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ABSTRACT 

A Storied History of Art Education: The Art Department at Central Technical School, 1892-2014 

Dustin Garnet, Ph.D. 

Concordia University, 2015 

 

The Art Department at Central Technical School (CTS) in Toronto, Canada supports the 

countries first and only specialized technical fine art program for adults and high school students. 

My purpose in this research is to provide one version of this institutionôs 122 year history 

utilizing the lived experiences of the men and women who shared in its legacy. I explore how 

stories as a form of historical research provide insights into the everyday lives and artistic culture 

of CTS resulting in more localized and relational accounts of the past. Questions guiding this 

study include: Who were the forces behind the growth of the CTS art program? What are the 

factors that have helped sustain this publically funded institution? What were the major historical 

events that shaped the history of CTS? And, why is the Art Department at CTS rarely mentioned 

in written histories of Canadian art education? 

From a theoretical perspective, my approach to new history(ies) has generated a socio-

historical literary account of CTS as part of the field of art education, allowing me to construct 

stories and emplot characters in ways that provide multiple forms and contexts to understand the 

institution from more holistic perspectives. Through the methodological architecture of the 

polyptych frame I have built a collection of historical stories that hinge together, but can be 

separated and reconfigured to tell multiple stories from personal, external, and internal 

perspectives. Stories are at the heart of my research and within them lies much more than 

individual oral histories. The new history I construct speaks to a transgenerational artistic culture 
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built on relationships and networks that directly contribute to shaping the visual culture of 

Canada. 

 Invoking the use of stories as an aesthetic means of constructing history has permitted me 

to expand on significant historical issues specifically addressing the domains of art, education, 

social structure, and culture. In an effort to promote genealogical continuity rather than disparity 

between historical realities and historical narratives I engaged in primary sources of information 

that link five generations and identify four thematic threads including, identity politics, 

institutional identity, school culture, social networks, that braid and create continuity over time. 
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CHAPTER ONE- BEGINNINGS, TENSIONS AND STORIED FUTURES 

 

Research into the history of art education history in Canada has much potential to 

educate, to inspire, and to breathe new life into the many positive memories Canadians have of 

their experiences inside art classrooms. As an emerging artist, visual art educator, and scholar in 

the field of art education history, I feel a personal responsibility to understand how the 

philosophical choices shaping art education were formed, and in the process, deciding which of 

these stories to tell and why as part of the historical record. My purpose in this research began by 

asking: Will and how do the commonly known histories help educators, pre-service teachers, art 

historians, and art students? Why are some stories chosen over others? What stories should be 

chosen to pursue? These are all questions that I have asked myself in an investigation of art 

education at Central Technical School (CTS) in Toronto, Ontario, where I have been an art 

teacher for the last decade. Within these questions are seemingly endless avenues of exploration, 

and for this reason, my research is not a definitive history of technical fine art education at CTS, 

but a reflexive history self-consciously produced: selected, ordered, and interpreted to make 

sense of the voluminous oral histories, archival sources, and material culture analysis viewed 

through a postmodern lens. The organization of this dissertation reflects my conception of 

history as a multiplicity of stories in addition to facts, dates and events.  

The art department at Central Technical School (CTS) in Toronto, Ontario, is one of 

Canadaôs oldest and longest-running technical fine arts education programs. The visual art 

program at CTS is little known in the history of art education, yet some of our most honored and 

celebrated Canadian artistsðfor example, A.J. Casson, Joyce Wieland and Doris McCarthyð

have taught at or attended the school. My research will contribute to the field of art education by 
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investigating this unique art education department through the stories of students, teachers, and 

administrators who have been and remain at the heart of this institutionôs collective history. The 

CTS art program is a Canadian story that offers insights to our understanding of how art 

education developed in this case study from the beginnings of the program in 1892 to the 

present-day, 2014. I have adopted a multi-focal postmodern lens to the programôs history and 

legacy to compose stories of institutional identity, school culture, identity politics and social 

networks, generated from oral histories, archives, and material culture, producing a layered and 

amorphous version of the past. I construct stories that build a greater understanding of the 

departmentôs culture that was fostered and perpetuated by the individuals who embraced the 

legacy and traditions of this institution. This dissertation is rooted in the lived experience of its 

community members in ways that result in a representative history of my school rather than a 

traditional historical interpretation and rendering of sources of information. 

Although there are a number of detailed, rich, historical accounts of high school and adult 

art education programs in Canada which I will discuss in the next chapter (Chalmers, 2004; 

Soucy, 1990; Pearse, 2006a), specific and localized histories remain limited in the overall 

scholarship (Soucy, 1985). Over the past twenty years there has been a move ñtoward 

recognizing and apprehending more of the frequently neglected, but extremely important 

experiences that should be noted within the history of art education,ò and that is the premise 

which underlies my inquiry (Bolin, Blandy & Congdon, 2000). Chalmers (2004) points out that 

histories of ñartists as educators and the education of artists are growing areas of interesté [and] 

the lives of art students too, have received some attentionò (p. 17). Examples of this phenomenon 

are seen in Lemeriseôs (1992) research about Irene Senecal and art education in Quebec, 1940ï

1955; Soucy and Pearseôs (1993) study of the Nova Scotia College of Art and Design (NSCAD); 
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Sacca and Zimmermanôs (1998) collection of woman art educators; Grigorôs (2002) exploration 

of Arthur Lismerôs teaching career; and Stephensonôs (2006) research on two high school art 

programs in British Columbia. My historical research builds onto art education histories of 

instructors and students of my school and provides various forms and ways of telling stories by 

creating thematic links weaving into the networks that constitute a construction of art education 

historical research. Adding to existing histories of art education, my work provides new and 

different ways of expressing history not commonly found in the field. Building on the 

foundational work of Canadian art education historian Donald Soucy (1985), I have come to 

recognize that: 

Histories, like any set of ideas, arise and develop in an historical context. Any 

contemporary history is related to histories written before it. Reciprocally, past 

histories are affected by histories written today. Different histories then, can be 

used to append, contradict, support, or otherwise clarify each other.   (p. 3)   

 

Soucy (1985) suggests that to avoid repeating possible inconsistencies or flaws in 

secondary historical sources, researchers should attend to the primary sources of data and focus 

on individual stories that add new interpretations and understandings to the field. I accessed 

many secondary sources such as newspaper and magazine articles, and department promotional 

material, but few academic sources published in books or journals acknowledged the existence of 

the CTS art program. Specific secondary sources that I have drawn upon to inform my study 

include institutional documents, such as meeting minutes from the City of Toronto (1880-1920); 

the Ontario Trades and Labour Congress (1890-1920); and the Toronto Technical School Board 

(1891-1915), educational research reports from governments and the Ontario Teachersô 

Federation, as well as letters, petitions, speeches, various video recordings of school events, 
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reports and resolutions from industry and labour organizations. A variety of other sources 

including multiple archive locations, yearbook collections, and alumni photographs and artwork 

have been analyzed to inform stories that together create a comprehensive historical account. As 

well, I have reviewed other doctoral dissertations and published histories of educational politics 

and technical education to inform this study. The variety of perspectives represented in these 

secondary resources provide a comprehensive and multivalenced account of the Art 

Departmentôs history. Although there are extensive secondary sources from which I could have 

written this historical account, I opt to take up Soucyôs challenge by pursuing primary source 

material to construct this departmental history, supported by secondary sources. 

