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ABSTRACT

How Does the Artist Teacher Successfully Negotiate
Being Both Artist and Teacher?

Marie Withers
Department of Art, BYU
Master of Arts

Around water coolers, faculty rooms, and classroom corners, art teachers discuss their
concerns about maintaining a balance between making, teaching, and studying art. Research
indicates there are advantages and disadvantages to commingling these activities, and about how
these activities inform each other. The purpose of this study is to not only research what has been
written, but also discover through interviews, using a narrative inquiry/case study approach, what
living, breathing artist teachers are doing that allows them to take advantage of the symbiotic
nature of making, teaching, and studying art.

Keywords: artist teacher, teaching artist, educational reform
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SUCCESSFUL ARTIST TEACHER

Chapter 1: Introduction

One of my early memories of art involved spending several days, along with my
younger siblings, creating an art exhibit in the hallway of my childhood home. We all
made drawings with crayon and paper. As the “curator” of the exhibit, I arranged the
pieces into what I thought was a pleasing show. I knew that I wanted to do something

with art.

Years later, as a new art teacher in the early 1990’s, I moved into an apartment,
set up a corner of a room to do art, and went off to work as a teacher. That corner rarely,
if ever, saw any action. I was too busy writing lesson plans, grading papers, serving on
committees, chaperoning the Friday night dance, and a host of other activities. While
these were worthwhile activities, and part of the job, I felt that something needed to
change. After two years of teaching, I decided to seek out other opportunities for

balancing art and work.

I continued to have an interest in creating art and in sharing the excitement and
process of creative work with others, and I have pondered and researched the symbiotic
relationship among teaching art, studying art, and making art. I wondered: Why do some
artists like to teach? How can art teachers create a system for art making? I heard from
many K-12 art teachers concerning the frustration they experience with not being able to
do more of their own art. I heard from artists who like to teach on the K-12 or college
level, who wonder how to maintain their art practice while teaching or how to become
involved in teaching art in the first place? Personally, I wondered how I might create and

maintain an art practice of my own while accepting opportunities for teaching art in a
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school or studio setting? Some researchers suggest that there is a mutually beneficial
relationship between making art and teaching art. Michael Schwartz (2012) says, “I think
one distinct advantage of being a teaching artist is that we have the time to develop our

skills and craft in the studio, and then share those skills with our students” (p.119).

This study examines how some artists maintain an art practice while
teaching art and describes strategies for creating art while teaching. This study also
explored these questions: 1. What are the advantages, disadvantages and challenges of
engaging in ongoing art study, art practice while also teaching art? 2. What influence
does personal artistry have on teaching? 3. How do artists view their teaching time? I had
an art teacher in college who talked about a principle of design, which involves finding a
void and filling it. I want to set up an art practice and teach in an area that needs what |
can offer. I also want to explore how a teaching artist can benefit schools and

communities.

Problem Statement

Some researchers suggest there is a mutually beneficial relationship between the
activities of making art, studying art and teaching art (Baxter, 1990, p. 34). This study
explores this claim. One problem for teachers and artists is how to commingle teaching
and artmaking without neglecting one or the other especially within K-12 schools that do
not support the artistic growth of teachers and often give priority to other subjects that are
viewed as more essential for job and career preparation. An important problem for the
teaching artist is how to find the personal, school and community resources to engage in

art practice as well as teaching.
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Research Questions

1. What are the advantages and disadvantages of being a teaching artist and
engaging in art study, art practice, and teaching art? Related to this question, I want
to find out the underlying philosophies and mindsets that encourage or discourage being
involved in these activities simultaneously. How might engaging in art be detrimental to
the quality of art teaching? How can teaching be a positive experience? How might it be
limiting?

2. How might art study, art making and teaching art inform each other: What

are the effects of artistry on teaching?
3. How do artists view their teaching time?
Objectives of the Study

I want to find out what is being said in the literature about artist teachers and teaching
artists, and what researchers and participants have to say about teaching art, making art
and studying art. I will gather information from practicing artists who are involved with
teaching, and information from art teachers who also do their own work. Finally, I will
describe, document and analyze my experience in art making, and managing that practice

against other time constraints.

Narrative inquiry and case study methodologies will be used to investigate these
questions using the method of interviewing artists and teachers. I will compile and
analyze the results by identifying and coding answers from the interviews. While [ am
involved in this research, I will simultaneously be involved in artmaking, and other

related practices. I will address application of the results in my own artistic practice. |
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will select participants who are artists and art teachers. Participants will answer interview
questions that will consider issues related to why they are artists and why they teach; how
art and teaching inform each other; and some of the challenges related to trying to be both

artist and teacher.

