person(s), etc.
Audio Discussion Questions  questions for evaluator  coach & students  to be completed after written  mail video tape

to ask to initiate evaluations at end of event. set within 7 days of

discussion about the up a video camera to record the event
event. Can add more audio & pointing away from the
Questions based on participants so not to capture

responses of their faces or identity.
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!

! participants.

Coach Follow-up Evaluation to gather information lead coach (student give to the coach after the  complete and
‘ about the iasting effects input is optional) event for them to complete mail 1 month
? of participating in an within the next month, Make after the event
‘ event. sure TPL administrator has

\ coach's email for follow-up

Please return completed forms and
video tape to:

j Dannell Dever

| The Performance Lab
| 528 Hennepin Ave. S.
#615

Minneapolis, MN 55403
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DISCUSSION QUESTIONS
(1o be read by evaluator)

How was this interactive session different from vour normal [dance, music, theater, etc] classes? How was it similar?

How did the technology [the cameras, monitors, microphones, and the technicians] affect you?

What did you learn? Did you learn anything that you could not have leamed as easily in your normal classroom?

What else was important about this session?

© The Performance Lab
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THE PERFORMANCE LAB INTERACTIVE COACHING EXCHANGES

Student/Participant Responses

KEY

ATTITUDE

Al - A6 NOTES

BACKGROUND

5B NONE SB OUTSIDE 5B1, 5B 2-3, 5B 4-8, SB 9+
PART 1

HOW LONG TO BECOME ACCUSTOMED?

ACl1 - AC5 NOTES

DID YOU FEEL WELL PREPARED?

SP1 - SP3

WHAT PREPARATION WERE YOU GIVEN?
APG1-SPG8 SPG NOTES

WHAT PREPARATION WOULD HAVE HELPED YOU?
SPN1 - SPN8 SPN NOTES

INTERNET SUPPORT

_SIYES SINO

WHICH INTERNET TOOLS DID YOU USE?
SIV1 - SIV7 SIV NOTES
OVERALL EXPERIENCE RATING

OVXP 1 [LEAST EFFECTIVE] - OVXP 6 [MOST EFFECTIVE]

A Senior Dance major: "It was almost the same as a one-on-ene experience
...Maybe, one day, all classes will be done with interactive coaching; and distance

would not be a problem or issue.” -
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STUDENT EVALUATION DATE:
TPL #:

BASFLINE DATA

What was your attitude toward interactive technology before coming inio this session? (circle one)
1 negative 2 skeptical 3 neutral 4 curious 5 excited G other

How much background with imeractive technology did you have before this session? {circle one)
1 none; this is my first experience
2 have participated in other interactive events outside of TPL.
one session two to three sessions  four to eight sessions  nine or more sessions
4 have prior expenience with TPL:
ofe session two to three sessions  four 1o eight sessions  nine or more sessions

PARTI

How long did it take you to become accustomed to the technology during this session? (circle one)
11 felt comfortable right away
2 a few minutes
3 about half way through the session
4 [ feit comfortable toward the end of the session
5 1 never felt comfortable with the technology because:

Did you feel well prepared coming into this session? (circle one)
1yes 2 somewhat 3no

What preparation were you given for this session? (circle all that apply)
1 an explanaiion of The Performance Lab’s mission and goals
2 information about the coachiteacher’s credentials
3 information about what 1o bring and what to wear
4 an explanation of what to expect when working with the technology
5 prior communication with the students from the other site
6 a practice session using the technology
7 prior experience with the subject matier being taught in the session
8 no preparation
9 other

What preparation wouid have helped you succeed in the session? (circle ali that apply)
1 an explanation of The Performance Lab’s mission and goals
2 information about the coach/teacher’s credentials

_____ 3 information about what to bring and what to wear
4 an explanafion of what 10 &xpect when working with the technology- - — . .
5 prior communication with the students from the other site
6 a practice session using the technology
7 prior experience with the subject matter being taught in the session
B 1 didn’t need any preparation
9 other

Go To Page 2

€ The Performance Lab



DATE:
; TPL #;
Did you know that TPL’s website offers internet support for your coaching sessions? (circle one)
I I knew about the internet options 2 1 did not know about the internet options
If you were aware of the options, which TPL internet support tools did vou use? (circle alt that apply)
1 general information
2 videofaudio clips
3 bullefin board
4 Jesson information
5 tips
6 glossary
7 didn't find internet options useful because:

PART I

Did the technology affect your relationship with the teacher/coach? In what way?

What was your relationship with the students at the other site(s)?

Did you understand what was happening? Was there a way for you to ask questions or get more information if you needed it?

What did you leam? Will you carry anything away from this class that you wouldn’t have gotten in a non-interactive class?

|
|

What was the best thing about your interactive technology session?

What changes would help you have a better learning experience?

€ The Performance Lab
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THE PERFORMANCE LAB
STUDENT EVALUATIONS
SAttitude
: ¢
& 8 __ 2

| : g G0 5

| P33Rz 333323
Session Number Date  Location ArtForm = & & & w h R ERER
Practice Demo Event -MN  18/10/2003 | 5B Dance 3 | 11 3 1 1 1
Practice Demo Event -NYC 18/10/2003 | DPCTV Dance data is missing
Demo Event -MN 30M0/2003 | 5B Dance 5 | K 2 3
Demo Event -NYC 30!10!2093 DCTV Dance data is missing
AAHPERD -TPL/BAM 31/3/2003 | 5B Dance 7 1 7 1 1 1 3 1
MHPERD -GCIT NJ 31/312003 i GCIT Dance 15 1 3 1 1
MN Southwest High 8/412003 5B Theater 10 1 10 1 4 5
NJ GCIT Theater B/4/2003 GCIT Theater 19 11 1 6 4
MN Southwest High 13/5/2003 | 5B Theater 7 1 7 3 4
NJ GCIT Theater ' Data missing
Pefpich Dance CoaCh|nq Mo data btuuuhuwilumMNpor«ﬂpnr# ’ 1 '
NJ GCIT Dance Coaching  Various H GCIT Dance 22 2 1 6 2 3

32 5 6 45 1 1 8 2024 2



S$Background
¢ £ o o
g g _ ° 3 g .
\ EEEEER sEEF o 2

s , | . - g E 33 B 8m ° ° aLREE § B
essioiNumber . ~ Date |Location AntForm ~+ & e 0 o w £ £ wmowoen = 0
Practice Demo Evert -MN  18/10/2003! 5B Dancs 3 | T4 3 1 |
Practice Demo Event -NYC 18/10/2003] DCTV Dance  data is missing ‘
Demo Event -MN 30/10/2003'58 ~  Dance S5 | |1 2 . 2 111
Demo Event -NYC 30/10/2003: DCTV Dance  datais missing | |
AAHPERD -TPL/IBAM 31/3/2003 '5B Dance 7. 1 7 4 41 11 1
AAHPERD -GCIT NJ 31/3/2003 | GCIT Dance 15 1.3 1 1
MN Southwest High 8/4/2003 | 5B Theater 10 1 10 8 1 1
NJ QCIT Theater ) 8/4/12003 iGClT ' Theater 19 111 3 1 2 2 4
MN Southwest High - 13/5/2003 | 5B Theater 7 1 7 4 2
NJ GCIT Theater | -+ ! Data missing
Perpich Dance COaching o ss bemss twr vare no Wi carscoams 1
NJ GCIT Dence Coaching  Various /|GCIT Dance 22 21 9 1 4 5

| 32 5 6 45224 45 2 1 2256 4 7



Student Evaluations
SAccustom

2 8

g g $

] g S '§ T s N2 2w 2

3 g 5 & & §533883
Session Number . Date . Location ArtForm &= & S &% & B B v & &
Practice Dema Event -MN  1810/2003 5B Dance 3 [ |1 3 1 1 1
Practice Demo Event-NYC  18/10/2003 | beTv Dance  datais missing
Demo Event -MN 30110/2003 58 Dance s | |1 1 2 2
Demo Event -NYC 30/10/2003 DCTV Dance  datais missing
AAHPERD -TPL/BAM 31/3/2003 5B - Dance 7 17 6 1
AAHPERD -GCIT NJ ‘ 31!3!2003 GCIT Dance 15 1 3| 1 2 .
MN Southwest ngh ‘ 8!4!2003\ 58 Theater 10 1 10 3 6 1
NIGCIT Thestor 82003 GCIT  _ Theater . . 18 1115 51 _
MN Southwestngh - 13/5/2003 5B Theater 7 1 3 1
NJ GCIT Theater ‘ { Data missing “ . ‘I
Perpich Dance Coaching Nodnh becauss e wark no M paricioants. . 1
NJ GCIT Dance Cosching ~ Various | |GCIT Dance 22 211 7 4
' : 32 56 6 4 52 21 286 1 1



Student Evaluations
5 SPrepGive
E ¢ g
2 a g
:.% E‘ € 6 W A B - 43_
5 @ E S 8B ra OO L] OO
Session Number . - date | Location . Art Form 9’- & 28w @ _%_?)_'__35“1}:':_@_5 7 62: s & g
Practice Demo Event -MN ~ 18/10/2003 58 Darnice 3 [ 3
Practice Demo Event -NYC  18/1 0/2003 DCTV Dance data |s missiny
Damo Event -MN 3011 01!20('.)3§ 5B Dance C[ 1
Demo Evant -NYC 30/10/2003 DCTV Darce data lS missin 3 |
AAHPERD -TPL/BAM 31/3/2003! 5B Dancse 7 1 7 5 2 3 26 31 t1 21
AAHPERD -QCIT NJ 31!3!2003% ‘GCIT Danqa 15 13 2 1 2 1 ‘2 1 3
MN Southwest High 8/4/2003 | 58 Theater 10 1 10 2 8 8 2 27 2 1 2
NJ GCIT Theater - 8/4/2003 ! GCIT Theater 19 1 1 3 68 2 8 918 2 21 |
MN Southwest High 13/5/2003| 58 Theater 7 1 3 4 4 216 42121
NJ GCIT Theater Data missing ‘ ‘
Perpich Dance Coaching mmmuuﬂwut-munuwm ' 1 .
NJ GCIT Dance Coachinﬂ Various | IGCIT Dance ‘ 22 211 6 5 4 4 8109 5 7

32 56 6 45221 262 29 202034181410 6 2



Student Evaluations

| ~ SPrepNeed

g £

"é % £ 5 é

- § S 38fzoezgesrs z

Session Number . Date | Location ArtForm & & S 80 6 KB BB BB B &
Practice Demo Evert -MN ~~ 18/10/2003 58~ Dance 3 | T [1 T3
Practice Demo Event NYC  18/10/2003 DCTV _ Dance data is missing o
Demo Event MN 3011012003 58 Dance 5 | |1
Demo Event -NYC 30/10/2003 DCTV Dance  data is missing .
AAHPERD -TPL/BAM 31/3/2003 5B Dance 7 1 7 2 2133 31
AAHPERD -GCIT NJ ..\.... o 31 ,SIZOOQ R G.EI-I;:.. o w _D.an?g.m\ FLITL W 15 N .“1 ! .3- wow a B 1.. W e et u..-.|1..... .1 w ....?....
MN Southwest Righ 8§/4/2003 | 5B Theater 10 1 10 2 173 313
N..! GleT Ttl'neatar 8!4:’2003‘ GCIT Theater 19 1 1 2 511 2
MN Southwest High 13/5/2003 . 5B Theater 7 1 7 1 112 4 2 2 1
NJ GCIT Theater b b WA L W l.I‘ D,ata l";n.l‘\s-s.l.l!.l.n‘,gu T L R b I e e e IR W e e e s e
Perpich Dance Coaching o G et s i e 1
NJ GCIT Dance Coaching ~ Various' |GCIT  |Dence 22 2 11 2 1 2 1 4 3 4 Plentyofprep from past

32 5 6 452 5 5

P -8
[{=]

1 3
8 209 11 3
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Student Evaluations  Internet Use

2 2
- [+
&S £ 2
= S €€ F @ k-]
| t € © o« £ 8 90 - noo2xwwer Z
. : ] ‘ a a 88k 2 2 2 22322222
Session Number Date | Location AntForm v & v~ &0 & & & GO 6G &6 66
Practice Demo Event -MN _ 18/10/2003 5B Dence 3 | |7 3 3
Practice Demo Event -NYC ~ 18/10/2003 DCTV Dance  data is missing . .
Demo Event -MN 30/10/2003 5B Dance 5 | |1 3
Demo Event -NYC 30/10/2003 DCTV ~ Dance  data is missing
AAHPERD -TPL/BAM 31/3/2003| 5B Dance 7 1 7. 2 5 1
AAHPERD -GCIT NJ‘ 31/3/12003; GCIT Dance 15 13
MN Southwest High 8/4/2003 | 5B Theater 10 1 10 7 2 3 2 2 3
NJ GCIT 'Il'he_ater‘ QMIZOOS f GCIT Theater 19 1 19 :
MN Southwest High 13/5/2003| 5B Theater 7 1 7 4 3 1 2 1 1
NJ GCIT Theater / Data missing N
Perpich Dance Coaching o st beeauss tare ware v Mh pevicioants 1
NJ GCIT Dance Coaching ~ Various ' |GCIT  |Dance 22 2 11 |

32 56 6 452 13 10 56 2 4 1 3 0 7



............q......................'.."'vv
|

Student Evaluations
Overall Exporaﬁe
g £
% % i - N o® T W
1 T g FEFELEEEE
Session Number Date  location ArtForm & & 3_0?:_ b &3 83383
Practice Demo Event -MN  18/10/2003 | 5B " Dance 3 | 11 3 '
Practice Demo Event -NYC  18/10/2003 | DCTV Dance  data is missing
Demo Event -MN 30/10/2003 | 58 Dance 5| |4
Demo Event -N‘IYCI | 30/10/2003 { DCTV Dance  data is missing
AAHPERD -TPL/BAM 31/3/2003 | 5B Dance 7 1 7 2 2 6
AAHPERD -GCIT NJ 31/3/2003 | GCIT Dance 15 1 3 1 2
MN Southwest High 8/4/2003 | 5B Theater 10 1 10 3’4 3
NJ GCIT Theater 8/4/2003 f GCIT Theater 19 1 1"
MN Southwest High 13/5/2003 | 5B Theater 7 17 4 3
NJ GCIT Theater ' Data missin ' L
Perpich Dance Coaching N G bocaunetarewdh o W ot 1 )
NJ GCIT Dance Coaching  Various ||GCIT Dance 22 2 11 2 2 3 4
) 322 56 6 4520 0 2 81518



THE PERFORMANCE LAB INTERACTIVE COACHING EXCHANGES
Coach Responses '

KEY

ATTITUDE
Al - A6 NOTES

BACKGROUND

BNONE B OUTSIDE B1, B 2-3, B 4-8, B 9+
PART 1

HOW MUCH TIME PASSEDBEFORE SESSION?
F1 -F5

WHAT PREPARATION WERE YOU GIVEN?

PGl - PG8 PG OTHER

WHAT PREPARATION WOULD HAVE HELPED YQU?

0000000000000000VGPIISIYPFVYVYVTYTVYYT-

PN1 - PN8 PN OTHER
INTERNET SUPPORT

1YES IND

WHICH INTERNET TOOLS DID YOU USE?

HOW LONG DID IT TAKE YOU TO BECOME ACCUSTOMED?