An extensive amount of resources have been collected to generate this account of the past 

including a growing collection of more than twenty oral histories, recorded from British 

Columbia to Nova Scotia, from former students and teachers in the art education department, 

ranging from a 99 year-old contributor who attended the school in the late 1920s to voices from 

each generation that form the social landscape and ultimately the identity of my school. I draw 

on all of these sources to triangulate my research using key participant checking, debriefing and 

material culture analysis to balance the first-hand knowledge of department events, and notations 

from personal journals. My study is not only an intensive analysis of the Art Department at CTS, 

but a project that engages in a longitudinal and retrospective look through the eyes of students, 

teachers and administrators. Taken together, my source material has allowed the identification 

and investigation of gaps in the existing historical research of Ontario art education, adding this 

particular school as an important contribution of the school to the field.  
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The Art Department: A Site of Development and Innovation in Art Education 

In this dissertation I take the position that the development and innovation of art 

education at CTS can be interpreted as spanning five generations of teachers and students, rather 

than following a chronological timeline. This is in part because the CTS art education institution 

is the oldest multigenerational adult and high school secondary program in Canada, and in part 

because my structure is a deliberate effort to offer an alternate writing of history (Macfie, 2014; 

Beaty, 2015). By extension, I provide insights into the roots of Canadian imagery and the 

continuing influence of the school in Canada and potentially across the world. To open this 

conversation, the context of CTS as a legacy within Canada is important to foreground given the 

structure of my historical review. 

Significant alumni include four members of Canadaôs renowned Group of Seven (A.J. 

Casson [1898ï1992], Franklin Carmichael [1890ï1945], Frances Johnston [1888ï1949], and 

Lawren Harris [1885-1970]) and three members of Painters Eleven (Kazuo Nakamura [1926ï

2002], Harold Town [1924ï1990], and Tom Hodgson [1924ï2006]). Fourteen former CTS 

instructors or graduates have received the countryôs highest civilian honor, the Order of Canada 

(see Appendix 1). Former sculpture instructor Emanuel Hahn (1881ï1957) is responsible for the 

designs that still adorn Canadian coins (see Figure 1), and Doris McCarthy (1910ï2010), who 

taught at CTS from 1932 to 1972,
 
 remains one of Canadaôs most celebrated painters. In so many 

ways the institutional history of the CTS Art Department deepens our knowledge and experience 

of our Canadian visual culture.  
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Figure 1: Emanuel Hahnôs designs for the Canadian quarter, dime, and silver dollar. Coin Image© 2015 Royal 

Canadian Mint. All rights reserved. 

 

Another key example, Allwardôs Vimy Memorial (see Figure 2) is an iconic image, recognized 

internationally as a key symbol of remembrance, yet it is not readily associated to Canada, and 

the linkages of this former student to CTS are little known. 

There are many similar cases of members of CTS who contributed to the significant 

number of plaques, memorials, and sculptures dedicated to Canadaôs war efforts. Past teachers, 

sculptors Elizabeth Wyn Wood and Alfred Howell, received official Canadian commissions to 

design war memorials around Canada and overseas. A number of CTS alumni became official 

Canadian war artists: Charles Goldhamer, Frank Brooks, Bruno Bobak, Joe Rosenthal, and Alan 

Collier, to name just a few. Their paintings are found in the Canadian National Gallery and 

various major collections across Canada. This recurring gap in the historical record is 

problematic not only to the history of art education, but to the understandings and contributions 

http://en.wikipedia.org/wiki/Bruno_Bobak
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recognized of art educators within our schools, past and present. As the adage of óknowing where 

you come from to know where you are goingô suggests, the sustainability of our field is in part 

dependent on embracing the depth and breadth of our history, and that begins in our schools.    

 

Figure 2: Former student Walter Allward's Vimy Memorial, 1936, France. Photograph courtesy of the Toronto 

District School Board Archives. 

 

Locating Art Education the L andscape of CTS 

Geographically located at the intersection of major thoroughfares of Bathurst and Bloor, 

in downtown Toronto, the CTS campus is in the one of the oldest parts of the city and arguably 

its cultural heart, just minutes from the Royal Ontario Museum, The Art Gallery of Ontario, 

University of Toronto, and the Ontario College of Art and Design University (OCAD-U) (see 

Figure 3).  
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Figure 3: The Central Technical School building, 2010. CTV News Toronto (2010). [Central Technical School]. 

Retrieved from http://toronto.ctvnews.ca/teens-charged-in-connection-to-central-tech-shooting-1.558972 

 

CTS includes three separate buildings which occupy four downtown city blocks. The 

CTS architecture is grand inside and out. The main building is in the neo-Gothic style, adorned 

with gargoyles, large entrances, and archways. Inside, students are welcomed with marble 

staircases, exquisite wooden doors, paintings and busts of past principals, as well as significant 

war memorials and commemorative plaques. The surrounding community and school population 

of CTS is one of the most ethnically diverse in Canada representing almost every country in the 

world. As well, students with a wide range of socio-economic backgrounds, English language 

abilities, and special education needs attend the CTS art program. 

The Art Centre at CTS is located in the northeast corner of the campus (see Figure 4). 

The art department currently features the only bronze foundry in any secondary school in 

Canada; a 10-wheel ceramic studio equipped with the largest kiln room of any secondary school 
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in Canada; a full-facility sculpture studio, including a fabrication pit for construction and 

welding; sky-lit life -drawing studios; design and painting studios; a printmaking studio with two 

lithography and two etching presses; a large computer room; two darkrooms for traditional film 

processing and printing; and a video and digital film-editing lab.  Three main programs are run in 

the art building: a regular high school stream, a specialized high school stream, and an adult 

specialized stream. In addition to these programs vibrant night school and summer school 

programs allow the surrounding community to enjoy the facilities. 

 

Figure 4: The campus of Central Technical School. Red arrow indicates the art building. Google Maps. (2014). 

[Central Technical School] [Street Map]. Retrieved from https://www.google.ca/maps/@43.6629493,-

79.4086707,395m/data=!3m1!1e3 

 

CTSôs significance as a model of an innovative school department was the result of it 

growing and developing almost like a microcosm within a larger institution. The Art Department 

insulated itself from many educational change forces by fostering a strong artistic culture and 

https://www.google.ca/maps/@43.6629493,-79.4086707,395m/data=!3m1!1e3
https://www.google.ca/maps/@43.6629493,-79.4086707,395m/data=!3m1!1e3
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social networks that endured well after graduates left and instructors retired. CTS is has provided 

education to well over a hundred thousand students, based on a discussion and documentation of 

the school population provided by CTS administrator, Bob Stumpf. His oral history also 

described night school and summer school attendance. During our interview, we calculated the 

numbers his office retained from day, night, and summer classes, estimating that well over 

100,000 students attended CTS from 1915- 2013 and of those almost 30,000 were either part of 

the specialized art programs or took individual art courses.   

