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Abstract 

How does creativity take shape in an arts classroom? This study explores art 

creation through the lens of students participating in an active painting, drawing and clay 

studio class. As an artist, a teacher and a researcher I am influenced by the constructs that 

surround me, and I myself am an influencer on my students as they create artwork. In 

recognizing these constructs, this exploration of an active arts room documents the 

embodiment of creativity in a selection of students.   

Utilizing Post-intentional phenomenological methods (Vagle, 2018) to 

photograph, interview and explore the students’ process provides access into their world 

of creation.   Using Arts-based research (Leavy, 2015) to respond and reflect on their 

creative processes allows me to produce artworks that embody my own responses to the 

phenomenon at play.  Using ques from Deleuze and Guattari ’s (1987) lines of flight, 

each student artist is represented in the form of a vignette, weaving together all forms of 

data from their experience, matched with my artistic creations. While the phenomenon of 

how creativity takes shape in an arts classroom may never be fully captured, this 

rhizomatic rendering of a fleeting manifestation can provide preservice educators a 

glimpse into the world of student art creation. 
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Chapter 1 

Opening 

 

SG 1, 2017 

I begin this journey with a page from my own artwork sketchbook.  A sketchbook created 

while making my first attempt into Arts-based research during a Phenomenology course.  

This journal served as a roadmap of the creation of my artwork, start to finish, while 

following a lesson that I teach to my students.  The data from this experience provided 

rich, embodied emotions and phenomenological moments each and every day, and gave a 

glimpse into the mind of myself as an artist while in the act of creation.  Imagine what 

possibilities lie within this information, what insights we can draw from it, and what 

possibilities it contains for art education and future artists. 

  

I am an artist. I am an educator. I am a researcher.  I am influenced by the 

constructs that surround me and am an influencer on my students as they create artwork.  

I have been navigating a world of full-time teaching, researching and creating for several 

years and realized that the trio of experiences are interconnected.  My world of teaching 

calls to be studied in an embodied way, allowing my knowledge as an artist to interact 

with my knowledge as a researcher.  Weaving together my experiences can potentially 
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produce a rich living document of the creative process as it happens in the classroom 

setting.  To inquire into this world, I have decided to use Post-intentional phenomenology 

and Arts-based research to help open up the creative experience. Connecting the two 

methods will allow me to carve my own research practice, drawing on past scholars yet 

working on the edges and borders of more contemporary qualitative research.    

In my classroom, I frequently assume I understand what a student is encountering 

based on my past experiences as an educator and prior visual arts knowledge. As an 

educator, I find myself looking at the “big picture” and overall structure of the classroom 

all the time, yet as I create my own artwork I focus on the immediate moment and the 

piece at hand.  I have informally observed different phases in my own creative process 

and made assumptions of how those phases might be encountered in my classroom by my 

students.  These informal assumptions are often used to make “in the moment” curricular 

choices as a teacher and are also used when designing lesson plans and creating longer-

term curriculum pieces.   

Over the years my assumptions have evolved into an understanding of student 

experiences, something I as an educator “know”, however, there has been no formalized 

structure to understanding, and thus is difficult to explain to administration, other 

teachers and stakeholders.  Am I making assumptions about the student creative 

experience that are not there?  How can I understand student creativity and the 

phenomenological experience of being an artist/student in my classroom?  How can I 

help preservice art education teachers and other stakeholders understand these “knowns” 

of an experienced art teacher/artist, and preserve the wisdom of art educators before me 

in a tangible way? 



 

3 
 

Arts education is living in a moment of change.  Discipline-based art education 

notions of the past are falling out of favor, and popular movements in art education today 

include Choice-based art education and Teaching for artistic behavior. These approaches 

to art education are all about student experience in the arts.  Project Zero (Hetland, 2013) 

has begun the research needed to prove these methods are valuable in many aspects of 

education, but there is a gap in the research of individual student classroom experience 

and the creative process as it is LIVED.  I am aiming to capture these moments, these 

seconds, these thoughts that a student has when he or she is creating art.   

How does a student create?  What different phases of creation happen while a 

student is in these experiences?  More research is needed on how a student individually 

encounters moments in creation, and how we as artists experience the process of making 

art, moment by moment, to fully comprehend what we are working towards. In order to 

know what it is we are aiming to teach our students, we must first understand what we 

want the students to experience.  Are there insights that we as educators are missing in 

the process of creation?  Does the daily hustle of the arts education classroom cause 

challenges in the process of creation that we are not aware of? What can we discover 

about creativity that can be helpful to inform our future practice?   

I have been teaching art in a variety of settings for the last twenty years.  First in 

summer art camps, then at an art center, then a public school followed by a private 

school.  I also create my own artworks.  These experiences have led me to wonder about 

the individual process of art creation and the personal experiences within the practice.  I 

know what it feels like to be in that moment of creativity, but I do not know how to 

explain what it is.  Does each moment of creation happen in seclusion? Is there a 
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common thread of the creative process that can be understood and communicated with 

others? How does an individual artist understand when the process is over, or when the 

piece is finished?  For this study I intend to explore the following question using a Post-

intentional phenomenological and Arts-based research lens: 

How does creativity take shape in an arts classroom? 

This study aims to explore art creation through the experiences of students and 

their individual art making processes.  Closely following students through their process 

and documenting their progress will help me, as an art teacher, better understand what is 

happening in a student’s mind as they experience creativity in the visual arts.  Detailed 

vignettes of individual students through the beginnings of a project, the middle phases 

and the decision of “doneness” could provide future art educators valuable accounts of 

how a student goes through the process of creation, as well as expose the 

phenomenological nods that happen within these moments.  

  Using Arts-based research methods (including the creation of my own artwork) 

will help to shed light on the connections between my work as an artist, my 

understandings of students’ creations, and my work as an educator.  As an artist, I find 

communication can take place not only through words, but through artworks. I intend to 

weave these reflexive artworks throughout the study as another form of communicating 

what I have explored.    

My analysis and discussion will include vignettes based on individual students 

and their artworks, as well as the creation of my own reflexive journal and artworks.  

These documented works will serve as the data for me to more deeply explore the 

intentional relationship between the student/myself and the process of creation.  This 
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relationship might have roots in my own artistic experience and thus be relatable as I 

create art. I hope to explore my own relationship with the process of creation, potentially 

finding similarities with my students’ experiences.   

   I fully understand that each moment of creation is subject to everything else that 

is happening at that time and in the space around the artist.  I will explore these potential 

constructs that could be influencing the phenomenon of how creativity takes shape before 

I begin my study in a partial review of the literature.  Irrespective of the constructs, I 

think there may be similar “threads” between my experiences and my students’ 

experiences.  In this study I aim to open up and discover these pieces of the creative 

process and explore the phenomenon of how creativity takes shape and manifests in 

different ways as artwork is created. 

Definitions 

For the purposes of this study, I will be using the following working definitions: 

Creative process:  Referred to as the act of making a piece of artwork.  Beginning with 

initial inception and sketches all the way through the decision by the artist that the 

artwork is complete.  

Creative experience/encounter: Referring to the moments in which an artist is in the 

creative mindset and working on a piece of art or preparing to work on it. 

Phases of creation: Referring to the steps an artist is taking in an intentional relationship 

with creativity while in the act of creation, could include attitudes, processes, habits, 

plans. 

Reflective journal: My journal throughout the process, contributed to daily during the 

research period 

Reflexive art-pieces: My artwork created as a part of the reflective journal.  Visual 

expressions of my daily thoughts. 

Students:  The students referred to in this study will be high school students 

approximately between fourteen and eighteen years of age working in my own visual arts 

classroom in a variety of capacities. 
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Visual arts:  The arts created primarily for visual perception. I will be using painting, 

drawing, mixed media (combination of collage/painting and drawing) and ceramics (cone 

six stoneware, sculptural and functional) in this study. 

Vignettes: Rich documents created to represent the individuals in this study.  Include 

artwork, excerpts from interviews, researcher interpretations and ABR pieces created in 

relation to the individuals creative process. 

 

SG 2, 4/4/2018 The first day. 
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Chapter 2 

Constructs at work influencing how creating art might take shape 

SG 3, 4/6/2018 

I would say at any given hour, any given moment there are different energies at play in 

the classroom, so no day can ever be replicated in the same way.  Much the same seems 

to be true of the creative act.   

This partial review of the literature explores constructs that will be at play while I 

am using Post-intentional phenomenology and Arts-based research to study how creating 

art might take shape in an arts classroom.  This review is designed to explore these 

constructs and their potential influence, so I can relate them later to my own creative 
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process and the creative process of students in my classroom. In keeping with the style of 

Post-intentional phenomenological research this is only a partial exploration of the 

constructs to ensure that I am still able to remain open to the phenomenon during the 

research period. 

The constructs that influence how creating art takes shape are always present and 

always affecting my classrooms, my students and myself as an artist, a teacher and a 

researcher.  There is never “nothing going on” and while conducting a phenomenological 

study, analyzing and exploring what might be happening in the classroom around 

students is important to recognize.  What constructs could impact how creating art might 

take shape in my classroom?  What does the literature say about these constructs and 

their potential influences?   

I have identified two constructs to deeply explore in relation to my classroom.  

The first construct is the history of art education, including its overall structure, 

curriculum and developmental influence over the American art classroom.  I explore this 

construct as a historical tracing of art education through the years, including major 

movements and themes while understanding the missing elements of written history and 

their potential impacts.   

The second construct is the environment in which the creativity takes place.  This 

includes the influence of me as teacher, my history with the arts and the school 

environment I work within.  The second construct is explored through a personal history 

mapping and a structural exploration of the research site.  While there are potentially 

many more individual constructs influencing my students on any given day, these two 
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areas are always influencing ALL of my students’ art creation as well as my own 

teaching experiences and reflexive journaling.  

While understanding the constructs that are influencing the phenomenon, we must 

be aware that no construct situates itself alone, and that all the constructs are 

continuously influencing and affecting each other and the phenomenon of how creativity 

takes shape within my classroom space. 

Construct #1: The History of Art Education 

The first construct under exploration is the history of art education, including its 

structure, curriculum and developmental influence over the American art classroom. Art 

education is not a new subject to the classroom.  Starting in Greek and Roman times, the 

arts were viewed as a part of the education of the young (Macdonald, 1970).  While 

music, dance, theatre and visual arts were all included in different capacities, I will be 

exploring the history of the visual arts education classroom as it is most present in my 

current art classroom.   

Many of our American art classrooms are still deeply rooted in western traditions, 

creating a construct that teachers and students must exist within. As a construct 

potentially influencing the phenomenon, I have decided to explore the history of these 

western traditions to see how those models still might impact the current classroom 

curriculum.  While researching, I found the written history of western art education to be 

somewhat problematic, and often missing pieces. In addition to a research driven 

historical mapping, I have included some writing on the potential “missing parts” of these 

historical ideas not addressed in the western literature that could also be influencing my 

classroom. 
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Looking back to the western literature available we see the evolution of art 

education history, and the lingering effects of European models that are still present in 

the American art classroom.  As we look at the evolution of art education history, we see 

periods of time that follow specific systems.  These periods of time are influenced by the 

world around them and the familiar arguments of the purpose of art.  Wide reaching 

systems include European models, Early American drawing for industrial purposes, 

Expressionism/child centered experience, Discipline-based art education and 

contemporary trends.   All of these systems act together to situate my art classroom 

within art education history and are invisible influences on the phenomenon of how 

creativity takes shape. 

European models of art education. 

Apprenticeship.  During Greek and Roman times and all the way through the 

Renaissance, the apprenticeship model was often favored.  The master painters 

recognized many young artists as having natural “talent”,  yet they believed that these 

young creative minds needed further development provided by a formalized system to 

reach their potential.  There was often a hierarchy of laborer in the studios, and any 

young “talents” were sent to study under a master artist until they were fully “developed” 

enough to complete their own pieces (Efland, 1990).  Artist guilds functioned to control 

the labor supply as well as preserve the secrets of the craft.  Funding came from patrons, 

churches, and royalty (Efland, 1990; Macdonald, 1970; Kleiner, 2016).  
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  1.1, Gustave Corbet “The painter’s atelier” 1855 

For the most part, the student was viewed as moldable and trainable and needed 

molding through study under a master artist. According to Efland (1990), the system 

itself was “not one designed to encourage artistic originality, but rather to assure the 

transmission of a high degree of workmanship” (p. 23).   The student experienced 

specific training formatted to meet the needs and desires of the “master artist” in the 

studio. The student often helped to complete the master artists vision, without any 

expression of their own voice.   The pieces were credited to their masters until they 

achieved a higher status in the system, at which point they were allowed to begin creating 

their own works.  

 Some Renaissance artists embraced the apprenticeship system and all of its 

conventions.  In his later years reflecting on his experiences, Leonardo DaVinci himself 

attempted to organize future art education by writing a “treatise on painting” which 

contained his ideas about art instruction (Efland, 1990).  Leonardo did not seem to be 

bothered by his formalized apprenticeship instruction and lack of creative education.  He 

felt that a sequence of preparation and copying of master artists was the best approach to 

artistic development.  This was contradictory to his unconventional sketchbooks and 

ideas, yet his structured “treatise” plans still hold firm and have been modeled in many 

schools today (Kleiner, 2016).   
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Formalized art education & the French academy.  Another structure of influence 

on the American system of art education was the French academy.   The French academy 

began devising a sequence for art education, naturally looking towards the Renaissance 

artists for ideas, with Leonardo’s treatise on painting having a particularly profound 

influence. While the French academy claimed the artists were “genius,” they also felt that 

formal instruction was necessary for students to develop fully.  Copying became a staple 

in the French Academy, and different levels of access to arts education remained a part of 

the academic process (Macdonald, 1970). 

 Imitating the masters from the Renaissance created a scientific style of arts 

education used throughout the French Academy.  A student would experience their art 

education in a very formulaic way beginning with copying.  Students would be forced to 

copy from the drawings of their instructors until they were deemed good enough to start 

drawing directly from a live model.  Unlike the apprenticeship model from the past, the 

French academy added the component of lectures of various art elements, a scaling 

system of conformity to the French academy and formulas for expression (Efland, 1990).  

  The scoring system.  Students in the French academy experienced art as a formal, 

patterned educational system with a distinct end goal of scoring high on the academy 

chart.  The French academy acted as an overarching authority defining “good art” and 

“bad art” (Daichendt, 2010).  They instituted a specific set of rules and expectations of 

finished works and focused on product rather than process.  The student that added too 

much expression or creativity was not encouraged and potentially had difficulty 

advancing in the existing ranks of the academy.  The artwork was quantified not just by 

monetary value as assigned by patrons, but by an actual formula determining how “good” 
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the art piece was.  Students experiencing the creation of art at this time were restricted to 

a set of quantified requirements, by which all artistic creations were measured. 

  

1.2, Charles Le Brun, The Expressions   1.3, Roger de Piles, Balance des Peintres 

Traité des Passions, 1698    Cours de Peintre par Principe, 1708 

 

 Students not interested in conforming to the French academic model had no place 

in the art world at this time.  The instructors in the French Academy were limited by the 

formal structures in place, and students were controlled rather than inspired by their 

teachers.  In an attempt to relate the French academy style of art education to our current 

education system, we can see influences of the formalized structure in Atelier studios as 

well as in some art school drawing curriculum. 

What’s missing from the literature on European models of influence.   

The written history of the apprenticeship model and French academy fail to 

mention the societal class structure situation of the schools.  They fail to recognize the 

mobility limitations of female artists, or any non-white artists involved in the academies.   

In her pivotal essay Linda Nochlin (1971) states “but in actuality, as we all know, things 

as they are and as they have been, in the arts as in a hundred other areas, are stultifying, 

oppressive, and discouraging to all those, women among them, who did not have the 

good fortune to be born white, preferably middle class, and above all, male” (p.32).  The 
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arts at this time were run by the Aristocracy whom controlled society, and this 

Aristocracy had the ability to encourage, or to limit the opportunities and players 

involved in the institutions and accepted into the academies. 

Early American industrial drawing education.   

Crossing the ocean, formalized schooling gained momentum in the early years of 

America.  Benjamin Franklin made recommendations for his academy in Philadelphia in 

1749 and had included drawing as a part of the proposed curriculum (Franklin & Cohn, 

2019).  Building on the ideas of Locke, drawing was described as an essential language.  

This language was to be used as a form of communication as needed by the American 

worker and was presented in the style of geometric design rather than natural forms.  

Drawing became a commodity and served a purpose for designing for industry (Efland, 

1990).   

 The student experience during the drawing for industry structure was vastly 

different than contemporary art education.  This style would be almost unrecognizable to 

students in our art classrooms today and would be more reminiscent of the structure of a 

math classroom, or computer animated design drafting course.  In this style of early 

drawing art education, instead of copying old masters’ artwork and then working from 

live models, the exercises focused on lines, shapes, and forms explicitly needed for 

design work.  While facial expression and the human form were a favorite in both the 

French Academy and the Renaissance, early American drawing education moved away 

from portraiture and towards design.    

 Students would progress through a series of exercises increasing in difficulty of 

linear patterns and shapes.  These practices placed no value on creativity, but rather 
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adherence to the models provided and the exact copying of intricate design work.   This 

design work was complicated and was meant to prepare students for industry, yet it was 

limited in enhancing creative thinking since the experience was closer to having a student 

memorize lines from a poem.  There was no room for expression, and student creativity 

was not a part of this early student drawing for industry experience.   

 Through the nineteenth century, the primary schools in America moved between 

different formalized forms of the industrial design drawing instruction seen in Franklin’s 

original proposal (Franklin & Cohn, 2019).  The Peter Schmidt Drawing System as 

discusses in Horace Mann’s (1844) Common School Journal presented the Pestalozzian 

method to America (Barnard, 1862).  Following in the same style came Chapman (1847) 

with The American Drawing Book, and Walter Smith’s (1872) Teachers’ Companion to 

the American Drawing Slates and Cards.  Student experience in all of these methods 

remained static as route learning through direct teacher instruction. Below is a brief 

description of the individual drawing programs a student might experience. 

 Cubes and blocks. Peter Schmidt, following the style of Pestalozzi, devised a 

drawing system for American schools (Common School Journal, 1844).  His system had 

students experience drawing by viewing a series of cubes.  Using a mathematical 

formula, step by step, students sketched individual and stacked blocks until they achieved 

perfection (according to their teacher).  

   1.4, Common School Journal, p.255 
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Instructions for the teacher were implicitly laid out and were designed to be 

followed in an exact sequence.  Schmidt claims “eight or ten lessons will be required, 

before the pupil will be able to draw the half cube in perspective” (as cited in Mann, 

1844, p. 231).  A time requirement similar to this would be crippling for many art 

teachers today, as they usually only see their elementary students once every five or six 

days.  At this time students were forced to perfect drawing blocks before they 

experienced any other aspects of visual arts education.  

 Lines and grids.  Like Peter Schmid’s (1844) method was Chapman’s (1847) The 

American Drawing Book.  Chapman’s (1847) famous book’s opening phrase “anyone 

who can learn to write can learn to draw” foreshadows the direct instruction focused upon 

in later chapters (p.1).  The American Drawing Book served as a sequential curriculum 

for drawing instruction, and the publisher also sold “Copybooks that could be procured, 

at a price little beyond that of a blank book” (Chapman, 1847, p.13).  Beginning with a 

series of line drawings, students would copy drawn forms, practice design work within a 

grid system and hopefully develop the faculty of mind to prepare them for the industry. 

 

1.5 American Drawing book, p. 15     

 According to The American Drawing Book (Chapman, 1847), there is a specific 

formula needed to allow students to become capable of creating their own original 

designs.  Chapman (1847) stated “Of pupils, is to be asked a faithful observance of the 

course of study recommended – not to grow weary if sometimes they find their patience 
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to be taxed too heavily. Let them be assured that nothing is demanded of them than is 

believed to be absolutely necessary to their advancement” (p.10).  I view this statement as 

an admittance by Chapman (1847) that the drawing instruction experience could be 

tedious and boring, and many students would not have the patience to complete it.  The 

students spent many hours using two-dimensional drawing worksheets for lines and other 

primary forms of copying.  Only after these, and the student's mastery of rules of 

perspective, would the students be allowed to begin observational drawing, and 

eventually, painting. 

 Slates and chalkboards. Walter Smith (1872) created The Teachers’ Companion 

to the American Drawing Slates and Cards as a very similar curriculum to The American 

Drawing Book (Chapman, 1847). Smith (1872) states, 

“A teacher’s work is to base a pupil’s exercise on the understanding of forms, and by 

frequent lessons to impart skill in execution” (p. 8). For Smith (1872), a student would 

experience visual arts by observing a teacher drawing on the board, then copying them 

precisely with the use of slates and chalk.  The teacher’s companion provided written 

instructions on how to sketch each line in the forms to demonstrate for the students, and 

students would then learn visually from the teacher.   

  

  1.6 Teacher’s Companion to the American Drawing Slates, p. 16 & 21 
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Most forms were very geometric, some including curves and spirals.  Teachers 

were instructed to explain the proportions of the individual drawing parts and when done, 

hand out small copies for the students to use as aids for drawing practice. Students would 

experience drawing on the large chalkboard in addition to their small slates and were 

encouraged to critique their work for improvement. 

 Split between fine arts and drawing for the industry.  While learning drawing for 

the industry was happening in the elementary and secondary schools, I question where 

the fine arts creations were being made?   Did students have access to education in 

expressive arts or portraiture?  Working at this same time, professional artists were more 

concerned with the ideas that art portrayed, and expression, not designing for industry.  

Professional artists worked through and within art academies, museums and Atelier 

apprenticeships separate from the formal American schooling system (Efland, 1990).  

 Drawing for industry became known as technical drawing, a direction many 

professional artists were not interested in taking.  Universities began incorporating the 

arts in different capacities, some for design and some for expression.  A split between the 

School of Design and the School of Fine arts started to appear in the curriculum.  

Depending on various philosophical viewpoints of deans, the approach to the teaching of 

art history, design and visual arts began to vary drastically in the different schools and 

workshops. 