AC1 - ACS

OVERALL EXPERIENCE RATING

OVXP 1 [LEAST EFFECTIVE] - OVXP 6 [MOST EFFECTIVE]

From a theatre coach: ™I wish I had thoughf a bit more about camera and
screen placement to support the scene dialogue ... It's always worth thinking through
the specific goals -- 1"



COACH EVALUATION DATE:
TPL #
BASELINE DATA (please circle the most appropriate answer)

What was your attitude toward interactive technology before coming into this session?
1 negative 2 skeptical 3 neutral 4 curious 5 excited 6 other

How much background with interactive technology did you have before this session?
1 none; this is my first experience
2 have participated in other interactive events outside of TPL;
onhe session two to three sessions  four to eight sessions  nine or more sessions
3 have prior experience with TPL:
one $ession two to three sessions  four fo eight sessions  nine or more sessions

PART1

How much time passed between TPL's first contact with you about this session and the actual session?
Was this amount of time {days; weeks: months)
1 too long; we lost our momentum
2 a little longer than necessary
3 just right
4 we could have used a little more time
5 too short; we didn’t have time 1o prepare properly

What preparation were you given for this session? (circle all that apply)
1 an explanation of The Performance Lab’s mission and goals
2 information about what to bring and what to wear
3 an explanation of what to expect when working with the technology
4 prior commurnication with the students from the other site(s) '
5 prior communication with the coachi{es) from the other site(s)
6 a practice session using the technology
7 prior experience with the subject matter being taught in the session
8 no preparation
@ oiher

‘What preparation would have heiped you succeed in the session? (circle all that apply)

1 an explanation of The Performance 1.ab’s mission and goals

2 information about what to bring and what to wear

3 an explanation of what 10 expect when working with the technology

4 prior communication with the students from the other site(s)

5 prior communication with the coach(es) from the other site(s)

5 a practice session using the technology

6 prior experience with the subject matter being taught in the session
‘hy—*fmidn‘t'need*anyweparahﬁtr——-' T T T T T T T T T T e e

8 other '

X X R R X X X R X I X X R R N N N LR KR ey

Did you know that TPL’s website offers internet support for your coaching sessions? (circle one)
1 I knew about the internet options 2 I did not know about the internet oprions
If you were aware of the options, which TPL internet support tools did you use? (circle all that apply)
1 general information
2 video/audio clips
3 bulletin board
4 lesson information
5 tips
o glossary
8 didn’t find internet options useful because:

Go to page 2

€ The Performance Lab



DATE:
TPL #:

How long did it take you to become accustomed 1o the technology during this session?
1 I felt comfortable right away
2 a few minutes
3 about half way through the session
4 1 felt comforiable toward the end of the session
51 never felt comfortable with the technology because:

PART II

How did the use of technology atfect your relationship with participants (students} at your own site and at the other sites?

Did the role of the equipment and technical staff enhance your approach to communicating your matertal? Why or why not?

Did vou accomplish what you set out to accomplish? If not, what stood in your way?

|
|
|
!
|
\
J

In your wildest dreams, what role can you envision for interactive coaching?

© The Performance Lab
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COACH FOLLOW-UP EVALUATION  DATE:
TPL #:
(due one month after end of session)
We encourage you to share these questions with your students.

1. Looking back, how would you rate the success of your TPL coaching session(s)? Would you do it again?

2. Did your interactive technology session(s) produce any long-term results? In student behavior?
In student knowledge or understanding of your art form? In revised teaching/coaching methods?

3. What other uses can you imagine for interactive technology?

4. What people and organizations in your community would be excited about the possibilities of using interactive
technology to coach performance? Where can TPL go to Jook for coaches, students, space, technological
equipment, technicians, training, funding, etc.?

5. 1s there anything further you would like to tefl us about any aspect of your experience with TPL?

& The Performance Lab



The Performance Lab
Data Summary Template
TPL Complete Data Base

This sheet inciudes the baseline da.‘e,

0000000000000 000000000000000000O0PVVVYIIVIVYFIVFIYFVIYVYTVYTY

|
|
|

| Teacher/Coach Evaluatlons

Attitude

| ‘

1 -

g 2

,  © £ £

\ f= = T
Session Number | Date Location ArtForm v N+ & << << < < ANotes
Practice Demo Event -MN 10/18/03 5B Dance 3| | 1] | 1
Practice Demo Event -NYC 10/18/03 DCTV  Dance datais missing S
Demo Event -MN ' 10/30/03 58 = Dance 5 |1 1 didnt use it
Demo Event -NYC | 10/30/03 DCTV  Dance datais missing
AAHPERD -TPLIBAM | 3131/03 58 Dance 7 1 : 1
AAHPERD -GCIT NJ ( 3/31/03  GCIT ~ Dance 15 1 data missing
Hopkins/GlenLake \ 314103 GLK  Dance 30 1 1
Hopkins/Meadowbrook |~ 3/4/03  MBK'  Dance 30 2t
MN Southwest High j 4/8/03 58 Theater 10 1 1
NJ GCIT Theater TR U g [ I Nm.}.‘ e, 418’03 o I.G‘LCJ.!T IRT . Theater . PRI u....h.‘.‘.l.?.. ORIV | TGP SRIES TFgF ') LI 1‘ © ol
Perpxch Dance Coachlnq | | 4116103 BB Dance 0 1 1
NJ GCIT Dance Coaching 4/16/03 GCIT  Dance 11(22) 2 1 1
NJ GCIT Dance Coaching 4/10/03 GCIT  Dance 11(22) 2 2
MN Southwest High ! 5/13/03 5B Theater 7 1 1

- data missing -if Kirstin completed eval forms

NJ GCIT Theater

62 64 8 7 0202 8 1
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|
|
} Teacher/Coach Evaluations
| Background
|
|

g 8 3

! 28655 & @ ©

‘ Lt £t o« s 5 g 8

| | , 888 2 8- ~ %4

Session Number Dat Location ArtForm « & + 4 @O @ 0O @ @M
Practice Demo Event-MN  10/18/03 5B Dance 3] |1 |
Practice Demo Event-NYC  10/18/03 DCTV ~ Dance data is missin
Demo Event -MN 10/30/03 ~ 5B Dance 8 1 4| j
Demo Event -NYC - 10/30'103 DCTV ~ Dance datais missing | o -
AAHPERD TPLIBAM 3/31/03 5B Dance 7 1 1 1
AAHPERD -GCIT NJ 3/31/03 GCIT Dance 15 A e
Hopkins/GlenLake 3/4/03 "~ GLK " “'Dance 30 1 1 1
Hopkins/Meadowbrook 3/4/03  MBK  Dance 30 2 1
MN Southwest High' 4/8/03 5B Theater 10 1
NJ GCIT Theater 4/8/03  GCIT  Theater 19 1 | 1
Perpich Dance Coaching  4/16/03 5B Dance O 1
NJ GCIT Dance Coaching 4/16/03  GCIT Dance 11(22 2
NJ GCIT Dance Coaching ~ 4/10/03 GCIT  Dance  11(22 2
MN Southwest High 51303 5B  Theater 7 | 1 1

NJ GCIT Theater data rﬂlssmq -if Kirstin completed eval forms
62 64 8 7 1 1 2 012

|

|
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|

f

|‘
Session Number Daté

Practice Demo Event -MN  10/18/03
Practice Demo Event -NYC  10/18/03

Demo Event -MN 10/30/03
Demo Event -NYC 10!30103
AAHPERD -TPLIBAM 3!31/03
AAHPERD -GCIT NJ 3!31\/03
HopkmslGlenLake 3/4/03
HopkmslMeadowbrook 3/4/03
MN Southwest High 4!8/03
NJ GCIT Theater 4/8/03

Perpich Dance Coaching 4116103
NJ GCIT Dance Coaching  4/16/03
NJ GCIT Dance Coaching ~ 4/10/03

MN Southwest High 5/13/03
NJ GCIT Theater

5B
bCTV

58

DCTV |

58
GCIT

GLK

MBK

58
GCIT

58
GCIT

GCIT

58

Location Art Form

Dance
Dance
Dance
Dance
Dance
Dance
Dance
Dgnce
Theater
Theater
Dance
Dance
Dance

Theater

Prior Experience First Contact
£ 8 o o
g 3 2 8 |
$8§8.59 33 o
8 8 8 O o
PESSEEEEE
3l 11 |1 1 1 month
data is missing o
s| 11 |4 1 2 months
data is missing o
7 1 months?
15| 1 ‘
30 1 1 month
30 2 - 1month
10 1 1 1 month
19 1 1
6 1 1 1
11 2 23(7)
11 2 23(?)
7 1 1

&2

Teacher/Coach Evaluations

data missing -if Kirstin completed eval forms

8% 8 7 2 1 3 1 6

F1

F2
A F3
F4

F5

it i = = e

—
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,' Teacher/Coach Evaluations !
/‘ PrepNeed
| it
©
| S Sc =
I TR
| ss8fz3z3ges2 .
Session Number Date Location ArtForm & &2 & & 2 & & & PNOther
Practice Demo Event -MN  10/18/03 5B Dance 3| |1} | —
Practice Demo Event-NYC 10/18/03 DCTV ~ Dance datais missing T o
Demo Event MN 10!30;’03 5B Dance 5' ' 1‘ ‘ ' o ““____
Demo Event -NYC 10{30‘:‘03” DCTV  Dance data is missing e
AAHPERD -TPL/BAM 3/31/03 58 Dance 7 1 1 1
AAHPERD -.GCIT NJ ' 3{31:(03 GC!T Dance 15 | e 1 B LRI i LTI Lr G 8 S IR Yo B 1, PRI B (R I [ T E A -
Hopkins/GlenLake 3/14/03  GLK Dance 30 1 1 1 'more staff communication
Hopkins/Meadowbrook 3/4/03 MBK  Dance 30 2 | 1 1defailedlessonplan
MN Southwest High 4!3.'03 58 Theater 10 1 I T B needed specaf ic goals
NJ GCIT Theater 4/8/03 GCIT  Theater 19 1

e AL A, kL L, e L, et L L ) R, | R S| e o ' PO

Perpich Dance Coachmq 4116103 58 Dance © 1

NJ GCIT Dance Coaching 4/16/03 GCIT Dance 11 2 2
NJ GCIT Dance Coaching  4/10/03  GCIT Dance 11 2 2 —
MN Southwest High 5/13/03 5B Theater | 7 1 1 1 11

NJ GCIT Theater | fj

f . 6286 87 0 1 2 3 3 2 5 2

I
r
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Teacher/Coach Evaluations

PrepGiven
s 23
o ©

Ji 2 o -

? 2 266 -

| EL 88 « v oo ¢ 0 © ko 2
Session Number Date LocatonArtForm = &2 8 § £ 2 § £ B 8% o
Practice Demo Event -MN  10/18/03 58 Dance 3| | 1] |

Practice Demo Event -NYC 10/18/03 DCTV ~ Dance datais missing

Demo Event-MN 10!30/03 SB - 6Lénéue -’ 1 ] l TR e
Demo Event-NYC ~ ~ 10/30/03 DCTV  Dance datais missing e
AAHPERD -TPLIBAM  3/31/03 58 Dance 7 1 1 1 T 1 1

AAHPERD -GCITNJ 3I31IO3 ~GCIT Dance 15 1 o e
HopkmstlenLake 3!4/03 GLK Dance 30 t 1 1 1 mtq ‘wicoaches
HopkmslMeadowbrook | 3!4!03 , MBK Dance 30 2 1 L R i
MN Southwest High 4/8/03 5B Theater 10 1 - camera ptacement
NJ GCIT Theater 418!03 GCIT  Theater 18 1 1 1 o o
Perpnch Dance Coachmq 4!16]03 58 Dance O 1 1T 1 1 1 1 1 1

NJ GCIT Dance Coaching 4/16/03  GCIT Dance 11 2 1 1 1 1 1 1t 2ndyrwhechnology
NJ GCIT Dance Coaching 4/10/03  GCIT Dance 11 2 1 2 42 2 1
MN Southwest High 5/13/03 5B Theater 7 1 1

NJ GCIT Theater |

t

6286 8 7 6 1 8 4 8 5 6 0
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Teacher/Coach Evaiuations

Internet/Tools

-

3 8 \

8 85§ @

TERR o B

. 5 . S 888 v 9 & N 9 ¥ v © o Z

Session Number Date Location ArtForm ~ -~ =2 2 2 2 2 2 2 2 2 2 2
Practice Demo Event -MN  10/18/03 5B Dance  3f (1] | 1 1
Practice Demo Event -NYC 10/18/03 DCTV = Dance dataismissing = = e e
Demo Event -MN 10/30/03 58 Dance 5| |1 | 1 I
Demo Event NYC =~ 10/30/03 DCTV,  Dance dalaismissing e o o e
AAHPERD TPLIBAM 3/31/03 5B Dance 7 1 1 1 1
AAHPERD-GCITNJ /3103 GCIT = Dance 15 1 =
HopkmsIGlenLake 3!4/03 GLK Dance 30 1 1
Hopkins/Meadowbrook 3/4103 MBK  Dance 30 2 4 A
MN Southwest High 4/8/03 5B Theater 10 1 1 1 1 1 1 1 1
NJ GCIT Theater ) 4!8703 | GCIT . Theater 19 1 1 e
Perplch Dance Coaching 4!16[03 58 Dance 0 1 1 1 1 1 1
NJ GCIT Dance Coaching 4/16/03 GCIT  Dance 1 2 2 1
NJ GCIT Dance Coaching  4/10/03 GCIT  Dance 11 2 2 1 | |
MN Southwest High . 5M3/03 5B Theater 7 1 1 T 1 1 1
NJ GCIT Theater |

| 6286 8 7 10 3 7 4 2 4 3 { 2 0
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| Teacher/Coach Evaluations

l;' Accustom

| 8 3

I & <

i - T -4

i 82,

‘ 2 B
Session Number Date Location ArtForm & & € & 2 &:) t&’ 2 2 ACNotes -
Practice Demo Event -MN  10/18/03 5B Dance 3| |1 | 1 1 challenging
Prachce Demo Event .N,YC 10]1%&3 dJMELCM.E}/LHL Danceuwpuata |s mlss n R Lol ARRPRERE IR el el D 0 e b d e HERCRLTEID oD et e - —
Demo Event -MN 10/30/03 &8 Dance Bl |1 "]& i
Demo Event NYC . .. 10130I03 DCW | Dance data is rr‘is.Si“.‘g f ! BRITRCEN . o IR YN B PR PV 12 PR R (R -..;.‘_u_-h_u;..;n;_‘u-—_... [R—
AAHPERD -TPL/BAM 3/31/03 58 Dance 7 1 1
AAHPERD GCIT NJ | ‘31‘31‘;'()'3 GCIT - Dance 15 1 e e
HopkmslGlenLake 3/4/03 GLK  Dance 30 1 1 every sessaon was different
Hopkins/Meadowbrock ~ 3/4/03 ~MBK  Dance 30 2 1 1tookawarenss away from student needs
MN Southwest High 4!8(03 5B Theater 10 1 1 audio dlfﬁculty
NI‘{ IHlGCI'IIer\-I!;I"I]e%III'tﬂ?“;" et =m ow ‘Ifﬂlﬁ-lﬂl?ﬂlm'oiam'mﬂ mgglrmm' “\Iﬂl-l“."llt;]fg\laflse'!{':ﬂ'lll Lol o Gk R T Tt R o R A U 11 RO TN F LT I R | 1Y B (YT . LT ST P
Perpich Dance Coaching  4/16/03 58 Dance O } 1
NJ GCIT Dance Coaching  4/16/03 GCIT Dance 11 2
NJ GCIT Dance Coaching  4/10/03 GCIT  Dance 11 2
MN Southwest High 5!13!03 58 Theater 7 1 ' 1

NJ GCIT Theater
62 86 8 7 2.2 2 0 56
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Teacher/Coach Evaluations
/ | Overalt Experience

1Participants
2participants

. ! 28 3 5 5 > 5 >
Session Mumber Date; Location Art Form - O O O O O O
Practice Demo Event -MN  10/18/03 5B Dance 3/ | 1 |
Practice Demo Event -NYC 10/1 8:03 DCTV  Dance datais missing
! PRI WTEPRET S IL. o § ooy i ST VPR TONTE R ETI T o ! TR Y| - JI IT /I o TN
Bermo Event -MN 10130103 5B Dance 5 {1 |
Demo Event -NYC ~ 10/30/03 DCTV  Dance datais missing | R
AAHPERD -TPLIBAM 3]31!03 5B Dance 7 1 1 1
AAHPERD -GCITNJ | 3/31/03  GCIT  Dance = 135 o
Hopk:nstlenLake 3]4!03 GLK Dance 30 1 1
Hopkins/Meadowbrook 314/03 MBK  Dance 30 2 | |
MN Southwest High 4/8/03 5B Theater 10 1 1
N3 GCIT Theater 41#103 GCIT  Theater 19 3 i
Parplch Dancs Coachmq 4115[03 58 Dance 0 1 i
NJ GCIT Dance Coaching 4/16/03 GCIT  Dance 11 2
NJ GCIT Dance Coaching  4/10/03 GCIT Dance 11 2
MN Southwest High 5;';! 3/03 58 Theater 7 1 1

NJ GCIT Theater o | |
28 8 7 0 1 1 3 1 1
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THE PERFORMANCE LAB INTERACTIVE COACHING EXCHANGES
- Technician Responses -

KEY

ROLE
R1-R4
PREVIOUS EXPERIENCE
TE NONE TB TRAIN TBOUTSIDE 7B 1, 7B 2-3, TB 4-8, TB 9+
PRIOR EXPERIENCE
TTPLL TTPLZ-3 TTPL4-S’ TTPLO+
DESCRIBE TRAINING
TT 1, TT2 NOTES, TT73 NOTES, T14 01 - 08
OVERALL EXPERIENCE RATING
1 [LEAST EFFECTIVE] - 6 [MOST EFFECTIVE]
A wide range of experimentation characterized technician involvement;

the most successful work being done in tandem with or as an extension of
e coach.

|

many Yyears experience in dance documentation: “I also liked our
experimentation with moving the barres closer to the menitors to try and create
more of the ciose, intimate feeling of a class. It's a psychological thing as much as
anything else. That should be one of our thrusts: how to create one interactive
studio of two different sites [through screen placement, etc. I have also tried very

space/one team” ...]