From the time the CTS campus opened at its current site in 1915, the art department 

flourished, and an argument for its own stand-alone school building quickly emerged. In an 

unprecedented collaboration between the federal, provincial, and municipal governments, land 

was bought up around the original CTS building and a new dedicated art building was finally 

constructed decades later, officially opening in 1964 (see Figure 5).  

 

Figure 5: Central Technical Schoolôs art building opened in 1964 and named the Art Centre. Photograph courtesy of 

the Toronto District School Board Archives. 
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Designed by Macy DuBois of the Toronto architectural firm of Fairfield and DuBois, the 

inspiration for the art department building design was interestingly credited to the spaceship 

Sputnik, much as McClelland and Stewart (2007) note, influences from ñthe former Soviet Union 

made in technology during the Cold War era prompted educators in North America to refocus 

efforts on scientific and technical educationò (p. 97). In association with F. C. Etherington, chief 

architect for the Toronto Board of Education, as well as CTS art department head Charles 

Goldhamer (1903ï1985) and assistant head Dawson Kennedy (1906ï1967), DuBois developed a 

design that showed, in his words, ñthat intimate relationship between the architect and the usersò 

(McClelland & Stewart, 2007, p. 97). DuBoisôs distinctive design for the CTS art building was 

internationally recognized, and was awarded the Gold Massey Medal for Canadian Architecture 

in 1964. Major architectural magazines including Canadian Architect featured and critiqued the 

art building upon its completion. Acclaimed Canadian architect and architectural historian Peter 

Collins wrote an appraisal of Duboisôs design drawing parallels between the CTS Art Centre and 

institutions such as the Harvard Art Centre and the Glasgow School of Art help to give context to 

the art buildingôs design within an international framework of school architecture and art 

education.  

 

Perceptions, Perspectives and Stories of Change 

  My history of the CTS Art Department is a story of educational change, which I trace as 

an evolution from the roots of specialized technical art education to the current push toward a 

standardized traditional high school. This history can only achieve a semblance of rigor if there 

is recognition of multiple layers of voices telling different kinds of stories from different 

perspectives. Within the stories there resides what Foucault and Bouchard (1980) describes as a 
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genealogy of ideas, mapping the philosophical, technical, pedagogic and curricular influences 

that made CTS the special school that it has been for more than a century. There are different 

cycles of educational change that intertwine between what I view as the public and private life of 

this school.  

  In my study of the school, these forces of change correlate to what I have identified as 

five generations of teachers and students. The stories constructed from the history of the CTS Art 

Department then provide both a macro (educational change) and micro (individual lives) lens on 

the rise and decline of technical art education in this school.  

 

Introducing Generations of Time 

As paradigms change in the field of art education the development of technical art 

training at CTS has taken different forms. The history and legacy of technical art education at 

CTS follows a distinctive path. In my case, the Art Department is a story that explores social and 

cultural dynamics over what I describe as generations of time that together offers a means to 

understand the evolution of the department within the forces of educational change. Five 

generations constitute the history of this department and include: 

¶ A generation of development ï (1892 to 1917) 

¶ A generation of vision ï (1918 to 1942) 

¶ A generation of optimism ï (1943 to 1967) 

¶ A generation of innovation ï (1968 to 1992) 

¶ A generation of standardization ï (1993 to 2017) 

The use of generations to define approximate time periods affords the opportunity to investigate 

both the continuity of tradition and effects of educational change forces on the Art Department. 
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My working definition of generations is based on a notion of knowledge cycles, where over 

twenty-five years, the genealogy of ideas from teachers to students and from students to teachers 

shapes individual identity and school culture in ways that are representative of historical 

legacies. These legacies are traceable in each generation through the innovation of art practice 

and the development of particular characteristics that reside in the curriculum that are then 

expressed in the attitudes of the contributors to this dissertation and documented in the form of 

stories. My central chapter, which I consider to be the heart of my dissertation, consists of a 

series of storied histories corresponding to, and crossing over, the five generations I have 

outlined. Specifically, these histories each contain multiple stories that work together to create a 

much larger institutional history of the CTS Art Department.  

 

Foregrounding My Historical Account: Some Limitations 

My history of the CTS Art Department is only one version of the past constructed by me 

as a researcher, and I acknowledge that I hold a passionate attachment to my research site. I 

began my teaching career in the Art Department at CTS in 2005 and I have built and maintained 

an extended family and sense of home at this site. For lack of a better word, the Art Department 

ñraisedò me to be the educator I am today and I believe I may best reciprocate by serving the 

historical imperative of this institution. In my dedication, I feel a strong moral duty to bring 

forward this history yet I am mindful of what Lemerise (2000) describes as ñthe propensity for 

hagiography that reinforces the cult of heroesò (p. 43).   

 Participating in the culture of CTS for a decade has informed me as an artist and educator 

in ways that as a researcher created a sense of conflicting tensions in the course of writing this 

dissertation. There is a tension at the core of my teaching practice and artistic sensibility that is 
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stretched between traditional, modernist art education which I hold up due to its quality and 

standards ï an integral part of the legacy of CTS ï and on the other hand the postmodern theory 

which was taught during my pre-service teacher education and influences my pedagogy and 

curriculum design. Recognizing these tensions as a researcher led me to question why writing a 

traditional modern history does not capture the quality found in postmodern historiography, but 

modernist art education, as least in the context of technical art education, achieves a consistently 

high level of skilled and talented artists. As an art educator at my research site I have become 

more aware of the intellectual and pedagogical tension between the modern and postmodern 

affecting my curriculum and instructional development. I come to this historical study as a 

researcher where I take up these contradictions, tensions and dilemmas that are at the heart of the 

art education history I construct.  

A further duality in this study is that I am an insider at the CTS Art Department and my 

access to past narratives (oral and written), familiarity with school archival materials, and 

material culture, and my own perspective and lived experience provides for an enriched 

conversation and adds a new dynamic to the notion of how historical truths are generated (Pinar, 

1995). My program of research constructs multiple accounts of CTS, situating this study in 

educative perspectives that seek to promote continuity, rather than a disparity, between historical 

realities and historical narratives. 