Summary

The purpose of this study is to learn about the advantages and disadvantages of
teaching while maintaining an art practice, the influence of personal artistry on teaching,
and how artists view their teaching time. Additionally, I expect to explore viable options
for those who want to be successful art teachers, while also maintaining some form of art

practice and study.
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Chapter 2: Literature Review

Having dual careers and interests as an artist and teacher can be a perplexing
challenge. The literature related to being a teaching artist, is complex and varied. But
some artists find that they also want to teach. Perhaps they are not making enough
income as an artist and need a secondary source of income to maintain their livelihoods.
Some desire the opportunity of interacting with students. Rabkin (2012) provides one

answer to the question of why teaching artists teach:

TAs [teaching artists] teach primarily because they enjoy the work and because it
is a way to earn money in their artistic field. Many are motivated to teach in order
to contribute to their community and social change. Most believe that teaching

makes them better artists. (p. 8)

But when an artist wants to teach, what challenges arise in engaging in both
practices? Panagiotis Dafiotis (2013) discusses the training of art teachers, stating that
“[A]rtists often embark on secondary education oblivious to the realities and complex
demands of their task, clinging to their artistry and tending to downplay, or even deny,
the educational dimension of their professional identity” (p. 142). Dafiotis further

concludes the following:

The fact that art teachers in Europe commonly hold a degree in fine arts from a

university has, nevertheless, its implications: the hard-won skills over a period of
four or five years of intensive study cannot be sidestepped without consequences.
The knowledge about the manipulation of materials, the critical skills gained, and

all the more, the way these competencies have been acquired, are not
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dispensable...I propose that by engaging in practice-led research, art teachers can
move towards becoming teaching artists, a process that will enable them to

sustain their art practice while simultaneously developing pedagogic knowledge.

(p. 142)

People often enter the art education field because they love art, combined with
their love of people. But when the demands of life, such as family, administrative details
of teaching, and other important, real-world situations come into play, personal creative

endeavors can fall by the way (Zwirn, 2005).

The review of literature for this research, includes: define terms related to those
who make, study and teach art; examine literature that describes the nature of being an
artist teacher; review readings that describe the history of the artist teacher; review
literature that establishes the symbiotic relationships and advantages of making art, art
study and teaching; report on literature that describes the challenges of combining the
three activities; explain how personal artistry influences teaching; and show some
examples from the literature demonstrating what teaching artists are doing and how they
are able to juggle and maintain the three activities. Literature review on methodology is

included primarily in Chapter III Methodology.

Definitions

It is useful to define the “artist teacher” and “teaching artist,” especially where the
K-12 artist is concerned. On the university level, the artist teacher is really an artist who
happens to teach, and the emphasis is placed on the artist part of their job description.

Both of these terms can raise questions about the relationship of teacher and artist. Are
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we talking about an artist who teaches, a teacher who creates art, or even a teacher who

makes teaching an art?
Here are some definitions, informed by the literature:

The artist teacher. Daichendt (2010), in his book, Artist Teacher: A Philosophy
for Creating and Teaching, explains that the term “artist teacher” describes “the dual
roles of being a practicing artist and teacher” (p. 11). I understand this to mean that the
person is a teacher who also engages in artmaking. The artmaking may be for sale, for

pleasure, or as demonstration and examples for students.

The teaching artist. The term “teaching artist” implies that an artist is going into
a teaching situation, as a partnership with a school or other educational environment
(Daichendt, 2010). It implies an artist who teaches. The Association of Teaching Artists
(ATA) defines the teaching artist as “two-career professional: a working artist and a

working educator” (ATA, 2009). McKean (2006) elaborates on the definition:

Teaching artists in education are expected to work as artists as well as invest
themselves in the creation and implementation of project in collaboration with
other teachers or education staff. The modifier ‘teaching’ highlights the
pedagogical nature of the work. It helps the individual conceive of teaching as the
activity that modifies and drives the education approach of the art form. (2006, in

ATA, 2009, p. 1)

Art practice and study. “Art practice” could mean having an art practice with
actual clients, which provides income, working at art simply as a creative endeavor and

for the mere pleasure of it, or creating examples for students in a classroom. “Art
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practice” can also mean working like an artist, wherein the classroom becomes a studio

(Leysath, M., 2015).