This, from Nancy Mason Hauser, a professional cameraperson with

hard to echo the angles of the camera at the far side to facilitate this sense of “one



TECHNICIAN EVALUATION DATE:
TPL #:
BASELINE DATA

Which role(s) did vou fiil during this session?
1 camera operator
2 mabile camera operator
3 assistant coach
4 set up

How much experience with interactive technology did you have before this session?

1 none; this is my first experience
2 formal TPL waining, but this is my first live interactive experience
3 have participated in other interactive events outside of TPL:
one session two to three sessions  four to eight sessions  aine Or more sessions
4 have prior experience with TPL:
one session two to three sessions  four to eight sessions  nine or more sessions

Describe your previous training (circle all that apply)

! have participated in TPL, interactive sessions in another capacity
2 TPL training session of days
3 already professional in the field for vears
4 other kinds of experience/training: {please circle all that apply)
1 classroom media support
2 personal mentorship
3 private instruction
4 Internet2 experiments
5 traditional videoconferencing
6 tetephone conference callg
7 WEBcam hookups
8 other

Were you adequately prepared to fulfil] your role in this session? What can TPL do to help?

00000000000 008000000000000w

|

e

Describe vour relationship with the coach. Were you effective in-helping them accomplish their goals?

Did you fee!l you had the tools at your command to help the coach communicate effectively?

‘What improvements to equipment would make the most difference to you? Why?

& The Performance Lab
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The Performance Lab
Data Summary Template
Technician Evaluations

Technician Evaluations

- TB1

Role TBackground
2 3
8 &5 g
a2 8 ® T
1] L £ = = = .g
€ € &8 8 s B
& & O 0 z k= O
Session Number Date ' Location ArtForm 2 & 2 S 2 B 2 E g B
Practice Demo Event-MN  18/10/2003 58 Dance 3| | 4| 1413 1
Practice Demo Event -NYC 18/10/2003 DCTV Dance . data Is missing
Demo Event -MN 3011012003 58 Dance 5| | 1] 11
Demo Event -NYC 30/10/2003 DCTV Dance  data is missing ‘
AAHPERD -TPL/BAM 31/3/2003 58 Dance 7 1 1 1
AAHPERD -TPL/BAM 31/3/2003 5B Dance X X 1 .
AAHPERD -TPL/BAM 31/3/2003 5B Dance X S 1
AAHPERD -GCIT NJ | 31/3/2003 GCIT Dance 15 1 Data missing
Hopkins/Glenl.ake 4/3/2003 GLK Dance .30 1 1
Hopkins/Glenl ake 4/3/2003 GLK Dance X 1 1 1
Hopkins/GlenLake 4/3/2003 GLK Dance X 1 1
Hopkins/Glenl ake 4/3/2003 GLK Dance X 1 1 1 1
Hopkins/GlenLake 4/3/2003 GLK Dance X 1 1 1 1
Hopkins/Meadowbrook 4/3/2003 MBK Dance 30 2 1 1T 1
Hopkins/Meadowbrook 4/3/2003 MBK Dance X X 1 1 1
Hopkins/Meadowbrook 4/3/2003 MBK Dance X X 1 , 1
MN Southwest High 8/4/2003 58 Theater 10 1 1
MN Southwest High 8/4/2003 5B Theater X X 1
NJ GCIT Theater 8/4/2003 GCIT Theater I T
Perpich Dance Coachmq 16142003 B8 Darnce 0 1
Perpich Dance Coaching 16/4/2003 58 Dance X % 1
Perpich Dance Coaching  16/4200388  Damce  x x4 |
' 55 64 7 7 8 6 512 3 3 1

.

TB2to 3

0

TB4to8
- TB%+
w TTPL

TTPLY

—
L]

TTPL2t0 3

128 0

w
2
<« o
D S
a 0o
=
Lo B
-3
2
ey
1
1
S i
1
e
1
1
o 1
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|

|

|
i
|
!

|
TTraining Other Tralhing Overall Experience
!
" o
g 2 | REXEE RS
- o~ ™ - I S S5 &
£ E FFE503838858323333 3
2 1 3 1 |
w
1 1 1 )
1 9days 11 years - 1 | 1
1
1 T 11t 1 11 1 1 1
57vears 1 1 1 1 1 1 N I
21 years 1 ( 1 1 1
15 years 1 ; 1 1 1 1
1 | 1
1 J 1
1 day 1 1
1 day 1 1
2 days | 1
19 days 12 years [ 1 1
1
1 ‘ 1
57 years 1
12 years 1 1

—r—

1 1

|

|
2days 3 years t | n ‘
352434500446 1

7 21



THE PERFORMANCE LAB INTERACTIVE COACHING EXCHANGES
Site Baseline Data

KEY

The table is self-explanatory, listing 2 number of factors that may or -
may not be present in each interactive studio. These range from physical
characteristics of the space [size] to amenities [such as flooring] to
equipment present. Sometimes a floor plan was drawn to indicate the actual
layout of screens and cameras and microphones.

The physical layout was often quite arbitrary and has yet to become
standardized; although each type of performance may call for a different
type of layout. Amenities and technica! support varied greatly from site-to-
site. As a practical matter, TPL coaches try and deal with even the most
basic situation, attempting insofar as is possible to make the two {or more]
sites one- truly interactive space.

00000000000000000000000000000PPPVIIPYTYTYTY~ = -~
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BASELINE DATA SITE 1

TIME (FROM... TO...): DATE:
LOCATION: TPL TRACKING NUMBER
ART FORM: :

SI1TE 1 PARTICIPANTS:

SiTE 1 COACH:
SINGLE SESSION OR SESSION # IN A SERIES OF

SPACE
fioor composition: sprungfloor __ wvinyl__ wood carpet other
size of room:  small (smallerthan 20X 20) medium____ large (largerthan40X 40)
use of spatial orentation markers? yes no explain
background: windows__ _ cluttered walls_ other
use of background masking yes no
obstacles: _
VISUAL FRONT
total number monitors___ number large screen monitors_
total number cameras number mobile cameras_
switching available  yes no
placement of monitors
Did vou experience any connection/video problems during this session? Yes__ No__

If yes, please explain:

AUDIO
total number microphones wireless handheld omni mike
speakers: monitor speakers stereo speakers

——Did you-experience any.audio problems during this session? Yes _ No
If yes, please expiain: — e

Please note any other pertinent space/equipment information:

€ The Performance Lab
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Baseline Data Sheet/Site 1
_ Masking Obstacles Visual
| g e
| 2 .m. .m e o m
| 2 8 o = ® - o
o T o @ o
i o © o Q M m w e m. ° O 14 =
Session Number Date  Location ArtForm = & & & @S2 4 m .m 2 95 25
Practice Demo Event-MN  18/10/2003 5B Dance 3] | 1| 1 11
Practice Demo Event -NYC  18/10/2008 DCTV ~ Dance data js missing o
Demo Event-MN 30/10/2003 5B  Dance 5 | 1| 1 11
Demo Event -NYC 30/1 oﬁoow bCctv n_vm:nm datals Ewwm_:m e _ | .
AAHPERD -TPL/BAM u:m\moom 58 Dance 7 1 : _ 1 1
AAHPERD -GCIT NJ 31/3/2003 = GCIT  Dance . 15 . 1 |
Ionx_zao_msrmxo . 4/3/2003 GLK Dance 0 1 1.
Hopkins/Meadowbrook ~ 4/3/2003 MBK  Dance 30 2 | 1 1
MN Southwest High 8/4/2003 5B Theater 10 1
NJ GCIT Theater .. 8/4/2003  GCIT  Theater 19 1 o
Perpich Dance Coaching =~ 16/4/2003 5B Dance. 0 1
NJ GCIT Dance Coaching  16/4/2003 GCIT  Dance 11 2
NJ GCIT Dance Coaching ~ 10/4/2003  GCIT  Dance = 11 2 ,,
MN Southwest High 13/5/2003 5B Theater 7 1

NJ GCIT Theater S



BASELINE DATA SITE 2

TIME (FROM... TO...): DATE:
LocaTION: TPL TRACKING NUMBER
ART FORM:

SITE 2 PARTICIPANTS!

SITE 2 COACH:
SINGLE SESSION OR SESSION # IN A SERIES OF

SPACE
floor composition: sprung floor_ _ _ vipyl wood carpet_ other
size of room:  smali (smaller than 20 X 20) medium____ large (fargerthan 40X 40)
use of spatial orientation markers? yes no explain-
background: windows____ cluttered walls other
use of background masking yes no
obstacles:
VISUAL FRONT
total number monitors_____ number large screen monitors
tolal number cameras__ number mobile cameras_____
switching available  yes no
placement of monitors
Did vou experience any connection/videc problems during this session? Yes _~ No_

If ves, please explain:

AUDIC
——---——..—total number_microphones wirgless handheld omni mike

speakers: monitor speakers stereo speakers

Did you experience any audio problems during this session? Yes No
If ves, please gxplain:

Please note any other pertinent space/equipment information:

€ The Performance Lab
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Baseline Data Sheet/Site 2
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BASELINE DATA SITE 3

TIME (FROM... TO...): DATE:

LOCATION: : TPL TRACKING NUMBER

ART FORM: -
SITE 3 PARTICIPANTS:

S1TE 3 COACH:
SINGLE SESSION OR SESSION # IN A SERIES OF

SPACE
floor composition:  sprung floor vinyl wood carpet other
size of room:  small (smaller than 20 X 20) medivm large (larger than 40 X 40)
use of spatial orientation markers? ves no explain:__
background: windows cluttered walls other
use of background masking yes no
obstacles: __
VISUAL FRONT
total number monitors number Jarge screen monitors
total number cameras number mebile cameras
switching available  yes no
placement of monitors

Did you experience any connection/video problems during this session? Yes No
If yes, please explain:

AUDIO
total number microphones wireless handheld omui mike

speakers: monitor speakers stereo speakers

J

Did you experience any audio problems during this session? Yes No
¥ yes, please explain:

Please note any other pertinent space/equipment information:

€ The Performance Lab
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Overview of the Project

THE PERFORMANCE LAB has undergone major transformations
since its founding in 1996 as DancePartnerse and since the major
Technology Information Infrastructure Assistance Project [TIIAP] that
helped DPe impiement ideas relating to interactivity between and
among distant studios. What began as an altruistic ideal became an
experimental platform became a major project became a non-profit
organization. The docurnents included in this Evaluation Report will
trace this development and outline ways of evaluating performance.
This latter task has traditionally been a difficult field to analyze, to say
nothing of the interactive component, because of the emotional
charge and the ephemeral nature of the content. '

The history of TPL development is catalogued in detail on our
website ~ hto://www.theperfo_ ancelab.org.

With this briefest of preamble, then, here is a snapshot of the
project as originally envisaged.

DANCE PARTNERS [TIIAP 1999)
Executive Summary

This is a project intended for the Education, Culture, and Lifelong Learning primary
application area of the NTIA TIIAP Program.

By pustiing the boundaries of interactive telecommunications techinology, DANCE
PARTNERS teaches movement and choreography in three diverse Minnesota communities and a
Southeastern Qhio university. DANCE PARTNERS links master teachers with dancers, non-
dancers and disabled people across generations.

Buifding on a pilot project, DANCE PARTNERS deveiops a replicable model for. teaching
dance and other performing arts. )

Movement is the medium.

Diverse communities are the context.
Complementary interactive tooels are
o Teleconferencing technology augmented with mobile camerawork and

An on-line multi-format component that includes innovative videe notation and

archival research materials.

Traditional teleconferencing rooms and dance spaces will be made interactive by adding
roving mobile cameras, medifying audio pick-up patterns and by installing dance flooring. In
interactive point-to-point and multi-point classes, dance steps, exercises and technigues will be
‘taught-using the full band-width of a T1 line. A multimedia WEB site will place dance in the

context of community culture and history and Inclidé streaming video of live-classes, digitized__ __

movement studies; journals for self-critique, notes from professional dancers, commuaity
elders and more.

An integrated evaluation strategy guides modification of teaching techniques and

documents identifiable outcomes.

throughout the project.

Strategies and best practices are disseminated on-line

Partners inciude a rural presenting organization, a metropolitan school system and
state-wide "learning network”, a professional dance training institution, a university dance
program and telecommunications center and a nationa{ educational consortium.
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Although the core concept of DancePartnerse remained the same, the
network of partnership widened. As time went on, it became apparent that we
coutd extend principles of effective coaching to ail the performing arts, not just
dance. Thus, THE PERFORMANCE LAB was born.

THE PERFORMANCE LAB

ey

New Strategies for Interactive Coaching
in the Performing Ar g

OUR AIM
The mission of THE PERFORMANCE LAB is to create a replicable model for interactive
arts exchanges that bring artists and communities together in different places at the same
time. THE PERFORMANCE LaB works with students and teachers; schools at the elementary,
secondary and college level as well as artists, art organizations and communities in
Minnesota and across the couniry. Ultimately, we envisage a network of interactive studios
linked together for the sharing of innovative and challenging works in the performing arns.

THE ORGANIZATION

THE PERFORMANCE LAB is uniquely positioned to bring together artists, arts
organizations and their communities, including schaols, by providing the network that will
form the catalyzing core of new audiences, revitalized arts events and new partnerships.
Our work extends beyond the arts to influence the core curriculum [New Content Standards
in the Schools] and addresses acquisition of cognitive skills, including non-verbal reasoning,
expressive ability and social tolerance. Using existing interactive technology and human
respurces ~— imaginatively re-purposed videpconferencing rooms, handheld mobile
cameras and technology-savvy unafraid coaches -— THE PERFORMANCE LAB makes it possible
to communicate emotion, develop style and coach the performing arts at a distance for
audiences of diverse sensibilities and culture, and for those of varying ability.

The technology itself disappears. Onfy the compelling experience of art remains.

WHY WE EXIST

As is typical of the performing arts in America, arts organizations in Minnesota tend
to cluster around the largest metropolitan areas. Yet, as has been suggested by a study
comimissioned by the McKnight Foundation [Here + Now, 198961, economic uncertainty and the
resultant pressure to minimize artistic risks present fewer and more mediocre choices for
audiences. The public itself needs “to be educated about and attracted to the arts, tasks
that arts groups cannot do alone. Funding decisions over the past decade have eliminated
arts classes at many pubiic schools, denying mest children the kind of early working
relationship with the arts that creates interested and discerning audiences™ {page 19 of the
above study]. Despite efforts at outreach, this influential study suggests, the arts are not part
of daily life, and remain something to “go” to or to save fer special occasions.