The topic I have chosen for my research was not ódiscoveredô in the traditional sense of 

research; it is research that directly connects my personal and professional life, informing my 

artistic output and my professional practice as an educator. The affinity I have for this research 

requires a discussion of author bias to foreground the perspectives that guide my writing. I 

acknowledge that as a teacher at CTS, my personal experiences, both positive and negative, 
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influence interpretations and analyses. I will not claim positivist-empiricist notions of objectivity 

and detachment. What I will do is acknowledge the role of the researcher throughout my study, 

inserting my perspectives and including reflexive endnotes that highlight personal connections or 

insights. My experience at CTS has afforded me a critical lens that has grown out of my personal 

experiences. Insider knowledge is different from bias: when there is an awareness of how your 

own perspectives have been shaped by experience, there is an understanding of how all stories 

are shaped by experience (Garnet, 2012a; Kennedy-Lewis, 2012). My study is strengthened 

when this experience is combined with social and political contexts and historical evidence, and 

when I join my voice with a sonance of voices of students, teachers and administrators past and 

present. The overarching history I construct is shaped by conversation, collaboration, exchange, 

and my personal history in the department that puts me in a position to contribute to the 

historical discourse and thus have meaningful exchanges that generate new ideas. 

 

Structuring New Canadian Art Education Histories 

The technical art education program found at CTS is so vast, it could never be 

documented in its totality, and I do not claim to provide an encyclopedic account of a whole 

history. My research is also not the definitive story of how technical education developed in 

Toronto, Ontario, but a reflexive history self-consciously produced: selected, ordered, and 

interpreted to make sense of the oral histories, vast archival sources, and material culture viewed 

through a postmodern lens.  

Art education histories that have been presented in the past, more often than not, arguably 

carry baggage of tradition either in the manifestation of form or perspectives. In constructing this 

version of recalling history, I maintain the tradition of qualitative rigor while building from the 
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postmodern theories of historical writing espoused by Hayden White, Keith Jenkins, and Alun 

Munslow, which in turn defines the structure of my dissertation and provides the theory, 

methodology, and analysis used to inform the stories I write and why these stories are significant 

in the construction of a representational history. As a case study, the art education department at 

CTS is not a mere topic of cultural appreciation but functions as a critical lens to view the 

development and decline of technical education in Toronto and innovative schools in general. 

In Chapter 2, I discuss theory within the practitioners of art education history in Canada. 

Early studies of art education in Ontario during the nineteenth century, such as those by Pearse 

(2006), Chalmers (1993b, 2006), and Stirling (1991, 2006) and Canadian art education 

institutional histories, such as those by OôBrian (1998), Soucy and Pearse (1993), and 

Stephenson (2006) have provided starting points for my historical investigation. Building on 

these earlier studies I engage in a óprestentisticô form of history. I acknowledge that prestentism 

is a contested space in historical research, but I take it up from the perspective which 

ñincorporate[s] an orientation that deliberately uses the lenses and perspectives of the present in 

order to bring current assumptions and perspectives into focusò (Fendler, 2008, p. 677).  

Theories of ónew historiesô significantly inform my research. New historians like White 

and Doran (2010), Munslow (2012), and Macfie, 2014; Ankersmit and Kellner (1995), and 

philosophers like Foucault and Derrida, guided me to write a postmodern new history on this art 

department. By taking this stance, I enter the field of historical writing at a time when the 

knowledge of postmodern histories are widely shared and emerging theorists are breaking from 

traditional formats or perspectives across fields of study. The lens of new histories suggests there 

is no one true history or metanarrative and, in reality, every history embeds traces of the historian 

who in some way imparts a bias that effects the reality of the story told, that is, the same body of 
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data can produce as many interpretations as there are historians (Soucy, 1985; Smith & LaPierre, 

1995). Historians constantly make choices and despite the completeness of evidence, 

sophistication of theories and complexity of methods, history is an authoring process. The 

authorôs choices ñcontribute to the artifice of narrative as a true representation of the pastò 

(Booth, 2012, p. 568). Like many new historians, I argue that data and inference of what the 

historical fact most likely means is equal to and as important as how we chose to emplot, 

ideologize, figure and argue (Stankiewicz, 1995, Jenkins, 2009, Munslow, 2010). By focusing on 

the plurality of stories which construct this account of art education, I have a duty to engage 

meaningfully with the presumed past, and for me that duty entails ñbeing self-conscious about 

how [I]  go about itð at every level of thinking and practiceò (Jenkins & Munslow, 2011, p. 

580).  

In Chapter 3, I present a customary visual rendering of a multi-case study framework in 

the form of a polyptych. This visual architecture articulates the configuration of my new history 

as an interrelated construction that accommodates the complex emplotment of thematic strands 

woven through the generations of historical stories. Utilizing the architecture of polyptych design 

has allowed me to visually render my new history as a plurality of stories and story forms 

generated from internal, external, and personal perspectives. The polyptych frame is a fluid 

network of clustered panels or in my case, story frames, made up of multiple histories that 

incorporate the three qualitative methods of oral histories (primary), archival research 

(secondary), and material culture analysis (tertiary). These methods function within a three-

dimensional rhizomatic architecture allowing data to converge and diverge in a non-hierarchal 

way. My multiple case study methodology is illustrated by the polyptych and unpacks how my 

data sources informed the interconnectedness of individual histories across time and place. 
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In Chapter 4, I weave eleven representative stories together to demonstrate the 

application of the polyptych construction as a means to generate a new history(ies). The 

multiplicity of stories I have collected provide the opportunity to select stories for this version of 

history that correspond to the five generations identified. Stories were also chosen and 

constructed to provide maximum variation of perspectives. In this way, I engage with traditional 

modes of doing history, collecting the names, dates, and facts, that begin to give us an 

understanding of the past, but also with postmodern issues of identity politics and networks, 

providing layers of context often missing from historical accounts. Considered as a collection of 

histories, the story chapter is the heart of my dissertation. 

In Chapter 5, my analysis examines how the stories, supported by primary and secondary 

sources found in oral histories, archives, newspapers, yearbooks, and a variety of promotional 

material, results in four core narrative strands of institutional identity, identity politics, school 

culture, and social networks that work to weave and connect the histories together. These 

narrative strands are the cornerstones of my new history of CTS, created from the complexity 

and richness generated from each strand as a form of dimensionality and connection between 

stories from different generations which emerged during the course of this research study. 

In Chapter 6, my educational significance adds to a conversation about innovative 

schools, standardization, and educational change. The plurality of the new histories I bring 

forward are formed in the multiple tensions between technical and fine art education and shifts to 

educational standardization. These tensions are shown through the everyday lives of the people 

who have been and are a part of this Art Department. Through this chapter I trace the lineage of 

leaders who directed the Departmentôs vision for over a century and address the tensions and 
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change forces which have led to the standardization and what may be viewed as the potential 

decline of the CTS Art Department as a result.  