   At this point in American schools, much of childhood art education focused on 

drawing training for industrial design. With Universities recognizing the importance of 

the arts, and professional artists and Ateliers understanding the difference between 
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technical drawing and expression, it was time for the elementary and secondary school art 

education programs to reflect the changing art world.   

Child art and Expressionism.   

This technical drawing for industry phase of art education that included 

preconceived and pre-formulated drawing activities designed to make students better 

suited for industry limited students experience in visual art to preconceived and pre-

formulated activities.  Creative thinking was not promoted or desired as a part of this 

route learning.  As Froebel’s (as cited in Smith & Wiggins, 1895) gifts and Peabody’s 

(1869) kindergarten surfaced, opinions began to shift, and drawing for industry began to 

take a back channel to the more favored expressive methods in art education (Efland, 

1990).  The arts as experiential learning using more senses and creativity came with 

Froebel’s (as cited in Smith & Wiggins, 1895) gifts and occupations and Peabody’s 

(1869) kindergarten philosophy. 

 Gifts, occupations, and Peabody.  A student experience in Froebel’s (as cited in 

Smith & Wiggins, 1895) activities (not referred to as lessons) was vastly different than 

the industrial drawing curriculum based on Smith (1872), Chapman (1847), and Schmidt 

(as cited in Mann, 1844).  The teacher gives the student a “gift” in which they experience 

something in its full form. Froebel stated “Perception is the beginning and the 

preliminary condition for thinking one's own perceptions awaken one's own conceptions, 

and these awaken one's own thinking in later stages of development. Let us have no 

precocity but natural that is consecutive development” (as cited in Smith & Wiggins, 

1895, p.1).  The students would “experience” the gifts and study the gifts as tangible 

objects, comparing, contrasting, learning about color and more.  While this might not 
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have been directly called art education, Mary Dana Hicks was able to take Froebl’s gifts 

and transform them into art activities for the Prang company (Efland, 1990). The use of 

three-dimensional forms and “experience” with Frobel (as cited in Smith & Wiggins, 

1895) changed the way students experienced art education from the older technical line 

drawing curriculum and two-dimensional cube drawing forms.   

 Peabody’s (1869) philosophy on education in general, seemed to be more in line 

with Froebel.  In her essay A Plea for Froebl’s Kindergarten Peabody (1869) states, “It is 

greatly in contrast with the ordinary primary school teaching, which generally begins by 

antagonizing all spontaneous life (called keeping children still) in order to make them 

passive recipients of knowledge having no present relation with the wants of their minds 

or hearts” (p. 46).  

 Peabody (1869) was a proponent of student-centered education.  In her plea, she 

wrote a sharp criticism of the current state of public schools and their “drill and kill” 

mentality that we still see in some classrooms today.  In Peabody’s classroom, her 

students would have more freedom of movement, more freedom of expression and more 

varied instruction based on what the teacher felt they needed.  A teacher in Peabody’s 

classroom would not “produce”, but rather plant the seeds and “inspire” their students.  

This notion of inspiring a child held for several decades as important child psychology 

and the study of child art shifted towards more of an expressive ideology (Sully, 1903). 

 Free expression.  The influence of “child art” educators changed the way a 

student experienced art making and artworks.  Building on the curriculum ideas of 

Peabody (1869), Cizek (as cited in Efland, 1990) began opening the doors for young 

children's free expression. Free expression marked a change in the way a student 



 

21 
 

experienced art class and art making.  Rather than the focus being on quality of 

production, the focus was on the child.  This shift viewed each child as having a unique 

ability to create art, without the influence and interruption of the teacher.  Cizek also 

brought in the notion that “children have true creative vision, but that vision is destroyed 

by children’s illustrated books and by exposure to art in museums” (as cited in Efland, 

1990, p. 199). Compared to contemporary views from free expression art teachers, 

Cizek’s (as cited in Efland, 1990) method would be viewed as somewhat contrived and 

teacher focused, but at time these ideas were revolutionary, and he actively influenced 

those to come after him.  

 Developing a students’ unique creative vision.  While each student experience 

varied depending on individual teacher preferences, the shift towards free expression and 

child-centered activity became noticeable not only in curriculum design but the 

philosophy of art education as a whole.  In Mangravite’s (1932) essay The artist and the 

child, he details how a teacher might bring out the artist in a student through discussion.  

This marked a drastic shift from the drawing slates and copying, a student experience 

would include questioning of ideas, and encouragement to explore mental images and 

personal experiences of their own.  Mangravite (1932) believed “A teacher must 

comprehend what a child wants to do. He must never interfere with the child’s mental 

image by telling him how to begin” (p. 29).  The following is an example of a student 

experience based on Mangravite’s (1932) art classroom as stated in The artist and the 

child. 

“Very well, if you can’t draw anything, don’t try to, but suppose I should ask you 

now if  there is anything you would love to do.  The child answers perhaps, “Go 

swimming”.  

 “Do you like to swim and dive?” 
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 “Yes” 

 “Do you like to go alone?” 

 “No.” 

“How many should you like to have with you, and do you like children or 

grownups?”  

 He answers perhaps, “about three children.” 

 “Well do you like to go in the ocean, or a lake, or a pool?” 

 “In the lake.” 

 “Are there trees around the lake? Tell me about it.” 

You see, I am developing his mental picture.  We are working it out together, but 

all the ideas are coming from him” (p. 30). 

 

This idea of drawing out a student’s mental image and questioning a student to 

help them develop their creative vision holds strong in many art teachers’ philosophies 

today, including my own.  Pablo Picasso’s (as cited in Davidson, 1976) famous quote 

“every child is an artist. The problem is how to remain an artist once he grows up” is 

hanging in many classrooms and used as a reminder that students each have their unique 

vision, and those art teachers are there to help them express that vision.  Mangravite 

(1932) paved the way for art classrooms to redevelop the way they design instruction to 

create more student-centered practices. 

 Florence Cane (1951) expanded upon these ideas, and in her classroom, a student 

would experience art making using their creative vision entirely. She felt that teachers 

must make sure the students have the space necessary to work through the creative 

process, with a teacher helping them only as needed.  Cane (1951) stated, “The essential 

nature of a young child’s drawing is fanciful to an adult.  The painting may even be 

unintelligible to him. But any attempt at correction by imposing at this time an adult point 

of view may entirely cut off the child’s interest in the activity” (p. 28). Similar to a 

student in Mangravite’s (1932) classroom, Cane (1951) would help them realize their 
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creative vision through questioning, yet she would avoid pushing too hard out of concern 

for ruining their interest in the subject. 

Teaching to open up.   A student in Cane (1951), Mangravite (1932) or Cizek’s 

(as cited in Efland, 1990) classroom would have the ability to begin expressing their 

ideas and thoughts through artwork.  The influence of the teacher became the “opening 

up” of possibilities, rather than the instruction of formalized art.  The change in 

philosophy, however, did not mean the instructor was not necessary, but instead that the 

instructor's role had transformed.  Instructors were there to draw out the students unique 

vision and help them expand and process their thoughts through art.  This goal and 

philosophy remain active in many teachers today, including those working on using 

Project Zero’s enduring ideas and studio habits of mind (Hetland, 2013).  A student at 

this juncture in art education was finally able to create naturally, using their ideas and 

developing at their own pace through the art-making experience.  

 Funding crisis, split systems.  Following this period of encouragement of 

expression in the art education of children, a societal shift happened that caused a split in 

arts systems and ideas.  Funding, committees and individual interests created the dividing 

lines.  These societal problems left many art programs in the wake, and during difficult 

times, some students didn’t get any art experience at all in classrooms. While Dewey 

(1934) wrote about Art as Experience, he also shadowed that the implications of art 

education would have an impact on society as a whole.  The potential impact art 

education could have on society became a favorite theme to promote arts education as 

many areas suffered through funding crisis.   
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 During the Great Depression, students had less opportunity to experience art for 

creative expression as schools restructured and emphasized arts integration and the 

history of arts.  Art supervisors instead of art teachers became more common, while 

regular elementary teachers filled the role with the use of prewritten curriculum projects 

(Efland, 1990).  Student experience in the arts shifted away from encouragement of 

expression and became that of craft and construction.  

The great divide in Arts education. 

After the Great Depression and World War II, classroom student arts experience 

began to become increasingly influenced by their life situation.  This classroom 

experience could vary widely depending on the school attended curriculum in place and 

individual instructor’s philosophy of art.  Teachers favored different styles of curriculum, 

some using Bauhaus (as cited in Itten, 1975) methods from Germany, some using 

reconstructionist ideas, some using expressionist ideas and some using more discipline-

based/formalized technical studies.  Each suburb and city began to offer a wide variety of 

options in education.  Schools with funding as well as private institutions usually 

provided arts specialists, using arts as elective credits or sometimes required courses.  

Many universities began requiring an arts credit as part of their liberal arts curriculum of 

study (Efland, 1990).  In contrast, this left behind schools without as much funding or 

affluence.  Inner city schools continued using classroom teachers in place of art 

educators, some with no art supervisors or formal art curriculum training at all.  This 

divide continues to show influence on students today in many states, leaving art 

education as a privilege for the more affluent communities. 
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What’s missing from the literature in early American industrial and Expressionist 

art education.   

After briefly reviewing the written history of early American art education, we 

must recognize what is missing from these documents. The written history of American 

art education is often whitewashed, failing to discuss the classroom settings in regard to 

race and other cultural constructs at play.  

Looking at what is avoided or excluded from the written history of art education 

in America, we notice a variety of artists, artisans, cultures and curriculum making 

decisions. Oguibe (2001) states “A cursory look at the curricula of art history programs 

across the United States quickly reveals a methodical blindness to all that is not rooted in 

western civilization, which is as troubling as it is enduring” (p. 45).  The written histories 

of art education are rooted in western civilization ideas and identities, which unlike the 

contemporary classroom have major undertones of race and gender separations.   

In addition to many of these historical accounts being Eurocentric, Fernandez-

Sacco (2001) states “American museums have further encouraged the division of culture 

into implied racial categories” (p.59). This museum culture as perpetuated in many art 

classrooms through the use of “famous artists” and “The canon of art history” further 

alienates the identities of some students within the history of art education. According to 

Fernandez-Sacco (2001) “We must understand that identity in the America’s is 

fundamentally porous, diasporic, subject to the flows of capital and population migration.  

We must expose the working of the racialized categories that determine who is excluded, 

underserved, and misrepresented” (p.61).   
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Recently the National Arts Education Association released an issue of Studies in 

Art education (v.58-2, 2017) based on several of these missing educators in art history.  

This issue from began discussing what was missing from art education history’s literature 

and shared some stories of black Americans and female Americans in art education 

history.  In Lawton’s (2017) article “hunting for Hunster” we learned how black art 

education was taking place in segregated schools, and that black educators were teaching 

art in some situations before their white counterparts (p.100-114). 

  An article on Augusta Savage written by Bey (2017) spoke to the “fragmented 

histories among women and people of color” and spoke about the social progress and 

racial uplift that artists of color were offering their students in the “black academy” (p. 

125-140).  The article by Kantawala (2016) on Mabel D’Amico stories an arts educator 

whom was hiding in the shadows of her husband with no written history of her work.  

“despite many publications on the history of art education, the lives and contributions of 

many female art educators- have often been overlooked or hidden” (p.143).   

These are but a few examples of the missing pieces from the early American 

historical literature, and many other cultures, marginalized groups and educators are also 

forgotten in these texts.  The literature on early history of art education gives us some 

valuable perspective on the styles of art education present, but also leaves out parts of the 

larger picture of the story of art education in America.   

Discipline-based art education. 

Arguably the last significant public-school curriculum development movement in 

art education was called Discipline-based art education (DBAE).   This widespread 

curriculum was written to create a formal, structured system for teaching art in the 
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elementary and secondary schools.  The curriculum involved four main areas: art studio, 

art history, art criticism and aesthetics (Greer, 1984). 

 The National Art Education Association (NAEA) promoted this curriculum in 

1984 DBAE continued to be promoted by Elliot Eisner and the secretary of education 

William Bennet in 1987 (Efland, 1990).  Discipline-based art education helped bring art 

education back into curriculum conversations and pushed it to become a required 

elementary subject. While many new movements have happened since Discipline-based 

art education, many public schools still follow updated or altered versions of this 

curriculum.    

 Greer (1984) describes DBAE as: “the idea that art should be taught by means of 

a formal, continuous curriculum in the same way as other academic subjects.  This 

requires a written plan as a basis for systematic instruction across grade levels” (p. 215).  

As an art educator, this could mean many different things.  In some districts broad 

curriculum with teacher autonomy was created, allowing teachers freedom to teach the 

same basic skills and subjects in their own way.  In other districts, these ideas were used 

to develop a scripted curriculum for their art specialists or other elementary teachers, with 

the same projects and lessons taught in all classes and schools.  While DBAE was a 

national movement, it was approached in many different ways, and interpretation of the 

same ideas produced different results.  

 What did student experience in the arts classroom look like during Discipline-

based art education? According to the design, student experience should have been 

similar in all classrooms across the country due to standardization of curriculum 

practices.  If we followed the routine proposed by Greer (1984), art instruction should 
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have taken place at least once per week in every elementary classroom, but art specialists 

were not necessary to provide the curriculum instruction (p. 217).  Based on the 

recommendations of DBAE, the arts should have been interpreted as a subject, same as 

math, science, and other areas sequentially, and with structure creating an equal footing 

for the arts in all schools and across districts.   

 Contemporary thoughts on DBAE.  While Discipline-based art education was a 

great concept, in theory, it neglected several fundamental reasons many educators view 

art education as valuable.  The Discipline-based art education movement failed to include 

the voices of the students.  Who was deciding “what” was to be taught?  Where was the 

room for “student self-discovery” and “student-centered practices”?  How was 

Discipline-based art education incorporating multicultural aspects, current events, or the 

student’s own experiences in the arts with such a formalized curriculum?  Who was 

selecting the artists, materials, and subjects in the history component and who was left 

out of these selections?  Formalizing a nationwide system squashed expression in several 

areas, repressed voices and failed to recognize community and cultural aspects of art 

education. 

 Wilson (2003) attempts to diagram the resulting state of arts education following 

Discipline-based art education, realizing the challenges it caused for educators.  Wilson 

(2003) states, “DBAE complicated the content of art education. Nevertheless, for all its 

complexity, it fails to show much of what the contemporary field of art education might 

be about – and perhaps should be about” (p. 216).  The pushback of contemporary 

practices following Discipline-based art education seem to have shifted back to the more 
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expressive times of Cane (1951) and Mangravite (1932), but with a social justice/visual 

culture/contemporary culture transformation to it.   

Contemporary classroom trends.  

 During Discipline-based art education, student experience in the arts had become 

stale, and something needed to be done to relate students to the art world and the 

changing world around them.  Despite the advancement of classroom technology, digital 

opportunities and contemporary artworks were still being ignored in many art 

curriculums.  The silencing of student voices took place in standardized formal practices 

decided by curriculum that was developed decades before their time, based on artists and 

art practices that were outdated.   

 Contemporary art researchers attempt to push this conversation forward by 

encouraging artists, administrators, and curriculum developers that it is once again time 

for movement.  Changing the students’ experience to be more inclusive of community-

based practices for social justice, expressive ideologies and connections to the 

contemporary art world all play a part in this conversation.  Gude (2007) is one of the 

researchers pushing to keep the art education world open and states that “art education as 

a field will continue to expand and shift, incorporating new artistic practices and 

important contemporary discourses such as cultural studies, visual culture, material 

culture, critical theory, and psychoanalysis” (p. 7).   Gude (2007) advocates for a more 

open art education experience for the students, similar to the days of Cane (1932) and 

Mangravite (1932). Duncum (2010) also pushes in this direction with his Seven 

principles for visual arts education redefining and explaining why the “early 20th century 
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elements and principles are hopelessly inadequate as a mean to organize a curriculum 

commensurate with the world in which we now live” (p. 10).   

 More contemporary research about student experience in the arts comes from 

Project Zero’s Studio thinking 2 (Hetland, 2013).  This research focused on studying what 

the teachers were teaching in arts classrooms, and what the students were taking away 

from these rooms. Project Zero continues to provide different perspectives and ideas on 

the emerging possibilities in art classrooms and curriculum for arts education (Hetland, 

2013).  

 Looking into how these ideas have recently played out in the art education 

classroom we see a variety of Choice-based art education models starting to become 

popular in classrooms.  These choice-based methods incorporate a variety of student-

centered ideas and teaching for artistic behavior thoughts to encourage approaches 

similar to those of Mangravite (1932) and Cane (1951) in the past.   

The contemporary art classroom has echoes of its’ past history brought in by the 

overarching school structure, the curriculum, the teachers and the everyday resources 

students use.  While we are trying to understand the history of art education as a construct 

of the classroom, we must be aware of its presence and the influence over how creativity 

takes shape.  We must also recognize that no construct situates itself alone, and that this 

is one construct that is affecting the current classroom.   

Construct #2 Impact of teacher/curriculum/school on student creation 

In addition to the history of art education and its current state, student creation is 

impacted by their teacher, their school and their community.  Hidden and visible 

structures of curriculum, teacher experience, school policies and community support are 
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present in the classroom, whether the students are aware of this presence or not. Some of 

the daily choices in the classroom are designed or affected by the past history of art 

education or of the histories of the players and circumstances involved. 

The teacher. 

In this space I am the teacher, and I must recognize my personal history and its 

effect on the overall atmosphere of my classroom.  I have lived a life filled with the arts 

and have been fortunate enough to experience varied styles of instruction, a wide range of 

mediums and many different avenues of experience. In my classroom my curricular 

choices as well as daily decisions are affected by this history, and thus my students’ 

experiences are also being affected.  The phenomenon of how creativity takes shape in 

my art classroom is affected by my past history as an artist as well as the history of art 

education. 

Tracing my history. 

I began my study of the arts early and took many classes from a variety of 

instructors as a child.  My parents took me to a local studio in Portage la Prairie, 

Manitoba, Canada to learn from artists approximately once per week beginning in 3rd 

grade.  Many memories from these experiences have stayed with me through the years.  I 

remember Gabriella Neswander and her direction in throwing on the ceramics wheel for 

the first time.  I remember her showing me how to decorate a tree on a pot using 

underglazes, I remember the smell of the dark basement studio and the time she covered 

the room in plastic and allowed us to have a “clay fight”.  These experiences and 

memories affect the style of art educator I am at a deep level.  I tend to teach with a focus 

more on the experience of creating art rather than the finished product.   
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While I had these amazing out of school experiences, I went to a primary school 

that didn’t have an art teacher.  Our art education consisted of a variety of classroom 

teacher designed crafts, until I hit fourth grade.  I had a regular classroom teacher that had 

a special interest in the arts.  She took us outside to observe nature and made us stare up 

at the trees and draw.  I remember the feeling of this experience, I remember looking up 

at the trees and to this day I still draw trees the way Mrs. Morris taught me. I bring this 

experience into my current classroom and teach my students how to draw trees in a 

similar way.   

The next instructor that influenced me was Hank Hall in high school.  Mr. Hall 

was a ceramics artist with a flair for drawing and other arts.  While teaching he was a 

working artist, he didn’t just instruct, but also worked alongside us on his own projects, 

allowing us to see his creative process.  He was trained under the famous ceramics artist 

Marguarite Wildenhain at Ponds farms schools and followed her methods and style of 

teaching (Schwarz, 2007, p. 591). Some days he would invent drawing machines and 

have us draw using fishing rods and other non-traditional materials.  His classroom was 

wide open, with things hanging from the rafters, giant masonite boards for painting and 

creative materials everywhere you looked.  I took seven semesters of clay in this 

environment and also experienced painting, drawing and sculpture within the program.  

He loved using exercises from Betty Edward’s (2012) Drawing on the Right side of the 

Brain and often gave us “problems or puzzles” to solve as artworks. I use many of these 

same “problems or puzzles” in my current room and am also drawn to the techniques of 

Marguarite Wildenhain (as cited in Schwarz, 2007) in my ceramics classroom.  My 

senior year of high school I was in Hank Hall’s environment around three hours per day.   
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During high school, I also took on the position of staff assistant at the local art 

center.  I spent my summers as a “staff helper” in classrooms varying from preschool art 

to adult cooking. In these classrooms I learned from a variety of different instructors, 

many from the Midwest area with similar styles as Hank Hall. 

Moving onto my college influences, I spent undergraduate in Ceramics at 

University of Northern Iowa under the direction of JoAnn Schnable.  It was a large 

ceramics studio with only about nine of us in advanced clay.  We were able to create, to 

mix clay, to fire, to mix glazes and do anything else we could imagine.  I was the least 

experienced person in the room most of the time and just absorbed all the work that was 

happening around me. JoAnne was a very organized instructor, and very structured.  I 

bring her techniques of classroom organization and glaze methods with me to my high 

school classroom. During the beginning of my college years I also went back to Okoboji, 

Iowa to work at the local art center during breaks and summers teaching children’s art 

classes.  At the Pearson Lakes art center, I was provided with the highest quality 

materials, the best possible environment and a great set of kids to work with.  In many 

ways this experience was my “think tank”. I tested several lessons and ideas on this small 

group of children, inventing lessons I still use today in my classroom. 

After graduating college, I worked as the educator curator at the same art center 

designing and implementing an entire program of arts education.  During this time, I not 

only invited important instructors to the center but also had the opportunity to attend 

many of their classes.  I took ceramic tile making with Rimas VisGirda and built a wood 

kiln with Brad Travis.  I worked in the same clay room as Ben Roti and Lissa Potter and 

had a chance to torpedo tank fire with Rodney Mott.  I took many watercolor classes that 
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influenced my palette that I still use today.  All of this happened before I started my 

career as a school educator.  From each instructor I gained techniques, tricks and 

sometimes learned from their failures.  My style as an art educator was developed 

through these experiences as well as my style as an artist. 

I am now in my thirteenth year of high school classroom art teaching.  I have 

taught for three years in a public school in Iowa and ten years at a private Catholic school 

in Minnesota.   

I bring with me to my classroom all of the artists I have learned under and their 

techniques and tips.  I bring with me my general attitude to enjoy the arts, yet I have 

never used the arts as a source of pain management. I bring with me a depth of 

knowledge of materials and practices, but from a rather privileged perspective on access 

to the arts.   