Few would deny that the arts enrich our lives, provide perspective on life's chalienges
and speak to the better parts of humankind., Access and knowledge are inseparable
partners in the entrepreneurial effort to bring the arts to everyone.

AN ARC OF PROGRESS

Marcia Chapman of Ballet Arts Minnesota (BAM) and Rick Hauser (Beyond

Broadcast™) spearheaded the creation of a new consortium of arts organizations named

T 7o ——PancePartners—-in - 1997. _ As a_noted dance educator, Chapman felt that first-hand
experience of working with able, trained dance teachers and performers stiould-be readity -~ - -

available to everyone. The collaborators Hauser and Chapman brought together envisioned
using existing computer and videoconferencing technology to bring together dance
educators, performers, students and teachers who wanted to extend and enrich their dance

vocabulary.

When we were at the mid-point in our career, we received a major grant from the
Technology Opportunities Program, a Federal agency aiming to close the gap between those
whe have access te techniology and those who do not {"The Digital Divide”]. TOP saw our
willingness to experiment and their subsequent grant as a bold step forward in bringing the
arts into the lives of many who do not have such access.

foa
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Threg yezrs iater, Dancebariners hes changed Hs name IC THE PERFCRMANCE LAE
{ypL) in order to emphasize interdisciplinary focus and adventuresome commitment to
innovation. We continue to rely on accessible technology to provide interactive arts

experiences at reasonable cost in diverse communities.

INTERACTIV: FagTMNEREHITE

Interactive exchanges bring arts educators {coaches) or performing artists and
members of a participating community to & videoconference room in their respective cities.
Each site is typically equipped with one or more fixed cameras. TpL adds at ieast one
camera operator with a hand-held camera. Shock-absorbent flooring may be laid on top of
existing carpet or cement. Cxercises and practical performance techniques (as appropriate
to the art form) are taught interactively by sculpting movement on the screen and through
other innovative techniques made possible by the mobile handheld camera. These images
are transmifted in rea) time to a partner space far distant from the Twin Cities,

what is experienced in person in an interactive session is prepared and afterwards
discussed or further developed on the WEB [the Internet] —~ =itz iwwnw. thegerformanceiah.ora
-- through movie clips, personal exchanges and portraits, as well as through a Bulletin
Board on which participants exchange thoughts about their experiences. Coaches in one
city are thus able effectively to provide context and information about lessons, teach
students and reach distant audiences in another city.

THE PERFORMANCE LAB has brought classical and social dance, coaching in choral
music, drama and even puppetry to: communities in greater Minnesota and across America.
participants have included high school students at North High and elementary school
students at Webster Open School in Minneapolis, dance students at the University of
Minnesota, students of St. Mary’s University/Valencia Academy for the Performing Arts in
Winona, and students in Brainerd at the Mississippi Horizons Scheol for disabled children.
Working between Studio 5A or Studio 5B in the Hennepin Center for the Arts and partner
sites elsewhere, partners have designed interactive exchanges with local performance
groups, such as VocalEssence {Plymouth Music Series} and the James Sewell Ballet. We
have staffed an innovative 2—continent dance on Internet2. Dance majors at the Arts High
school (Perpich Center for Arts Education) have danced interactively with dance students
from New Jersey's prestigious Academy for the Perforiming Arts and Ballet Arts professional
trainees have translated dances composed in Labanotation [a written language for
describing movement] by students at the Qhic University 5chool of Dance. Noted
choreographer Chris Aiken has taught contact improvisation and performance to college -
dance majors. North High dancers have coached University of Ohio college students in
original choreography as part of a Laban Movement Choir. Coaches have joined us from the
José Limdn Foundation and the Julliard School in New York City, Dance Place in Washington
D.C. and elsewhere.

PERFORMANCE
Interactive exchanges demand the same kind of preparation as a live
performance. Each session /s a performance, an intimate connection established among
performing artists and students of the performing arts as if in the same space. We
incorporate shared movement ideas, choreography, dialogue or song in every exchange.
These ephemeral artistic works created in multiple spaces at the same time hold
exceptional promise.

LEADERSHIP
Na other organization does what we do. None other melds technology and
interactive coaching to create compelling aris experiences that dissolve barriers of
economics, culture and location. We have created a national model. Now we need to work
to refine that model and to build an interactive network of unafraid, technology-savvy

Evaluation Strategy 1999-2000

Because of the experimental nature of the project, evaluation
assumed great importance. When would we know we had been
“successful?” In later years, we learned to answer, when it can be
demonstrated that learning has taken place and when student skills
are appreciably increased. Qur original proposal for the evaluation
plan acknowledged this imperative.

EVAILUATION DOCUMERNTS - THE DERFORMANCE LAE



Evaluation Purpose and Questions

The purposes of evaluation will be twofold, addressing project design and
changes in affective and cognitive learning by participants. Using data collected
during implementation of the project, our evaluator, Professor Karen Rogers of the
University of St. Thomas, will (1) assess how well the project achieves its goals; (2)
determine how effective the model is in enhancing the cognitive and psychological
processing of participants; and (3) determine how viable, generative, and
transformational the model might be for future arts education efforts via interactive
telecommunications technology.

The evaluation questions to be addressed inciude: Were the large number of
partners involved in this project able to work cohesively despite the great
geographical distances? How fully and professionally were the instructional packages
developed for the WEB site? In what ways and how extensively did partners and
participants utilize the potential of the network? Were both able-bodied and disabled
students recruited in great enough numbers to warrant the extensive networking and
partnerships established in this project? Were the respective communities invoived
with the partners committed to participating in the project?

Were the general attitudes and values of participants toward their
communities, toward diversity, toward dance and cother arts areas, and toward
muttimedia networking/media literary positively influenced? What were the specific
changes in knowledge, skill, and behavior observed in student participants? Does the
model work? Can the model be generalized to other arts or curricular areas?

Evaluation Procedure and Data Collection

Quantitative  data will be collected on student, instructor and partner
responses to the project using seff-report instrumentation within the instructional
media. Response data will be collected electronically and the results will be reported
as the project progresses, so that changes ¢an be made along the way. In this
manner, successes in one location can be immediately shared with other sites where
the project may be somewhat slower in being implemented. This data will also refiect
on how well participants are “learning” and how their values toward community and
toward the arts may be changing as the changes teke place.

Qualitative data will be collected on student, instructor and partner responses
using content anafysis of student and instructor journals, chat line responses, and
communications {electronic and hard copy} among partners and instructors. An
observation checklist will be developed for assessing the ocutcomes of the instructional
packages provided. Evidence of participant growth, instructional delivery, and
performance quality will be the focus of these analyses, and they will be ongoing to
aid in improvements to the implementation effort. Qualitative data about attitude and
knowledge/skill changes, impact of the project and goal attainment will be collected
using interview schedules with instructors, project pariners and selected focus groups
of student participants. Interview data will be subjected to content analysis to shape

- the-summative findings_of the evaluation,

)
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The evaluation materials as well as the results will be included as a package
in a PERFORMANCE TOOL KIT to be used in replication of the model in other arts
areas or communities. These analyses will provide the basis for articles published in
industry journals, such as DANCE USA and will accompany all postings on the HETC
Web-site.

This approach to evaluation and methodology for collecting responses
remained unchanged throughout the iife of the project, while tools used for
collecting data were substantially re-designed.

EVALUATION DGCUMENTS THE FERFORMANCE LAE
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As it turned out, for reasons detailed in cur PRS Reports, in articles and on
the WEB, the better part of the first two years of the project was spent in redefining
goals, building a dependable network of partnership and identifying those partners
who had the capacity to engage in true exchange.

We became increasingly aware that the organization itself and the way we
conducted business might in fact present a primary need, one that had to be
analyzed before we could proceed to meaningful exchange amongst 01}( various
partners.

Thus, we turned the evaluation spotlight on our fledging administration, and
on ourselves, hoping to gain insight into how better to accomplish our goals. Here
follows a summative report from ocur Evaluator, Dr. Karen Rogers, of the University
of St. Thomas, about DPe and our early efforts.

Formative Notes
From Karen B. Rogers, Evaluator
May Issue

This issue of "Formative Notes” marks the beginning of the long-promised,
long-awaited evaluation feedback initially proposed in the TIIAP evaluation plan.
During this first phase -the “test phase” - of the project, the purposes of the
evaluation are to (1) document the operations ond events that occur during the
phase, consisting of all set up of operations in the project and five tests of the
technology that will support the dance training, (2) assess whether the technology
supports the teaching of dance, and (3) begin to assess whether technology-
supported dance experiences affect participants’ sense of community. These three
purposes will be undertaken through the content analysis of bimonthly zip disks
containing all documents, memos, products, and communications among TIIAP
members, through interview or focus groups conducted immediately after each
“test,” and through a survey administered fo all participants at the end of the test
phase of project operations.

Two zip disks of documentation have been faithfully submitted to me since
January, 2000. The first zip contains 330 documents as items contained within 24
general “files". The greatest number are contained in the "Planning” {n=66} file,
with “Funders” (n=26), "Contacts” {n=23), "Conference” (n=19) *TIIAP* (n=19),
"WEBsite” {n=18}, "Philosophy” (n=17}, “PRS Quarterly Reports” (n=15, and
“Publicity” {n=15) representing the most developed files at this stage. The second
zip, representing communication-between January, 2000 and March, 2000, contains
93 documents as itmes contoined within 24 general "files.” The greotest st number
are contained in "DancePartners” (n=15), "Meetings" (n=10), “Publicity” (n=8),
*Budget” (n=B), and "Vision/Mission/ Purpose” (n=7).

Among these latter files is a recently issued evaluation guidelines workbook
of 45 pages, 1o help the project evaluator organize the evaluation. (This project
kas already gone through this process, but at a subsequent meeting, the evaluator
will need to know if the evaluation report is the replicate the semple contained
within the workbook. Timelines for the evaluation report will also need to be

ascertained.

FVALUATION DOTUMENTE THE PERFORMANGE LAP
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Project Activities: October, 1999-December, 1999

The grant was awarded on 10/1/99 and represented 1 of 2 arts-related
projects among the 43 awards made by the Telecommunications and Information
Infrastructure Assistance Program (TITAP). During November and December,
1999, contacts were made with cable studios, schools, and sites around the U.S.
who would immediately become part of the DancePartners project. In December,
Yoo, some initial testing of potential technology began. HETC posted a movie on the
web site of Stephanie Valencia Kierlin "sculpfing movement” through a television
monitor on a student dancer 200 miles away. DancePartners’ benchmarks included
(1) the demonstration of a full motion video {30 FPS) over a half T-1 band (768
kbps} with potential pluses for the slight visual delay in transmission, and (2) the
development of a functional description of the DancePortners web site.

It was discovered, however, that the urban school system in Minnesota is
not equipped or connected for videaconferencing and other potential Minneapolis.
sites have little initial interest in allowing use of their facilities for
videoconferencing.

In December, 1999, a questionnaire was sent to all partners to ossess their
specific technical and technological needs and a project office was established.
Likewise, the first test of a half-band T-1 line (Codec) was conducted between
Marcia Chapmen in St. Paul and Doris Ressl in Hibbing, MN, experimenting with
dance movement. This test was successful in demonstrating that the half-band
width con work as a less expensive means for transmitting interactively. The
project partners aiso experimented with iMovie for editing video to be shared
interactively among project partners and participants.

Project Activities: January, 2000-April, 2000

A multi-site videoconference was conducted between one Minneapolis
school, the DancePartners group located at MN tech site, the Ohio site, and
Brainerd in January, to uixlate all partners on progress of project thus far. It was
decided that separate technological/camera training will need to be conducted for
each site, because of the idiosyncrasies of the connections at each location. At this
time, it was felt 5 trainings would be set up to occur before summer, 2000. The
evaluation questions to be used as interview or small focus group after each
training were developed by the evaluator in February, while dates were being set up

- for the actial #rainings: North-High School-was designated as an initial *home base”

and was connected up in March. The training took place.

Plans were finglized for the Ohio training sessions o be held in April. The
other sites considered for training and connection inciuded Webster Open Middie
School, New Harrison, and Brainerd, but specific dates for training have not been
designated due to the difficulties with finding instructor availability that will
coordinate with the actual equipping and connecting of these schools. The project
has been invited to present their project at the "Dancing in the Millenium"
conference in July, 2000. Atfempts are being made to find a site that wili be
connected up and will have instructors and children available for a demonstration
for that conference.

EVALUATION DOCUMENTS  THE PERFORMANCE LAS
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This analysis effectively summarized some of the difficulties encountered in the
initial set-up of the DancePartnerse project. The evaluation instruments provided were
used as a basis for discussions and participant reactions that are documented in a film
dip now available on the TPL website entitled How Kids Feel. The comments may be
taken as representative of participants in the first two years of the pro;ect Here, in

~—grouplinterview questions.

Outcomes of Project October-April

The lack of technical know-how and equipment/wiring in the schools
approached in Minnesota has thus far coused major delays to the test
scheduie initially planned. This does not represent a lack of effort on the
part of DancePartners so much, but certainly puts the planned outcomes of
the project for its first year into guestion. It is expected that once
schools are connected, the project can "catch up” with its initial schedule.

Technological advances in the T-1 broadcasting system bode well for the
connections DancePartners will set up with the participating sites. It looks
as if the communications will be fairly accurate at a fairly inexpensive cost,
making this a potentially feasibie project for schools to engage in after this
demonstration project is compieted.

Because of the delays in getting the schools connected and the need for
separate basic camera and technolegical training for each site, the actual
interactive sessions among dance teachers and danted students have been
delayed. Unfortunately, if things do not speed up fairly quickly, students
will be "off“ for the summer, as will instructors, meking the interactive
sessions very difficult to manage.

Presentation at the conference in July, can be a good step in making
connections with other sites that may be better “connected” and require
less initial set-up, but it also may redirect the project's energy before the
"basics” of its first phase have been properly implemented.

Rick Hauser's meeting minutes of his weekly meetings with DancePartners
members is helpful information for the evaluator, as are his "benchmarks”
and "obstacles” in the PRS files. It is hoped he will be able to continue with
this latter because it gives a clear picture of what the project has
accomplished and what it plans to do in the near future. Without that, the
evaluator has a difficult time sorting the important from the less important
documents included on each zip. What is needed at this time by the
evaluator is an accurate list of all upcoming treining session, content of
each training, and dates on which training will occur. Also missing are the
responses of the first group training at North High School to the focus

schematic form, are those responses:
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The dance studio is effectively expanded
by interactive connection. '

There is a compelling sense of presence,
as if participants were performmg in the same
space.

Some participants liked sculpting on the
screen as a coaching technique better than
being in the same physical space as the ceach.

. More is. accomphshed faster through
interactive technology. N

_ Participants are excited and - in fact —
amazed by the experience; - - ﬁ

We also collected extended comments from key participants in certain of the
exchanges. Notable among these were the thought-provoking statements made by Chris
Aiken in his final summary of his experiences during an interactive residency between
Ohio and Minnesota. The residency consisted of 17 interactive exchange concerning
contact improvisation - a dance vocabulary that is traditionally difficult to impart to both
untrained and traditionally trained dancers.

Chris Aiken
Dance Partners Project Final Thoughts

Summary

To be honest, I went into this project with a great deal of skepticism.
The thought of teaching dance through interactive video seemed
counterintuitive to me. The whole purpose of dance is to communicate
through the body. To teach dance to students that were not even in the
room with me seemed counterintuitive. With that said, my experience of
this project was one in which my perception of what was possible grew with
each class.

I made a choice before I began this project to use the technology to

.. create_new ways _of teaching, rather_than teach_ in ways that were familiar to

me. It seemed to me that teaching dance technique—i.e. the craft of
movement—was and is possible through this medium. This is something I
felt I could do refatively easily, with practice using the interactive medium, I
have done this for many years and know how to use words and
demonstrations in order to teach dancers how to move in new ways.