“Art study” could include formal training in school or workshops, but also
personal reading, going to museums, attending cultural events, traveling, outdoor
experiences, and many other life experiences. It would include several kinds of research,

not only studying about art, but using art as a form of research.

Art. Like other forms of communication, art has multiple purposes. One of my art
professors in a 1980°s drawing classes said that art is used to describe, to illustrate, to
elaborate, to exaggerate, to inform, to persuade, to enlighten, to celebrate, and to express
emotion. Art can also be a tool for understanding the world and for engaging in research
(Meyer, 2006). Making an exhaustive definition of “art” is beyond the scope of this

thesis, however.

The Nature of the Artist Teacher and Teaching Artist

It is helpful to elaborate on the definitions of the artist teacher and teaching artist,
discussed in the previous section, by examining in more detail the nature of the artist
teacher. Some claim that art comes first. Daichendt (2010) adheres to this philosophy by

stating,

Despite the complicated nature of teaching art, it is important to remember that art
comes first. Initially, the product, technique, skill or language is created and
recognized as valuable. Then various methodologies are developed to teach an

aspect of the trait (ranging from technique to creativity) or sometimes to teach
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something outside the immediate scope of the art field....The field of art

education would be amiss without the production of artists. (p. 146)

He continues, “The failure to interweave the two traditions art and education—in a
meaningful way has created art teachers who see the roles of artist and teacher as
incompatible” (p. 146). Daichendt is not the only one who says that art comes first.
Barniskis (Jaffe, et. al., 2014) said, “We teach as artists and relate to our students as

fellow artists—which is to say we put the work at the center...” (p. xv).

James Rees, a Utah high school art teacher, in Graham and Rees (2014), discusses
the nature of the artist teacher as a dual existence. He says that he led a double life, and
“[a] s a college teacher, I find that many students studying art education have this same
feeling of being a dual citizen and often feel that studio professors take them less
seriously because of their teaching aspirations. After all, serious artists do not aspire to be
teachers” (p. 16). This article redefines the conflict, making “collaboration with children

a form of artistry, and makes teaching into art making” (p. 16).

Elaboration of the teaching artist definition. In an extensive survey study
regarding teaching artists, (Rabkin, Reynolds, Hedberg & Shelby, 2011), it was reported
that “96 percent of the TAs in the study have been paid for their creative work in addition
to teaching. More than three-quarters earned money from their work as artists in the past
year” (p. 7). This Teaching Artist Survey Project was a “three-year investigation of the
world and work of Teaching Artists” (p. 6). The sample included participants from “a
dozen communities — Boston, Chicago, Providence, Seattle/Tacoma, and eight in
California —San Diego, Los Angeles, San Bernardino, Bakersfield, Santa Cruz, the Bay

Area, and Humboldt County.” They “collected over 3550 surveys” and “conducted 211
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in-depth interviews with artists, managers, funders, teachers, principals, district leaders,

and civic leaders” (p. 6).

Dr. Dianne Lynn (2017) in her dissertation on the subject of balancing art with
teaching, refers to a definition set forth by Booth (2012), in which he states that a
teaching artist is “an active artist who chooses to develop the skills of teaching to activate
a variety of learning experiences that are catalyzed by artistic engagement” (Booth, 2012,
p. 1). In his first editorial for the Teaching Artist Journal, Booth (2003) places the artist
at the center: “To be a TA, you must first be an artist” (p. 6). He surveyed 19 Teaching
Artists to assist in his definition and explanation of what the Teaching Artist is. One

function of the Teaching Artist is “modeling:”

Artists don’t just ‘teach about’ the arts; they embody the teaching. The Teaching
Artist is an authentic presence who thinks, listens, responds, improvises as an
artist with leaners, and devises teaching approaches that are also authentic to

professional exploration of the art form. (p. 9)

Additionally, participants in Booth’s (2003) survey preferred to focus on process rather

than product when it comes to the Teaching Artist.