Curriculum & school structures.   

We can’t deny that there is an underlying structure of a school that is always 

influencing a student within their classrooms. My influence as a teacher within my art 

classroom is always present, yet there is a larger influencing structure.  I bring with me 

all my personal experiences that influence the lessons I write, the philosophy I follow and 

the interactions I have about student pieces. The school structure brings with it the 

institutional realities of religion, budget, time and administration.  Each moment in my 

classroom is an assemblage of my experiences, the student’s experiences, the school and 

the community we are situated within.  

Religion and the school.  The school where I conducted my research is a private 

Catholic school.  While not directly run by the Archdiocese, it is imperative to understand 
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the influence of religion on the curriculum and the atmosphere.  This school follows an 

eight-period schedule with a time for convocation and prayer in the middle.  Students are 

required to take theology classes each semester, which include not only theology related 

to Catholic doctrine but also World religions.  Not all students are Catholic, but non-

Catholic students are expected to participate in theology courses and Catholic religious 

events.   

While not explicitly mentioned in school documents, topics that are oppositional 

to Catholic doctrine are often not discussed in classrooms other than theology, however 

in theology oppositional topics are discussed frequently. Students seem aware of this 

invisible structure, and rarely challenge the Catholic identity they are expected to express, 

especially in classrooms other than theology.  This is not saying that all student agree 

with or understand the overarching structure being imposed on them or the meaning 

behind these unwritten rules, just that they seem to on some level accept them.  Perhaps 

this is because they (or their parents) made the choice to send them to an institution that 

had these structures in place and they are accustomed to the unwritten expectations.  

They are also offered a place to voice their ideas and debate the topics of religion with a 

faculty member with expertise in this arena.  This is also not saying they do not challenge 

these rules outside of the classroom or amongst their friends, but rather that students keep 

their opposition hidden from most adults during the school day.  I would say the student 

interactions with formality and respect are reserved for all adults in the building and 

community, not just the teachers.    

This hidden curriculum affects students and their artwork in an invisible way.  As 

a teacher, I discuss all forms of art in my classroom, and make a conscious effort to bring 
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in many samples from all different cultures, religions, countries and genders.  While I 

haven’t had the experience of censoring a students’ idea due to religious concerns, they 

also haven’t asked.  It is the invisible construct hiding in the room.  If a controversial 

artwork was created, I am sure the theology department would love to have conversations 

with the students about it, perhaps opening up a greater dialog.  I feel my administration 

would encourage this form of learning, however this has yet to happen in my classroom.  

The unspoken Catholic identity of the students could be influencing the phenomenon of 

how creativity takes shape by somehow repressing the students’ desire to create bolder 

more controversial works. It could also be influencing the phenomenon of how creativity 

takes shape in a different way, as many of my student’s families promote and celebrate 

the traditions of artwork in the Catholic church, and artists that have been promoted 

through the Catholic church in art history. 

 Over my years of teaching in this environment, I have observed that in my 

classroom many students are familiar with art history and have had many opportunities to 

travel and see historical pieces of artwork especially within religious institutions.  Many 

of these same students seem to be unfamiliar with contemporary artworks other than 

pieces on display at the Walker Art Museum, or graffiti artists they hear about on social 

media.  This perhaps has impacted another informal classroom observation I have made 

where students enjoy creating artwork inspired by classical western tradition.  The idea of 

creating work that “looks like something” tends to be prominent and I have overheard 

many conversations over the years referring to how they like the paintings and drawings 

to look realistic.  
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The projects and problems I give to my students to work on are open ended, with 

room for themes and topics of all types, depending on the individual artists desires.  

Despite this, a large amount of the artwork my students create focus on subjects and 

themes taken from the canon of western art history rather than newer themes related to 

contemporary issues or more controversial topics.  While I am unsure if this quality is 

related directly to the overarching school structure, it is invisibly influencing how 

creativity takes shape in my classroom daily. 

Budget and affluence.  Another part of the school’s underlying structure is the 

affluence of many of the students.   While not all students are affluent, few are living 

below a middle-class family income. With some exceptions they have little struggle with 

food or other basic needs being met.  The school does offer a substantial amount of 

financial aid to families based on needs, but even with aid, these parents have made 

strong commitments to support their students’ education through transportation and other 

non-covered expenses.  Students in the school have parents from many different 

backgrounds, religions, countries and cultures and have given their children an 

abundance of opportunities for travel to experience artworks and societies very different 

than Minnesota.  The location of the school is in a predominantly white part of the 

western suburbs but is making an active effort to increase diversity and has a growing 

population of new Latino families joining the school community from Catholic feeder 

schools. 

The arts budget for the school is very healthy, rarely gets cut and affords me the 

opportunity to allow my students open access to basically any material they would like.  

Recently the school received a gift donation to purchase a new ceramics kiln and update 
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much of the larger equipment in the room. In addition to supplies provided by the school, 

many of the students have supplies at home that allow them to create at any given 

moment in the evenings without the challenge of transporting materials.   

Administration and time.  The administration is very supportive of the arts, and 

advocates student involvement, displays and creativity in all aspects of the school.  All 

students are expected and required to take a minimum of one art course in their high 

school career and many take upwards of three. Administration supports the arts both 

during the school day and after-school through theatre productions and other 

performances. 

Despite this support through administration and budget, time is an issue that is 

always active in my arts classroom.  Students schedules are very rigid, start early in the 

morning and only allow forty-four minutes per class period.  Students can’t be late for 

their next class and administration is very strict about this ensuring all teachers get the 

full opportunity of class time for their subject.  This mutual respect can be a great benefit 

for the arts, as student are never pulled out to “take a test” they missed, however 

creativity on a timeline, or early (7:25 am) for a teenager can be a challenge in itself. 

Final thoughts on constructs. 

As I move into the study of how creativity takes shape in my classroom, I must be 

conscious of the constructs that are always present and always affecting myself and my 

students.  There is never “nothing going on” and while conducting this Post-intentional 

phenomenological and Arts-based study, being aware of what might be happening in the 

classroom and influencing my students is important.   
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SG 4, 4/5/2018 

Last evening, I found myself immersed in my first piece of artmaking reflecting on the 

day.  Research is daunting, will it be good enough?  Will I find what I am looking for?  

How will I know if I am ever done, or is it even possible to be done? 
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Chapter 3 

Methods and Methodology 

SG 5, 4/13/2018 

Deeply exploring the phenomenological experience of art creation is taking me in many 

different directions as a teacher, Arts-based researcher and artist.  Each night when I sit 

down to pause, reflect and create artwork there are usually so many different ideas in my 

head about what happened in class that I have a difficult time getting started.  I tend to 

reach for my favorite materials first, then just start with lines until I have an idea of how 

to explore the day.  Some of these artworks appear more realistic, some only include 

words, some are abstract. They are a nonverbal reflection of events from my day.  Not 

everything can be written, especially when the person writing is an artist.  Expression 

comes in many different forms and for me sometimes art can say things I can’t verbalize.  
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I have been navigating a world of full-time teaching, researching and creating artwork 

for several years and have come to realize that everything is interconnected.  I was 

introduced to Phenomenology and Arts-based research in graduate school and 

immediately felt a connection to the potential that they provided for me to understand my 

world.  The intentional relationships (phenomenologically speaking) with my school, 

students and personal artworks are continuously producing phenomenon, as well as 

inspiring fleeting manifestations of creativity taking shape.  I have spent time focusing on 

these fleeting manifestations and exploring how phenomenon are being produced within 

my classroom and have become excited about the possibilities for research and reflection 

in the boundaries and margins of these overlapping methodologies.   

My intentional relationship (phenomenologically speaking) with creating art and 

reflecting on my own artwork through journaling offers a more comprehensive image of 

the creativity at play within me.  This creativity is continuously influencing my classroom 

as well as my students. My world of art and art education calls to be studied in an 

embodied way, blending my knowledge as an artist and teacher with my exploration as a 

researcher.  Creativity and the arts are complex, and they deserve a complex yet flexible 

framework to study them.  

 Phenomenology provides a methodology that lends itself to studying the concept of 

an experience, while Arts-based research provides a methodology that lends itself to 

studying THROUGH experience. It is within the artistic experience that I believe I can 

gain the most insight into the creative process both in myself and my students. The 

merging of these two methodologies provides the space and complexity I require to 

conduct research within the arts. 
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For this dissertation, I conduced a qualitative Post-intentional phenomenological 

and Arts-based study both within my own classroom and through my own artwork.  I 

believe the merging of these two methodologies provide the most in-depth approach to 

finding out how creativity might take shape in an arts classroom. 

Phenomenology as co-methodology 

Selecting the type of phenomenology was just as important to me as selecting the 

overarching methodology.  Phenomenology is plural and has a rich history.  Styles and 

types of phenomenology are rhizomatic, with many phenomenologists building on prior 

commitments, while at the same time dismissing parts of past thought.  Phenomenology 

as a contemporary field has changed.  As I read and researched the types of 

phenomenology of the past, I found myself contemplating specific styles that I wanted to 

avoid and identified specific styles that I looked to use in my research.  While this list is 

by no means exhaustive, it does cover my decision-making process as I narrowed down 

the phenomenological field of methodology. 

Within Phenomenology; methodological choices. 

I begin by addressing one of the more well-known types of phenomenology based on 

the work of Edmund Husserl (2012).  Husserlian/descriptive/transandental 

phenomenology places a great deal of emphasis on the “essences” that are present within 

the phenomenon.  I believe Husserl (2012) overvalues these essences, and I challenge the 

idea that straightforward essences exist within creativity taking shape.  I do not believe 

there is one “truth” in the phenomenon of creativity, and while I appreciate the idea of 

“returning to the things themselves (in my case creativity)”, I believe Husserl’s thinking 

is a little too cut and dry. As an artist and an art teacher, I find the Husserlian style to be 
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too positivistic.  I do not think there is an absolute way of discovering how creativity 

takes shape; I believe that creativity as a phenomenon is continuously being produced 

and reproduced in different ways.   

In searching for my style, I contrasted Husserl (2012) with the more interpretive style 

of phenomenology based on the work on Heidegger (1996).  Heideggarian/interpretive 

phenomenology gets closer to where I am comfortable in the phenomenological timeline. 

The interpretive shift from epistemology (what it is to know) to ontology (what it is to be) 

seems more present within this framework, however, still does not provide the openness I 

am looking for within the phenomenological tradition.  I specifically had a problem with 

the idea of trying to bracket or bridle (Dahlburg, 2006) my knowledge and experiences as 

an artist/teacher.   

These phenomenologists encouraged bracketing or bridling of prior knowledge, and I 

believe that every part of the constructs influencing the phenomenon at play should be 

considered.  I don’t want to bracket my experiences or my bridle my place in art 

education history or the surrounding culture because to me this is all part of what is 

influencing the phenomenon.   I believe when studying the phenomenon, my experience 

as a past and current working artist is important and there is no way I can render it as 

insignificant.  While I realize this concept may be problematic to certain lines of thought, 

especially those working from a scientific framework, I feel as a qualitative pedagogical 

researcher this is a bottom-line belief that I must recognize.   

Through my experiences and coursework in graduate school I found a contemporary 

view of phenomenology that works with my line of thought and merges well with Arts- 
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based research.  As a result, I specifically narrowed my focus to Vagle’s (2014) Post-

intentional phenomenology for my methodology.   

Post-intentional phenomenology and the array of influential voices. 

Post-intentional phenomenology allowed me to draw on the scholars that I saw 

best fit to help unfold the phenomenon at play and to explore themes that appear, all 

while allowing me to be as open as possible to the manifestations as they appeared to me. 

I primarily draw on Vagle’s (2014) initial process for Post-intentional phenomenological 

research as well as his notions of intentionality and Post-structural commitments 

illustrated in his second edition (2018). Vagle’s commitment to realizing that knowledge 

is always already tentative and never complete helped me to open up how creativity 

might have taken shape, and currently takes shape in my classroom. 

Much like other Post-intentional phenomenological scholars currently working within 

the tradition I also draw on a variety of philosophers, artists and scholars without feeling 

the need to use all of their methods.  I look towards the writings of Marjatta Saarnivaara 

(2003), Alva Noe (2000), Paul Crowther (2009) and J.D. Parry (2010) for their insights 

on how art and Phenomenology are intricately connected and use their different 

perspectives on writing through the arts in Phenomenology.  I will be using Merlo 

Ponty’s (2013) embodied phenomenology and some ideas from Dahlburg (2006) in 

various parts of the study.  As I developed my analysis process further, I used ideas from 

Deleuze and Guattari’s (1987) rhizomatic lines drawing from nature as referenced in A 

Thousand Plateaus. While many of these scholars are not necessarily viewed as Post-

structural phenomenologists, I found their ideas merge well with Vagle’s (2014) writings 

on Post-intentional phenomenology.  
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Despite the wide range of influences, ideas, and scholars I am drawing from, the most 

influential part my philosophical underpinnings stem from Vagle’s (2014) Post-

intentional phenomenology with an Arts-based twist. Vagle’s (2014) Post-intentional 

ideology gave me the confidence to enter into the conversation about the arts and 

creativity, despite the vast and intense historical commitment regarding Phenomenology 

as a methodology. Vagle’s (2014) methodology helped connect phenomenological 

principles with Arts-based research allowing me to integrate them together with ease. I 

wanted to go beyond opening a dialog about how creativity takes shape (the 

phenomenon) and instead attempt to capture those fleeting manifestations and 

phenomenon as they are being produced both within my students and myself as an artist 

and a teacher.  Post-intentional phenomenology allowed me to do what I wanted with the 

phenomenon in the most open way possible. 

 After I had found a way to open up the phenomenon a desire to participate in the 

phenomenon as it was happening led me to understand the need to include Arts-based 

research practice as an equally important methodology within my dissertation study.  The 

phenomenon often call for how they are to be studied, and I found that it was increasingly 

difficult for one to study art without art itself.  Arts-based research not only allowed me 

to create the artworks as I was experiencing the phenomenon at play but enabled me to 

deeply engage with the produced artworks as phenomenon. 

Arts-based research as co-methodology 

Leavy (2015) states “Arts-based practices are particularly useful for research 

projects that aim to describe, explore or discover” (p. 21). I decided to use Arts-based 

research in combination with post-intentional phenomenology to provide more insights 
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into the experience of how creativity takes shape in an arts classroom. During Dr. James 

Bequette’s Arts-based research class at the University of Minnesota, my colleagues and I 

came up with a working definition of Arts-based research inspired by readings across 

multiple texts (Leavy, 2015; Sullivan, 2010; McNiff et al., 2013).  This definition states:  

Arts-based research is the act of inquiry through different forms of the visual or 

performing arts. It’s a creative tool to conduct qualitative research. Research can take 

place through the creation of artworks, the examination of the making process, 

performing of artworks or using the artworks as a tool to research other questions.   

Arts-based research results can be presented in a combination of visual and written 

materials; sometimes this is done in performances or paintings or other ways the 

researcher thinks they can reach the audience. This type of research can open eyes and 

form a more in-depth understanding of emotional and life experiences. It is practical for 

arts and design educators to use this type of research to express their ideas in the 

academy while using their art knowledge. 

 (University of Minnesota, ABR class) 

  As defined by the class, Arts-based research is a methodology that would be very 

helpful for art teachers and researchers to “form a more in-depth understanding of 

emotional and life experiences”. This definition of Arts-based research fit with the design 

of my Post-intentional phenomenological study of how creativity takes shape in my 

classroom, so I decided to make Arts-based research a co-methodology for my study. 

Arts-based research serves as the connection between me as an artist, as a teacher, and as 

a researcher and helps map the rhizomatic nature of my work. Through the finished 
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reflexive art pieces the phenomenon become visually present and through my own art 

creation my understandings become more visually accesible. 

  Arts-based research and visual reflexivity. 

As an artist I believe we must create to understand, and through creating we 

embody our own artworks and practice. Leavy (2015) states “integrating artistic processes 

into educational research is important because this generates unique ways of 

understanding and representing experiences” (p. 264).  Finding out how creativity is 

LIVED through the experience of making and embodying the act of creativity taking 

shape helped me to understand the phenomenon of how creativity takes shape in my 

classroom. 

Living through the process of creating and thinking through my artworks helped 

me to engage in reflexive practice about my daily research.  Reflexivity as an educator 

and artist is paramount to understanding the data produced. Rolling (2013) comments 

“Reflexivity in research methods takes a full and ongoing account of the self and the 

affect of the identity and presence of the researcher upon what is being investigated” (p. 

133).  This full and ongoing account of myself in relation to my art classroom and the arts 

making experience can provide more significant meaning to the entire process and study 

of the phenomenon.  For me, this reflexive documentation as produced through artistic 

journaling and creation presents itself in a more authentic way than just my words can. It 

includes multiple modes of expression and shows what I was feeling in the moment in a 

way that some written expressions never can. Arts-based research allows for this type of 

non-traditional, visual expression to be included in both in the research and in the final 

presentation. 
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Understanding of individual artworks as data.   

In addition to using Post-intentional phenomenology as a way of understanding 

the phenomenon of how creativity takes shape within an art classroom, Arts-based 

research practices serve as a way to understand the individual artworks produced and 

expose meaning through the creation of individual artworks.  Leavy (2015) states 

“epistemologically, Arts-based research assumes that art can create and convey meaning” 

(p. 20). When I engage directly with the creation of an art piece, I am not only 

researching the idea of creation and how it might take shape, but I am also creating data 

that can be analyzed.   

The same opportunity presents itself to students creating artworks.  While an 

interview can serve as a way to draw myself into the experience or phenomenon, the 

actual artwork should also be viewed as a piece of primary data to be analyzed. Langer 

(1957) references every work of art as being an “outward showing of inward nature, an 

objective presentation of subjective reality” (p. 9). This subjective reality could portray a 

deeper understanding of the phenomenon of how creativity takes shape.   

Situating myself. 

While I find it difficult to pinpoint exactly where I would situate myself amongst 

scholars at this point in time, for this moment, this year, this situation I have found 

myself leaning towards the following:  I am working to open up how creativity takes 

shape using Post-intentional phenomenology in conjunction with Arts-based research 

while entering into and analyzing the multiplicities of data produced using Deleuze and 

Guittari’s (1987) rhizomatic lines of flight.  



 

49 
 

SG 6, 4/12/2018 

Research Design and Methods of Data Collection 

Research position. 

My research role in this project was two-fold; first as a Post-intentional 

phenomenological researcher in my classroom and through my artworks, second, as an 

artist and Arts-based researcher in my classroom and through my own creation of 

artworks.   

As a Post-intentional phenomenological researcher, I used my advanced art 

students working in my own classroom to conduct my research.  As a researcher this put 
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me in an interesting position of power; as their teacher in charge of their final grades.  As 

a researcher I made a conscious effort to help the invited students understand the 

distinction between my role as a researcher versus my role as a teacher involved in the 

grading process.   

I began by selecting the specific class period to conduct my research.  Looking at 

the enrollment of the classes I ensured that every potential student volunteer in the 

selected class period was accustomed to my style of portfolio-based self-evaluation 

grading.  This style of grading is done solely at the end of the semester looking at the 

body of work that the student has produced with the student self-evaluating what they 

have learned and what type of grade they believe they have earned.  In this style of 

grading, the students have a large part in determining their final grade, moving me as 

teacher further away from the position of power.  This style of grading was negotiated 

between me and my administrators several years ago as a more authentic form of 

assessment.  Since this style of grading was implemented in all of my classes for several 

years, all advanced students offered the opportunity to volunteer for the study had 

experienced the self-evaluation portfolio process for a minimum of two semesters.  In 

determining the class period in which I would conduct research I also ensured any 

potential student volunteers were those that have had me as a teacher for multiple years 

and were comfortable with me as a person and their art works as expressive works in 

progress.    

Once the specific class period was determined I explained the study to parents and 

students and gave them the opportunity to participate.   Since the study was more about 

the intentional relationship between the students’ creative process and how they produce 
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their artwork I believe they were able to make the distinction between documenting their 

process through research versus their final portfolio grades.  Before any student was 

allowed to take part in the study there was a discussion, signed contract and clear 

distinction made between current classroom grades and the impact of the research on 

grades explaining the division between their participation as a subject versus their 

enrollment as a student.  

To create a more open atmosphere for discussion, all of the conversations 

regarding the student’s artwork and art creation were clearly distinguished from regular 

classroom curriculum and participation. My role as a post-intentional phenomenological 

researcher was to open up and understand how creativity takes shape within my 

classroom through my students and thankfully, I had many volunteer participants.  Since 

I knew these participants well, and they knew me well I think I was able to have 

conversations flow in a way that allowed me to deeply explore their process and the 

phenomenon of how creativity took shape. 

For my role as an Arts-based researcher, I created artwork while writing through 

the process of my research in a multiple format document.  Through these reflective 

journal writings and artwork creations I challenged myself to express the phenomenon 

through my own work, both visually and through words.  This forced me to open up the 

creative process as it takes shape within me as an artist. The reflective journals included 

multiple sketches, roadmaps, notes, and a piece of artwork for each day of research. After 

I had defined my roles, I dove into the research process using the specifics as written in 

the following section. 

Research setting.  
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All research for this dissertation took place in a Roman Catholic private high 

school in the West Minneapolis metro area.  The school has a total student body of 436 

students and graduates approximately 115 students per year. This school contains grades 

nine through twelve and is a stand-alone high school, drawing students from multiple 

middle schools. The school was built in 2001, boasts a large updated architectural 

structure with lots of windows and open spaces. The school is bright with a lot of natural 

light and the school colors of green and white act as decoration throughout.  

School setting.  The school atmosphere focuses on a Lasallian approach to 

teaching in the Catholic tradition, where teachers are to “walk along-side their students” 

as brothers.  As a part of the Midwest district of Lasallian schools, this is the only 

Catholic school in the metro area that was started by laypeople rather than the 

Archdiocese and that applied to become Lasallian after inception.  In addition to the 

Minnesota state standards, students are enrolled in curriculum involving leadership and 

theology.  Teachers adhere to a semi-formal dress code and students wear uniforms in 

black, white and green.  Many classrooms are set up in a teacher centered, traditional 

way, with rows of desks and white boards and projectors at the front of the room.   