However, I choose not to do this because I saw an opportunity to
work with students on a compositional level, using the video technology, in
new ways. 1 have found that one of the challenging things for dance
students to grasp in how to use their imagination to visualize their work from
a multitude of perspectives (i.e. the audience’s perspective, their own
internal perspective, their fellow dancer’s perspectives, etc.).

FVALUATION DOCIUIMENTS THE PEBFORMANTIE LA



Having six cameras, three in each location, gave us the chance to

reinforce this way of perceiving. By spending hours seeing themselves and

the dancers from the remote locaticn on video, from many different
perspectives, gave the dancers a wealth of new information. It was my
intention throughout to use this new information to train them how to think
about dance choreography and performance.

One of the challenges that became immediately apparent, both for
me as a teacher and for the students, was that with six cameras feeding four
monitors in the Minneapolis site and three in the Athens site, there was often
way too much information to process. It was simply too much to keep track
of when you consider that the dancers had to be aware of each other in the
room, the dancers in the other site, their own body, and the music that was
being played. However, as time went by we iearned how to {imit our
attention, to make choices about what we attended to.

This was extremely valuabie, because it made the dancers aware that
what you choose to focus your attention on, how you choose to be aware, is
directly connected to your expressivity and chorecgraphic skill. The art of
making dances is the art of making movement choices that are directed by
your attention. This project allowed the dancers to really explore this.

My approach to this project was to develop in the students an
awareness of the relationship between visual and kinetic thinking. The
question we asked of ourselves was, what is the relationship between the
imagistic and kinesthetic aspects of dance. Too much emphasis on one or
the other creates problems. The dancing either becomes too presentational
and not inhabited from the inside, or the dancing is too internal and the
awareness of the "big picture” is diminished,

One of the things that was extremely helpful in this project was the
web-site, bulletin board. Between classes the students could have
discussions about the work both with me, each other, and with the technical
staff. This allowed the classroom dialogue to continue between classes. 1
think it helped the students connect with each other. As a teacher it helped
me tremendously with the students from the remote site in terms of
understanding what their challenges were, how they were processing the
information, and simply to get to know them.

Specific Feedback

~. .__Visuai Design of the Dance Studio_In any dance studio it is
important to create an environment that is inspiring to the dancers to move

and make work in. In an interactive studio this is compounded by the fact
that the design of the studio becomes part of the image that the students
from the remote site see. Therefore attention to visua! clutter, lighting,
finding spaces that have enough room for the dancers and the equipment is
important.

One of the challenges of this kind of teaching is that it not only is
complicated because you have some students who are not in the room, but
also because you are essentially teaching with a team of people. The
teacher, the videographer and the person who is choosing which camera
angle to select. If communication breaks down with any of these people,
you will have problems. The camera people are vital to the quality of the
experience for the remote sight.

EVALUIEATIOR DOCUMENTE THE PERFQRIMANCE LAB



On our end I found that sometimes I was quite pleased and inspired
by the videography -- when this wouid happen it would sometimes draw me
into the other room and out of the room I was in. Other times I was
frustrated because the camera person was shooting from the wrong angle, or
the camera was moving too much, or the image was out of focus.

Recently I taught two interactive classes from the remote studio in
Athens at Ohio University. It was remarkable to view the other side of the
equation. Some immediate differences that I realized were that the studio
in Athens only had three moniters, two in front and one in back {which only
had the local image). The next thing I realized was that the switcher had
no way of previewing different camera angles. Also, the capacity to adjust
the front and back stationary cameras was limited because the adjustments
had to be done on the LCD screen of the computer — the controel was slow
and not fine tuned.

Another thing I realized was how blurry the image was for the remote
site. This was true, for me as the teacher on the other end, but after seeing
dancers [ knew in person it made it quite apparent how blurry it must have
been for the remote students. It seemed to be better when there were close
ups of the face and there was less movement.

Things that would make interactive exchanges work better:
1. Experience working in this way

2. Thmk about the visual design of the studio, removing any unnecessary clutter, masking or
hiding the equtpment

3. Put the two monitors-as close together as p_ossi'ble-and have the dancers-and videographers
think of them as one image, not two separate images - ,

4. Get more soph:stlcated at remote cameras--make sure that they are set properly so that the
zoom and dlrectionals move smoothly

5. Spend a ssgn:ﬁcant ,amount of time oﬂ’—!iné_ having the teacher and videographers work on the
ideas for the class, play with the possibilities and work things out before the sites are linked—there
is simply too much going on in the interactive classes to spend the research time necessary to work

——— W{Gﬂt_ﬁ_ﬂoﬂtha :-l-nd.:\nhg :nd ARy _ .

6 L:nkmg the studios w;th digital sound hookup would- dramaticaﬂy improve the experience of
the dance student’s in the remote studio because the sound quality is not good when it goes from a
boom box to a microphone to a television monitor speaker on the remote end. This is functiona! for
teleconferencing, but is simply not good enough for dance. '

7. Find Videographers who are trained to make video art — the kind of shooting I was asking for
requires that the camera person have experience making -artistic choices, it is not simply functional .
“documenting of the work 7
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I made a choice to teach more from a compositional
perspective rather than technical -- did this work? I think sc¢, but clearijy
the students need time to warm up to the conditions before they really
allowed themselves to dive into the project. Recognize that when you are
asking students to think and work in new ways it takes time. If you don't
have the time then they will feel that the experience is superficial -- in the
extreme.

I would like to experiment with video more ... I think thatis a
consensus. There are aspects that I would have liked to explore — in terms
of experimenting with the image making potential of the camera -- how to
frame shots, how to follow movement, perspectives to take. I found it
challenging sometimes when the hand held camera was constantly changing
position when there was more than one dancer — my sense of the space was
confused.

I feel that in the future it would be helpful to have time to work out
camera angles, practice zooming, also, it would be very interesting to put
the camera on a rolling tripod that you could move around the outside of the
space. This takes the camera work more in the direction of cinematography

One of the things I think about in terms of this work is the need to
create topographies in our minds of the spaces and people we are
watching. This built up over time as [ became more familiar with the
dancers and the space they were dancing in.

Dealing with a bad class, or a class where there is no energy.
As a teacher there are days when your teaching doesn’t flow. For many
reasons, things don’t work ocut. When this happens in this context it is
difficult because there is more pressure, I felt the pressure to be on ... ina
way that was intense at times. As a teacher I like to explore things -- and
sometimes exploration takes time, its messy ... I think that finding ways to
maintain a research mindset is helpful. Aiso, when the students are having a
bad day—which is not uncommon in dance, the teacher often has to lift the
energy of the room through their spirit and physicality. This is difficuit for
the teacher to do for dancers in the remote location.

In this project I felt the need to do something great. I felt the
responsibility of doing a good job so that in the future people would
be able to use the work we have done. I'm not sure how this affected
my teaching ... but it was always on my mind. I wanted our work to be
more than a technological exercise.

———TJfound-it-challeaging-because very few-people understand the art

of Improvisation -- so I felt that my job was to educate not oniy the
students but the camera people and the support people. This wasn't always
easy.

1 felt that all of the people involved were interested in making the
experience a good one. I felt that the Dance Partners staff allowed me to
find myself in this work. Most of the pressure that I felt was self-
inflicted.

In conclusion, I would like to thank Dance Partners for giving me the
opportunity to work in this way. I learned a tremendous amount and
would gladly work in this way in the future.
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The remarks indicated in Aiken’s final report were conscientiously
implemented throughout the remainder of our project. It shouid be noted that some of his
remarks address concerns that were ours from the outset of the project; and that we
were working conscientiously to improve. The more we advanced, the more obvious and
pressing some of these concerns became. As a result of some of these concerns being
repeatedly raised, we conducted a number of training sessions for volunteers and for new
interactive studio personnel. Aiken’'s audio guestions remain; and await the next
permutation of TPL to be ameliorated.

Evaluation Strategy 2001-2003

After a time, we found that the questions being asked had been satisfactorily
answered, and that we needed to address matters of detail, tU addrcss mattors of
m:"n was necessary to refine the evaluation instruments and to address a
multiplicity of concerns.

We engaged evaluator Sharon Varosh to devise a new set of evaluation instruments
that might help us isolate matters of concern among those who performed different
functions during interactive exchanges. Not everyone shared the same perspective and
we felt it was important to isolate these differences, if we were ever to help others
produce successful interactive exchanges.

As had been the case with Karen Rogers, our first evaluation consultant, we felt it
appropriate at the mid-point of the project —- having just received permission to extend
our project end date by two years, and having just obtained our 501(c)(3) designation —- to
look at the organization as a functional unit in order to ascertain if there were obstacles to
effective interactive exchange of our own creating.

Here is Ms. Varosh’s report, reproduced here for the first time and socon to be
posted on the TPL website.

The Performance Lab
Conversations with Participants

About This Document

The Performance Lab at interviews conducted by evaluator Sharon Varosh
from August to October, 2002. She interviewed 19 students,
teacher/coaches, technicians, administrative staff, board members and
founders. Names were suggested to her by Rick Hauser, Co-Founder, and
Dannell Dever, Administrative Assistant. She has chosen to pass on
comments that were voiced by several people or confirmed by her own
experience. She has maintained the anonymity of her respondents to
promote the most honest feedback. This compilation is meant to encourage
discussion at TPL ieading to better cuicomes for its programs. Wherever
there is a set of closed quotation marks, they enciose exact words said by
respondents. The quotes are unattributed to maintain anonymity.
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Due to the evaluator's short connection toe the project, there may be
inaccurate information in this report. Sharon would appreciate your input.
But she asks you to differentiate between wrong facts and inaccurate
perceptions in the minds of respondents. Because those perceptions arise
partly from how TPL does its business, knowing their substance is of
immense value to the organization.

Access

Increased access to arts learning excited most respondents
more than any other potential benefit of interactive technology. They
lauded many different kinds of access:

e A nationally recognized teacher of the Limén dance technique is able to
set a performance piece on a ¢ollege dance ensembie, return to New York,
and through interactive technology, revisit the students immediately
before the performance to clean the choreography, answer questions and
build students’ self confidence;

o A group of disabled elementary students from greater Minnesota
partners with a Twin Cities disabled class to learn their mutual potential
for movement. Several students have never seen their own bodies full
length before, and none of them has before interacted creatively with
other kids like themselves. Even their relationships with their caregivers
change as they become dance partners rather than caretaker and patient;

e A group of disadvantaged inner city high schootl kids pairs with a-
coliege group from Ohio to develop and teach each other original
choreography. The high schoolers discover that their barre and warm-up
are not a devilish plot by their teacher to torture them, but part of a
respected tradition that links them to the history and practice of dance.
They gain perspective about their place in the world, and confidence from
knowing they have something they can teach to college kids;

¢ A dance teacher who is skeptical about technology’s appropriateness to
the arts is drawn in by the possibilities of teaching space concepts
interactively in a way that sheds a different light from what he could do in
a reqguiar classroom.

“People in the furthest reaches of the state could be connected and have
access to the experience of being with artists.” "It's a way to extend
resources in an art-rich area like the Twin Cities to areas that don‘t have it.”
Interactive technology has the potential to equalize resources, to break down

barriers between city and countryside, between différent art disciplines, —

among different ethnic and socioeconomic groups. Teachers gain access to
each other's teaching in a non-threatening environment, sharing teaching
methods and our country’s cultural legacy.

Interactive technology can solve some of the cost and time
barriers that prevent arts access. In many cases, the cost of bringing a
master teacher to a school, the fee, airfare, room and board and incidentals,
is far greater than the cost of an interactive session. And a famous teacher
may not have time to put her life on hold to teach one workshop in
Minnesota. But with interactive technology, that class is accessed minutes
from her home at time mutually convenient to both parties and she can still
be home for dinner.
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That said, the costs of interactive technology are also an issue.
Many respondents, even as they professed a desire to take part in more
sessions, were concerned that the cost would he greater than the learning
return could justify. As one teacher put it, if she compared TPL’s cost to
other programs she could offer her kids, she worried that there “are not
enough good outcomes to justify the doliars involved.”

And what are the dollars involved? TPL has been unclear. Some
respondents were so excited about their experience that they wanted to be
advocates for TPL in the education community. But they were not able to pin
TPL down about costs and so feit they were unable to advocate effectively for
the pregram among their peers.

Attitudes

People came to TPL with many different attitudes, from
curious to excited to skeptical. One of the biggest attitude barriers was
the notion that the aims of the arts and technology are so opposed to each
other that they can never coexist. Many felt that certain creative, techno-
savvy people will gravitate toward TPL, but for it to receive general use, “the
technology has to be seamless.” In spite of this, every singie person could
see potential for interactive technology once they had been through a
session, and many were wildly enthusiastic.

Some wondered whether “TPL is creating larger expectations than it
can deliver. After 3 sessions, you will just begin to see the possibilities.”

Technical Concerns

The physical requirements and limitations of space and
equipment are of ongoing concern to the project. TPL has been
experimenting with improvements at its own Twin Cities space. Studio 5B
has been retrofitted for ongoing use as an interactive site, and gradual
improvements to that space include: using more and better quality monitors
and audio equipment; experimenting with different monitor iocations and the
use of a free-moving camera; using curtains and window coverings to lower
visual ‘noise’; and impiementing space markers to orient participants toward
front.

The far site situation is more probiematic. Spaces are almost
always too small, and often have unacceptable physical limitations, from
carpeted floors to immovable desks. However, the media equipment can

of the lowest end limits the success of the total technology; right now many
places TPL connects to are capable of higher speed transmission than we
are.” Two participants cited the need for TPL-like entities in other parts of
the country as the only way to achieve quality control at both ends of the
exchange.

__often be better than what is available in the Twin Cities. "Transmission speed

Physical problems arising from the nature of interactive exchanges
include the often-mentioned lag time between what happens on one
end and what happens at the other, the difficulties of orienting
bodies to front, and right/left confusion, particularly for movements
with complex spatial relationships or turning; teacher focus, the
skills required to speak to two different groups of people and make
them both feel part of the class. Individual teachers felt they had solved
elements of each of these issues, but there is no systematic way to
communicate their discoveries.
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Teachers must often rediscover solutions for themselves, or
are given .admonitions during a session when it is difficult to absorb
directions given amid the other things going on. A better solution may be to
compile a handbook of problem-solving technigues that teachers can rely on
before a session to build realistic expectations for what they will face. They
can then choose from a panoply of tools and skills those most effective for
what they are teaching and most compatible with their own teaching style.

The most insurmountable probiem seemed to be the quality
and lag time of the audio. "Technology difficuities can change the flow of a
class and make it different from a live class - less arc, more stutter;” This
applied not only to music exchanges, but to dance as well. Even when
teachers and students coped with the problem of lag time, poor sound
quality kept the experience from being transformational. Comments
included: “the sound would break up; it was never more than synthetic;”
“the poor quality of the music meant we couldn’t deal with musicality at all.”

Students said that this created a class that was more basic,
delved less into subtlety than an analog class would have. When
music itself was the subject, as in a voice-coaching session, probiems
became even more acute. The timbre of wvoices was not accurately
transmitted, so coaches had a difficult time even judging the quality of the
student’s singing. “Sound for the vocal coaching was problematic — it was a
whole other expertise area - TPL just didn‘t have the knowledge.”

Logistics

The most often cited problems with logistics have to do with the lead
time between the first contacts with TPL and the actual accomplishment of
an interactive session. Several respondents said they were initially very
excited but, after many false starts and schedule changes, by the time of the
session they had given up trying to prepare their class because they didn't
expect it to happen. Even given those experiences, once these people got
into a session they were truly excited by what transpired.

The lead time probiem is due to the experimental nature of the
project. TPL has to search cut each participant, convince them of the value
of the project and then invent their participation from the ground up. If TPL
can develop a timeline from first contact to compietion of a session, it will teil
new participants what to expect and form a framework within which the staff

can operate.