 

Reflecting On My Journey 

Knowledge of this institution is important to the evolution of more localized art education 

histories that have implications for our national vision as a field of study. For this historical 

project I am not challenging the assumptions of previous historians, which in most cases means 

arguing they misread the available evidence. I prefer the argument that the evidence I have at this 

given time constitutes a representational history that may well change in the future. This 

reasoning may not convince a historian who believes that the truth is óout there,ô and that it is 

discoverable. Past historiographic belief in an objective-scientific history has allowed educators 

to make public policy in accord with what is arguably an interim understanding. For my research 

I engage with the past and radically redefine it as an aesthetic ñnarrative making cultural 

discourseò (Jenkins & Munslow, 2011, p. 580). In this way I do not facilitate planning for an 

unknowable future, but focus on the vitality of why stories matter in this historical context. The 

Art Department at CTS is of national historic importance and I anticipate I will continue to 

investigate my school as a site for understanding a multitude of the broader forces of political, 

economic, and cultural factors, artistic biases and predilections, and pedagogical practices which 

affect the evolution and progression of art education in Canada. 
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CHAPTER TWO- THEORY AND NEW HISTORIES 

 

The Art Department at CTS is part of a much larger technical school that was allowed a 

generous amount of independence as it developed into the art institution that stands today. Over a 

period of five generations, I show that the Art Department maintained a degree of autonomy 

from the rest of the CTS campus, showcased in the isolated physical locations it has occupied 

and the development of its specialized curriculum. These conditions fostered a vision of 

excellence in technical art practice that did not waver despite decades of educational change 

forces. How could this be possible in a public secondary school system? I address this question 

by first placing the CTS Art Department within the context of Canadian art education histories 

and then engaging in a discussion of ñnew historiesò as a way to represent the plurality of 

historical understanding. This chapter will address how my study embodies what Foucault 

(2012/1977) dubs an ñeffectiveò history (wirkliche Historie) (p. 154), utilizing story as a 

genealogical tool to illuminate generations of time. The histories I bring forward do not follow a 

singular storyline and present a complexity that constitutes an omission in our understanding of 

the development of technical art instruction in Canadaôs largest city. 

Stankiewicz (2009) argues that around the turn of the 20th century, two parallel 

approaches to art teaching emerged in some colonial countries, and this split can clearly be seen 

in the development of secondary art education in Toronto during this time. Academic high 

schools and technical institutions offered an art curriculum that followed what historian David 

Thistlewood (1992) refers to as a classic thesis, in the form of the South Kensington system, 

developed in the mid-19th century at what is now the Royal College of Art in London. 

Stankiewicz (2009) argues that the South Kensington system ñtended to be associated with art 
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education for social control, art instruction that served the economic needs of the dominant 

culture and treated learners as future workers who needed to be civilizedò (p. 8). Ontarioôs 

educationalists believed that technical schools offering industrial art and design would provide 

the means to greatly diffuse ñeducation among the poorer classes of our people, promoting 

temperance, and lessening crimeò (Hodgins, 1911, p. 372). At the end of the 19th century, art 

education began to change in Ontario, moving towards Thistlewoodôs romantic antithesis. This 

antithesis was characterized by the influence of the Arts and Crafts movement on the teaching 

philosophies of the artist-teachers in schools (Sisler, 1993; Panayotidis, 1997). For Stankiewicz 

(2009), this romantic antithesis is defined by: 

éa grounding in cultural rather than industrial technological experiences and a focus less 

on national political needs than on individual desires for distinction through art 

(Bourdieu, 1984). Specialist art teachers of the romantic antithesis identified themselves 

as artists or artist-teachers, not simply as teachers of art. Their personal experiences with 

the contemporary art of the day, then breaking out of traditional academic frames, 

reflected more extensive studio education as well as opportunities for continuing 

professional development. (p. 9) 

The dualism that Stankiewicz and Thistlewood identify in historic sites of art education provides 

a more complex, international understanding of the history and development of technical art 

education in Ontario. My historical construction of the CTS Art Department exemplifies the 

tensions between industrial and fine art training as seen through the lives of students and 

instructors who negotiated this space (see Figure 6).  

Art education historians, such as Pearse (2006), Chalmers (1984, 1993, 2006), and 

Stirling (1991, 2006), argue that South Kensington was Ontarioôs structural model for most 
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forms of art education in the late 19th century. South Kensington incorporated ña highly specific 

syllabus for the teaching of art, which was to be dominant in the UK, and other English-speaking 

countries, at least until the end of the 19th century, and not to entirely vanish until the 1930sò 

(Frayling, 1987, p. 41). Sisler (1993) and Panayotidis (1997) argue that despite the dominant 

South Kensington curriculum, the humanistic values of the Arts and Crafts movement were 

weighing against the mechanizing goals of the Industrial Revolution in Ontario. The history of 

the CTS Art Department engages with this discussion; I show through the stories of past students 

and instructors how this site was a hybrid location of art education working with and through the 

tensions between industrial and fine art to produce both skilled artists and designers.  

 

Figure 6: Toronto Technical School art class, 1903. Image courtesy of the Toronto District School Board Archives. 

 

South Kensington Influences 

Early efforts of technical art education in Ontario were fragmented, with no coherence or 

formal unifying structure. Chalmers (1993) notes that:  
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Between 1835 and 1882, eighty-six mechanicsô institutes were established throughout 

what became Ontario. These institutions provided meeting rooms, reading rooms, and 

libraries, and conducted evening classes for teens and adults. The subjects taught tended 

to be writing and bookkeeping, English grammar, arithmetic and drawing. (p. 168ï169) 

All of these courses, departments, schools and institutions were being promoted, funded and 

maintained in isolation from one another, mostly due to the unique and unrelated motivations 

and influences which spurred their creation. Literature on Ontario technical education quite often 

points to its use as a method of social reform (Rafferty, 1995; Smaller, 2003; Morrison, 1974; 

Stamp, 1970, 1972, 1982). Although it is clear from the historical record that economic and 

labour interests played a large part in the creation and development of technical education in 

Ontario, they are often over-emphasized to the exclusion of all other discourses, agents and 

agencies, particularly in relation to artistic philosophies and interests.  

Walter Smith, as Supervisor of Drawing in Boston schools and State Director of Art 

Education in Massachusetts, has been heralded as the person most responsible for bringing South 

Kensingtonôs rigid system of art education across the Atlantic (Gaitskell, 1953; Soucy, 1990). 

Chalmers (1993) argues that Smithôs role was then ñusurped by Egerton Ryerson who was the 

Chief Superintendent of Education for Upper Canada. Ryerson had travelled in the United 

Kingdom and Europe and was familiar with developments at South Kensington following the 

Great Exhibition of 1851ò (Chalmers, 1993, p. 161). The Superintendent of Ontario art schools, 

technical schools and public libraries from 1880 until 1905 was Dr. Samuel Passmore May. 

Under his leadership, ópracticalô art education was endorsed and a systemized approach to the 

teaching of drawing was implemented in technical schools. Chalmers (1993) notes that Dr. May 

drew parallels to the South Kensington System in his reports and ñthroughout his career he 



24 
 

preached a doctrine of salvation for all through practical, industrially oriented, art educationò (p. 

165). The South Kensington system and its philosophies were the dominant influence in both 

academic and technical schools in Ontario decades before the Arts and Crafts movement began 

to appear in the pedagogy and curriculum of art instructors.  