Art wing.  Most of the data collected for my research took place in the school’s art 

wing.  The art wing consists of a drawing classroom, a ceramics classroom and several 

storage closets and spaces between the two rooms.  These rooms are connected through 

an open, free-flowing walkway.  Students often migrate between the two rooms as they 

are working and cleaning up. The rooms are well stocked, with a variety of different 

media and tools, provide ample room for storage and include individual spaces for 

student work both on the clay side and on the painting/drawing side. In addition to the art 
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wing there is a dedicated photography room for student artists located on the other side of 

the school.  I am the only art teacher that uses the drawing/painting/clay art wing space, 

and the school has an additional art teacher that supervises the photography and digital 

media room.   

The art wing is where you will find me teaching a variety of clay, painting and 

drawing students.  My office is a walk-through style with two open doors between the 

two classrooms and there is a large walkway that flows between the rooms.  The student 

workspace consists of large tables that can seat approximately four students. Students 

often choose to sit together, depending on the class. Each student has their own storage 

shelf, on which the student can keep various “works in progress” and tools.  Students in 

the art wing are often self-directed.  I give them a prompt, demo, or project and they 

spend the majority of their time independently working.  Most of the student’s artwork 

documented was created in this space, though some students occasionally worked on 

their projects at home, for which I have no environment/space information on. 

My art production and reflective space.  The reflective journaling and artwork 

that I created was produced in different spaces.  If inspiration took hold I created or wrote 

in my office or in the art wing by myself during an open moment in my day. 

While the space afforded to me at school can sometimes prove inspirational for 

me, often I find it difficult to disconnect with the other teacher’s “work” I need to do; 

return emails, update grades, write lesson plans etcetera.  This had led me to another 

work space in my home.  I found that creatively I am a bit of a night owl and feel 

inspiration to work in the evenings, resulting in most of my artwork for this dissertation 

being produced in the evenings in my home. I allowed my thoughts and ideas to lead me 
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to the type of materials needed to understand the experience of the day.  Some of these 

artworks were produced sitting at the dining room table, in incandescent lighting, after 

dinner, while listening to various music forms. Some were produced sitting in my 

backyard, while watching my daughter play, and some were produced at a coffee shop, 

utilizing the noisy, reflective atmosphere to allow myself to think. While the different 

spaces could have influenced my reflective work, I made a specific effort to revisit my 

thoughts from earlier in my day before starting writing or creating. 

Participant selection and approval process. 

The inspiration research for this dissertation was a pilot study I ran in 2017.  The 

pilot study was created as a test run of students responding to their artworks and 

capturing images of artworks for a course paper at the University of Minnesota.  

Originally, Institutional Review Board (IRB) permission was obtained through a 

determination form for a pilot study in student art responses.  A form stamped stating no 

further approval was required as the type of research does not constitute “human subject 

research” was obtained. The initial study and the resulting paper inspired me to want to 

dig further into how creativity takes shape in the art room through a phenomenological 

and Arts-based lens.  This dissertation is a modified expansion of some of the ideas used 

in that pilot study.  

For the current dissertation research, an IRB permission stamp was obtained with 

current details of the study for the spring of 2018 in the same research setting as the pilot 

study (see appendix C).  The dissertation was also determined as “not constituting human 

subject research” when the stamp was obtained. 

Once IRB approval was given, a discussion with administration took place and 
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permission letters were signed by the school president and school principal (see appendix 

D) informing them of the type of research that was going to take place.  I selected the 

time/class section in which the research was going to take place and prepared a 

parent/guardian/student permission form (see appendix E).  During the selected class 

period I explained to my students what the study entailed and how it would take place 

and invited students to participate as volunteers. All students in the section were invited 

to participate, and parent permission forms explaining the process were sent home at the 

beginning of the second semester of the 2017/2018 school year. I received ten permission 

forms back, and those students served as my research participants.   

 The research took place in my classroom, during the regular school day.   I 

invited my fifth period class of advanced students working in clay, painting, and 

advanced drawing/painting to participate in the study on a voluntary basis.  This course 

offered the widest variety of media (materials) in one location at one time and I had each 

of these students in a previous art class. Both in the pilot study and in the spring study, 

interviews and data collection took place during regular school hours by me, with no 

benefits to the student in the form of grades/extra credit. 

The following diagram is a representation of the students participating in the 

study. 

Participant 

initials  

Gender 

Identification Course name 

Year in 

School 

BL Female Painting Senior 

EE Female Painting Senior 

EL Female Painting 3 Senior 

EM Female Painting Senior 

JH Male Clay 6 Senior 
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KF Female Painting Senior 

LG Female Painting Senior 

MM Female Clay 5 Senior 

NS Male Clay 7 Senior 

RD Female Painting Senior 

     Table 1, Student Demographics 

In addition to the students selected for the study, I felt the need to include myself 

as an artist. Within Post-intentional phenomenology and Arts-based research including 

autobiographical content is accepted and I felt including this would give me a greater 

depth of understanding of the phenomenon at play. 

Methods of data collection. 

There were many different forms of data collected and produced to explore the 

phenomenon of how creativity takes shape in an arts classroom.  My research formally 

took place over a five-week period from April 4th-May 2nd during the spring semester of 

the 2017/2018 school year. With the research being conducted in the middle of a 

semester long course, it allowed me to work with the students for a few months prior to 

the formal research taking place, resulting in some informal observations before April 4th. 

During the formal five-week period, data was collected and produced continuously both 

within the classroom and outside of the classroom.   

While I worked with a basic schedule for data gathering, I also gathered much 

more outside my original schedule and used different sources than originally planned as 

the phenomenon called for it.  In an effort to stay organized, I charted the data collected 

by date.  The chart is included in Table 2, research schedule. 
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Table 2, research schedule 

Classroom and observable data.  Understanding the space where the 

phenomenon was taking shape was an important part of seeing what I would normally see 

through.  That is why I decided to begin my data collection with a phenomenology walk 

and sketches of the classroom space as it existed during my research.  This 

phenomenology walk helped me to understand the world my students were creating in, 

something that is easy for teachers to take for granted when they are in the same space 

every day.  My phenomenology walk of the classroom follows that format as used in 

Vagle’s 2013 class at the University of Minnesota. 

Sketches of my classroom space were also a part of my understanding of the 

surroundings and help to explain the setting in a more visually dynamic way.  While I 
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realize photographs could serve the same purpose, I prefer the sketch-like personal 

interpretation that goes with the hand drawn images of the room. Using my skills as an 

artist and methods of Arts based research sketching the room produces not only an image 

of the layout but expresses my interpretations within the space. 

Reflective journaling and artwork creation.  Additional data was collected in my 

everyday observations of students as they sat in the space. I recorded many of these 

observations along with daily thoughts, ideas, and wonderings in an ongoing reflective 

journal. I contributed to this journal daily and returned to it before the creation of my 

“daily art piece”, which serves as a different form of reflection. Each day after rereading 

my journal reflection, I created a piece of artwork based on the phenomenological aspects 

of my journey.  I allowed the reflection to dictate the appropriate materials and themes to 

use in the art pieces.  Using Art-based research methods, I expressed my thoughts and 

reflected through the individual artworks produced.  The finished artwork and reflections 

will be woven together in my analysis section as a separate, yet important facet to the 

research data collection. 

Interviews and interview process.  Accessing the phenomenon can often be 

achieved through unstructured interviews.  I decided to use this method with each 

individual participating in the study multiple times during their creative process.  I tried 

to interviewed participants at the beginning of an art piece, somewhere in the middle of 

an art piece and at the end of an art piece. While the interviews did not always happen 

exactly during the proposed intervals, especially given the nature of art creation in its 

multiple day format, I was able to obtain at least three unstructured interviews from each 

of the ten student artists.  
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The interviews were unstructured audio recordings with some visual notes written 

about the interview setting.  To keep the interviews focused on the phenomenon, a series 

of pre-designed questions were on hand to keep the flow going and to help me be 

responsive to the participant and phenomenon throughout (see appendix A).  While the 

goal was to remain as unstructured as possible to give the widest range of exploration, the 

set of questions helped in case there was a lull in conversation. During the interview 

process, the works being discussed were placed on the table in between my student and 

myself for reference.   

Each interview was unique.  We often sat and casually had a conversation about 

the works, art in general and how they were working through their creative process.  

There were times I tried to catch the student mid-production to talk about process, and 

often just sat right in their workspace area to really capture the moments.   Other times 

the interviews were planned the day before, giving the student time to remember to bring 

in the piece to discuss.  I tried to remain as casual as possible, so I could really see what 

they were observing in their works and understand how they were feeling as the process 

went on. The interviews were audio recorded using my iPhone placed close to us, 

providing the smallest amount of disruption possible and keeping the environment as 

comfortable and casual as possible.  

Photographing of artworks.  To further understand the phenomenon of how 

creativity takes shape, I took multiple photographs of my student artists work during their 

process of creation.  I tried to capture the pieces mid-process each class period until the 

completion of the artwork.  The photos were all taken using a simple iPhone camera with 

no filters applied in a consistent location of the art room to maintain similar lighting. For 
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the ceramic students, photographs were obtained of “shelf progress” as many pieces were 

being completed simultaneously. Not all artworks have daily mid-process photos.  

Painting students sometimes worked at home, and spent the next day contemplating their 

future moves with their artwork.  At times, ceramic students spent the day researching 

techniques or waiting for pieces to dry to the right stage.  During these periods, the pieces 

didn’t change, yet I would argue that the students were still “working on them”. To 

address these challenges the photographs were dated and charted (see table 2, research 

schedule) to show when the production happened, if it happened, during different times.   

Transcription process.  After interviews were obtained, I used a basic 

transcription service called REV to provide an initial transcript of the main text in a word 

format.  Then, each audio recording was played back multiple times as I read the text to 

check words and add my own coding and transcription conventions.  Most interviews 

required a minimum of three times of listening in order to correct language and add my 

notes to them. Adding the transcription conventions and relistening multiple times to 

each interview immersed me in my data and helped me pick out potential segments to 

study individually.  A test run of this transcription process was completed during my 

classroom discourse analysis course with Dr. Sue Statts at the University of Minnesota 

using my original pilot study data.  It proved to be valuable in both the insights provided 

and deep interaction with the data at play, so I decided to follow a similar format.   

I used many of the same transcription conventions as mentioned in Bucholtz 

(2011); White Kids: Language, Race, and Styles of Youth Identity for markings in the 

individual transcript. A brief outline of my transcription conventions are provided (see 

appendix B). 
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Transitioning to analysis. 

After spending a month organizing, transcribing and sorting data, I was prepared 

to move into the analysis.  While in part, the organizing the initial data served as its own 

form of preliminary analysis, a deeper examination provide a more mindful exercise, 

while also making sure nothing was overlooked or forgotten. I collected in total thirty 

interviews from students, over sixty student artwork/sketchbook photographs, seventeen 

of my own written reflections and sixteen of my own reflexive artworks during the five-

week period of research. 

Analysis approach. 

For analysis I decided to explore how the creation of artwork took place through 

each individual artist that I collected data on.  I deeply explored each individual artwork, 

as well as interviews, sketchbooks and anything else I had to enter into the rhizomatic 

nature of the phenomenon and continuously produced understandings.  I drew upon 

Deleuze and Guattari’s (1987) lines of flight and explored each individual artist as they 

lived the process of creating artwork.  I entered into their artistic experience and 

attempted to follow the phenomenon of how creating art takes shape in all of its messy 

fractured moments.  Entering into this rhizome of creation, I spent time discovering the 

phenomenon and further produced understandings of the phenomenon through my artistic 

reflections. How does creativity take shape in the art room? How does creativity take 

shape through individual artists? Through each artist I listened, read, observed, drew, 

mapped and traced their data.  I then wrote through the data in a vignette/assemblage type 

form.  This produced a document as it is was lived by me as a researcher, a rhizomatic 

map of my understandings through each student’s process and through my own growth. 
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  In A Thousand Plateaus, Deleuze and Guattari (1987) discuss how 

understandings and knowledge are less often like a tree and more like a wildflower in 

their growing.  These wildflowers they describe have chutes and off spurts, trying to cut a 

shoot off results in rhizomes growing in alternate directions.  I feel this describes the art 

making process and tried to apply their description to how my students were working, 

attempting to follow the student’s rhizomes of creation as they happened.   

 Being like a rhizomatic wildflower in my own artwork creation I decided to 

analyze my own experiences and artwork reflections within each student’s individual 

working style.  Interviews I had with students affected my works, observations in the 

classroom on certain days inspired my pieces therefore I felt that my pieces should be 

analyzed alongside the student artworks. Different art pieces that I created fit within 

different student’s experience, and a few appeared to stand alone. After I was done 

analyzing a student’s specific work, I selected a piece of my own artwork and journal 

entry that I felt best represented my feelings about the students’ process. 

The final written vignettes ended up as an intersection of Arts-based research and 

Post-intentional phenomenology with intertwined reflexivity, artworks and more 

traditional data sources.  Each student vignette is presented as an assemblage of artwork, 

quoted comments, reflections and thoughts about the phenomenon as it manifested.  The 

vignettes provide insight into how creativity took shape, allowing the reader to interpret 

and reinterpret the findings and data based on their own understandings of artwork and 

creativity. 
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SG 7, 4/27/2018 

Sometimes an artist just creates.  Without anything to say at all. 
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Chapter 4 

An assemblage of the creative process in the art classroom 

 

SG 8, 4/30/2018 
Some things can be expressed in words, others need a more intuitive material.  As an 

artist I create works that express my thoughts, when I feel they cannot be expressed in 

any other way.  Is it possible to describe the individuality of a tree without seeing the 

tree? 

 

The following are vignettes written about each individual student in my study.  

They serve as my interpretation and analysis of the data collected about each individual.  

Some of the data is left raw, so their voices and artworks can be preserved for the reader. 
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I have matched my own artworks and pieces from my reflective journal at the end of each 

vignette to provide an alternate insight into the phenomenon of creativity as it took shape 

in my arts classroom. 

Building a Painting with LG 

Sparks of the phenomenon of how creating art takes shape manifest within our 

artist LG’s mind long before the process of creation begins.  LG appears to have a clear 

vision of what she is planning on creating in her head before she even approaches the 

canvas.  The self-portrait project was introduced while LG was finishing her work on her 

still life piece (images 4.1-4.5) so during the time of that artwork creation, she was 

potentially incubating ideas of her self-portrait. What does it mean for an artist to 

incubate ideas?  How much planning takes place before the actual artwork begins to take 

shape? Crowther (2009) states “we cannot see each individually contingent gesture which 

contributed to this (referring to painting), let alone comprehend their exact chronological 

sequence, but, given the finished work, we know that all those gestures are there 

necessarily vis-à-vis the work’s identity as just this work” (p. 83).  

Looking at her still life artwork during this time of incubation you can see that LG 

experiences her journey of art creation as a building process.  As Crowther (2009) states, 

we don’t get to see each gesture that goes into the work, but the daily photographing and 

interviews give us some insight to the process.  The phenomenon for her seems to be 

more structured, and more like a tree than Deleuze and Guattari’s (1987) rhizomatic 

weed.  Her pieces almost move step by step into their finished state, and she allows her 

creativity to flow within a specific predesigned plan.  Each day her still life marched 

forward towards completion, small piece by small piece in a very precise manner.  The 
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still life piece shows how LG is thinking, and perhaps helps to direct her approach to the 

portrait she creates afterwards. Was the phenomenon manifesting with structure during 

this particular painting?  Does the phenomenon of creating art present itself in different 

ways based on the style of project?  The still life seems to be more controlled in this case, 

a more predictable assignment gave a structured, controlled response by the artist.  The 

portrait for LG was a more interpretive and open assignment and resulted in a more 

interpretive style of painting.   

Images of artworks before interview #1 

Image 4.1, 4/5/18     Image 4.2, 4/6/18 

  
Image 4.3, 4/11/18     Image 4.4, 4/12/18 
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Image 4.5, finished still life 4/13/18 

 

 

Before starting her self-portrait piece I was able to capture a moment giving 

insight into how she was experiencing the phenomenon and her thought process.  During 

LG’s first interview I ask about her future self-portrait plans and she tries to describe her 

vision through words.  

S: So, tell me about what you're planning on doing for your piece. 

A: LG: Um, I kind of wanted to do something a little more abstract-y because 

that's kind of, like, the route I like going in when painting. And so, you 

kinda said yesterday, "Think of, like, what's going on in your life and, like, 

what's kind of, like, happening."  

A: LG: And my life is just in, like, really, really, like, chaotic and messy and just, 

like, there's so many things happening all at once. So, I kind of want to do 

something, um, that shows kind of more like chaos, and so I kind of 

wanted to do everything a little more blurry and, like, almost like moving. 

(excerpt from LG interview #1) 

When we look back at the artwork created in the still life project I am surprised 

that LG is feeling that her life represents chaos.  The phenomenon of creativity as 

represented in her still life project presents to LG as a way of controlling or structuring 

her world.  Perhaps while LG was presented with a new project she wanted to oppose the 

formal structured creativity of her first piece and create a work in a different method than 

in her still life piece.  She states she wants to create “movement” in her portrait where her 

last piece by definition was a “still life” depicting objects without motion.    
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While LG has a difficult time describing in words how she is planning on starting 

the process, she describes a picture in her mind of what it might look like. I wonder if she 

sees the vision before she begins, or if it is just a jumble of words and thoughts at this 

time.  Later in the interview she goes on to describe that she is unsure of color, but that 

she knows she will start with painting herself first.  How does the artist approach the 

development of color?  Does it happen in the moment or is it also incubating before?  LG 

states she is going to focus on painting her “actual” self, which I believe means a 

traditional class photo type of portrait.  This physical portrait as the main event and the 

rest of the image “as background” makes me wonder how she will approach the negative 

space surrounding the portrait.  

A: LG: And then, I don't know what color I'm gonna do yet. And then, I'm going to 

just (.) I'm probably gonna start painting my- myself first, and then I'm 

probably gonna add, like, more stuff to the background. Just depends on, 

like, how much space my, like- 

S: [Got it.] 

A: LG: actual self takes up in the portrait, so (.) 

(excerpt from LG interview #1) 

In the days following the interview, LG’s creation of the art piece starts to take 

shape.  A physical manifestation of an image she described to me appears on the board, 

showing movement using pencil lines on a fuzzy surface.  The initial work in image 4.7 

shows the fuzzy gray as described by the artist and you can see the movement in the 

pencils lines she draws.  The images from the artists mind are beginning to appear on the 

canvas, yet in image 4.8 when the color is added it appears to flatten out again.  This 

flattening does not mean the past marking of the pencil is completely gone, but rather 

temporarily put aside while LG focuses on large colored shapes.  I often question how 

much of this unseen under-drawing becomes a part of the finished work, and how 
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skipping an under-drawing would affect the final piece created.  Does the creation of a 

map or under-sketch restrict the artists ideas, or simply serve as a general shape provider 

to be covered up?  As the painting emerges from the canvas, creativity is taking shape in 

many forms.   

Images of artworks after interview #1, before interview #2 

Image 4.6, 4/13/18     Image 4.7, 4/16/18,  

   
Image 4.8, 4/17/18     Image 4.9, 4/18/18 
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Image 4.10, 4/23/18      Image 4.11 4/24/18 

     

About a week into the project LG’s painting stopped making a lot of progress.  

We sat down for an interview and she described the situation she was in. Unlike the still 

life project LG seemed to lose track of her working plan.  She also hit a snag in her color 

choices. 

S: Alright. So you just mentioned you're feeling stuck right now. Where do 

you, why do feel stuck?  

A: LG: Um (.5), basically, like, the face, I don't know what to do (.5). Um, like, 

what color I should make it, I guess. 'Cause I wanted to make it look more 

abstract and stuff. 

S: Mm-hmm (affirmative)- 

A: LG: But I'm trying to figure out a way where I was kind of thinking about 

maybe incorporating color it, like I, it was, like, in the face, in the skin 

tone but I feel like it would take away from the hair. And so I'm just trying 

to figure out a way to make it kind of, like, chunky kind of, like, the hair 

but still have it look like skin.  

(excerpt from LG interview #2) 

Looking at image 4.10 the challenge she is contemplating is valid, the facial 

features are blended in so much they are almost invisible, yet the chunkiness of the hair 

creates the movement that she originally was striving for.  The artist seems to be trying to 

work through ideas mentally before she makes her next move.  This pause appears in her 

work, and she spent a few days just staring at her piece.  Image 4.10 and image 4.11 are 
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barely indistinguishable, showing that LG is in a stagnant part of her creative process.  

Later in the second interview I ask LG how she gets beyond this state. 

S: What do you think you can do to get yourself unstuck? 

A: LG: Uh, usually I just kind of, like (1.0) I either, like, just kind of start.  

S: @ Just kind of go for it? Yeah.  

A: LG: I go for it and if it's bad you can always just cover it up.  

S: [That's a good method, yeah.]  

A: LG: [Um,] but then again we don't have a lot of time, so @ can't really do that. 

Um, I also ask, like, my friends and, like, my mom, she's really, she kind of 

knows a lot so, like, she kind of helps me a lot when I get stuck. And she, 

like, I ask for other people's opinions, I guess.  

(excerpt from LG interview #2) 

In this moment I can see the constructs of the art room begin to influence the 

phenomenon and how creativity takes shape directly.  When LG is stuck, she relies on the 

opinions of others to get moving again.  She also uses her history with the phenomenon 

of creating art to influence her approach to her current work.  She refers to not only 

asking others in the classroom, but also asking her mom, showing her thinking about this 

piece outside of the classroom and school hours.  These opinions and comments she 

acquires have a direct effect on how the phenomenon is manifesting in the next few days 

of creation.  

Images of artwork after interview #2, before interview #3 

Image 4.12, 4/25/18   Image 4.13, 4/27/18 
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LG has “unstuck” herself.  She moved forward making decisions about bolder 

colors, more defined shapes and stronger lines in the facial features.  She appeared to be 

more settled in class.  Nearing the end of her work, I found LG sitting on the floor staring 

at her painting.  She was contemplating what to do next.  I seized this opportunity and got 

down on the floor with her to capture a mini discussion of how she was feeling in that 

exact moment. 