The number of sessions made a big difference to people. One or
two sessions almost always seemed too few. Peopie started to develop
comfort levels at three sessions that couid lead to real learning, but, in
almost every case, more would have been hetter - at least nine or ten
sessions. Responding to these concerns, TPL has been deveioping more in-
depth blocks of sessions, most recently with the New Jersey site.

The timing of the sessions also makes a difference. Several people
described an ideal process with several sessions planned over a two to three
month period, with time in between to reflect on what was taught and
prepare students for the next session. In fact, introducing time for reflection
became a major theme in people’s requests.
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Most concurred that having personal contact with the teacher
before the interactive session made a big difference in the amount of
intimacy and effectiveness. Teachers felt this way as much as students and
observers. This may relate to equipment quality; one teacher cited an
example where the image on the video monitors was so fuzzy that he
couldn’t really see students’ faces. He relied on his earlier memories of
teaching the students at their site to *fill in the blanks’ about their
personalities.

Having an active coach at the far site was extremely valuable,
if not crucial. That person, familiar with their own students and their
training, and in touch with the far space, acted as a translator, enforced
discipline, became the coach’s “hands,” and brokered discussions and
misunderstandings. :

Pre/Post Session Concerns

Coaches often commented that they didn’t know enough about
the participants at the other site. One remembered the shock her
disabled kids feit at being paired up with little baliet dancers, all girls, in pink
skirts and pulled-back hair. “Teachers need to know as much as possible
about the other group coming in, their skill levels and preparation,” said one,
“I didn't know who I was getting,” one modern teacher remembered, finding
herself unexpectediy on the other end of a group ©of ballet kids with no
knowledge of basic modern dance technique.

One coach explained that the interactive situation makes it more
difficult to be respectful of the other teacher’s priorities and coach in
a way that will reinforce that teacher’s goals. When you are in physical
residency, you get all kinds of environmental cues about what is going on in
a classroom and what the teaching priorities are, from the way the classroom
is set up to how the teacher interacts with students before and after class. It
is much harder to understand that from long-distence unless time for
cecmmunicating with the other teacher before the session is built into the
process.

Several teachers wished TPL had spent more time at their
particuiar school assessing their situation and artistic needs. They
felt TPL was not always sensitive to the difficulties of getting off-site events
through the school bureaucracy and wished TPL had someone more familiar
with how schools operate on its staff. For instance, one session was set up
at the last minute for after school hours. It required the teacher to transport

the-students_to and from the Hennepin_Center without school buses, already

in use at that hour, feed them a meal (because the kids hadn't eaten since
lunch), obtain permission slips from parents, and supervise students untit
they arrived safely home - difficuit to pull together at short notice. During
the school day, the cost and difficulty of getting substitutes was a big issue.
TPL seemed to be impatient with these needs in some teachers’ perceptions,

Again and again, the importance of prior familiarity and training
was stressed, both for coaches and for their students. What is TPL and
why is it conducting these sessions? Who is this teacher who is going to lead
the class? What is the students’ background? What to wear... What to
expect... Teacher/coaches needed not only to be aware of the new
techniques available to them, but needed time and practice to accustom
themselves to using them so that they couid concentrate on carrying out
their session plan.
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The Internet

TPL is very proud of its website’s menu of internet options
that supplement actual sessions. The response to these options
varied from "didn't know they existed” to "found the internet
extremely useful.” Internet participation seemed to be maost effective
when teachers assigned it as part of a creative process preceding the
session, or when students used it to get to know each other as two groups of
disabled kids did when they were assigned a pre-session buddy at the other
location. A chief obstacle is that many kids do not have ongoing internet
access at theilr schools. They may be limited to once-a-week usage, or the
session coach is not their regular classroom teacher and does not have
regular contact with them.

Students often were not motivated to get into the internet on
their own. Either they were too busy or it was too hard to access the site,
often requiring teacher oversight and easily-forgotten passwords.

Many people thought that the internet could be a wonderful
tool for teacher planning between the two sites, but that this
potential had not been tapped. "We need a clear structure agreed upon
prior to the session - the teacher at the far site needs briefing.” Several
teachers suggested that a storyboard approach, like that used in film and
video, would clarify the sessions’ struciure, both for the far site coach and
for the technology people.

The internet also has a mixed record as a tool for interesting people
in TPL. Peopie with less than state-of-the-art computers find their
systems frozen by the onerous memory requirements of the video
clips. The clips themselves are such brief snippets that they seem to
reinforce people’s perceptions that the work does not dig very deep.

But the internet also has its big successes. One teacher with a
skeptical principal referred him to the internet site. The principal was
able to see videp clips of kids from his own school participating
enthusiastically and learning with rigor. The internet turned the vaguely
imagined into the concrete and he became an enthusiastic supporter. This
teacher and others underlined the need for help in “selling” the program to
administrators. While access to appropriate {anguage to describe programs
and internet support help, all agreed that the most powerful advocate
for TPL was inviting people to view actual sessions.

- —— Building Community

While a few participants were skeptical about whether
sessions buill community, most felt this was a very strong aspect of
the sessions. Most people said you had to take part to really
understand; the community didn’t ook as strong from the outside,
but felt powerful to the participants, erasing the distance between
them. One participant’s statement, “It is amazing that in such a short
period a bond is formed between two sites,” was echoed by many others.
Evidence of one community’s strength was how devastated the kids in one
teacher’s special needs class were when she hurt her back. They really felt
connected to her.

ION DOCUMENTS THE FESFORMAKLE LAE
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TPL’s contribution to building a peer community of
teacher/coaches having conversations across geographic boundaries
was also cited by many as pivotal. Teachers are so often alone in the
classroom, and the sense of being connected to another teacher by a
common goal and experiences can be powerful.

Some speculated that the size of the video screens had a marked
impact on this sense of community. With small screens, the people in
the room with the coach appear so much larger than those at the far site
that it is hard for anyone to relate to them as equals. Also, the more detail
one can see in faces and expressions, the more real and personal people
seem.

The Teacher/Student Interchange

Interactive technology demands different things from teachers
than a regular classroom. Many felt comfortable with that - it was just
another environment with its own rules and customs. Several teachers
suggested that having a booklet with problem solving ideas was preferable to
being coached at what to do while in the process of teaching. Learning a
range of responses would allow each teacher to pick the ones that fit in most
comfortably with their teaching style and personality, and would be more
easily absorbed outside of the pressurized sessions themselves,

Among the skills teachers found useful were:

. Focus tnghtly on a few learmng goals for the sessnon, a broad or

scattershot approach doesn’t work -there are already to many

_thmgs to thmk about at the same time; -

o Take charge — ask the camera people for the angles you need
request clarifi CathHS, direct the teacher and techmcai peaple at the
far 51te' ,

than m a normal dass and must bhe c!ear to the students

. Choase your words carefully Teachmg mteract:vely requlres a
lot of words. A teacher must spend time deveiopmg a vocabu!ary for

how to talk about what s/he is going to teach

fingers to trace energy ﬂow through space; - -

. Realaze that this kind of teaching relies on the skills_of a_;iot of-
people. Advanced planning, a clear concept and communication with
your technical team beforehand heips everyone to understand and

work toward the same goal for the session;

e Know that bemg on the spot as the teacher is higher stress than
you might expect from watching others - take advantage"f any
training and preparatmn tlme that you can get- BT

° Thmk hke a camera try to see what you are teachmg from the

students’ point of view.
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Students were quite adaptable. They jumped right into the
unusual surreundings and challenges and, for the most part, showed a
surprising amount of patience for technical glitches. However, they did not
expect as much from the classes as teachers did (though expectations
increased with age), and the noveity of sharing with another site was usually
enough to hold their concentration. How students would fare in longer-term
interchanges, after the novelty wore off, was the subject of much teacher

speculation,

Students did complain that they were often given no
information about the teacher leading the interactive session. They
had no idea that they were studying with a great master teacher and were
not capable of fuily appreciating or taking advantage of the incredible and
unique opportunity to tap this person’s knowledge.

Teachers cred;ted TPL sessrons w:th several advantages over classroom_
!earmng : _

',The sessmns. e

f; . brmg artasts mto the technolognca! age' S

' 'eip te chers to become ' 'ore artlcu ' about what they are teachmg,

. auow teachers to :ntroduce new perspectwes an space, choreography,
techmqu because of Iook: !

' t thmg from the camera s-eye vxew,, o

". make students more abgectlve about thexr own learnlng, because they can
;_see themsetves operate ‘from outside'themselves ' , _

*. encourage'students to be mteractive, !ess passave, than an everyday class, 7
f- “are: very__strong at promulgatmg styles and pomts of view;" :

e gave me a new perspec'"ve ‘about' hat my students could do They reaﬂy '
Vrosetotheoccasann;"ané SR TR L S

K changed,the relatlonshjp betgveen teachers and students to a more peer---j
,to— peer and Iess parentﬂto—chﬂ' dynamu:. co A

.7."deahng with Iarge-grougs Of:Students,fi vou just can't cee everyone an a’
small—screen momter S -

o mcorporatmg mus:c (see techmcai concerns)

Teachers also cited the unique way the camera looks at things
as something to get used to. They felt self-conscious seeing att their own
mannerisms as they taught, and felt that it was difficult to imagine what the
students were really seeing. As one coach put it, “the teacher has to think
iike a camera and see from the student's point of view,” and that takes
practice.
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Planning

Several teachers stressed the importance of preplanning. They
were often blind-sided by not knowing who would be in their class - the
students’ prior experience with their art form and its conventions. A kind of
culture shock can resuit: "My students were in shock - the other class was
all girls, and they were all dressed in little skirts and pink tights.* Students
also wondered - What should they wear? What kind of class would it be?

Thorough planning, clearly communicated, keeps things
running smoothly and helps all the players work toward the same
goal. This includes discussions about who the students are, who the coach
is and what the coach has to offer to the far site teacher. It includes
discussions of logistics, the when, where and how. It includes an
assessment of the technology available and how it will be used. It may also
inctude practice sessions before the main event. The vast majority of
respondents wanted more preparation than they got.

Training is crucial to good preparation. TPL has tried training
technicians and teachers. Teachers need time in the real situation with its
competing demands. Camera people want more systematic deveiopment of
their skills, one skill at a time. Switcher training has been primarily by
apprenticeship. The teaching of these roles is, in itself, a major program. In
some cases, it may be more efficient for TPL to partner with other
organizations whose primary role is to teach these skilis rather than spend
resources to develop an effective academy for participants.

Perceptions of TPL, the Organization

People were favorably impressed by TPL. They feit that the
staff was competent, friendly and well-prepared and that the
organization’s projects came out of a sense of passion and
innovative thinking. But many people said that the mission was not
clear, and that the organization was trying to do too much too fast,
preventing it from developing a strong. reproducible model. When
participants, funders and staff know what you are about, why you
are there, they can be more committed to your goais. Even students
felt this lack.

TPL has explored interactive learning’s breadth - its benefits

—for different-demographic groups; art forms-and purposesrelatedto . .

performing. This goal is laudable, but in achieving it, TPL has limited
its ability to dig deeply enough into any one area. Deeper
concentration is needed to solve the problems that would take the programs
to a new level of develocpment. The elements that go into a session are
complex and interrelated. The teaching/coaching itself, the operation of the
technical equipment, the quality of the equipment, the readiness of the
students and the appropriateness of the facility all offer many problems to be
solved. The current scattershot approach does not allow time for staff to
solve probiems they know about before more problems arise from
attempting new goals.

EVALUALATION DOCUMENTSE THE BERFORMANCE LAE



Several people questioned whether TPL is offering arts
programs or a service to facilitate arts programming. This confusion
comes partly from the fact that the carriers of meaning, those actually
bringing the substance of the sessions (the coaches) are independent
contractors bringing their own agendas to TPL. It also relates to the way TPL
presents itself, articulating its primary focus as the developing of networks (a
service), rather than the disseminating of certain types of information that
can best be exchanged through interactive technology learning.

Many people said the methods of communication, primarily e-
mails and memos, were ineffective. Important information was missed,
or communicated at a time when the participant did not yet know how to use
it. A system for communicating information is needed that designates:

» what information is necessary;
» the best form for its dissemination; and
¢ who is responsible for communicating it.

Evaluation

Evaluations thus far have been conducted directly after each
session. They have been oral and videotaped by that session’s technica)
staff, with all those connected to the session taking part and answering the
same questions. Questions have been primarily of the 'what worked/what
didn't?’ variety with a request for a metaphor to describe the session as a
way to get to a more intuitive level. While the questions have been similar
for each session, little attempt has been made to maintain consistent
wording. In many cases, the non-Twin Cities site either went through
no evaluation process or went through its own, which was different
from TPL's. The evaluations have not been available to teachers, and
many times were not even looked at by staff.

Many respondents thought the questions themselves were
very good. Three mentioned that they need to be more age-appropriate for
young children and others suggested that, to keep extra work to a minimum,
separate questions should be developed for teachers, students, technical
people and possibly observers. Teachers of younger children felt that
guestions were too open-ended, not specific enough and that it might heip to
replay parts of the session to jog people’s memories. However, the staff of
e—— —— - TJPL-is-mindful-that with-such an_experimentalproject, it is important not to .
fimit peopie’s imaginations, to leave room for unexpected answers and the
expression of new ideas beyond what the evaluators might have imagined.

Baseline data is essential to put the answers of individuals
into a context. For example, when TPL asks whether the teacher had
troubie adjusting to the technology, it has no information linked to that
answer about how many experiences with interactive technology that teacher
has already had. Attitude and prior experience seem to make a big
difference in how easily the teacher adjusts. By coliecting baseline data, TPL
will be able to track growing competency and assess how long it takes for
teachers and students to be effective. It will begin to see what is still
needed to bring all players to a common level of competency. And TPL will
be able to communicate realistic expectations to new participants.

EVALUATION DOCUMENTS . THE DERFORMANLSE LAE
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Evaluation Instruments

In order to isolate concerns of individual participants, and the strengths and
weaknesses of {(what had become) The TPL Model, evaluation instruments were
developed, each appropriate to one of several functions of participants in interactive
sessions. They were administered after every interactive session and tabulated in the
TABLES at the end of this report. The instruments themselves are interleaved amongst
the tables, each preceding the responses they elicited [Students/Participants, Coaches,
Technicians, Site Baseline Data]. Anecdotal illustration of these responses will be made
availabie, as time permits, on the Internet/TPL website and is occasionally referenced

here.

Two Approaches to Evaluation by TPL Partners

Our partners were as concerned as we about the effectiveness of interactive
coaching. In the two illustrations that follows, one method of evaluation targets the
involvement of teachers new to interactivity [The Perpich Center for Arts Education, a
national leader in the filed]; and in the other, skills acquisition by student participants in
dance education is assessed [The New Jersey Department of Education]. Both
instruments were introduced to participants in the TPL interactive sessions.

EVALUATION DOCUMENTS . THE PERFORMANCE LAE
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The evaluation instrument that foliows was used for a teaching training
session that involved basic Limén technigue in dance. The style of the
instrument is clean and direct. The simpie graphic evaluative tool cues both
visual and linguistic response triggers. It also has the advantage of non-
linear (i.e. more spatial organization) on paper. The spatial, visual cueing
fits better with kinesthetic learners.

——

‘_‘—_hm——b'*;_
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Limon Master Class/Interactive Session September 12, 2002
| ) Hiked ... ""r | 9 T ThanS&kmurkywhm...
o _

| : The pacing was.. ‘

1 felt successful v;:hen .....
X ! ﬁ-.

Name: (optional)
Role: |
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Arns Courses for Educators (ACE) ~ Dance Workshop
January 17, 2002
{nteractive Dance Videoconferencing
Presented in parthership with DancePartners

Evaluation Summarv (16 particinants)

On a scale of 1-5 with 1 indicating strong disagreement and 5 strong agreement, please

rate the following:
strongly strongly
disagree agree
1 2 3 4 5
We were able to communicate and work well with the

other site.

f think that this is (or could be) an effective way for me 2 5 3 6
to learm movement.