 

Arts and Crafts I nfluences 

The effect of the Arts and Crafts movement from the 1880s to the mid-20th century is 

discussed by Panayotidis (1997), who links the humanistic philosophical movement to technical 

art education in Ontario. The British Arts and Crafts movement stressed the therapeutic value of 

artistic training to improve not only the quality of output but also the quality of life for the 

working class (see Figure 7). The adherents to the Arts and Crafts philosophy related the moral 

and social health of a nation to the qualities of its architecture and design. It was argued that the 

Industrial Revolution was to blame for many social ills and that a healthy society depended on 

skilled and creative workers. Panayotidisôs (1997) study highlights how Arts and Crafts ideas 

were vital to the cultural production of key social aesthetic notions which were used to shape 

certain aspects of social, educational and economic policy in Ontario. A focus was placed on the 

emergence, development and influence of the British Arts and Crafts movement to show how, 

why and in what contexts the social-aesthetic ideas and practices garnered a responsive 

following. More specifically, she looked at how the movementôs ideas and aesthetic philosophies 

became ingrained in Ontarioôs artistic and educational systems.  
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Figure 7: Toronto Technical School mixed gender drawing class, 1903. Photograph courtesy of the TDSB Archives. 

 

Canadian art education historian Harold Pearse (2006), as well as art historians like 

Duval (1985), Crawford (1998), Sisler (1993), and Foss, Paikowsky, and Whitelaw (2010) also 

recognized the broad influence of the Arts and Crafts movement on visual arts education in 

Ontario schools. Pearse (2006) points to Jessie P. Semple (1859-1938), the first woman 

supervisor of art education for the Toronto School Board (1900-1925), who effectively ended the 

era of South Kensington and the copy book. Sempleôs modern educational ideas introduced: 

éfree drawing of objects, drawing from nature and teaching design, decoration, and 

colour work. These ideas and methods, heralded as maxims of the ñNew Educationò and 

derived from the American arts-and-crafts movement under the influence of such British 

artists and critics as William Morris and John Ruskin, were disseminated to teachers in 

after school meetings and Saturday morning classes. (Pearse, 2006, p. 113) 
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Both the South Kensington system and the Arts and Crafts movement arguably 

influenced in the shaping of technical art education in Ontario. Focusing on the development of 

the CTS art program through the analysis of school prospectus booklets, curriculum documents, 

photographs, oral histories and board minutes, I have traced a clear development of fine art, 

craft, and industrial art-based courses offered at both night and day school (see Figure 8). My 

historical study is marked by a complexity of educational philosophies and the interests of both 

political and social forces acting on the CTS Art Department. This period of development, and 

the narrative threads which come from it, transcend time and weave a tension throughout my 

entire dissertation. The perspectives and lineage outlined in this section show the inability of one 

history to tell the stories of this school.  

 

Figure 8: A section of the Toronto Technical School minutes from the inaugural meeting, December 15th 1891. 

Document shows the hiring of artist-teacher Gustav Hahn. Image courtesy of the TDSB Archives. 

 

New Histories 

Constructing history can be thought of as gathering and organizing a selection of 

fragments to develop a telling of the past. The theorists of new histories (Ankersmit & Kellner, 

1995; Jenkins, 2009; Tosh & Lang, 2009; White & Doran, 2010; Munslow, 2012) help me to 

consider my authorial subjectivity and how to emplot the fragments found in oral histories, 
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archives and material culture. A new history as a historiographic concept requires a brief 

elaboration of how I define and write about its plurality. Throughout this dissertation I use the 

term ñnew historiesò or ñnew historyò interchangeably. While ñnew historiesò is written at times 

its singular form, it is important to note that its meaning is always plural.  

My program of research takes on the margins and edges of historical writing in art 

education in three distinct ways: by confronting history as a literary artistic tool; by 

reconfiguring the conception, of the ways to present the past; and by positioning the author as a 

participating actor in the constructed history. History has been exposed as ñemplottedò: as 

Munslow argues, ñthe meaning of the past does not lie in the absolute significance of a single 

event but how that event is fitted into an appropriate story narrativeò (Munslow, 2007, p. 38). 

Munslow identifies the creative process of writing history as the ñstory spaceò model of what, 

how, when, why and to whom things happened in the past, ñwhich the reader/consumer enters 

into when they read, view, or óexperienceô the past, constituted as historyò (2007, p. 6). Thinking 

in terms of historical periods is helpful in conceptualizing the past, but Munslow suggests ñhow 

and why [historians construct history] depends ultimately on é epistemological choicesò (2007, 

p.19). The same body of data can generate different and competing interpretations and this can 

also mean different and competing emplotments. Munslow (2010) argues that ñdata is shaped by 

the historian and his or her aesthetic choices. The emotional input of the historian thus becomes a 

central issue in meaning creationò (p. 138). New history is about multiplicity as a broad 

theoretical position or movement: new historians believe that there is no single truth to be 

understood from looking to the past, although there can be many accurate descriptions of events. 

Just because statements of justified and reasonable belief exist, they do not necessarily stand in 

for the reality of the past. Munslow (2012) explains that although historical truths can be cross-
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referenced with one another, they can ñnever be cross-referenced with the category óthe pastôò (p. 

53). 

Bolin (1995) discusses disciplinary reconstructions in the contemporary field of 

historiography that advocate for the paradigm of new history. According to Burke (1991), 

Munslow (2012) and Jenkins (2009), historians have used the term ñnew historyò since the 

1950s, but greater recognition in the 1970s, 1980s and 1990s has challenged traditional 

historiansô conventional methods, resulting in evolutionary changes affecting historical writing 

across the disciplines. 1 The new art education history that I have created is what Munslow 

(2010) terms ñartwork historyò (p. 183). I believe that an historian who attempts this kind of 

artful creation must have an understanding that their writing possesses both ñformal 

characteristics such as story space, point of view, focalization and timing, and above all, an 

understanding that ófactsô and ófactual eventsô do not equate with meaningò (p. 183). In these two 

respects ñexperimental new history is a kind of historical representation that addresses the effect 

of ópastnessô on the historian and her or his understanding and personal engagementò (p. 183). 

North American accounts of art education in the last decade consistently push the 

expanding edges of postmodern art education history by uncovering the lives of instructors, 

students, and institutions (Pearse, 2006b; Bolin, 2006, 2009; Romans, 2005; Stankiewicz, 2007). 

These art education historians probe ñmore deeply into the social contexts where art education 

has occurred, examining the functions it has been asked to serve, and questioning the varied 

stakeholders who have advocated art education for themselves or othersò (Stankiewicz, 

Amburgy, and Bolin, 2004, p. 34). The scholarly work of these groundbreaking art education 

historians has forged a path that I have explored, and that now, in response to this body of 

literature and advances in historiography, I will continue to forge. Scholars focused on art 
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education history (Soucy, 1985; Chalmers, 2004; Pearse, 2006b) have speculated and taken up 

more dynamic versions of history, and I have followed their lead by bringing new histories into 

the field. 