S: @ I like this idea. Right here. The crouching on the floor, with the 

painting. A little further away, staring at it. 

A: LG: @Yeah@. 

S: What- what are you thinking right now? What's going on? 

A: LG: Uh, I don't know, I was doing it, like I was like, really, really close to like, 

the painting, and I just needed to look at it like, from farther away, to see 

it (.)- if it would change anything. 

S: Did it? 

A: LG: Kind of (.), yeah. 

S: What do you see now that you're looking at it from a distance? 

A: LG: I can see like the shadows and stuff better. 

S: Uh huh. I agree. 

A: LG: And like (.), I don't know, some things like, don't line up as well. And so 

I'm gonna like, fix the shadowing. So like the eye, the white kinda lines up 

with like the chin (.5)  

S: [Oh, yeah]. Okay. I see that. 

A: LG: The shadow kinda like, on like the eye, kinda cuts too up? But then like the 

shadow comes back down again. 

S: Okay. 

A: LG: So I think I just need to make it more white. 

       (excerpt from LG interview #3) 

 This moment of stepping back changed LG’s perspective on the work she was 

creating. One could call this a phenomenological nod from the artwork itself.  Changing 

her perspective and gazing at the artwork from a distance has created a space between LG 

and her piece.  It has allowed her to view it from an outsider’s perspective giving her 

fresh insight into where she might want to go next.  This reflective moment, where the 
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artist tries to see things in a different way is a direct manifestation of how creating art 

takes shape.  Later in her third interview I note another moment when LG relates an 

action happening in her outside life to inform her current artwork. When she is asked 

what the hardest part of her piece was to create she provides insight into how she is 

thinking about her work outside the classroom.  

S:  [in different ways]. Uh, what was the hardest part of making it? 

A: LG: Um, figuring out which way your- like, my hair would blow, and then also- 

S: How- how did you figure that out? Because it's a fun story, isn't it? 

A: LG: Yeah. I like, I turned like, my hairdryer, and I was just like, staring in the 

mirror and like I kept on like, blowing it and I was just like looking in to 

see and then like, I went in the car and like, someone was driving and all 

the windows were down, and so I was like, I took pictures of myself like 

with- because my hair- like, blowing in the wind, in the car. So, I kinda 

just figured it out that way. 

      (excerpt from LG interview #3) 

This soundbite shows us how LG was able to address the challenge of motion in 

her artwork and how she figured out how to work with this theme she has created for 

herself.   LG’s piece does not change much beyond image 4.13.  She spends a small 

amount of time playing with the final colors but for the most part, she appears to be 

finished. 

Image 4.14, finished self-portrait, 4/30/18     
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How does an artist decide they are done with an art piece?  Is it ever really 

finished?  Does something tell the artist to stop or is it always a question?  LG’s last 

interview is a reflection of her creative process throughout the still life and self-portrait 

piece.  While I have been able to observe how creating art took shape for LG in my 

classroom, she gave me some insight into how her experience with the phenomenon 

might change, or how it might take shape in an alternate way in a different setting. 

S: Is the process that you do at home vs what you do here different? 

A: LG: Yeah, when I'm at home I usually, like, I, like, have, it's just, like, my 

music, I like music on and then I work for, like, eight hours straight and I 

S: [Really?] 

A: LG: [like,] finish the entire thing. 'Cause, like, I'm not one of those ... It's really 

hard for me to, like, start something and then have to stop and to keep 

coming back to it. So once I'm kind of, like, in the zone I just, like, just 

keep on going and I don't even realize how long I, like, was just doing, 

like, was just painting. I just kind of keep on going until I'm done. 

S: So you'll start and finish and painting in one session if you could? 

A: LG: Oh, yeah, yeah.  

S: And you don't really have a concept of time when you're doing that? 

A: LG: No, not at all.  

S: Oh, that's fascinating.  

A: LG: Yeah, I've painted for, like, like, I think, like, yeah, like, eight, nine hours 

before I was up until like, like, two or three in the morning once I, I 

thought it was, like, maybe 10:30. 

S: Interesting. 

A: LG: Yeah. 

S: Okay. And that's obviously different when you come to school. So that pre-

thinking, pre-planning, does that help you manage the time here, or is it 

still really difficult?  

A: LG: It's, it's kind of difficult getting into, like, I don't know, like, the zone I 

guess I- 

S: [Right.] 

A: LG: [you could call it] , like, when I'm painting 'cause, like, there's a lot more 

distractions. And, like, when I'm just, like, painting at my house I have, 

like, a little, like, room just dedicated to, like, with all my art stuff. So, like, 

it's just, like, quiet and, like, I, there's, like, no distractions or 

interruptions. I can just keep on going.  
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S: Okay. 

A: LG: So, like- 

S: So that's the style that you like to work, you like to be kind of on your own 

when you're creating. 

       (excerpt from LG interview #4) 

In her final interview LG’s addresses time as an issue for her creativity in the 

classroom.  This invisible construct is always influencing her experience of the 

phenomenon but seems to be more evident on the phenomenon of how creativity takes 

shape within a classroom setting.  LG also mentions the difference between her work 

process in the classroom versus at her home.  How creativity takes shape in a home 

setting appears to have different constructs influencing it, maybe space, materials, and 

even parental support.  LG’s experience of the phenomenon in my classroom is merely 

one way she experiences creativity in her world. 
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SG 9, 4/17/2018 

An interesting discussion of how we like to work came up in my painting class today.  The 

discussion was prompted by the beginning of their new self-portrait project.  I mentioned 

that when I work I like to have a general idea of what I’m doing and then let it flow from 

there. LG’s response to that was “no way, I have to know exactly where I’m headed and 

then I execute it”.  EM agreed with LG but RD said that’s not how she works at all.  She 

stated “I sometimes have an idea in my head, but I just kind of see where it goes from 

there”.  BL agreed with RD and said she usually has a general clue, but then just lets it 

happen from there. 
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The Rhizomatic Nature of Pottery with NS 

While our artist LG was working with painting as a medium of expression our 

artist NS works with clay.  Each artist manipulates their medium in different ways, with 

different types of material constraints within.  Acrylic painting is a more immediate 

material than clay, with finished results being visible on canvas almost instantaneously.  

Ceramics as an art medium goes through more of a process to completion, with multiple 

opportunities for error in drying, firing and glazing.  The clay artist must work within the 

constraints of the material, planning for each step as they go along, and realize that one 

small error could ruin the entire piece without any way of “fixing”.  A lot of trial and 

error learning opportunities take place when a student begins to work with clay, and 

many pieces don’t survive through the process.  Our artist NS has experienced a lot of 

failed pieces before he has reached this stage in his artistic development.  NS is an 

advanced clay student with five semesters of clay under his belt. How does the 

phenomenon of creativity take shape within NS?   

Images before interview #1 

Image 4.15 4/5/18    Image 4.16 4/5/18 
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Image 4.17 4/5/18  Image 4.18 4/11/18 

   
Image 4.19 4/12/18  Image 4.20 4/13/18 

    
Image 4.21 4/13/18  Image 4.22 4/16/18  Image 4.23 4/17/18 
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Image 4.24 4/18/18  Image 4.25 4/19/18  Image 4.26 4/20/18 

      
Image 4.27 4/23/18 

 

NS’s work is prolific as a clay artist and his shelf is filled with a large volume of 

pieces surrounded by messiness.  NS as an artist is constantly creating, designing and 

editing various work. He creates multiple ceramic pieces at the same time jumping and 

moving between them as he goes.  During a single class period he throws some pieces on 

the potter’s wheel and places carved design on others.  Glazing of work takes place 

intermittently and pieces are finished throughout the month in no particular sequence. His 

timeline occasionally is influenced by which kiln will be fired next and the rush to glaze 

in time for the firing.  
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NS’s work space is cluttered and filled with in-process pieces, extra plastic bags 

and stray tools.  He haphazardly places things on his work shelf at all stages, including 

finished.  I took a lot of pictures of NS’s work and they seem to speak more about the 

phenomenon of creativity taking shape as he goes through his process than his interviews 

provided.   

The photos as data show his process in a more encapsulating manner.  NS is in an 

intentional relationship (phenomenologically speaking) with his artwork during class, and 

moves seamlessly between works as a portfolio, rather than individually.  His collective 

designing moves through multiple pieces of work at a time and it is evident in the 

similarities between the individual pieces he is working on simultaneously.  I noticed this 

“portfolio driven collective design process” when I began interviewing NS and he spoke 

in his nonchalant nature about designing each individual piece. For his daily experience 

of the phenomenon I feel he is working rhizomatically, with offshoots of different pieces 

taking off in different directions.  I am reminded of the rhizomes referred to in Deleuze 

and Guattari’s (1987) explanation of knowledge in chapter one of A thousand plateaus. 

NS’s portfolio is developed with multiplicities and continuous offshoots. Each piece he 

creates is a rhizome with a history of past pieces, but with an original take on his current 

design thoughts. The phenomenon of how creating art takes shape exists within NS’s 

process as a constant outpouring of manipulated clay. 

S: I wanna know, um, when you're- when you sit down at the wheel, how do 

you know what you're gonna make? I wanna hear a little bit about your 

process. 

A: NS: Ah, well I just, kinda go with whatever it ends up being. 

S: Really? 

A: NS: Cone it up if it uh, if it ends up getting too wide, I'll make it into a bowl or 

just a wider vase. Or it's- 
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S: So when you sit down you don't have an exact- 

A: NS: No. 

S: ... plan. So your process is you kinda sit down ... just- just go with it. 

A: NS: Wing it. 

S: Wing it. How did you decide, um, so you made a piece earlier today that 

it- it broke? What happened? @ 

A: NS: Cut the uh, when I cut- did those, like, jagged edges on the side, it cut too 

thin, so when I widened it, it uh, the- tore on the side- 

S: Oh. And so the whole thing just collapsed? 

A: NS: Yeah. 

S: How do you feel when something collapses like that? 

A: NS: Well, what can you do? Just, try again tomorrow. 

       (excerpt from NS interview #1) 

The casual manner in which NS describes his approach to throwing clay is 

unexpected.  Looking at the images we can see the many aesthetic decisions he had to 

make to create the work.  Added textures, lines, glazes and overall structure of the pots 

had to be a decision on some level conscious or unconscious.  Does he really not have 

any idea what he is going for before the piece emerges on the wheel? Is the artist so 

embodied in the experience of making he doesn’t recognize the decision-making process 

within it?  Does the decision making only happen after the basic design on the wheel is 

thrown?   

Throwing on the pottery wheel is a different type of aesthetic experience.  I would 

argue that it is a fully embodied experience using multiple modes of creation. While you 

are controlling the movement in the clay, the clay and the wheel interaction create 

movement on their own, making part of the process somewhat unpredictable.  You need 

to use your entire body to manipulate the piece, with different pressure points, posture 

and motion.  A knowledgeable ceramic throwing artist is aware of how much they have 

control and how much the clay is controlling their movements.  
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An experienced thrower such as NS might make movements that are more muscle 

memory from past experience to manipulate the clay while spinning. NS seems flexible 

with this ephemeral power of the material and adjusts his mindset accordingly.  If he 

makes something he is not satisfied with, he simply squishes it and wedges the clay again 

for the next day. When it comes to his creative process NS has a difficult time vocalizing 

what is happening when he is experiencing the notions of the wheel, but we can see some 

insights of his process by watching him throw.  While my IRB (see appendix C) didn’t 

cover video work, as his clay teacher I sat many times observing his wheel throwing and 

felt that I watched him “think” through his process on every piece he threw.  Looking at 

the images of finished products as data we can see some of the decisions that he made 

while working including shape, size, texture and color and manipulation. 

Images after interview #1, before interview #2 

 Image 4.28 4/25/18          Image 4.29 4/26/18      Image 4.30 4/26/18 
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Image 4.31 4/26/18  Image 4.32 4/27/18         Image 4.33 4/27/18  

  

When NS is in this wheel throwing mode he seems like he is able to fully embrace 

the process and forget about any pressure he has to create something.  I wonder if this is 

due to the nature of working in clay, with its many possible problems or if it is part of his 

general attitude towards life.  He is accepting of complete failure, as if nothing has 

happened. In a single class he might go through four different attempts on the wheel 

ending with just a lump of clay.   

In his interview NS refers to attempting to create “jagged edges”.  In image 4.23 

we see the edges NS is referring to when he speaks about things being too jagged and 

going through the piece until it finally collapsed.  He had thought about this design before 

he tried it, as he had many times before.  He did not seem distraught about the failure, but 

just chalks it up as normal and seems motivated to jump right back in tomorrow.  

NS’s process is continuous, but fragmented. He comes into the art room multiple 

times per day to check on his pieces that are drying, add little bits to them, glaze a few 

here and there, but due to the nature of clay he is unable to take any of it home to work 

on.  All physical productivity takes place in the room, however we don’t know how much 

he is thinking about his clay pieces outside the classroom. 
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During the middle of the research period I started to see NS finishing and glaze 

firing his ceramic pieces.  His finished work looks very different than the pieces that he 

originally created on the wheel. The addition of glaze and decoration seems to be yet 

another part of the complex ceramics creative process.  When I asked NS about how he 

makes the decision on finishing his pots his answer added to the complexity of the 

phenomenon at play. 

S: So when you pick a glaze, do you like, look at charts or how do you decide 

which one to use? 

A: NS: I uh, look at those like, uh, little magazine page chart things. 

      (excerpt from NS interview #2) 

How does a ceramics artist visually predict the outcome of a three-dimensional 

object by selecting from a two-dimensional color swatch?  Do the expectations match?  

This artist is making color decisions by simply looking at a magazine color chart. He 

must be visualizing what these colors would look like on his piece in his head before 

painting them on his pieces.  Even with perfect application when he opens the kiln there 

is still a possibility that the color will not turn out the way the artist wanted.  

When on the pottery wheel the clay artist is fully engaged in the process, but for 

glazing and glaze firing the artist is removed from the process and allows the heat and 

chemicals to complete the work.  Control of the pot shifts to the heat of the kiln, the 

person firing the work and the chemical reactions within the glazes.  This dead time of 30 

hours is completely out of the artists hands.     
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Images after interview #2  

Image 4.34 4/30/18     Image 4.35 4/30/18   

   
Image 4.36 4/30/18         Image 4.37 4/30/18  Image 4.38 4/30/18 

         

NS’s finished work is varied, yet with similar characteristics to it.  Unlike many 

high school ceramic artists, NS’s pieces have a lot of personality to them.  Despite being 

thrown on the wheel they curve asymmetrically or include design elements that were 

added later.  Few pieces are left untouched.  We see in his finished work moments of 

aesthetic decision making in the design, in the shape and in the glaze color choice.  

Looking at the finished pieces, we see he has a strong grasp of glaze application and its 

potential in the final glaze kiln.  The colors appear even and intentional and they settle 

into the designs perfectly, while not running into any problematic areas.  The lids are all 
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removable, there are no drips on the bottoms of the pots and the overall aesthetic design 

is pleasing to the eye.   

The ceramics artist experiences the phenomenon of how creating art takes shape 

in a drastically different way than the drawing or painting artist. There is no direct order 

of things, but rather a juxtaposition of multiple moments rhizomatically being 

experienced all at once.  I would describe NS’s clay work as continuously moving with 

no end. While an individual piece might end, the work of the clay artist never does. 
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SG 10, 4/23/2018  

Feeling the spinning of the wheel coupled with the structure of the molded clay made me 

realize that clay is about touch.  The physical act of touching the dirt, of getting in the 

mess of things and then creating something beautiful in the end.  My students this 

semester keep making vases and bottles, so it seemed appropriate to try to shape the lump 

of clay into something similar to the shapes that they are working with.  The result: a 

small vase. 
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EE and the Emotional side of Artworks 

When we experience a phenomenon, how much of that experience is altered by 

memory of our past?  My students come to my classroom with constructs that have 

existed in their worlds long before my influence has appeared.  How does their past 

experience in creativity affect their current experience of the phenomenon of how 

creativity takes shape in my classroom?  

 My advanced drawing student EE creates art from an emotional view infused 

with memory.  Her pieces are combinations of drawings and paintings using simple lines, 

with complex thought behind them.  Her experience of art making holds a personal 

meaning and she connects with each piece emotionally as she produces.  EE connects 

with her feelings to determine when she is done working and uses emotion to gauge if she 

is happy with the results.  Her emotional connection with the pieces changes sometimes 

when she is looking back on her artwork and reflecting on them later in the research 

period.   

Pieces of EE’s art stand-alone visually but hearing the stories that go with the 

work give them more depth.  Viewing the art and hearing the stories allow the viewer to 

appreciate the aesthetic decisions she has made during creation.  In her interviews EE 

shares with us the meaning behind each piece and how she wants her art to portray this 

meaning.  In EE’s artwork the visual data and interview data are intricately intertwined. 
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Images before interview #1 

Image 4.39 4/6/18    Image 4.40 4/11/18 

    
Image 4.41 4/12/18 

 

S: Okay, cool. So, uh, tell me about the piece that you've created. 

A: EE: Uh, well, the piece I created, I wanted to show about motions and 

emotions, and what I thought about was like marches and how there's so 

much emotion in the march when you are actively protesting something. 

A: EE: But the thing that I take from protests, is that there's so many of them, and 

that there's, uh, so many different kind of emotions, and that I thought that 

the biggest one that people should take away from anything that they're 

protesting, or any sort of social justice, is that they should just be kind to 

everyone, because I think that could fix a lot of problems in the world. 

A: EE: It's like a really ... it's a really hard thing to, um, um, ask, but I think it 

could, so I wanted to show that in my emotion aspect. And so it shows a 

girl protesting, but it's just more like a message going out to everyone. 

And- 

 (excerpt from EE interview #1) 

Creativity for EE is experienced as a deeply emotional state in which her personal 

thoughts are being arranged on the paper.  When immersed in her creation the artist is 
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using the arts as a way to visually comment on an issue.  EE refers to the issue she is 

presenting in her first interview and we see this in image 4.41.  The phenomenon of 

creativity is manifesting in EE as a way of promoting social justice and communication.  

Looking at image 4.39 and 4.40 you can see how the final piece begins to manifest and 

how she is thinking before producing the final image.  She is mapping and experimenting 

until she feels happy with the potential of the image.  We see visual expression of her 

feelings again when we look at her sketchbook in later images (4.42, 4.43).  EE through 

her artwork appears to be creating an outward expression of her internal thoughts.  While 

I’m not sure if the final image fully portrays these inner ideas, when she tells the 

backstory I can see the connection.  Once the viewer is aware of the story behind the 

piece, they experience a different form of appreciation helping to relate the work to their 

own memories. In her second interview, EE looks at her final image 4.41 and remembers 

her experience of making and discusses how she knows when she has completed a piece. 

S: And how, um ... So you said that you're done with this piece, how do you 

make the decision that you're done with a piece? 

A: EE: I made the decision that I was done because I was content with what it 

looked like. And knowing me, I ... if I overdo something, it ends up just not 

being what I want it to be. And I thought that it made an effect big enough, 

that it didn't really need anything else. 

A: EE: I just kind of wanted to keep it as simple as possible, and I wanted to show 

the background a lot so I didn't like shade anything. 

(excerpt from EE interview #1) 

In this interview we hear the artist explain her art making with a sense of 

completion. She claims she is “content with what it looked like” but does that mean she is 

really finished with the work?  She feels that she has “made an effect big enough”, but is 

she really satisfied with it?  Relistening to the interview I sense hesitation and wonder if 

EE ever experiences full completion as an emotional state during her creative process. 
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Before the second interview EE’s shared her sketchbook and allowed photographs 

to be taken of individual pages (Images 4.42-4.47).  These images show more of her 

thought process on how she was experiencing creativity on a daily basis.  EE’s 

sketchbook is an outpouring of small pieces of artwork and writings based on her current 

feelings thoughts and emotions.  While some of the sketchbook drawings were related to 

the current finished works we are also given a deep look into her inner thought process of 

making.  She related her art making to her favorite music, to her thoughts and sometimes 

included just random drawings.   

Not everything is in a straight line, and while many of EE’s sketchbook pieces 

seem disconnected, they are all deeply connected to her as an artist.  The pieces of her 

sketchbook that appear unrelated to me could be some of the most important parts of the 

process for her in developing her ideas.  The phenomenon of how EE experiences 

creativity taking shape is manifesting on the pages of this sketchbook giving us the lens 

to see how she was emotionally connected to the process of creativity and expression as a 

whole. 

Images before interview #2 

Image 4.42, 4/23/18      Image 4.43, 4/23/18 
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Image 4.44, 4/23/18          Image 4.45, 4/23/18 

    
Image 4.46, 4/34/18            Image 4.47, 4/23/18 

      
Image 4.48, 4/24/18            Image 4.49, 4/25/18 

      

EE’s sketchbook shines a light on various aspects of her creative state that are 

influencing the way she is creating in the classroom.  In image 4.42 the initial idea of 

drawing a hand started to appear in her sketchbook. After that we see multiple other 

organic forms and hands drawn before she begins her final hands piece.  Even looking at 

the water drops in image 4.43 we see shading characteristics foreshadowing the final 
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work.  This sketchbook full of images helps show her flourishing thoughts grow into her 

final piece we see in image 4.49.   

When we look at the three-part sequence of the final painting (images 4.47-4.49), 

we see how she develops her idea.  She appears to be working in a method similar to the 

way that LG was working when she was building her still life (images 4.1-4.5).  The 

composition of both EE’s hands piece and LG’s still life piece were preconceived, and 

the path that they each followed was set in place before they began the work.  EE’s piece 

was created with different values of black India ink pigment in a very formulaic way.  

We saw emotional connections in the sketchbook designs that predated the final 

work, but her final hands piece has less visible artist emotions.  This does not mean the 

emotions aren’t there, but unlike EE’s other work, and her sketchbook pieces, emotions 

seem to be pushed aside or somehow hidden in the hands piece. In her second interview 

she chooses not to share as much about the emotional side of her hands piece and decides 

to discuss more about her experience in creating it. 