Interactive dance video sessions would provide
enhanced dance and communication opportunities for
my students. 2 3 5 5

The interactive video session clarified my
understanding of the dance concepts (body, action, 2 5 5 4
space, time and energy).

[participant response tallies]

Please refiect on your overall experience with the interactive dance video session and
complete the following sentences:

TUKED....

How you could show someone fo move their leg or hand by touching the screen and they learned
the movement faster.

The novelly.

What this could become, statewide.

Seeing myself on TV. [ really need a diet.

The exposure to ITV experience buf was frustrated with the-audio.——~—————— - T

The new technology use — It was interesting.

The way we were given the chance to communicate the movements all the way down to each
specific joint and focus.

L earning about the whole concept of interactive video and actually being able to immediately
communicate with dancers so far away.

Learning about the interactive video technology. Understanding that this is an effeclive way for
some people fo leamn movement, efc.



Having the focal point of the screen. If was belter to heve the movement on the screen rather
than have the distractions as mentioned.

The sharing and creating the piece from the movements.

The opportunily to be introduced to the technology.

The facifities and the group commitment to the learning curve.

The inferactive qualities.

Watching the other group move.,

1 WAS SURPRISED BY ...

The whole concept of ITV. It was all very new to me.

The limitation (1) limited locomotor perhaps because the visual connection is lost when turns,

greater distances traveled, low level movement are less used {2) loss of flow - group or
community sensibifity diminished because of need for visugl connection with screen,

The time delay

The time it took to get all of the equipment in the room and set up ~ although it took awhile to get
the connection — the team from dance partners was yery Guick in getting their equipment inlo the
room ard up and running.

The ability to communicate on site with each other

How easy and excited my interest became.

The incredible concept and how easily and smoothfy it worked.

How it took me a good 1 1/2 hour to get used fo the monitors, directions.

The organization and cables needed for everything ~ TV, monitors, cameras, efc.
How watching the monitors took me “outside” my body.

The conditions of [TV (lag time and reverse image)
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How an individual’'s movements could be worked on from afar.

i

1 WONDER ABOUT....
How the music would work @ both sites?

How feasible (§) it would be to set this up.
How [ could use this in my school.

How I could use i, | can see how usefu! it would be for serious dance people. I'm skepfical for my
curriculun in social studies. [ think VHS would work just as well. If my class did something (|
teach history) that | wanted to share | could video it and mail it off to another teacher. But then on
the other hand ITV classrooms are being used more in our area and its possible to conceive of
being an ITV teacher of say & history class. | used “freeze frame” in my class since our last
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workshop and could do the same in an 1TV classroom between school, s sooo00.. to sum up.
Anything is possible and | would use this tech. If | was in an ITV selting.

How the computer monitor with the drawing on the TV or computer monitor works

The possibility of using this in the classroom — if we can afford the equipment and how soon it
would catch on school—_wide and district-wide,

How expensive are video interactive sessions. Is this technology really going to be available for
most schools?

How to communicate, w/o intercepting, voice of one person, then needing to let the other person
know you are done talking — i.e., on walkie talkies a person says “over” then you know they are

done talking.

How the technology can be simpiified.

How | can conlinue to develop lesson plans using ITV.

The feasibility of this technology under present budget constraints.

The fact that our movements became siower and bigger.

IMAGINE THAT YOUR SCHOOL HAS THE TECHNOLOGY AND KNOWLEDGE TO EASILY

PROVIDE INTERACTIVDE DANCE SESSION. DESCRIBE HOW YOU MIGHT SOMEDAY USE
INTERACTIVE VIDEO IN YOUR CLASSROOM.

in an isolated community, either rural, or a “lock-in" {ALC) situation, t0 connect reatl valuable
ciasses (or normally inaccessible} for kids who could benefit

Having Christopher help me to choreograph a number for use with the choir and then helping me
teach it to them and do follow up connections to see how we are progressing. Teachers &
students could work on changing something that wasn't quite working and Christopher — the

professional — would be able to immediately let us know what he thought of the change and we
would alsa be able to see that on our monitor,

To teach choreography {o another school

This could help define specific secrets of movement patterns for clear communication.

| would use interactive video to teach communication skills —English concepts.

Kids in my school (immigrants} getting to have an interactive video session with kids from their

homelands.

| am not sure this wouid be of interest to me. The more in-person communication and interaction
these days, the better for us. Besides, | don’t know my right from my left.

Hook up with another school from this group — and both of us sharing with each other - maybe
creating a piece we show them—-yvice versa — same as Thurs. PM.

Evaiuate/coach dance classes as follow-up for previous lessons

On-going program development

To teach movement - to plug into other schools or colleges
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EVALUATION DOCUMENTS

;

- —-- -current-_educational_’ climate teachers’ -are

THE PERFORMANCE:LA?
October 2003 -
New Jersey State

Department of Educatlo;
‘ Dale Schmnd

The approach exemplified in the following article had an immense
influence on the way we conduct evaluations at THE PERFORMANCE LAB. We
intend to explore more futly the application of these tools in the nest phase of

TPL development.

A:Dllemma

Due to the hlghly subJectlve nature ‘of.
artmakmg, it is.a. common perception that effect
‘unbiased assessment is not feasible. Howeve

mcreasmgly accountable for student lmpro
for the reportmg of student outcomes ..... . ;

o . i - from Dale Schmld's artlcle —-
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Authentic Assessment in the Arts

Empowering Students and Teachers.

Dale W. Schmid, M.Ed.

Abstract

Due to the highly subjective nature of art and art-
making, it is a common perception that effective,
unbiased arts assessment is not feasible. However,
in our current educational climate teachers are
held inereasingly accountable for student improve-
ment, and for the reporting of student outcomes.
This dilemma confronting teachers is further com-
plicated by the fact there is an equally important
body of declarative and procedural knowledge nec-
essary to “understanding” the arts. Traditional
means of assessment, such as written testing do
not necessarily reflect this scope of learning in a
comprehensive way. So how does one chjectively
measure student progress in a manner that re-
flects the totality of students’ grasps of eoncepts
and skills? Through authentic means via “perfor-
mance assessment.” This includes direct, system-
atic observation of student performance and the
rating of those skiils embedded in the performance,
according to pre-established criteria. This article
articulates a systematic approach to criterion-

based decision-making that forms the basis of our-

evaluation of student work, and that guides stu-

Dale W. Schmid, M.Ed., is the Visual and Per-
forming Arts Coordinator, New Jersey State De-
partment of Education, Office of Academic and
Professional Standards, Trenton, New Jersey.

Correspondence: Dale W, Schmid, M.Ed., New
Jersey State Department of Education, Office
of Academic and Professional Standards, 100
Riverview Plaza, PO Box 500, Trenton, New
Jersey 08625-0500.

dents in the creation of works of art, more specifi-
cally dance.

he overall goal of the analysis of student
learning assessment data should be to
develop an understanding of students’
learning strengths and limitations, emerging
issues and trends, and to discern whether or not
additional strategies are required to support
student learning.’ As aptly stated by Grant
Wiggins, “The aim of assessment is primarily to
educate and improve gtudent performance, not
merely audit it.... Once assessment is designed to
be educative, it i8 no longer separate from
instruction; it 18 a major, essential and integral
part of teaching and learning.™
At the 2002 NDEQ conference in Rhode Is-
land, Marcia McCaffrey, Arts Consultant, for the
New Hampshire Department of Education and
I, co-presented a workshop linking authentic as-
sessment to our dance heritage.® Our specific
goal was to provide examples of alternative and
authentic assessments linked to performance

criteria. Our secondary goal was to stimulate -

thinking about how State and National Arts
Standards can be employed to advance student
learning, and support school improvement. This
included discussions about holistic scoring
guides and anchor performances demonstrating
various levels of mastery, used as means of rais-
ing students’ level of metacognition and to pro-
mote higher order thinking skills “in and
through the arts.” We also modeled the authen-
tic assessment of phrases created in the work-
shop stemming from our dance heritage; in this

65

Author: Note new ref #3. See ref list and

complete info for this reference,
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case the nse of vibratory, swing, and percussive
actions in choreography and performance de-
rived from the Wigman and Holm tradition and
German Expressionism. Finally, we demon-
strated how authentic assessment can be objec-
tified to evaluate a broad range of complex skills.

As we continue to develop student-centered,
standards-based approaches to teaching and
learning, it is imperative that we broaden our
definition of “understanding” to beyond that
which may be assessed in a traditional manner
in writing. To do otherwise perpetuates counter-
productive thinking about teaching and learn-
ing, creativity and innovation, multiple intelli-
gences, accountability, and knowledge. We all
know students who retain information long
enough to complete the assignment or take a
written test. We also know that students dem-
onstrate their knowledge ip a variety of ways
every day. This is particularly true with regard
to the arts, where we assess via authentic, al-
ternative, and performance-based methods.

Therefore, to advance the importance of the
arts in education utilizing assessment as a
teaching tool, we must:

1. Acknowledge that there is a connected body
of declarative and procedural knowledge in
the aris;

2. Take into account that individuals process
information differently (as supported by the

-latest brain-based research);

3. Embrace the notion that students demon-
gtrate depth of understanding of content
through a variety of multiple intelligences;

4. Seek and value students’ points of view.

Appropriate assessments should reflect the
student’s grasp of concepts, and knowledge and
ownership of skills. Teachers should involve stu-
dents in self-reflective exercises designed to im-
prove the quality and character of the works they
are creating. Students’ views are powerful indi-

cators of their thought processes:-Understand- -

ing what they find meaningful and how they as-
gimilate skills and knowledge can help teachers
engage them in ways that are challenging and
EmMpPOWETing.

Further, it is the teacher’s responsibility to
design arts assessments that are embedded in
ingtruction, which reflect “best practices” in the
arts. They have an obligation to approach assess-
ment holistically with regard to how students
create, perform, and interpret works of art us-
ing multiple measures of assessment; but the
teacher must be able to model excellent prac-
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tice. Evaluation of student progress should re-
flect the act of constructive criticism rather than
form the basis of judgment. Assessment has a
broader purpose than simply ranking individu-
als with percentiles.

These issues resonate on a national scale. Not
only is linking assessment to instruction educa-
tionally sound, there is an increasing demand
for authentic feedback and multiple assesgment
measures for student and programmatic ac-
countability at the state and local levels.

It is important to note that whatever agssess-
ment approach individual states use for the arts
or other content areas, it is crucial that educa-
tors understand the role of assesgsment as a
teaching tool. To be effective, assessment must
be linked directly to instruction, and reflect both
the declarative and procedural knowledge nec-
essary to a comprehensive understanding of the
arts, while keeping in mind that the depth of
understanding may differ at various stages of
learning. :

The paradigm shift toward authentic assess-
ment as measures of programmatic and student
success will necessitate extensive professional
development for and by our field.

This need is based on seversl observations:

1. One of the dilemmas facing today’s arts
educators is to find ways to efficiently and
effectively assess complex learning tasks,
related to our state and national standards,
in the reporting of student progress.

2. Performance-based assessments enable
classroom teachers, districts, and states to
monitor individual student outcomes. Writ-
ten exams, in and of themselves, do not
necessarily measure the totality and relat-
edness of students’ grasp of declarative and
procedural knowledge necessary to under-
standing the arts.

3. When debating issues concerning the qual-
ity of our schools (and the implications for

" 7 Tieacher professional-development); tweis-

sues congistently emerge: the demand for
greater accountability in schoeols and the
imperative for continuous teacher and stu-
dent improvement.

As an arts organizatien and as a cemmunity,
we need to take the lead in changing the nature
of assessment in order to demonstrate that it
can be a powerful tool for teaching and learn-
ing. We must act upon our instincts and develop
anthentic standards-based aszessment methods,
Therefore, 1 offer the following to stimulate
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thinking about how we can aunthentically assess
the work of our students in a manner that ob-
jectifies the “art” rather than the artist.

The National Standards for Arts Education:
What Every Student Should Know and Be Able
to Do in the Arts® call upoen students to be able
to demonstrate competency in the arts by the
time they have completed secondary school in
the following ways:

s They should be able to communicate at a
basic level in the four arts disciplines — in
dance, music, theatre, and the visual arts.
This includes knowledge and skills in the
use -of basic vocabularies, materials, tools,
technigques, and intellectual methods of
each arts discipline.

¢ They should be able to communicate profi-
ciently in at least one art form, including
the ability to define and solve artistic prob-
lems with insight, reason and technical pro-
ficiency. They should be able to develop and
present basic analysis of works of art from
atructural, historical and cultural perspec-
tives, and from combinations of those per-
spectives. This includes the ability to un-
derstand and evaluate work in the various
arts disciplines.

s They should have an informed acquain-
tance with exemplary works of art from a
variety of cultures and historical periods,
and a basic understanding of historical de-
velopment in the arts disciplines, across the
arts as a whole, and within cultures.

s They should be able to relate various types
of knowledge and skills within and acrass
the arts disciplines. This includes mixing
and matching competencies and under-
standings in art-making, history and cul-
ture, and analysis in any arts-related
project.

“~As a result of-developing these capabiliti
students can arrive at their own knowiedge, be-
liefs, and values for making personal and artis-
tic decisions. In other terms, they can arrive at
a broad-based, well-grounded understanding of
the nature, value, and meaning of the arts as a
part of their own humanity.

Within recent years, there has been a great
deal of developmental work on arts assessment
at the state and national levels to support teach-
ers in attaining these broad educational goals.
Much of this research has been conducted by the
SCASS Arts initiative (State Collaborative on
Assessment and Student Standards), operating
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under the auspices of the Chief Council of State
School Officers. Since its inception, the SCASS
Arts Education Assessment group has field-
tested over 30 performance exercises in arts
edueation and refined a selection of them for 11se
in professional development programs at the
state and district level. Many of these exercises
came from a set the group deveioped for the
National Assessment of Educational Progress in
1994.

Currently, the group’s efforts are focused on
building an on-line item pool and teacher train-
ing process for creating constructed and se-
lected-response items (with and without
prompts), that is being piloted at state and lo-
cal levels.

Practical Application

The rubrics that follow were developed by me to
assist teachers in assesging New Jersey Core Cur-
Ticolum content stanidards in the arts. The first
four provide students and teachers alike with a
framework to view and understand aesthetic con-
cerns in -dance related to affinities for lyricism
(Table 1}, bravura guality (Table 2), and technical
proficiency (Table 3). It i unlikely that a person
has an affinity for only one way of moving. Most
express themselves through varying degrees of
movement characteristics as reflected in the 0-4
scale provided below. The next rubrics address eri-
tiquing skill (Table-4), and dance technique from
the perspectives of movement skill (Table 5) and
physical attributes (Table 6). The creativity and
invention rubric (Table 7) was developed
‘collaboratively with Marcia McCaffrey, for our pre-
sentation at the NDEO meeting.?

It is my firm belief that knowing what is as-
sessable, is as important as knowing how to as-
sess student achievement. As a field, we must con-
tinue to attempt to “articulate what is before us...
{as .a means] of discovering what is there. . ™
through authentic practics:

Movement Affinities

Learning to recognize subtle nuances differen-
tiating stylized dance movement can enhance
the aesthetic appreciation of dance for the au-
dience, dancer, choreographer, student, and
teacher. For the dancer, identification of move-
ment tendencies may guide career choices and
serve as a guide for training regimes necessary
to maximize potential. For choreographers and
teachers, refining the ability te identify and eul-
tivate the inhereni movement preferences of
dancers enables the director to actualize their
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Table 1 Predominant Movement Affinities / Lyricism

-4 Advanced Proficient
Exemplary Response

3 Proficient
Competent Response

2 Basie
Minimal Response

1 In Progress
Superficial Response

0 Unscoreable
Unacceptable Response
or No Attermnpt

The dancer is consistently technically, dynamically and musically proficient.
They displey a high degree of rhythmic acuity and a movement quality that
is fully expressed in the bedy in relation to the music (extending the
movement beyond the accented beat). They demonstrate a highly developed
sense of piacement and porte bras (carriage of the arms} and consistently
excel in the use of line.