Blurry definitions. The distinctive definitions for “artist teacher” and “teaching
artist” become blurry, the more I study them. Researchers often use the two terms
interchangeably. Dr. Lynn (2017) points out the debate that occurred for several years
regarding the term “artist teacher” that appeared as articles in journals during the 1950’s
into the early 1960’s. Professional art educators discussed what the term “artist teacher”

really means. Daichendt (2009) summarized the debate, indicating that “[as] a term, artist

10
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teacher implied that professional teachers must also be professional artists. As a concept,
it reinforced the importance of creative activity for the profession” (p. 37). Lynn states,
“The title and role of artist teacher reflects a philosophy about praxis that includes theory
and practice” (Lynn, 2018, p. 20; Daichendt, 2009, p. 34). Daichendt contextualizes the
concept of the teaching artist in the modern era. He summarizes by stating, “As the artist
teacher is positioned between two fields, the genius of the concept is in the middle

ground where traditional understandings of education and artmaking fuse” (p. 37).

Because it appears in the literature that the terms “teaching artist” and “artist
teacher” are used interchangeably, in this paper, [ will, generally, use the term “artist
teacher,” but at times, when relevant, [ will use the term “teaching artist,” when referring

to someone who is both professional teacher and professional artist.

Relational art. Teaching is described as a “creative gesture” focusing on ““art as
idea,” which is a departure from the “art comes first” concept touted by Daichendt
(2010). The “art as idea concept expands the definition of art to include performance art,
in addition to traditional ideas about art. “The line between teaching and art making
might become blurry,” say Graham and Rees (2014, p. 19). “This is a relational art that
considers how the presence of the teacher alters students and how their presence alters the
teacher.” (p. 23) The “art comes first” philosophy puts the work at the center. It becomes
an academic approach, in some ways—a top-down approach. The “art as idea” approach
comes from a postmodern perspective which influences contemporary art. In this case,
the teaching artist incorporates a student-centered approach that synthesizes the teacher’s
understanding of art and youth, with the student understanding. The art becomes more

collaborative and less solitary, and allows meaning making to occur.

11
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Art and Pedagogy

Art takes a pedagogical turn. In recent years, art educators have promoted a
concept of teaching can be a form of artistic practice. Graham & Rees (2014) suggest
that making art and teaching do not have to be mutually exclusive activities, but that the

way we approach teaching can be an art (p. 16).

Graham & Rees (2014) explain further how art “takes a pedagogical turn” (p. 16)
in the integration of contemporary art practices with educational and social experiences.
They indicate that teaching practices can be “a kind of creative gesture that can be
understood as a form of contemporary art” (p. 16). In their article, they propose that
“instead of thinking about teaching as a drain on creative energy, and studio time,” that
we “explore how it might overlap with or even become artistic practice” (p. 16). This
form of artistic teaching practice gives more latitude for creative inquiry on the part of
both students and teachers. As teachers allow for more flexibility in what is considered
art, students’ horizons are broadened as they incorporate and examine life through the
lens of art. The educational process is then “informed by the work of contemporary

artists” (Graham & Rees, 2014, p. 18) and is a collaborative and pedagogical experience.

Graham & Rees (2014) further state that art practice in K-12 art teachers is
“unexpected, unnecessary, and rarely supported by school administration” (p. 19). They
indicate that some teachers “take time from teaching in order to paint by making a studio
in the corner of the classroom, and others leaving smoking rubber on the parking lot

when the bell rings as they speed toward the studio” (p. 19).

12
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Tino Sehgal creates what he calls ‘constructed situations’ that are environments
for collaborative interactions (Graham & Rees, 2014, p. 20; Collins, 2010). As people
entered the Sehgal exhibit in the Guggenheim Museum, they were approached by young
volunteers, who asked questions. As the patron ascended the spiral ramp, the questions
became more sophisticated and probing (Collins, 2010). Graham & Rees (2014) describe
Sehgal’s work as “the deliberate provocation of conversation, dialogue, and implied
gesture that makes the work so overtly pedagogical. It is also pedagogical in what it gives
us permission to do, which is to broaden our view of the everyday as something imbued
with deeper significance and meaning” (p. 20). They conclude that this approach to
teaching art emphasizes “developing a perpetually evolving and transformative learning

collective” (p. 23). The art becomes a living dynamic force through this transformation.

Art makers and pedagogy. Another study undertaken by Graham & Zwirn
(2010) analyzed “how a teacher’s art practice might contribute to pedagogy” (p. 220).
They indicated that when an art teacher is also involved in making art, it may make a
more interesting environment for the teacher as well as the students. They concluded that
the artistry of the teacher can “shape pedagogy in significant ways” (p. 230), which not
only sets the stage for student artistry but influences how the teacher interacts with and

instructs students.

In analyzing the definition of an artist teacher further, we might ask if their level
of education has an impact on whether they can be considered an artist teacher? Others
have asked if these people who call themselves artists, create artwork for the sheer
pleasure of making art? Are they doing it to create examples for students in their

classrooms? Are they creating art as a form of research, known as arts-based research?