In this second interview with EE we revisit the idea of understanding when she 

has completed a work.  While discussing her protest piece (image 4.41), EE’s voice 

seems to waver but when we talk about the final hands piece (image 4.49) she speaks 

with conviction.   As the concept of “doneness” comes up again, EE explains how she 

knows when it is time to stop working on a piece. 

S:  How did you know you were done? You just ... 

A: EE: Um, well, I knew I wasn't done when I ... When there wasn't enough 

definition in the metallic rings. 

S: Oh, okay. 

A: EE: So I added darker values, um. But then, I knew I was done when I, like, 

looked farther away from it and I was, like, yeah, that kind of looks cool, 

and, uh, ... 
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S: So you just, kind of, had a feeling. 

A: EE: Yeah. 

(excerpt from EE interview #2) 

In this interview the words “I knew when I wasn’t done” hit a chord with me.  

When EE is experiencing creativity, she has emotions that are felt through looking at the 

piece.  This “look and feel” approach seems to be a very important part of EE’s process.  

She mentions how by stopping and looking she can tell when she needs more definition, 

and more values.  Her preplanning does not account for this step in the process.  I also 

wonder if EE’s feeling of irresolution always comes before she makes her last aesthetic 

decisions?  EE seemed very sure of completion on the hands piece at the end of this 

second interview and was able to articulate with confidence that she trusted her feeling of 

doneness.   

Image 4.50 4/25/18 

 

Another component of the second interview was discussing a piece that EE had 

finished while working alone at her home.  She had begun this piece much earlier in the 

year, but finally had completed it around the same time as she finished her ink work on 

the hands piece.  In image 4.50 and I am reminded of the same style of work as portrayed 

in her initial protest painting (image 4.41).   Once again we see EE’s memory and 
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emotion shining through, and her second interview gives us more of the backstory that is 

fueling her creation.  

A: EE: I would hang this in, like ... 'Cause I like to garden. And I think I'm giving 

this to my mom for a present (.5) 

A: EE: And ... 'Cause she and I always garden together. And, um, we're both, 

really, always interested in, like, like the essential oils and the aroma 

therapy. 

S: Yeah. 

A: EE: And, that's what I wanted to do on this with, like, the facts. Like lavender, 

like, helps ... Or, like, in its drowsiness, or whatever. I wrote certain… 

S: Oh, I didn't even notice that. That's amazing. 

A: EE: Um (.5), and, so. Yeah. 

S: So, when you were, ... When you were doing this, you were drawing on 

memories then, right? 

A: EE: Mm-hmm (affirmative).  

A: EE: Yeah. And I was, kind of, thinking of my mom and, um, ... Like, us 

gardening and, like, ... Some things ... Like, we never have magnolias in 

our house. 

      (excerpt from EE interview #2) 

  As I relistened to this interview I can hear the emotion trailing from EE’s voice.  

This piece was inspired by multiple experiences she had.  How does a past memory 

inspire an artist to create?  This piece was inspired by a happy memory of time spent with 

family, and it attempts to bring in multiple senses related to that memory.  EE connects 

her memory and emotions to scents in aromatherapy, and then expresses them in her final 

artwork. The final piece is a mapping of her thoughts on botanical subjects through 

drawings and words.  

In her third interview EE gives us some insight into her experience of creation of 

this piece.  Her process is drastically different from the other works discussed because 

she worked on her botanical piece primarily outside of the classroom.  When asked, EE 

explained the difference between her in class work and her out of class work. 
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S: Do you create a lot of artwork at home? 

A: EE: Yeah. Um, whether it be like, photography, or 

S: Mm-hmm (affirmative). 

A: EE: Um, I, in the summer a lot, I would walk down to the lake in my 

neighborhood and I'd just sit there, I'd just like draw, for like, hours, and 

it'd be, like in a really big way I would just relax. 

S: Oh, okay.  

A: EE: Mm-hmm (affirmative). 

S: And so is it a ver-, is it a different experience for you when you're creating 

it on your own versus in like, a classroom setting? 

A: EE: Um, yeah. 'Cause in a classroom setting I'm more organized, and I have 

more of a plan, whereas when I'm on my own I just kind of do whatever 

comes to mind. 

      (excerpt from EE interview #3) 

The constructs of the classroom strongly affect how EE experiences creativity.  

Similar to what we heard in LG’s interview, when out of school EE could just work for 

hours and hours.  This makes me curious about how the constraints of creating in my 

classroom impact the finished artworks produced.  I think her flower piece was EE’s 

strongest work of the semester, and she created it almost entirely at home.  I wonder if 

the absence of production pressure helped her creativity manifest more.  Are some artists 

more creative when left alone with their ideas? 
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SG 11, 4/9/18 

A student today told me a story about how she went to an art supply store yesterday.  She 

said she wandered for a really long time, getting excited about all of the possibilities yet 

having a difficult time choosing on a limited budget. 

This makes my mind wander into the idea of inspiration?  How are different artists 

inspired?  Does availability of materials make artists more apt to create- or does the 

limitation of materials produce more creative results?  Each moment of creation, each 

minute of inspiration, each out of school and in-school experience all merge together to 

allow artmaking to take shape in the art room.   
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Pottery and Purpose with JH 

The phenomenon of creativity seems to manifest in my classroom in many ways.  

Students all interact with their pieces uniquely and begin their designs with various 

thought processes.  JH’s focus is not so much on the design of his ceramics work, but 

more the functionality of it.  As an artist JH is experiencing creativity but is also very 

focused on making a product that works.  How does this change the experience?  What is 

different about this style of ceramics? Ceramics as an art form is unique in this way, it is 

one of the few art forms that lends itself to a very functional purpose.  While paintings 

and drawings can be used functionally as decoration, ceramics can be used for eating, 

cooking, drinking and have been used in this manner for years.  In many libraries 

ceramics books are still classified under “crafts” instead of fine arts despite their 

crossover between the two areas.   

 In several of JH’s interviews he mentions the purpose of his work being 

functionality. This recognition of purpose might change the way JH approaches the 

artwork and shift the style of the pieces he is creating.  Is the functional ceramicist less 

creative?  Does creativity take shape in a different way in a functional ceramicists?   

Images before interview #1   

Image 4.51, 4/5/18   
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Image 4.52, 4/16/18         Image 4.53, 4/16/18 

   

S: Okay. We're going to talk about this second bowl. In uh, your last 

discussion you talked about how you like to make functional pieces. Are 

all of the pieces you are making functional? Right now? 

A: JH: Ninety-nine percent of them. I might do one just for fun that was like, kind 

of cool and not functional, but almost all my pieces are. 

S: And so when you're coming up with an idea, you're just thinking of how, 

how it could work. So do you think of place in like, your house? Or do you 

think of like a person when you're making them- 

A: JH: Yeah, no. 

S: ... To be functional? 

A: JH: My mom tells me she wants medium sized bowls, so that's just what I do. 

       (excerpt from JH interview #1) 

This interview tells us what JH is thinking when he is designing his projects.  JH 

has decided that his focus for the semester is to make a specific size and type of 

functional ceramics, for a specific person.  The definition of “medium sized bowls” is 

vague, which might allow for some creative interpretation within JH’s design, but the 

influence of “his mom’s” style might affect his overall aesthetic decision making.   Does 

this situation function much the same as a specific assignment does?  When an artist 

knows what the end result must be, how is their planning process different in the 

beginning?  

 NS and JH are advanced clay students.  They are not given specific assignments 

when they come in to work on their clay, instead they are encouraged to make whatever 
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they would like, with a minimum of nine pieces of high-quality work per quarter 

(approximately one per week). Both artists have approached this in a different way.  

When I talked to NS, he discussed how he often let the process on the wheel 

dictate the basic form of the pottery, then designed details from there.  NS accepted all 

different forms that were produced to create unique pieces.  JH works in a very different 

way.  He has produced his own assignment with specific restrictions to work within.  

Both artists work without the use of a sketchbook, but JH has an ending vision in his head 

much like LG the painter did before she started her pieces. 

S: ... Before you come up with your plan on this. Do you do any sketching 

before you begin your work? 

A: JH: Not, not um, in my my head. I-I picture it out in my head. I don't like 

physically- 

S: Physically draw it. 

A: JH: ... Sketch, but I always think about it in my head how I want to do it first. 

For sure. 

      (excerpt from JH interview #1) 

JH has a vision when he sits down on the wheel to throw, much like LG did when 

she pictured her completed still life painting in her head.  JH also pre-thinks the rest of 

his process. Later in his interview JH shares more about the aesthetic decision making he 

struggles with.  This decision making is related to the finishing and firing of the glazes on 

his ceramic work.   The unpredictability of glazing seems to be a challenge for JH.  He 

mentions his experience in glazing multiple times throughout his interviews and seems to 

spend much of his time working on this. He takes his knowledge from his personal 

history of glazed and finished work and “stores it” in his mind for future works.  I noticed 

JH began creating pieces that almost identically matched each other and he seemed very 

proud he had mastered the material enough to achieve this. 
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S: Cool. So tell me about this piece. It seems that you're getting really into 

glazing again.  

A: JH: Yeah. No I- 

S: What kind of glazes are these? 

A: JH: I was always really interested with glazing. Um, because it can turn a bad 

piece into a really cool piece and the opposite, it can turn a really good 

piece into a really bad piece. But, these, for this I used um, cobalt and 

then arctic blue, like dabbed on top of it, so I didn't really know what to 

expect again. I was just kind of hoping for the best and this turned out 

really, really nice. So I was super happy with the results and now I think 

I'm gonna ... From how this glaze turned out, I think I'm gonna use it on 

future pieces for sure, if I can get the hand, a hand, a hold of the same 

glazes I used, that's really great. Yeah.  

            (excerpt from JH interview #1) 

This successful glazing experience is based on memory, trial and error.  The more 

times JH experienced the phenomenon of creativity in glazing, the better his results 

seemed to get.  Achieving these finished glaze results had been a long and laborious 

process for JH.  Each time he failed he learned until he could master his glaze material.  

He spoke about this in interview #2. JH mentions some difficulties he had getting to the 

point of understanding glazing, and when he was not happy with a final kiln result. 

S: Tell me about a time that you've opened the kiln and you've been really 

sad. Has that happened to you? 

JH: Yes. 

JH: This year, one of my ... Earlier on in the year when I was still, I didn't 

really, when I still wasn't really taking my time with glazing, I had a lot of 

pieces earlier on in the year, in the first semester, that the glazes were ... 

That I didn't apply thick enough, so they were super, like grainy looking 

and there was ... They just looked awful and (.) Ever since that, I've just 

been taking more time with glazing and for sure, my pieces look a lot nicer 

since then. 

           (excerpt from JH interview #2) 

JH experiences disappointment when the resulting glaze is ugly, yet persists in 

creating new pieces.  Perhaps the endless pursuit of the perfect bowl motivates him to 
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continue to create.  He is concerned with the function of the works, but also is concerned 

with the overall aesthetic quality as evident in his obsession with glaze. This functional 

potter is making aesthetic evaluations and challenging himself to create pieces he has 

pictured in his head.   

Later in interview #1 JH give us some insight into his evaluation of finished work.   

JH has set expectations for his finished ceramic pieces as they come out of the kiln.  He 

imposes a visual rubric on his pieces the second he sees them. He also accepts the finality 

of the pieces coming out of the kiln as the last step in the process. 

S: So when you first take something out of the kiln, how do you evaluate it? 

You just like check it all out? Or what do you do? 

A: JH: I first look at the glazing to see how that turned out and if the glazing 

look-looks nice then I kind of look at the bottom to make sure like the foot 

ring didn't like have any chips off the bottom of it. And then if in fact there 

are chips or glaze that's over it, that kind of sucks because then you just 

kind of have to deal with it. You can't do anything about chips but um, you 

can try to chip off glaze pieces. But that's basically it. How the glazing 

turned out and how the firing looks. 

           (excerpt from JH interview #1) 

Unlike a painter or drawing artist, the potter experiences a unique sort of “ending” 

to their works.  When a piece comes out of the kiln it is finished, like it or not.  JH takes it 

one step further.  He claims he is finished with the work after he completes the glazing.  JH 

understands that while re-glazing can take place, redo’s are often unsuccessful.  Re-firing 

ceramic pieces rarely result in a glaze finish as consistent as the first time through the kiln. 

JH has had enough clay experience to know that re-firing of the chemicals changes their 

reactions, sometimes resulting in negative aesthetics.  JH knows he has the option to re-

fire, but is reluctant to, due to the unpredictable results of this process.  

JH: So once it's like perfectly flat and glazed is when I make, when is how I 

say, how I consider it to be done. 
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S: So when you open, open that kiln, if it looks good, that's your ending point, 

right? 

JH: Mm-hmm (affirmative). 

S: That's the difference between potters and painters. Because you probably 

won't, well you can't really ... 

JH: You can't really do anything else. 

S: You can't really go back in and change it at all. 

JH: No. 

(excerpt from JH interview #2) 

The kiln will take two days to fire, JH however is done after glazing and is 

comfortable with the high school hands-off approach to glaze firing.  JH does periodically 

check the art room to see if the kiln is done and will come into the art room as soon as the 

kiln is “cooled down” to look at his pieces. 

Looking at images 4.54-4.56 we see a glimpse into a piece of JH’s process from 

start to finish.  This piece is not discussed in his interviews, but the way he glazes is 

mentioned as well as his desire for functionality.  In these images, we see a full 

development of JH’s process from greenware to glaze fired, functional pieces using his 

typically predicted glazes of choice. The middle image (4.55) is not the same mug pictured 

in the end, but it represents the exact glaze color choices and typical pattern that produces 

his finished results in image 4.56. 

Image 4.54, 4/17/18   Image 4.55,  5/1/18        Image 4.56, 5/3/18 
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SG 12, 4/26/2018 

The reaction of the color on the surface can depend on so many factors including: the 

shape of the pot and how it runs, the texture and carving of the pot, the thickness of the 

glaze, the application direction of the glaze and even sometimes the placement of the kiln 

and the effect of the elements in the kiln.  No simple formula exists within clay to make 

completely predictable results and it takes years to master the art of glazing.  Opening 

the kiln to see your finished results can be exciting, though sometimes the results you get 

are not what you expect, good or bad.   
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RD the Night Owl; painting at home versus school 

 

Working from a different atmosphere can change our perspective.  As an artist 

myself, I find that where I create my artwork can have a strong effect on the finished 

product.  If I am painting on a beach, the colors appear to be lighter, brighter and more 

ocean inspired.  Painting in Minnesota in the winter, my colors are often more subdued 

and I tend to use more neutrals.  The artist in this vignette, RD, seems to enjoy painting in 

her home more than at school.  She claims that atmosphere just works better for her. 

 

Images before interview #1    

Image 4.57 4/11/18 

 
  Image 4.58 4/13/18 Image 4.59 4/13/18 
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RD had just finished her still life project (image 4.57) and was ready to start her 

self-portrait piece when the research period began.  I was able to speak with her before 

she was ready to paint to see how the concept was developing in her mind. She seemed to 

have a loose plan.   She had a basic idea of media and materials she wanted to work in, 

but failed to mention color, layout or other elements she was planning on incorporating.  

She mentioned how she wanted it to be sort of “abstract” which is a vague term to use in 

reference to art, but common slang used by my high school art students. 

S: So, tell me about what you're planning on doing for self-portrait. 

A: RD: Okay. So, what I wanna do is I wanna take, uh, a picture of myself, 

probably just a senior photo like a close-up picture- 

S: Mm-hmm (affirmative). 

A: RD: ... and I wanna print it on, like, almost like a nice, like, maybe even a 

poster board and then either attach it to something like a canvas or just 

keep it like that. And then I wanna paint over it and use, like, other- I 

wanna use acrylic paint probably, and, like, um, I wanna use a bunch of 

different mediums, so maybe more than acrylic but, um, and make it like 

abstract and, um, just add in details like that.  

S: Got it. Are you gonna add anything else into it to talk about you? 

A: RD: Yes. Like, I would probably, I'm thinking I wanna add something with, 

like, music or with, like, reading, like words from books or, like, my 

favorite books or something like that. 

S: Nice. And do you, uh, what kind of media are you planning on using? 

What kind of materials? 

A: RD: Um, so, I wanna use acrylic paint, um, maybe, like, even pages from a 

book. Um, and I wanna use watercolor. We'll see if I can use it, though, 

because of I'm painting over something. I don't know if I can make it as 

vivid as I want it to be. Um, yeah. 

      (excerpt from RD interview #1) 

After her basic planning phase and interview RD began doing a lot of work in her 

sketchbook.  She would create small pieces in class using multiple materials and would 

gather items to “take home to work on her piece” during class periods. She was also 

always looking up images in class, chatting a lot with other students and doing what 
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seemed to be non-art related reading.  I stayed back and observed this, waiting to see how 

the results of her project would play out.  On several occasions I asked how her piece was 

going and if I could see the progress, but RD insisted she was working on it at home and 

it wasn’t done yet.           

Images before interview #2 

Image 4.60, 4/17/18    Image 4.61, 4/18/18 

   
Image 4.62, 4/23/18   Image 4.63, 4/24/18 

    
Image 4.64, 4/25/18  Image 4.65 4/25/18 
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Image 4.66, 4/26/18     Image 4.67, 4/26/18 

   
Looking at the sketchbook pieces in images 4.58-4.64 we see a lot happening in 

RD’s creative process.  In her sketchbook we see landscapes, color blocking, abstracted 

brushstrokes and idea writings.  When RD finally started bringing in her work we could 

see progress in images 4.65-4.67. We see where her sketchbook has possibly informed 

her finished work in the color choices and in the brushstrokes used.  Her sketchbook is 

rather a compliment to her finished work, rather than a plan of her finished work.   

The creative process behind RD’s self-portrait is more of a mystery, since most of 

the piece was not painted in the classroom.  She spent classroom time incubating ideas 

and thoughts but took supplies home at night to work. For RD how much of the 

phenomenon of how creativity took shape happened in my classroom versus in her 

home?  How does the incubation time in the art classroom influence her evening work? 

RD is one of the many students that claim they like to work outside of class in the 

evenings.  This seems to be especially prevalent in my painting students.  Ceramic 

students don’t have as much ability to work outside the room, given the materials they 

use.  Painters however, seem to do it often and sometimes prefer it to their in-classroom 

experience. LG claimed she liked the “timelessness” of being able to work in the 
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evenings at home.  RD is a student that appeared to also strongly desire this quiet space to 

work in.  In her second interview she discusses her feelings on the difference of working 

at home versus working in class. 

S: So, you brought in this piece ... 

A: RD: Mm-hmm (affirmative).  

S: ... after working on it at home. 

A: RD: Mm-hmm (affirmative).  

S: How was the experience of painting at home different then the experience 

of painting here. Why did you choose to do it at home? 

A: RD: Yeah, so, like, one reason is at night. Like, I really was, like, my ideas, 

kind of, started, like, ... They'd to come play more at night. Like, I feel, 

like, I ... 

S: Mm-hmm (affirmative).  

A: RD: ... can, ... When I have time to do it and, like, it's, kind of, limitless, ... 

S: Mm-hmm (affirmative).  

A: RD: ... that's when I feel comfortable starting something. And, like, I, kind of, 

went away from, like, my original plan. 'Cause, like, I was at, like, a place 

getting my hair colored and I saw, like, a ... They had, like, these paintings 

on the wall, and they were, like, paper mache. And they had, like, a bunch 

of texture on 'em. And, like, I really liked the look of it. And I was, like, ... 

S: Wow. 

A: RD: ... okay, I think I want to do something with texture. And, so, then, I went 

home and I, like, got my paints together and I was, like, what can I do that 

was just, like, really, just texture. And so that's, kind of, what I'm doing 

with it.  

       (excerpt from RD interview #2) 

  In the second interview RD expressed her desire to paint in the evenings more.  

The line “my ideas come to play more at night” stood out as an indicator that time of day 

might influence the phenomenon of creativity as experienced.  What is the artist referring 

to when she says “come to play more”?  Is she talking about the often-referenced eureka 

moments artists claim to have?  Or is she simply saying that in her own space, in her 

home, in the evenings, she finds herself able to think more clearly.  Do artists need to 



 

110 
 

wait for ideas to come to play before they can work?  Is it ever possible to create an 

atmosphere that works for this in a school classroom during the day?  

RD’s final piece (image 4.68) is a more intricate and developed work that 

contains hints of her initial sketchbook ideas.  This helps to show how her journey of 

creation was impacted from these moments of in class sketching, yet little information is 

provided about the thought process behind the final piece. 

Image 4.68, 5/1/18 

    
 

Towards the end of the month we see the final development of RD’s painting.  

The addition of maps, brighter colors and the abstracted face all happened when she was 

working in her space at her home. What is it about this space that helps RD’s creative 

process?  How does she experience creativity differently in this space? In interview #3 

she gives us a little more insight into her personal journey of art creation outside of the 

arts classroom at her home. 

S: Now, I noticed that you create more works at home. It seems. 

A: RD: Mm-hmm (affirmative) 

S: How, how is that a different experience for you than working in the art 

room? 

A: RD: Like, I like being alone when I do it. Like, because I feel like when I'm 

around other people, like, I'm not like, focused on what I'm doing. Like, 
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it's hard for me to like tune it out. Um, even with music, it's like, that helps 

but it's still hard for me. Like, even when I would work on it, I would have 

to go over there and kind of isolate myself. Because like, I just don't ... If 

I'm surrounded by other people I feel like I'm like looking over at their 

pieces, or like, and it's not going to be exactly like ... I lose that picture in 

my mind. 

S: Got it. So for you working in isolation works better? 

A: RD: Mm-hmm (affirmative) 

S: So, in like a classroom, it's actually, it's hard. 

A: RD: Yeah. And it's really hard. 

         (excerpt from RD interview #3) 

RD’s world of isolation at home shows us how she is shaped by her environment.  