The dancer displays an accurate sense of musicality and demonstrates the
ability to sequence and process phrases with a consistency of style that

5 supporied by correct anatomical placement and porte bras. The proficient
dancer generally demonstrates the ability to execute combinations with

a pure senge of line bui does not consistently extend the movement beyond
the accented beat-in the music. )

The dancer displays an underdeveloped sense of alignment and placement,
accenting the dynamics rather than the quality of the movement with flow.
The dancer demonstrates inaccuracies in rhythm, shows littie or no

follow through after the accented beat and has a limited understanding-

of dynamic alignment and/or dance technique.

The dancer seemingly does not attempt to follow directions and shows little
effort to demonstrate competencies. They demonstrate neither rhythmic
sengitivity nor understanding of dynamic alignment and technigue.

Table 2 Predominant Qualities of the Bravura Dancer

4 Advanced Proficient
Ezemplary Response

3 Proficient
Competent Response

2 Basic

~————— Minimal Response

1 Tn Progress
Superficial Response

0 Unscoreable
Unacceptable Response
or No Attempt

The dancer is consistently technically and dynamically proficient. They
display a high degree of rhythmic acuity and ability to move quickly and
accurately within the musical phrase. They demonstrate a highly developed
sense of placement and porie bras {carriage of the arms); possess outstanding
elavation, strength and control and consistently move with authority
(expressing a highly developed -sense of athleticiam-in tour de force
cornbinations). They also have a strong atiack on thie accented beat.

The dancer displays an accurate sense of musicality and demonstrates the
ability to sequence and process phrases with a consistency of style that is
supported by correct anatomical placement and porte bras. They generally
execute combinations with strength and conirél but do not consistently
demonstrate a strong attack on the accented beat nor display an acutely
developed sense of athleticism or elevation in tour de force combinations.
The dancer displays an underdeveloped sense of alignment and placement,

___ accenting the dynamics rather than the quality of the movement. Then can

perform some tour de force movements, but-with limited stzength, control, =

lightness, smoothness or ballon. )
The dancer demonstrates inaccuracies in rhythm; shows litile or no sense
of attack on the accented beat and have a limited understanding of dynamic
alignment and/or technique. The dancer lacks the strength and contral to
execute tour de force movements.

"The dancer seemingly does not attempt to follow directions and shows little
effort to demonstrate competenciea. They demonstrate neither rhythmic
sensitivity ner nnderstanding of dynamic alignment and technigue.

artistic vision mere quickly and effectively while Finally, the quality of movement exhibited by
using the dancer’s natural attributes. the dancer will have an impact on the audience,



|
Y

Journal of Dance Education Volume &, Number 2 2003 69

Table 3 Predominant Qualities of the Technically Proficient Dancer

4 Advanced Proficient
Exemplary Response

3 Proficient
- Competent Response

2 Basic
Minimal Response

1 In Progrvess
Superficial- Response

0. Unscoreable
Unacceptable Response
or No Attempt

The dancer is consistently technically & dynamically proficient. They display
& high degree of rhythmic acuity and ability to move accurately within the
mwusical phrase alope or in sn ensemble. They demonstrate a highly developed
sense of placement and porte bras (carriage of the arms) and have an acute
awareness of ensemble movement. They possess good elevation strength,
control, consistency of style and the ability to direct focus.

The dancer displays an accurate sense of musicality and demonstrates the
ability to sequence and process phrases with a consistency of style that is
supported by correct anatomical placement and porte bras. They generally
ezecute tour de force combinations competently but not with exemplary
strength, control or direction of focus, Their instinets for working in an
ensembie are strong, but their skills are not necessarily highly refined.

The dancer displays an underdeveloped sense of alignment and placement,
accenting the dynamics rather than the quality of the movement. They can  _
perform some tour de force movements, but with limited strength, control,
lightniess, smoothness or ballon. Their ability to direct focus and execute
ensemble movement with precision and predictability is limited.

The dancer demonstrates inaccuracies in rhythm; has g limited understanding
of dynamic alignment -and/or technique and-shows little inclination or

ahility to execuie ensemble, unison phrase-work. The dancer lacks sufficient
strength and control to execute tour de force movements,

The dancer seemingly dees not attempt to follow directions and shows little
effort to demonstrate competencies. They demonstrate neither rhythmie
sensifivity nor understanding of dynamic alignment and technigue,

Table4  Dance Critigue

4 Advanced Proficient
Exemplary Response

3 Proficient
Competent Response

2 Basic
Minimal Response

1 In Progress
Superficiol Response

0 Unscoreable
Unacceptable Response
-or No Attempt

. gnd that of others,

The student clearly, coherently, and insightfully uses dance vocabulary
correctly to analyze choreography with reference to the principles of design;

‘repetition, balance, emphasis, vnity, variety and rhythm-and the elements of

art {including line, shape, form, space, color and texture). The student
demonstrates ohjectivity and a positive attitude in the critiquing of their own
work and that of others using the criteria sited above,

Student demonstrates sensitivity during the critique process and is careful

to offer positive, oljective comments directed at the work, not at the artist.
They are convincing and mostly accurate in their demonstration of knowledge
of the principles of design and elements of art in critiquing their own work
Limited, sometimes inaccurate demonstration of knowledge of the principles
of design and elements of art in critiguing their own work and that of others
The students critique is brief and they are unabile to expand on comments,
their explanations are incomplete, are unciear or lack detail. Students can
neither define nor apply process of critigue. There is seemingly little effort shown

-and no attempt to follow directions with regard to verbal or written critiques.

The student provides an irrelevant or uninteiligible critique of their own work
or the work of others. There is no demonstration of the knowledge of principles
of design and elements of art in critiquing their own work and that of others.

0000000000000 00000000000000000O0VVVVFVYVYVTYTVYTYTYY - -

influencing their aesthetic appreciation of the per- sight into the artistic intent of the choreographer,
formance. Choices of movement style can lend in- which when understood by the viewer can enhance
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} . . .
) Table 5 Dance Technigque — Movement Skills
) 4 3 2 1 0
. Advanced Proficient Basic In Progress Unscoreable
Proficient Competent Minimal Superficial Unacceptable
. Exemplary Response Response Response Response or
. Response Na Atternpt
. Technical High degree of  Frequently Mistaken No understanding
Proficiency rhythmic acuity demonstrates perception of of movement
. and sbility 1o Accuracy in movement tasks fundamentsals
. move accurately movement
within the
. musical phrase
. aloneor in a group
Rhythmic Innste ability Somewhat Inconsistent False perception
. Acuity to accurately consistent execution of of musicality
. and consistently physicalized movement in and beat .
fuifill the musical phrase - relation to music
. musical phrase
. Musicality Extraordinary  Fair ability to Absence of clear Haphazard
shility to sequence perform ability to respond. physical response
. phrases witha  movements accurately to to music
. consistency of correlating to the the music
style Tousic
. corresponding
. to music
Ensemble Scphisticated Oceasional Mistaken physicalErratic movement
. Skill [ Spatial sensitivity to deviation from  awareness of behavior out of .
. -Atvgreness -group interactions choral movement members of core sync with group
in space
. Consistency Persistent Generally Dubious ability No apparent
. of Style appearance of  coherent 1o perform a grounding in
cohesiveness in - presentstion of codified sequence technigue
. performance choreography
. Sequencing Absolute ability Skillful Meager ability to Indeterminate
Ability to process replication of retain and ability to connect
. movement movement motif's perform movement
. information movements phrases
Dynamic Extraordinary  Sufficient Insufficient Oblique
. ‘Range - ability to express understanding of demonstration of vnderstanding
’ - T T - emotional context connection fo ___ qualitative  of inovement
in movement movement and  variety in Tpossibility T - -
. emotion movement
®
. their enjoyment of that work of art. through the complete musical phrase. The bra-
. vura dancer generally has a high degree of tech-
. Movement Characteristics nical proficiency and tends o accent the musi-
. The lyrical dancer directs the audience to a fuller cal beat. In addition they have the capability of
. vnderstanding of the choreographer’s intent re- executing petit and grande allegro with bril-
garding the relationship of the music to dance. hiance, and the ability to move quickly and ac-
. The lyrical dancer uses the expressive quality curately punctuating the musical! phrasing. In
. of music through the full extension of the body ballet, the dancer that is technically proficient
‘ following the accented beat and resounding in the use of line and technique is perhaps best
@
®
]

2. Check column alignment -- why is the last
column in Tables 5, 6, and 7 always blank

1. Preofread Tables Carefully!

Author:



2. Check column alignment - why is the last
column in Tables 5, 8, and 7 always blank

1. Proofread Tables Carefully!
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Table 6 Dance Technique — Physical Skills/Attributes
4 3 2 1 0
Advanced Proficient Basic In Progress Unscoreable
Proficient Competent Minimal Superficial Unacceptabie
Exemplary Response Response Response Response or
Response No Attempt
Coordination Highly developed Fairly agile. Limited bodily  Lack of bodily
ability to perform Occasional kinesthetic kinesthetic
synchronized dysfunction AWATENEess awareness
tasks
Direction Congistently Generaliy Limited ability  Totally
of Focus controls point  able to to orient diffused
of attention steer attention  audience’s focus
of audience point
' of atiention
Use of Weight Fluency in use of Mostly effective  Little accuracy No
weight display of or inconsistent  understanding
distribution as  believable use of weight of physical
function of weight weight
character distributicn centering
development
Use of Space Complete Moderate Inaccurate Vague ides
understanding of understanding  perception of personal
ramifications of of spatial of spatial kinesphere
nesr, middie awWareness relationships and action
and far reach Space Zones
Movement Highly refined  Fundamentally Rudimentary Stilted in their
Quality capability to use sound ability to  knowiedge of ability to express
A wide array move with stylization of themeselves
of physical different movement physically
effort actions energies

suited for corps dancing due to the high level of
demand for absolute uniformity. An exception-
ally lyrical or bravura dancer would detract from
the ensemble, This may be true in other types of
dance as weil, but is particularly germane to
ballet.

Tables 1, 2 and 3 present suggested guidelines
for assessing dancers. This approach represents
only one of many ways that teachers may en-
gage students in a critical dialogue exploring the
topic of aesthetics. Others might include a com-
paraiive analysis of cultural dance forms, an
examination of the perasonal style of represen-
tative figures in dance history, or an inquiry into
the elements of art applied to the principles of
choreographic design. The commonality among
these examples allow for comparison of cbserv-
able trends and behaviors. In essence, they sup-

port the student in their ability to make crite-
rion-based judgments.

The main educational objective of aesthetic
criticism in this context is to foster critical think-
ing, increase communication skills and visuat lit-
eracy in the arts. Making meaning of the world
is a basic human behavior. Grappling with mean-

- ——ing inart,-and discovering how and why the arts

affect us, can only heighten appreciation for the
arts.

According to Eliot Eisner, “Criticism in the
arts is not only a way to describe what you have
seen; it is also a road to insight. The critical act,
the task of trying to articulate what is before
us, is also a way of discovering what is there™

The rubric presented in Table 4 demonstrates
how the gkill of critigue may be used as a means
of evaluating the student’s grasp of the elements
of art and design and to prompt further discus-
sion on critical issues in choreography and per-
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= Table 7 Creativity and Invention
5%
P 4 3 2 1 0
T e Advanced Proficient Basic In Progress Unscoreable
-E g’ Proficient Competent Minimal Superficial Unacceptable
) = Exemplary Response Response Response Response or
2 '_r; Response No Atiempt
E g Innovation Intent on Tries new ideas Tries new ideas May try new '
§° o discovering new and is able to et and makes ideas; relies on
=N movement and on go of the old and movement choices established
E __?é incorporating it embrace the new based on both movement
=2 into the dance established and vocabulary
_8- E; innovative
fg - movement
2 g vocabulary
© .-g Identification Views the project Analyzes and Identifies Maintains
N o Implementation holistically; synthesizes new opportunities for a creative
of Creative responds ideas in different creative play and range that
Opportunities creatively contexts attempts to find  is familiar
new solutions
Involvement in  Engrossed in the Consistently Visibly engaged Occasionally
Creative Process creative endeavor displays in creative willing to exercise
almost beyond  willingness to problem solving choice in selection
distraction exercise choice in demonstrated of creative options
problem golving by time on task
Self Regulation Works intently, Works Makes choices Personal choices
During seeks advice thoughtfully and that assist with or circumetances
Creative Process when necessary, asks gquestions at fulfilling the interfere with
analyzes advice appropriate times creative process seeking assistant
appropriately, . during the such asking and/or fulfilling
is not reliant on creative process questions and the creative
others secking assistance process
Self Evaluation of Seif evaluation Integrates self  Regular Occasional
Creative Process promotes creative evaluation with inirespection introspection

of self and work of creative work

00000000000000000000000000000IRINPIRMF >~ ~ - -

Visual Thinking Strategies

Visual Thinking Strategies (VTS),%" a visual arts
program degigned by cognitive psychologist Abigail
Housen and educator Philip Yenawine, is designed
to support literacy in the visual arts. n the initial
lessons, teacher-facilitators ask students several
open-ended questions that encourage students to
examine what they see. They indude:

process creative process
Self Awareness | Self Awareness  Self awareness is Is occasionally  Seldom
Metacognition  and creativity recognized and aware creative engages in
During - options fully exhibited as an  choices impact  self reflection
Creative Process recognized and  integral part of outcome but does during the
integrated into  the creative not congistently creative process
—_— all aspects of  process consider impart
croative work " of artistic choices -
formance.

s What's going on in this picture?
s What more can you find?
s What do you see that makes you say that?

These game types of questions could easily ap-
ply to the plastic arts; dance and theater. VT'S spe-
cifically targets narrative imagery and not abstract
imagery. However, the type of fundamental ques-
tioning sited above could easily assist students in
making evaluative statements bazed on observ-
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Table 8 The National Dance Stand.ards‘f‘

=]
T

Identifying and Demonstrating Movement Elements and Skills in Performing Dance
Understanding Choreographic Principals, Processes, and Structitres

Understanding Dances as a Way to Creste and Communicate Meaning

Applying and Demonstrating Critical and Creative Thinking Skills in Dance
Demonstrating and Understanding Dance in Various Cultures and Historical Periods

Making Connections Between Dance and Healthful Living
Mgking Connecticns Between Dance and Other Disciplines

*Excerpted from: National Standards for Arts Education.*

able occurrences in dance and theater.

Using criterion-based critical analytical skills
applied to the rubrics presented in Tables § and 6,
students may obtain a deeper understanding of
how to evaluate dance technique. The rubric pre-
sented in Table 7 lays out a mechanism for evalu-
ating creativity and invention applied to the cho-
reographic process. For easy comparison with the
rubrics, the eight goals listed in the National
Dance Standards appear in Table 8.

Conclusion

The rubrics presented in these pages provide a
mechanism for systematically and authentically
evaluating student performance skills in an ob-
jectified manner. Using these rubrics as stimulus,
1 invite you to build your own criterion-based as-
sessment instruments that specificaily address the
needs of your students. In practical application, [
believe it is self evident that it is posasible to criti-
cally evaluate a broad range of complex perfor-
manece skills in a fair and unhiased manner. The

" key to success lies in the creation of un-ambiva-

tent benchmarks that reflect essential skills and
components of leaning,
Other Resources Provided by SCASS Arts

s Guidelines for Videotaping Performance As-
_Sessment

* Arts Assessment Lessons Learnéd fiom Des -

veloping Performance Tasks (available in
hard copy and CD Rom)

¢ Presentation Materials from the National
Arts Assessment Institute

¢ Arts Education Year-End Report and Collec-
tion of Refined Exercises

¢ (Collection of Unrefined Arts Assessment Ex-

Author:

ercises Developed for the 1997 NAEP Aris
Education Assessment.
For additional information on the SCASS Arts ini-
tiative, you may visit their web site at ??? Or for —

de web address here.

more information on how a state can participate ,?F:
in the SCASS group, contact Frank Phillip at 202- =~
336-7046, frankp@cesso.org. b
L F]
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