Historians of art education have shown interest in conducting new forms of historical 

investigation utilizing a postmodern framework, foregrounding gender, race, socio-economic 

status and other hierarchies of access and power. These histories are often informed by methods 

of investigation that include oral history (e.g. Stockrocki, 1992, 1995; Stephenson, 2006; Blandy, 

2008), archives (Morris & Raunft, 1995) and the use of material culture from the past to initiate 

historical inquiry (Ashwin, 1975; Korzenik, 1983, 1985a; Pinto & Smith 1999; Bolin & Blandy, 

2011). The following theoretical perspectives in this chapter elaborate on how new histories 

collectively produce multiple perspectives informing the story of CTS I write. 

 

The Theory Behind the Methods 

Oral H istories 

Historians are constantly confronted with an evidentiary dilemma. Unable to relive the 

past, they can only construct it (Bodnar, 1996; Cunningham, 2000). Researchers and historians 

sometimes use oral histories, as I do, to help fill the gaps left by the paucity of documents in the 

history of art education (Stokrocki, 1995; Bolin, Blandy & Congdon, 2000). Historians creating 

new histories save themselves from creating fiction by casting a broad net for evidence of many 

forms. Warren (2004) argues that oral history ñcan enrich and lead a search for context beyond 

the predispositions historians inevitably bring to their projectsò (p. 154). For that reason, I have 

conducted twenty oral histories involving past students, instructors and administrators to 

understand the diverse perspectives that contribute to the history of the CTS Art Department 

(Appendix 2). 
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A number of biographies and autobiographies have helped to inform my new histories, 

but oral historyðthe process of gathering personal reflections of events and their causes and 

effects from one or several individuals (Plummer, 1983)ðprovides a different quality of 

information that has proven to be a vital source for my research. An oral history:  

allows the researcher to document what the person has lived through and to analyze this 

information for underlying meanings and significance that such an event or a time period 

has for the informant. Oral history provides information that cannot be gleaned from any 

other sources, and it gives voice to ordinary and often marginalized peoples whose stories 

might never have been documented otherwise. (Chaitin, 2008, p. 583) 

Historiography has rarely engaged with ñthe problem of voiceò (Armstrong, 2003, p. 201) and 

this can be seen in histories of education that do not move beyond the voices of official policy 

makers. I utilize oral histories to shift the focus from the general to the particular and precise 

experience of people from the Art Department, opening spaces for their voices in the historical 

stories I construct.  

Oral history is utilized in my study as one of three methods that share equal status as I 

construct stories from the history of this institution. The valuing of expertise beyond that of 

professional researchers can be regarded as an ethical stance, though it is rarely explicitly 

communicated as such. It relates to Lincolnôs (2005) ñdemocratic and pluralistic ethics of 

qualitative practicesò (p. 165), and it encompasses the recognition that ñpeople are experts by 

experienceò (Nind, Wiles, Bengry-Howell & Crow, 2013, p. 660). Noted Canadian historian 

Steven High (2009) explores the methodology, ethics and politics of democratizing the research 

process in the humanities and social sciences. He states that ñthere has been remarkably little 

discussion of the publicôs place in the research process: how, when, and if authority should be 
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shared between university-based researchers and community membershipò (High, 2009, p. 12). 

This conversation is part of a much larger movement or progression toward including 

communities in more meaningful research and, when possible, sharing interpretative power 

(Israel, Schulz, Parker & Becker, 2001; Josselson, 2013). The use of oral histories in my research 

takes up what High (2009) sees as a ñneed to be attentive to the structures of power that shape 

our lives and those of our research subjects and partnersò (p. 15). By accepting the value of both 

the subjective perspectives found in oral histories and traditional objectivist perspectives found 

in external and internal sources, I bring rigor to my study, challenging a singular perspective of 

the Art Departmentôs history and examining the ñdynamic relationship between past and present, 

subjective and objectiveò (p. 22). 

As with any form of memory work, there are theoretical complications that must be 

addressed when incorporating oral histories into research (Eick, 2011). Yow (1997) suggests that 

ñwe cannot go about research without questioning ourselves, our biases, our purposes, our 

reactions to the narrator and the process, and the effects our research have on the narratorò (p. 

68). This introspective questioning has pushed me to develop ñan objective relationò (Turner, 

1991, p. v) to my own subjectivity as I recorded, transcribed and emplotted the participantsô 

stories into the new histories I construct. Oral history is an historical construction and ñby virtue 

of the fact that I am recording the testimony means that both myself and narrator have in the 

back of our minds the presence of other audiencesò (McMahan, 1989, p.19). Grele and Terkel 

(1985) described this as a ñparticular vision of historyò (p. 213) which provides a context for 

each participant. 

For generations, the Art Department has been depicted by external perspectives and 

internal lore as prestigious, impressing often indelible stereotypes on the collective imagination, 
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an idealized school past, seen in the various public commemorations and celebrations promoted 

by the program on the basis of a deliberate legacy-fostering culture. The collective memory of 

the Art Department has a strong ñtransgenerationalò (Riva, 2013) quality caused by the passing 

of a tradition and culture by leaders and instructors. The survival of the Departmentôs legacy and 

traditions is due to this transgenerationality that perpetuates material culture, educational 

practices and teaching methods well beyond the era for which they were originally devised and 

in which they were originally disseminated.  

Memory recorded thorough oral histories can be used to study the past, but it can also be 

used to define the way the present looks at the past and interprets or re-interprets that past. In that 

sense, from the standpoint of the history of art education, I do not find school memories 

interesting only as a tool offering us access to the school of the past but also as a key allowing us 

to understand what people today know or think they know about the school of the past, and the 

extent to which what they know reflects reality or is in fact a product of the stereotypes rooted in 

common perceptions. My research on the Art Department at CTS does not simply explore the 

program as it really was but engages in the complex process of defining the memory of that 

school as developed and revisited over time at both the individual and collective levels. My study 

utilizes the memories of everyday school experience and explores the social and cultural agents 

that have helped in part to reconfigure that memory. My new histories rely on the personal 

perspectives found in oral accounts to weave connections between the archival material and 

material culture, but I also recognize a ñconceptual shift which makes acknowledgment of the 

interviewerôs reactions to, and intrusions into, research speakableò (Yow, 1997, p. 56). The oral 

histories I recorded became personal as I reflected on and made connections with my own 

experiences as an instructor in the Art Department. I believe that my embedded knowledge 
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allowed me to empathize with their stories differently from an outsider, and recognize how they 

were both telling their stories but also telling part of my own professional history.  

Oral histories of experiences from students and teachers provide at least two analytical 

levels which intersect. First is the experiential level, which focuses on the life actually lived as it 

was presented to me, and second is the discursive level, which represents the ways in which I 

created meaning in the narrative by drawing on other oral histories, archives, material culture and 

my own experience to construct connections between the five generations of stories I write.  