The quote “I lose that picture in my mind” makes me wonder how much of the piece she 

plans before she starts working on it.  Some artists choose to sketch before, but RD is 

describing the same visualization as many other artists in this study describe.  This 

thinking time and isolation appears to be needed by RD to focus on her work.  For RD it 

is hard to avoid the distractions of the classroom environment.  Does isolation help 

students to experience the phenomenon of creativity?  Would a classroom be more 

creative if students had their own “spaces” to be in?  For RD it appears creativity might 

take shape differently in her home versus in my classroom. 
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SG 13, 4/16/2018  

Everything that happens around us affects the art we create, and a big event in 

Minnesota affected all of us. We just survived the blizzard of 2018, and it shows.  We had 

a record blizzard that hasn’t been seen since 1983, 17” of snow in the city.   
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MM the Ceramicist 

MM is a consistent ceramics worker.  She produces work in a prolific manner 

similar to NS, however her pieces are more precise and planned out.  Her process goes 

almost mechanically from start to finish. Much like NS and JH, during her interviews she 

shares little about her methods, but through the photographs of her work we can see how 

her creativity is taking shape.  MM does not claim to have a plan before she starts.  She 

states she doesn’t sketch, yet she describes a vision in her head of what she is trying to 

make when she sits down on the wheel. A series of detailed moments string together to 

create MM’s type of precise, on centered, symmetrical style of artwork.  These moments 

are the result of practice, planning, and an understanding of the material.  Executing the 

difficult forms she is creating takes caution, precision and pivoting of her hands 

responding to the clay as she moves through the process. 

S: So how did you decide to start working on this piece? What made you 

want to make a teapot? 

A: MM: Well, I originally started making combination pots, and then I wanted to 

try to try something different, because that was kind of the last project, 

and we have a lot of teapots at our house. Looking at them, I just thought 

I'd try a different shape to it. 

S: So did you sketch it out before your started, or did you just let the wheel 

kind of decide? 

A: MM: No. Yeah. I did not sketch anything. 

S: Okay. How did you decide on what you wanted for a spout and lid? 

A: MM: Um, I knew I wanted a small lid. That was part of it. So, when I was 

making the actual pot part, I knew I needed to knock it in. And the spout, 

I- 

S: Did you make it on the wheel? 

A: MM: Yes. 

A: MM: And then I decided I wanted to curve it a little bit, because I didn't just 

want like a straight form like you would get on the wheel. 

S: Oh, okay. And have you got thoughts on what you're going to do for a 

handle yet? 

A: MM: I think I'm going to go like over the top. 
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S: Oh, with clay? Or, with something else? 

A: MM: I was thinking with clay. 

      (excerpt from MM interview #1) 

Image 4.70, 4/11/18   Image 4.71, 4/12/18 

   
Image 4.72, 4/13/18    Image 4.73, 4/16/18 

    
Image 4.74, 4/17/18 
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In this interview MM describes her process of thinking while she was creating her 

teapot.  We have an opportunity to see MM’s process as it goes step by step in executing 

this finished teapot, with precision.  We can see the development of the teapot through 

images 4.70-4.74 and notice the different stages of clay that MM takes the piece through.  

Beginning with the wet pieces in images 4.70 and 4.71 we see a range of different 

attempted “bodies” of her teapot piece until she finally creates the one she is satisfied 

with- the one she has envisioned.   We see a cracked piece in image 4.70, which she ends 

up tossing and redoing as the body of the teapot.  

Anything that is not perfect goes back into the recycler for MM- one of the 

ephemeral parts of working in clay.   In image 4.73 we see the final body form with the 

newly attached thrown spout, right before she puts on the handle.  This type of handle is 

particularly difficult to put on with its high stance, but she makes it work and we see the 

final teapot before it dries out in image 4.75.  In this image the pot is leather hard, and 

just about to dry.  The leather hard stage is a critical time in a piece of ceramics where 

lots can go wrong, cracking can take place if things aren’t attached properly, pieces can 

fall off if the artist did not focus on slipping and scoring.  MM however, is a bit of a 

perfectionist and focused on all the small details to ensure the best possible outcome.  She 

carefully pieced the teapot together ensuring proper seams and detailed smoothing.   

The final dried teapot form looks very much as MM had described it in her first 

interview. Her idea is coming to fruition.  She achieved this by working towards what 

Mangravite (1932) would refer to as her “mental image” of the finished ceramics piece 

with daily precise execution of her perceived thought.  Her ability to execute this vision 

shows she has worked with clay in the past and knows the medium well.  Her decisions 
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are based on prior knowledge of the medium and less emotionally influenced.  Her 

original vision remains as the end goal and she remains focused on this.  MM bridges the 

gap between NS’s nonchalant style and JH’s functional purpose style of creating. She 

seems open to all the possibilities that the clay has to offer her on the wheel yet has a 

strong focus on her final desired form and function.   

Images after interview #1 

Image 4.75,4/18/18    Image 4.76, 4/20/18 

    
Image 4.77, 4/23/18         Image 4.78, 4/24/18
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Image 4.79, 4/25/18     Image 4.80 4/26/18 

   
Image 4.81 4/27/18 

 

After MM has finished creating the teapot there is a waiting period while the 

piece dries out before firing.  Following that, there is a two-day period where the teacher 

(me) fires the pot for the first time in the bisque kiln.  MM continues creating other pieces 

during this time, making forms that vary in shape, size, design and with no predictable 

structure in her working.  During this time, she worked freely, like NS in his nonchalant 

manner, not going in any specific direction.  This period of freedom could be viewed as 

an incubation period between formal works for MM.  She flops a lot of pieces on the 

wheel and tries new forms. Her focus seems to return when she goes to visit the student 



 

118 
 

artist display of work down the hall.  She is thinking of glaze colors for her teapot piece, 

and I observed MM closely looking and asking questions about other students’ finished 

work. 

Image 4.80 shows the glazed piece of work before the final glaze firing.  Glazes 

are unique to the medium of ceramics, because their unpredictability can make or break 

the outcome of a piece and the artist is limited in their control of the process. During the 

firing the ceramic piece is not visible to the artist and the kilns atmosphere can change the 

glaze color dependent on many factors as it is heated up to 2167 degrees Fahrenheit. At 

this temperature everything matters including the number of layers of glaze, the thickness 

of different areas of glaze and the placement of the piece within the kiln.  The artist lets 

go of control and must wait the 24 hours before seeing or touching the cooled finished 

piece.  Some glazes MM looked at are more predictable than others and seeing other 

student’s finished work helped her to make a final decision.  Our kiln is electric, which is 

the most predictable of clay kilns.  It normally maintains a steady temperature and has 

relatively even firing results.  Even so, with different glaze application factors it is 

difficult to navigate for even the most experienced students. 

S: Oh okay. And how did you decide on the color? 

MM: Um, well, I looked through the art show- 

S: Yes. 

MM: -to find out what I liked, and I wanted something that wasn't too bright 

but, also wasn't, like, an earthy tone color? 

S: Mm-hmm (affirmative)  

MM: So, I'm going with the mix of the Potter's Choice glazes. 

S: Oh, nice. So, it'll be like a ... Blue-ish, purple-ish? 

MM: It's like a blue-ish purple, yeah. 

       (excerpt from MM interview #2) 
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The “Potter’s choice” glazes, created by Amaco were a special group of glazes 

ordered earlier in the year that give a special texture to the finished work attempting to 

imitate a gas kiln atmosphere.  Her selection of these was surprising, because they tend to 

be less uniform, and have more textural variance.  MM carefully discussed with other 

students how they accomplished the finished color on their pots and carefully read all of 

the instructions on the jar. When she felt she could control the glaze to the best of her 

ability she proceeded to glaze her teapot. 

Images after interview #2 

Image 4.82 4/30/18          Image 4.83 4/30/18

    
Image 4.84, 4/30/18    Image 4.85, 4/30/18 
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Images after interview #3 

Image 4.86, 5/1/18     Image 4.87, 5/1/18 

    

After MM’s glazing and the final firing we see the photo of the teapot in image 

4.86 and 4.87.  The handle stands perfectly, the color is an amazing blend of blue and 

purple and MM seems extremely happy with the finished work.  The piece turned out as 

she had envisioned it.  Only now can I fully understand the original vision she was 

working towards. 

In the last interview with MM I ask about the atmosphere of the clay classroom 

during this time period.  I have students in the room on the painting side, but the clay side 

is almost empty, with just the advanced students working independently on projects.  

Normally, many more students are present in the clay room, and it is a louder, much 

busier environment.  How is the phenomenon of creativity taking shape at play different 

based on the situation of the clay classroom?  I asked MM how this semester was for her 

compared to the regular clay classroom she was in last year. 

S: So y-, how do you feel, um, how do you feel the people around influence 

what you're doing? Does this room have an effect on your clay compared 

to other years? 

MM: Um, I feel like I've been more productive this semester compared to (.) 

S:  Okay. 
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MM: -last semester. It was a bigger class and it was much easier to just (.) We'd 

all have big group conversations and then it was harder to focus on what I 

was doing.  

S: So working independently in the clay room works better for you then? 

MM: Yes.  

      (exerpt from MM interview #3) 

MM seems to have a more difficult time “tuning out” other students in the clay 

room while she is working.  Small numbers and less overall noise seemed to help her 

creative process.  My other two clay artists echoed this sentiment in a brief unrecorded 

conversation we had after MM’s interview. While this idea has been present in my 

painting students work, this is the first acknowledgement I heard of a clay artist also 

prefering to work alone on their craft.  MM mentions that the bigger classes cause more 

“conversations” which tells me it is much more of a social activity in the crowded rooms.  

Does that force students to stay out of tune with the phenomenon at play?  Does the 

distraction from their work make students have a harder time connecting with their 

creativity and inner thoughts? 
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SG 14, 4/24/2018 

How does a ceramic artist deal with failure?  It seems to come so often with the process 

of ceramics. Yesterday when I was throwing on the wheel I had success, but today I was 

reminded of why I am unable to always document the creativity happening in the clay 

classroom.  The pieces just don’t always make it, especially at the high school level.  

First come the making of work, then the drying (and cracking) then the firing, then the 

glazing, then the firing again.  So many times where the process can fail, and so many 

times where the piece can change.   
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Besties in the Art Room with BL and EL 

The next two student’s experience of how creativity took shape were analyzed 

together, as their experience is interconnected.  These two students chose to take two of 

the same art classes together this semester.  One could say they are in an intentional 

relationship with each other’s creative experience.  They sit at the same table both class 

periods (by choice), directly next to each other and their artwork starts to reflect each 

other’s often.  BL’s artwork seems to take the lead on many things, and EL seems to be 

constantly looking to BL for inspiration and ideas.   

While BL seems to be experiencing creativity much the same as other students in 

the class, it seems EL experiences creativity in a way that is closely connected with BL 

and her artwork.  This action is an example of the plural nature of the phenomenon at 

play within different constructs.  If EL was not in the same space as BL how much 

different would her experience of the phenomenon be?  Would she create artworks that 

were similar? Would she find a different “influence” in the room to connect with? 

Looking first at the still life projects we see less similarity, but when work begins on self-

portraits the influence they have on each other’s work is visible in the images. 

In many ways this is reminiscent of how “examples” of artwork influence art 

classrooms.  Many elementary teachers would suggest that if you show an example of a 

great black cat, you will get twenty-three replications of that same “great black cat” done 

by different students.  Does a dominant personality in an art classroom paired with a 

more subdued personality cause the same type of reaction echoed in production? Instead 

of analyzing BL and EL’s pieces individually they were placed next to each other with 

interview excerpts from both artists.  
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Image 4.88 4/11/18 BL   Image 4.89 4/12/18 EL 

 

  The first pieces of finished artwork that we look at are BL and EE’s still life 

projects in images 4.88 and 4.89.  Students were directed to select three to five objects 

they felt would relate together and have meaning together in a still life.  BL selected a 

coffee shop type theme while EL went with a beach type theme.  I overheard them 

discussing “summers” and this was each of their interpretations on the collective idea. 

While EL and BL chose different objects to use as inspiration, they both selected acrylic 

paints for their work and painted their objects on pre-stretched canvas.   

Towards the end of the still life project, I introduced students to the self-portrait 

project and gave them a few days to incubate ideas on how they wanted to begin.  Much 

like the previous still life assignment they could use any type of paint they wanted on any 

of the available surfaces in the room (or they could bring in their own).   

While students were incubating ideas, I brought in my watercolor palette for 

everyone to experiment with.  Unlike the watercolors we normally have available in the 

art classroom my palette contains many extra color choices and more vivid blends of 

various hues.  Other students in the room seemed less interested in this watercolor palette, 

but both BL and EL were immediately drawn to the vivid colors.  They both spent time 

messing around with the pigments and playing with different premix’s that were on the 
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palette. I was able to interview both BL and EL right before they began work on their 

final pieces and they both mentioned this palette in their plans. 

S: All right. So uh, tell me 

about what you're 

choosing to do for your 

portrait. 

A: EL: Um, so I'm gonna paint 

like blue and green 

circles all around like the 

outside, and then I was 

gonna put my face in the 

middle. 

S: Oh, okay. Why blue and 

green? 

A: EL: 'Cause those are my 

favorite colors. 

(excerpt from EL interview #1 ) 

 

 

S: Okay, so, tell me about 

your next project.  

A: BL: Um, so, I'm planning on 

doing, like, if I can use 

your watercolor? 

S: Mm-hmm (affirmative)  

A: BL: 'Cause I picked out, like, 

four or five different 

colors that I thought 

went, like, as a good 

color scheme. And then, 

I'm going to do, like, kind 

of an abstract 

background. And then, 

hopefully, like, paint in, 

like, black acrylic or 

something, my actual self 

portrait. 

(excerpt from BL interview #1) 

Images after interview #1 

Image 4.90, 4/17/18, EL        Image 4.97, 4/13/18, BL
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Image 4.91, 4/18/18, EL        Image 4.98, 4/17/18, BL

  
Image 4.92, 4/19/18    Image 4.99, 4/19/18  

  
Image 4.93, 4/20/18    Image 4.100, 4/19/18 

  
Image 4.94, 4/23/18    Image 4.101, 4/20/18 
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Image 4.95, 4/24/18, EL        Image 4.102, 4/23/18, BL 

  
Image 4.96, 4/25/18         

 

 In images 4.90-4.102 and through the first interview we begin to see the 

connected experiences of BL and EL.  While BL was working on her piece first we can 

see where EL is being influenced by her creativity. These intial interviews reveal the 

similar approaches both girls have to the self portrait project. The only requirement for 

the self-portrait piece was to include something that represented a part of them.  They 

both selected a background as a common starting place and similar materials for their 

finished work.   

Surface choices for this project included masonite board, prestretched canvas, 

canvas panels, paper of all types or anything else they wanted to use.  In addition to a 

wide variety of surface choices, students were allowed to use any type of paint or ink 
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they were interested in using. BL and EL both selected watercolor paper and watercolors 

from the palette I brought in just before the assignment.   

Color choices are a large part of experiencing creativity as a phenomenon.  The 

selection is nonverbal, intuitive and often multifaceted. Table 3 is a pigment list and 

photograph of my palette that they both worked from. The impact of my watercolor 

palette is visible when looking at both BL and EL’s self-portrait pieces.  EL’s color 

choices appear to be an exact reversal of what BL chose, or perhaps EL wanted to select 

colors from the palette that BL wasn’t using.  I wonder if I had curated a different 

selection of colors on my palette if they would have used those instead.  This palette was 

a direct participant in how the phenomenon of how creativity took shape for these artists.  

It influenced both of their actions, and perhaps changed the way they approached the 

project. 

 

Table 3, SG’s Pigment list and palette  

Reflecting back to EL and BL’s  still life projects I notice they both only used 

paints straight “out of the tube” without any mixing of colors.  The “tubes” of acrylic 

paints available to students were curated and ordered by myself at the beginning of the 

school year, selecting from an endless supply of brands and hues.  While any color can be 

mixed using the primary colors available in my selections- not all students take advantage 

Leaf green, Viridian, Cobalt Turquoise, French 

Ultramarine, Cerulean Blue, Iridescent Phthalo Blue, 

Titanium white, Raw Umber, Light Red, Burnt Umber, 

Yellow Ochre, Raw Sienna 

 

 

 

Lemon Yellow, Winsor Yellow Deep, Cadmium 

Orange, Scarlet Lake, Cadmium Red, Opera Rose, 

Alizarin Crimson, Quinacridone Magenta, Dioxazine 

Purple, Quinacridone Violet, Davy’s Gray, Lamp Black 
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of the opportunity to blend and fine tune their paint colors.  While both girls selected 

their own tubes of color, they chose not to mix colors together for either project (besides 

the token tint and shade using black and white).  This “out of the tube” way of selecting 

color resulted in a larger influence of the construct of the classroom.  The influence of my 

tube purchasing impacted BL and EL’s still life project in the same way bringing in my 

watercolor palette has impacted BL and EL’s self-portrait piece.  

If we look at other artists painting in the same classroom (EE, EM, RD, KF) we 

see mixing happening in all of their pieces.  No one else was affected so strongly by the 

watercolor palette or curated tube colors, even though access was exactly the same.  Were 

both EL and BL thinking that mixing colors was not an option?  Were they being lazy in 

not mixing?  Or is it possible the colors in the tubes were perfect for their purposes?  

With regular acrylics as used in their still life project I find it unlikely that they were 

completely satisfied with the straight tube colors.  With my watercolor palette as used in 

the self-portrait piece I could see how the larger amount of color options made them feel 

like they didn’t need to mix at all.   

Colors aside, the same type of “copycat” experience in how creativity takes shape 

happens with their overall background compositions. The two artists follow a similar 

style of bubble like shapes unlike anyone else in the classroom.  EL’s watercolor shapes 

are slightly more circular than BL’s but both compositions reflect the same general 

pattern. 

  Is it possible that when the BL and EL are experiencing creativity they are 

collectively thinking and creating together, but not with others in the same classroom? 

Their experience of the phenomenon of how creativity takes shape is happening together, 
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yet somehow separate from the rest of the class. We see the similaritites pop up again in 

their final pieces, the botanical works.  Both elected to create black and white graphite 

sketches with watercolor details of botanical subjects, on watercolor paper, in the same 

orientation.  Despite the wide array of options for this project these two artists once again 

were deeply connected in their creative process, and created similar, yet unique pieces. 

Image 4.103, 5/2/18, EL    Image 4.104, 5/1/18, BL  
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SG 15, 4/10/2018 

My palette is a re-creation of hers, with some additions, but for the most part it is the 

same.  She has not only influenced my moment of purchasing, but my entire art process in 

color selection.  If I had a different teacher at the moment I was starting watercolors how 

different would my palette look?  How different would my painting turn out if I was using 

different primaries?  Would my style be the same or are those beginning moments of 

learning about a new medium what formed my experience? 
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KF’s Fragmented Experience 

There are always students who miss school. This can result in fragmented 

experiences since they miss various parts of lectures, demos and class conversations. In 

addition, if the absences are not consecutive the students infrequently get updated on 

what is happening in the room, have less peer influence on projects and have more 

sporradic progress. In addition, from my own personal experience, I know that when you 

are not feeling well, creating art seems to be the last thing you want to do. 

Normally KF is a present, organized and creative student that always works to the 

best of her ability and loves painting.  KF unfortunately was sick during the middle part 

of the research process, so she missed close to one whole consecutive week and some 

extra days in between.  Her experience as documented allowed us to see the phenomenon 

from a different angle, more of a rushed perspective. KF’s experience of the phenomenon 

was drastically different than the other students whom were present in the classroom 

during this research period. She brought in her pieces as frequently as she could, but 

missed many of the interview sessions I had hoped to have with her about her pieces in 

progress.  I tried to cover a lot in one final interview, but it fails to fully chronical the 

experience as it was happening, and focuses more on her memories of the creation of the 

pieces, and her observations of her work after the process. I was able to capture a lot of 

photos of the pieces of work in the last week as she rushed and tried to “catch up” to the 

class. 
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Image 4.105, 4/5/18     Image 4.106, 4/11/18

      
Image 4.107, 4/12/18       Image 4.108, 4/13/18

   

Looking specifically at KF’s still life work, I am reminded of LG and her work 

process.  Methodically working one step at a time, with a specific goal in mind we see 

KF’s piece take shape.  The overall composition for KF’s still life piece was set with a 

pencil sketch underneath the painting with specific placement of each object in a strongly 

balanced composition.  LG did the same sketching method in her still life and each of 

these two artists used the technique of color blocking to put in major shapes right after 

their initial sketch.  Following the color blocking KF moved throughout the work with 

one color at a time creating smaller detail in multiple areas of the painting. We see this in 

her addition of the rainbow and clock colors layer by layer.  She moved throughout the 

painting using the colors on her palette during different work sessions- perhaps a time 

saving way of working within the constraints of the class period.  KF was in the 
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classroom for the creation of most of this piece, and she quietly and diligently worked 

each class period, marching towards her final goal with a steady hand and a plan. 

 During KF’s self-portrait piece, her experience of creativity was much different 

than during her still life.  While she seemed to work in the same style, much of her 

creation took place outside the classroom, or with gaps in her classroom time. Her self-

portrait piece appears to have much more expression in it.  She used a different style of 

brushstroke and let the background freely flow, unlike her original still life piece.  When 

I asked KF about her piece, she started to tell me how it was based on a feeling of a 

memory. 

 Image 4.109, 4/17/18  Image 4.110, 4/18/18  Image 4.111, 4/19/18 
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Image 4.112, 4/20/18  Image 4.113, 4/23/18  Image 4.114, 4/27/18  

 
S: Okay, obviously, you're @ you're scrambling to get this piece done, but is- 

is it turning out the way you originally wanted it to? 

A: KF: Um (.5) yeah, I didn't know really what to do, when I first started. 

S: Okay.  

A: KF: I was kind of (.)I was just thinking of like things I liked and tried to like 

make a background or something out of that. 

S: Yeah.  

A: KF: And I originally kind of wanted to do like a fall background, but then (.) 

um (.) I don't know, I just kind of changed. And I feel like this picture that I 

took, um (.) of me and a couple of my friends, we like found this big field 

this summer, and it was just like really pretty. And then like we laid down 

and we had like a picture of just like the upper half of our face, so I kind of 

just based it off of that. 

S: Oh yeah, I can see that. So for you, it has a memory. Like, you remember- 

do you remember what it felt like when you were laying down? Or ...  

A: KF: Yeah. 