13
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Or, as some have suggested, is the artist teacher, one who uses art and creativity as a way
of informing and structuring learning in the classroom? It can be a philosophy of teaching
which, “does not presuppose an artistic lifestyle but uses the individual talents and
learned skills or techniques of the artist and circumvents them into the teaching

profession” (Daichendt, 2010, p. 61).

Daichendt (2010) also questions whether some art educators see themselves as
artists at all. He asks where artist teachers might be employed. Interestingly, they are not
all in a public or private school. They may be found working in museums, libraries, art
centers, corporations, and in non-profit organizations to name a few. In some cases, they

may be self-employed, either as the artist, or the teacher, or both (p. 12).

Contrasting views. Not everyone is in favor of the artist teacher concept.
Michael Day (1986), a prominent figure in the Discipline-Based Art Education
movement (DBAE), contests the notion of the artist teacher. Even though the concept has
been around for generations, he suggests that the title is best reserved for professors on
the university level, not for K-12 art teachers (p. 38). He defends his view that the title is

problematic because it places the artistry of the teacher ahead of the needs of the students
(p.- 41).
A History of Artist Teachers, Teaching Artists and Art Education

To further understand what an artist teacher “is,” it is beneficial to examine the
historical roots of what an artist teacher/teaching artist “was.” Art and art instruction have

been viewed in a variety of ways throughout history. Art education research has a

relatively short history when compared with other disciplines. The first issue of Studies in

14
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Art Education was published in 1959, which provided that “research in the discipline
assumed a more rigorous stance, gaining increased respect and attention in the broader

context of education” (Boughton, 2014, p. 286).

Learning to be an artist, however, and how art was taught, has a long history. In
ancient Greece, weaving, ceramics and other crafts, were taught within family
workshops. During the Hellenistic period, education consisted of “literature, gymnastics
and music” but eventually consisted of drawing, as well (Efland, 1990,p. 12.) In Roman

times, art became more than imitation, but a medium for the artist to create an ideal form.

In early in Medieval times, it was in the monasteries that young boys were trained
in the art of making books. People were considered “artisans” rather than “artists,” the
latter term not being used until later on (Jaffe, Barniskis, & Hackett, 2013). The Middle
Ages, from about the 5" Century AD to the 14" Century, continued with the monastic
tradition, but, as Jaffe, Barniskis, & Hackett (2013) state, also saw the development of
more “formal, institutionalized education” (p. 205; Daichendt, 2010, p. 31).
Simultaneously with the growth of these institutions, was the development of craft guilds,
supporting both “business and trade” (Jaffe, Barniskis, & Hackett, 2013, p. 205). Artist
guilds functioned as an apprenticeship system, in which students were taught initially
how to prepare for the artistic process by making gesso, paint, and the sizing of canvases,
and could eventually work on the art. Professional artists were training the learning

artists (Jaffe, Barniskis, & Hackett, 2013, p. 205).

During the Renaissance, artists gained higher status, with art training that assisted
the learner in becoming, according to Efland (1990) “a member of the cultural elite” (p.
27). Gradually, the artist had more autonomy in theme and mode of work. The
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Renaissance saw the rise of academies as a form of art training, both in Italy and France.
Elfland (1990) state that art became a “powerful instrument for influencing minds and

hearts” (p. 35).

In the late Renaissance, Leonardo da Vinci promoted the technical aspects of
drawing, including accurate perspective, proportion, drawing from master works,
studying reliefs and learning from nature (Daichendt, 2010, p. 35, quoting Pevsner, N.,
1973). Through the leadership of Lorenzo Medici of Florence, an early art school
(Daichendt, 2010) was developed in which Bertoldo taught and mentored Michelangelo

and others.

During much of the eighteenth and nineteenth centuries, American art students
found it valuable to travel to Europe for more in-depth art training than was available at
that time in the United States (McCullough, 2011). The study of “academic” art, the
study and advancement of skills in representational art, developed during the European
Renaissance based upon the human figure, continued to be important in some circles. For
example, Thomas Eakins, William Morris Hunt and others promoted an altered system of

European-based academy instruction (Daichendt, 2010, p. 50).

The Industrial Revolution renewed and supported a practical, vocational use for
the arts, that involved industrial design for manufacturing, as well as commercial art.
Even in the late 1800’s, much like today, there was criticism of keeping art in the
curriculum. In 1875 and 1876, articles were written describing “the confusion between art
education for industry and art education for purposes of artistic expression” (Efland, p.

111).
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Romanticism entered art education in the nineteenth century. The philosophies of
Immanuel Kant, Georg Wilhelm Frederic Hegel and others were embraced. They debated
beauty, aesthetics, truth, even implying that the beauty of art was higher than the beauty

of nature. Drawing from nature was emphasized.

In the 19" and 20™ Centuries, several educators brought art education to the
forefront. The lectures of Arthur Wesley Dow “advocated for the importance of art
education in the public school system for various reasons, arguing that art should be
considered a fundamental educational subject” (Koo, 2016, p. 138). His ideas are still
respected today, and used in the STEAM (Science, Technology, Engineering, Arts and
Mathematics) philosophy of modern education (Martinez and Stager, as quoted in Koo,
2016, p. 142). Daichendt (2010) noted that Dow “was the first artist or teacher to identify
and classify the elements and principles of design” (p. 89). He wrote Composition: A
Series of Exercises Selected from a New System of Art Education. Dow’s teaching began
early in life, and he alternated between his own learning, and teaching students. He
studied at home and abroad (in Europe). His roles as both educator and artist merged after
he founded the Ipswich Art School in Ipswich, Massachusetts. Dow also taught at Pratt
Institute and was a director of the Department of Fine and Industrial Arts at Teachers
College, Columbia University. We learn that during Dow’s time as a professor, the

curriculum was primarily industrial art education (Daichendt, 2010, p. 96).

The Bauhaus movement had a strong influence on today’s art schools and
buildings. Teachers from a variety of art and design backgrounds were brought together.
Art history students would recognize names such as Josef Albers, Wassily Kandinsky,

Paul Klee and others. These instructors had skills in “architecture, silversmithing, graphic
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design/typography, printmaking, sculpture, and furniture design” as well as other areas
(Daichendt, 2010, p. 103). Walter Gropious was the leader of this group of pioneers who
rebelled against the traditions of the academy (representational art founded in figure
drawing). Daichendt (2010) explains that the movement “was not just a return to
handicraft but an emphasis on aesthetic education” (p. 106). Doane University (2018)
defines aesthetic education as the “incorporation of the arts across the curriculum in a

way that fosters a heightened awareness of and appreciation for all that touches our lives”
(p. D).

Hans Hofmann (Daichendt, 2010) became a strong influence as a teacher, with his
extensive understanding of trends and artists in the modern art movement, while also
incorporating theories he learned from classical masters. He wrestled with the limitations
of being both teacher and artist, but he continued to do both activities. He mentioned that
teaching did take some time away from art but didn’t feel that teaching hurt his art too
much (p. 125). As an artist and a teacher, he used experimentation as part of the process
(p. 126). According to Newbury (1976) in Daichendt (2010), “[r]ather then [sic] copy
nature or explore it as a scientist, Hofmann desired his students/artists to communicate
through their artwork a deeper level that examines the way nature effects our
sensibilities” (p. 127). He had his students work with and understand the strengths of
negative space. Ultimately, Hofmann’s teaching philosophy led him to view the

classroom as a studio (p. 128).

The Bauhaus movement led to a “basic design” culture, spearheaded by Richard

Hamilton and Victor Pasmore in Great Britain. They taught design from the formal
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aspects of composition (Daichendt, 2010, p. 132). Here Daichendt also states that the

movement was influenced by the Bauhaus movement, although with less rigidity.

Boughton (2014) takes a thematic approach to the issues addressed in modern
decades, including “creativity; special needs, talent, and giftedness; drawing; artistic
development; intelligence and paradigms of practice.” Additionally, he addresses
“questions related to visual culture, gender, sexuality, ethnicity, technology,

multiculturalism, community, and assessment” (p. 285).

In the intervening decades beyond World War I, Victor Lowenfeld (1947) had a
great influence on how creativity was viewed in art education. He resisted the idea of art
teachers imposing their own images on children. He believed that art comes from the
children. He opposed the notion of letting children copy anything. According to
Lowenfeld, art education applied improperly has a detrimental effect on children,
wherein they become frustrated and the practice of copying fosters dependent thinking. In
curriculum, he opposed structured color wheels, indicating that children should come up
with their own color solutions (p. 82). Boughton (2014) states Lowenfeld’s belief that
“the function of art was to facilitate creative thinking, and t