      (excerpt from KF interview #1) 

The phenomenon of creativity as it relates to different subjects appears to 

manifest in KF in different ways.  When KF is working on representations of physical 

objects as in the still life painting KF’s process was more static and moved along 

methodically.  She intricately painted each object step by step in her process.  Her self-

portrait piece is the opposite.  This piece is based on a feeling, and in KF’s case the 

painting based on memory produced a more open process and KF just “lets it flow”.  
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While she looks at a picture to remind her of the experience of lying in the grass, it seems 

much of her inspirational idea is coming from a feeling she had.  How does an artist 

capture a feeling on a canvas?  Is this a possible thing to do? 

Image 4.115, 5/1/18 

 

In image 4.115 we see KF’s finished self-portrait work.  In her interview I asked 

KF about what her experience of creation was like, facing the challenges of being sick 

and having to “catch up” quickly in class. 

S: Now you worked on this piece a lot at home, um (.) how was your 

experience working at home different than your experience here? 

A: KF: Um (.)at home, I can have just like big blocks of time where I can just 

work on it, and I didn't have to like stop. So that really helped, and I like 

used a lot of my own paint, so then I had that readily available for me. 

(excerpt from KF interview #1) 

KF has access to supplies and a working environment that helped facilitate her 

creativity at home.  This bridged the gap between the art room and home helping KF 

avoid some anxiety in finishing the piece.  Later in the same interview we discussed what 

her experience was like in the classroom, and I was surprised to find for KF, it wasn’t 

very different at all.  Similar to the way that EM worked, she found herself just “plugging 
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in” to her music and not noticing all that was happening in the classroom.  In this 

interview segment she also describes her process of creation more. 

S: Right. Absolutely. And when you (.) um (.) so you told me a little bit about 

creating artwork at home versus creating it here, do you find yourself 

influenced by the other people sitting around you when you're working in 

here? 

A: KF: Um ... not really.  

S: Okay.  

A: KF: Maybe, depending on like the piece, but not really. Usually I'm just kind of 

like listening to music, lost in my own world. Just like (.)I have a vivid like 

picture in my head of what I'm trying to do(.) 

S: Okay.  

A: KF: So that really helps to not get, um ... too distracted. And I don't really look 

around at everybody else.  

S: You just kind of do your thing? 

A: KF: Yeah.   

         (excerpt from KF interview #1) 

I am particularly struck by this “vivid picture” idea of what’s in her head.  JH, LG 

and others all claim to have this inward visualization of what they are trying to 

accomplish, yet none of them express this in a sketchbook before they start.  Do all artists 

experience this phenomenon of creativity where they can “see the work” before it is 

made?  Does this visualization affect the outcome of the piece?   
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SG 16, 4/11/2018 

A self-portrait they create today might be very different than one they create two years 

from now. Working with students and self-portraits can be interesting, as they view 

themselves in so many different ways.  The identity struggle is big in high school, with 

different competing views of self and jockeying for position within a school setting. How 

do my students express their identities through artwork? 
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Moods and Motivation with EM 

Image 4.116, 4/17/18 

 

EM is an introverted, thoughtful art student.  She has taken many art classes and 

has always quietly moved forward with lots of expression in her work.  EM has her own 

preferences of style when working, and often likes to work from photographs.  During the 

still life project EM found a photograph she was inspired by, and recreated it using her 

own color choices and brushstrokes.  The concept for the piece was straight forward, with 

little embellishment, yet has a unique sense of EM’s expression to it. You can see the 

emotion in her brushstrokes and the color blends that produce a calming effect.  The still 

life in image 4.116 reflect EM’S personal sense of color and composition.   

 Image 4.117, 4/18/18       Image 4.118, 4/19/18     Image 4.119, 4/10/18 
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Image 4.120, 4/23/18      Image 4.121, 4/24/18 Image 4.122, 4/25/18 

 
Image 4.123, 4/26/18      Image 4.124, 4/27/18 Image 4.125, 4/30/18 

 
 

EM’s “self-portrait” project was a departure from her regular working method, 

and she decided to approach the artwork in terms of moods. Moving away from using a 

photo resource as inspiration, EM moved through the project from an abstract 

perspective.  She sat back many days contemplating and piecing together the work based 

on the feeling of color.  She created the work one color at a time, and occasionally 

painted over her last days work to adjust according to her whims.    

With all of the constructs influencing how the phenomenon of creativity is taking 

shape in the art classroom, individual students are impacted in different ways.  In most art 

classrooms the idea of giving students assignments is prevalent, especially since in a 

traditional setting educators are required to follow curriculum, standards and basic lesson 
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plans.  EM brings to light a contradictory challenge of this concept.  The phenomenon of 

creativity manifests in her differently when she is given an assignment, rather than when 

she creates on her own.   

S: Do you find that um, do you create differently when you have an 

assignment versus when you don't have an assignment? 

A: EM: Yeah, because sometimes assignments, they don't have as much motivation 

in it. 

S: Oh. Interesting. 

A: EM: So, I'm just like (.5) because if I don't kinda like think of it, then, I'm just 

like, "Ugh. I don't- I'm not really feeling this, but like, I'll try it."  

S: So you almost like, go through the motions, then, when you're getting an 

assignment- 

A: EM: [Mm-hmm] (affirmative). 

S: [versus] when you create something on your own. 

A: EM: Yeah, an- a lot of the times, I'm just like, really literal with drawing, 

because then it- like at the end, I kinda get like, I'm such a perfectionist, so 

if I like, get it, it's a lot of like, satisfaction in it, but, that's why I like 

painting, because it's very less literal and like, confining. 

(excerpt from EM interview #1) 

I wonder how many student artists have this same experience when they are 

working.  Does the assignment actually constrict the creativity if it doesn’t properly relate 

to the students? How does the overshadowing cloud of the assignment change the 

creative process for EM?  She claims she finds herself “confined” with both the 

assignment and her personal desire for perfection.  This perfectionist attitude could make 

the assignment itself seem daunting, if the student is trying to create work that is high 

quality according to the teacher’s rubric.  

Moving forward with her work, we look to EM’s self-portrait piece.   EM enjoys 

drawing and spends a lot of time sketching before beginning her pieces.  When she was 

creating her still life the entire piece was pre-sketched in pencil first.  Interestingly 

enough EM claims that she feels that the use of paint as a medium changes her 
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perspective on the piece.  How could paint make her feel more open?  Does the flow of 

the physical material guide her choices in the assignment or is it because she feels that 

when she draws she must be exact?  EM decides to explore the medium and color of 

painting a little more openly in her self-portrait piece, trying to focus on “moods of color” 

rather than the realism of the work.   

S: Okay. So for your self por-portrait project, what do you think? 

A: EM: I want to do something similar to what we did in, I think it was Drawing 1, 

where we did like a line portrait of ourselves? 

S: Oh, yeah. 

A: EM: And then have that as the outline and then like paint it, kind of according, 

to like how my blind portrait was and then like kind of different moods, but 

I'm not sure yet about it. The mood thing. 

S: So are you going to do it completely blind with a Sharpie or something? 

A: EM: Mmm Hmm. (Affirmation) 

S: Or what are you thinking? 

A: EM: Yeah. I'm going to do it completely blind with a Sharpie and like masonite 

board- 

S: Okay. 

A: EM: (.) And then paint over it.  

(excerpt from EM interview #2) 

EM is referring to an assignment we completed in our classroom based on 

exercises out of Betty Edwards (2012) Drawing on the right side of the brain.  To do this 

exercise students try to “get outside the box” and draw exactly what they see by covering 

up their hands and not paying attention to what they are putting down on the paper.  Since 

EM mentioned she felt restricted by drawing this exercise is helpful for her to open up a 

little, and create more expression.  This coupled with how she intentionally decides to 

paint in a very expressive way of looking at her color choices based on moods is a very 

different style of working than in her still life piece.  Do artists like to mix it up in this 

way?  Can we see a pattern of realism moving to expressionism in individual artists 
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works?  Throughout art history we see this pattern in art movements, but is this a result of 

the natural rhythm of an artist experiencing creativity? 

EM is working to challenge herself in the arts classroom.  Creativity manifests in 

her as a form of self-motivation and desire to create and express herself.  She has an 

internal desire to create, regardless of her being in an art classroom or out of school. 
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SG 17, 04/19/2018 

 

How does one inspire the uninspired?  What does it mean to create on a clock?  As I 

reflect on my class today I realize that I am expecting a lot out of students for them to sit 

here and be creative.  They have just come from another class, maybe math, maybe 

history and just spent 45 minutes studying some subject I don’t know much about. 

I sit tonight and stare at my sketchbook.  a potential limitation of arts-based research 

might be sometimes you just don’t feel like being creative. How can I explore creativity if 

I’m not in the mood for it?  Should mood be allowed to so strongly influence my research 

patterns- because it seems that it is. 
 

Chapter 5 
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Closing

SG 18, 01/02/19 

An artist’s work is never finished, but capturing a fleeting moment of the manifestation 

of creativity can be breathtaking. 

I decided to conclude/express/finish my study with one final piece of artwork.  This 

artwork serves as my interpretation of the entire process and phenomenon of how 

creativity takes shape. I created it after my first draft of writing was done, and as I 

continued to edit and explore my study. 

As an artist, a teacher and a researcher I am humbled by the task of studying the 

phenomenon of how creativity takes shape in my classroom.  While I can never fully 

understand the phenomenon, I was able to explore some fleeting manifestations as they 
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took place. My research, while never complete gives a glimpse into the experience of 

student art creation, and a glimpse into the experience of an artist/teacher/researcher as 

the school year marches on. 

In this study I have explored many different facets of my classroom and my own 

art process.  I started by examining the constructs at work influencing how creating art 

might take shape in my classroom.  I spent time exploring the history of art education and 

the potential impact it might have on the current American art classroom.  I traced my 

personal history of making and teaching and examined how my history of experience 

appears in the classroom.  I looked deeply at my school, and school structure for other 

potential influences affecting the phenomenon at play. I studied ten individual student 

artists over a period of five weeks to deeply explore their creative process as it happens.    

My methods included a combination of Post-intentional phenomenology and 

Arts-based research.  I followed a structured research plan yet remained open to the 

nuances that Post-intentional phenomenology offered me as a researcher.  Before I began 

my formal research period I informally worked with the students, got to know them as 

their teacher and played with different concepts from Art-based research practices.  When 

the study was in full swing, I was dedicated to capturing as much data as possible from 

the students in any way the phenomenon called for it.  This ended up including 

interviews, pictures of artwork, pictures of sketchbooks and informal conversations and 

observations. The images of the student artwork serve as data as well as results of the 

phenomenon at play.   

In chapter four I deeply explored each individual student artist by looking at all 

the data (writing, artwork, photographs) collected about their process.  I looked to the 
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photos and interviews and found that each of the ten student artists in this study had 

unique processes they followed in the creation of their artwork.  They were influenced by 

many of the same constructs, including me, the school and the overarching educational 

system, yet they worked in unique ways.  I decided to share my analysis and conclusions 

by writing a vignette about each individual students’ experience.  This vignette included 

my interpretations, raw interview data using student voices and selected photos of 

individual artworks in process.   After reading and rereading this data multiple times I 

attempted to relate their experience with my reflective journaling and daily reflexive 

artwork that had taken place simultaneously during the research month. Many of my 

pieces held the same emotions and insights that were manifested in the phenomenon of 

the student’s creativity, yet still had their own original twist.  At the end of each student 

vignette, I placed a piece of my artwork created during the research period coupled with 

my journal excerpt from the same day.  These finished artworks are outward expressions 

of my inner thoughts using visual reflexivity as a process from Arts-based research. The 

artworks in tandem with the daily reflections serve as conclusions and discoveries of how 

creating art took shape in my room.   

Discoveries and Thoughts 

During this journey of discovery, I found many unique facets to how creativity 

takes shape in my classroom.  I feel I was able to capture fleeting manifestations of the 

phenomenon as it was experienced yet accept that the phenomenon is ever changing.  The 

process was messy and challenging, reminiscent of the process of teaching and creating 

art.  
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My journals and artworks reflect this messy journey, some days focused and some 

days all over the place. The same messiness exists within each student vignette.  I 

intentionally included raw data in many parts of the student vignettes.  I want the reader 

to see the art pieces and hear the students voices to make their own interpretations of how 

creativity took shape in this space.   While my analysis includes some interpretive parts, I 

would encourage the reader to make their own conclusions about each individual student 

account, as well as through looking at my artwork and reflective pieces. I realize now 

more than ever that creating and teaching art is a rhizome, with multiple paths, shoots, 

directions and tangents.  Interpreting these results is part of understanding the 

phenomenon of how creativity took shape in my classroom and will remain unique to 

each reader. 

I also want to share a few of my personal observations that I feel can be stated in 

words.  As I read through and listened to the raw data, I noticed some similarities in the 

vignettes, and some similarities in the student working processes.  Reminiscing about my 

own art experiences and looking at my reflective journal I feel my experiences mirrored 

the students in some cases.  

Perhaps I am searching for these similarities, as there are just as many differences 

in each individual process, but their presence seems to justify at least a recognition.  

While it seems possible to make generalizations about creativity, as an artist and teacher I 

remain reluctant to standardize the creative process. For this reason, I would like to 

comment on a theme I saw, but at the same time be aware of the potential implications of 

recognizing this as a piece necessary to creativity and be aware of the potential different 

interpretations by other artists, teachers and researchers. 



 

149 
 

The theme I noticed that continued to be present in many students and my own 

work is the idea of a visual image.  Several of the students mentioned a visual image that 

“appears” in their head as they are creating or planning to create their artwork.  This 

visual image seemed to have influenced their process as well as their personal 

determination of success or failure of the work.  In different student accounts these visual 

images were mentioned at different parts of the process and students in both painting and 

ceramics referred to them.  Sometimes the students’ visual image was manifested before 

they began and delivered a roadmap to their process.  Sometimes the visual image 

represented a perceived “finishing point”.  For the ceramics students the visual image 

sometimes served as a “sketch” or “goal” for their wheelwork.  The presence of this 

image was mentioned in many student interviews across the research period.  While it 

was referred to amongst many students, several also mentioned that they knew where 

they were going, but not really what that looked like. 

After identifying this presence, I found myself thinking about my own creative 

process and realize I also experience what students are referring to as a visual image 

before I create.  This experience however is so much more than a visual image.  Looking 

back to Mangravite’s (1932) ideas on developing students’ unique creative vision he 

claims “the teacher must never interfere with the child’s mental image by telling him how 

to begin” (p.29).  I don’t think it is just a mental image that the student is experiencing I 

think it is more embodied than that.  I sat down on the wheel to explore this idea and 

found I knew what I was attempting to make and felt slight disappointment when that 

piece did not come to fruition.  Yet in that moment, I could not describe exactly what it 

was I was trying to make.  I had a general idea of the ways I wanted to position my 
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hands, but otherwise was letting the clay in some ways command the outcome.  

Similarly, when I created my conclusion painting with watercolors I found myself with 

multiple pause points along the way as the piece developed.  I would stare at the colors 

and just “know” which one I wanted to use next.  I had an idea of the direction I was 

going and used the ebbs and flows of the phenomenon of creativity to guide me in my 

process.  While forms of a visual image felt like they were present, in some way, it was 

so much more than that, and I struggle to describe it in words.  I would say that instead of 

using a visual image or mental image as a roadmap for my artwork, I was following 

something that I felt but it was more in my body than just in my head. 

After further reflection and re-reading of the artist vignettes I believe the student 

artists were experiencing something similar.  I would describe it as an embodied feeling 

that leads to intuition that guides my art creation.  Sometimes this is experienced through 

the inspiration of a visual image, sometimes this is experienced through a feeling of 

colors, and perhaps sometimes it is experienced in the movement of the body and 

medium itself.  

Limitations and Recommendations for future research 

This study provides a glimpse into the phenomenon of how creativity took shape 

in my art classroom, in my students and in me as a teacher, an artist and a researcher 

during a five-week time period.  It provides images and vignettes of student art creation 

experience and reflective journaling and art pieces by a seasoned school art teacher.   

This data could potentially be useful for a preservice art teacher trying to 

understand what might take place in an art classroom, keeping in mind the individual 

nature of the classroom and individual students being studied. I would discourage broad 
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generalizations of this study as it took place in a small setting, with a limited number of 

students, but even so it can provide some interesting jumping off points for discussion 

and reflection for preservice art teachers.     

Throughout this work, the phenomenon of creativity was experienced in many 

different ways, but with a few similarities.  A cerebral visual image was mentioned by 

many students and appeared to manifest itself throughout the research.  While my study 

was not specifically about this visual image, further research could take place exploring 

this visual image experience and potentially how it affects student/artist perception of 

artworks.  It would be interesting to look at unskilled or child artists and see how the 

visual image affects their perception of their finished artwork.  

While this was a limited study, further research into the phenomenon of how 

creativity takes shape in an art classroom could be explored in a multitude of ways.  The 

same study could be done in a variety of school settings to gain further insights into the 

manifestations. The larger idea of “how creativity takes shape” as a phenomenon could 

be explored in a much broader context.  It could be explored in a variety of non-

traditional settings such as artist studios and art centers, or perhaps across a range of 

creative pursuits such as music, theatre or dance.   

The phenomenon of how creativity takes shape is fleeting and always morphing 

as it happens.  The best I can do at this moment, in this space, is to continue capturing 

manifestations and experiencing it through the creation of my own artworks. 
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Appendix A 

Potential Interview questions: 

Beginning:  Tell me about the work you have created. 

What is this work about? 

How did you decide to begin this piece? 

How did you find yourself working on this piece? 

Where do you see this piece going from here? 

Middle:  How did this piece change from your original idea? 

Was this piece for an assignment? How did that effect the way you 

worked on it? 

Did you ever feel stuck working on this piece? 

Did your approach to process change through working on this piece? 

Are there things in the art room or your current situation that influenced 

your work on this piece? 

End:   How long did it take to create this piece? 

Were there any moments that you felt you couldn’t continue on this piece? 

How did you process change or your idea change from the beginning 

stages of this piece? 

  Did this piece turn out how you had originally planned? 

Tell me about the moment that you felt that you were done with this art 

piece. 

Is there anything that you would change about this work?  Was there a part 

that didn’t go the way you wanted? 

Which part of creation was the most challenging to you? 
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Appendix B 

Transcription conventions 

 (many parts adopted from Bucholtz (2011).  White Kids: Language, Race, and Styles of 

Youth Identity. New York: Cambridge University Press, p. xiii. 

Each line will represent a single intonation unit.  All names will be changed to initials.   

S:  researcher & teacher 

A:  artist and student being interviewed 

N:  other students in classroom during the interview 

.  end of intonation unit; falling intonation 

,  end of intonation unit, fall-rise intonation 

? end of intonation unit, rising intonation 

!  raised pitch and volume 

[ ] overlapping speech 

< > researcher observation as recorded on paper notes after interview 

@  laughter 

(.)  short pause 

(n.n) measured pause of greater than .5 seconds 

Italicized mumbling, speaking under breath 
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Appendix C 

IRB 
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Appendix D 

President/Principal approval 

 

January 29, 2018 

President of Holy Family Catholic High School 

8101 Kochia Lane, Victoria, MN 

RE: Permission to conduct Study in student art creation 

Dear Mr. Mike Brennan, 

I am writing to request permission to conduct a Post-intentional Phenomenological and 

arts based research study in how creating art might take shape in the art education 

classroom at Holy Family Catholic High School.  I am currently enrolled in the PhD 

program at the University of Minnesota and in the process of writing my thesis.  

 

I hope that the school administration will allow me to recruit a small number of interested 

students, who volunteer to participate, will be given a consent form to be signed by their 

parent or guardian (copy enclosed) and returned to the primary researcher (me) at the 

beginning of the process.   

If approval is granted, student participants will complete short audio recorded interviews 

in a classroom on the school site during school hours.  Their artwork will also be 

photographed and I will be looking at their writings in their sketchbooks.  The results will 

be analyzed for the thesis project and individual results of this study will remain 

absolutely confidential and anonymous.  Should this study be published, no names or 

individual information will be expressed.  No costs will be incurred by either your 

school/center or the individual participants. 

Your approval to conduct this study would be greatly appreciated.  I would be happy to 

answer any questions or concerns that you may have at any time. 

If you agree, kindly sign below acknowledging your consent and permission for me to 

conduct these interviews at your institution. 

 

Sincerely, 

 

Shelagh Gamble 
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Appendix E 

Student approval 

Creating Art Study 

GUARDIAN AUTHORIZATION:  Your child is invited to participate in a Post-

intentional Phenomenological and Arts-based research study in how creating art might 

take shape in the art education classroom conducted by Shelagh Gamble, from the 

University of Minnesota.  I hope to learn more about the students experience in the 

creation of artwork and the finishing of artwork.  Your child was selected as a possible 

participant in this study because he/she is in advanced art at Holy Family Catholic High 

School.   

 

If you decide to allow your child to participate, and they are selected, they will be 

interviewed 3-10 times over the course of the school year by Shelagh Gamble.  These 

interviews will be audio recorded (no video) and pictures of the artworks discussed will 

be photographed.  If the student keeps one, sketchbook drawings might also be included. 

These interviews will take place in the art room during regular school hours and will be 

fairly short- no longer than 10 minutes.  

Any information that is obtained in connection with this study and that can be identified 

with your child will remain confidential.  Subject identities will be kept confidential by 

the assignment of fake names and numbers as needed.  The focus of the study is not the 

individual, but rather the discussion of the artwork and student experience in creation.   

 

Your child’s participation is voluntary.  Your decision whether or not to allow our child 

to participate will not affect grades or your child’s relationship with Shelagh Gamble and 

Holy Family Catholic High School.  If you decide to allow your child to participate, you 

and/or your child are free to withdraw your consent and discontinue participation at any 

time without penalty. 

 

If you have any questions about the study, please feel free to contact Shelagh Gamble: 

gambles@hfchs.org.  If you have questions regarding your rights/your student’s rights as 

a subject, please contact the IRB (irb@umn.edu).  You will be offered a copy of this form 

to keep. 

Your signature indicates that you have read and understand the information provided 

above, that you willingly agree to allow your child to participate. 

Parent/Guardian Signature 

_____________________________________________________ 

Student Signature_______________________________________ 
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