 

Archives  

Archive theory has directly contributed to the complexity of my research, prompting new 

ways to graft a complex network of connections following a shift in the traditional use of 

archives and other historical resources (Burk, 1991; Bass, 1999; Brereton, 1999). Sixteen archive 

locations (Appendix 3) were combed for information related to the Art Department at CTS. More 

researchers are now entering the archive to discover all forms of documents and to interact with 

them, breathing new li fe into the stories they tell. The living archive is dynamic and changing 

with each new visit, and theorizing it can help to reconfigure the relationship between historical 

reality and historical understanding. My informed reading of the archives facilitates connections 

between texts or materials and what is absent or excluded from the archives (Ramsey, 2008). 

These connections are forged, in part, through the past, present and future, among those who 

store and arrange the items (Schwartz & Cook, 2002) as well as those who have used, collected 

and saved them (Valge & Kibal, 2007). Archives are not simple repositories of history. Instead, 

they are subjective spaces, implicated in how the past is remembered and reconstructed. What is 

not held in an archive is just as important as what is included (Read & Sukovic, 2010; Murphy, 
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2011; Mason & Zanish-Belcher, 2007), creating real, discernible effects on what history is 

written.  

Scholarship on archival research has demonstrated how archives are shaped by the aims 

of their creators and how interpretation of the archive always depends on the perspective of its 

interpreters (Steedman, 2001). The writing of history utilizing archives is a complex and 

subjective act requiring the intervention of a human interpreter because ñthe archive is never 

órawô or óprimary é it is always assembled so as to lead later investigators in a particular 

directionò (White, 1987, p. 44). Remembering (or re-creating) the past through historical 

research in archival records is not simply ñthe retrieval of stored information, but the putting 

together of a claim about past states of affairs by means of a framework of shared cultural 

understandingò (Halbwachs, 1992, p. 43). 

My new history does not try to interpret the primary documents found in archives, but 

instead attempts to work on and develop them from within (Derrida, 1996). As an emerging 

historian I embrace the concept that the researcher of history must ñread for what is not there: the 

silences and the absencesò (Steedman, 2001, p. 1177). Derrida (1996) describes the archive as ña 

place where thought becomes entwined with materialityò (p. 29). He uses archives to frame a 

discussion about psychoanalysis and recovered memory. For Derrida the archive is not a passive 

receptacle; it shapes and controls the way history is read, which in turn shapes our political 

reality. As he so succinctly says in a footnote at the beginning of Archive Fever: ñThere is no 

political power without control of the archive, or without memoryò (Derrida, 1996, p. 4). His 

essential thesis argues that the archive is a place and a way for authority to perform its power. He 

describes his archive fever rather poetically: ñIt is to burn with a passion. It is never to rest, 

interminably, from searching for the archiveò (Derrida, 1996, p. 91). According to Derrida, we 
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not only need archives, we burn for them. Derridaôs theorizing encouraged me to question the 

commonly accepted narratives and investigate the gaps and disjunctures which arose as I 

compared other sources like oral histories and various items of material culture to the ñofficialò 

CTS Art Department history presented in archival documents.  

The archive, for Foucault (2010/1972), is the ñsystem of discursivityò that establishes the 

possibility of what can be said (p. 129). Foucault theorizes that discursive formations or 

systematic conceptual frameworks, like academic disciplines, define their own truth criteria. 

Foucault (2010/1972) argues that traditional period-based accounts of history ñprivilege the role 

of social actors as the dynamic of changeò (p. 172). This traditional history has largely been 

concerned with ñtheories of actionò (and actors) rather than with the ways in which cultural 

practices are, themselves, continually produced and remade through the discourse of knowledge. 

In placing the emphasis on social actors, traditional histories have been underpinned by a 

phenomenological epistemology of individual consciousness that is placed at the centre of 

historical action (Popkewitz, Franklin, & Pereyra, 2001). For Foucault, however, the document 

takes on a different status. Historyôs primary task is no longer the interpretation of the document 

and its expressive value, nor the attempt to decide if it is telling the truthðcontemporary 

historyôs task is to work on the document from within, developing its potential as meaning-

maker. History now organizes the document, divides it up, orders it, distinguishes between what 

is relevant and what is not and describes relations to other documents. 

Foucault challenges ideas of total history, timelines and continuity and the very 

usefulness of primary documents in historiansô quest to know the past. His approach departs 

from a basic premise of traditional history: he refutes the ability of the historian to recapture the 

past. Rather than trying to resolve the ñunsolvable epistemological problem of what can be 
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known about the world,ò Foucault (2010/1972) examines the ways in which knowledge is made 

and remade as a cultural practice of regulation (p. 15ï16). A Foucauldian perspective on history 

cannot be adequately represented chronologically as a series of unfolding events; instead, the 

ñpast and present are understood to be intricately interrelatedò (Foucault, 2012/1977, p. 120). 

The role of the historian, then, is not to represent an unfolding timeline of historical events, but 

instead to identify and recognize those practices through which knowledge is continually made 

and remade (Armstrong, 2003). Recognizing and accepting this view in my own research ensures 

that I will never recapture the past but it does open new possibilities and avenues to explore. 

Through analysis of Foucaultôs archive theories, I have challenged many of the assumptions that 

underpinned my previous understanding of historical scholarship, emphasizing the importance of 

a complex theoretical foundation that places the exploration of power and voice at its centre. 

Utilizing key theory from Derrida and Foucault, I question why the CTS Art Department 

has received minimal attention in the discourse of Canadian art education history. This question 

cannot be answered by simply saying there are not enough art education historians. Derrida and 

Foucault prompted me to investigate the possibility that there may be some bias against technical 

education based on conceptions of the types of people who attend these institutions or a belief 

that the history of technical art education is not as important as art education in academically-

focused public and private schools. By exploring these issues in the archives, I was able to 

recognize what was included and what has been left out of the historical record. 

Moving away from organizing concepts such as historical periods, centuries, timelines, 

and totalities, Derrida and Foucault have pushed me to explore the discontinuities, ruptures and 

transformations. Documents alone did not reconstitute the history I bring forward; they worked 

with me in a dialogic cycle along with oral histories and material culture to create understanding. 
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Archival documents were pulled apart and compared to external, internal and personal 

perspectives opening a multiplicity of readings. Every society produces, consciously or 

unconsciously, a mass of documentation (records, accounts, texts, buildings, and customs) but 

primary documents alone are not capable of reconstituting the past. 

 

Material Culture  

Over the past decade, the discussion of material culture has been taken up by an 

interdisciplinary cross section of ñscholars who have been refining the methods and conceptual 

language used to study commodities, objects, things and various permutations of materialityò 

(Sloan, 2011, p. 1). ñThingsò and ñstuffò are important because although we all live in a material 

world, we are typically educated in intellectual traditions that too often abstract, overlook or 

decontextualize physical objects and processes. Auslander, Bentley, Halevi, Sibum and Witmore 

(2009) argue that ñmultiple perspectives, multiple sources of data (texts, objects, quantitative 

data, lived experience, hands-on knowledge) acquired in a multi-sensorial fashion, firmly 

grounded in and maintaining a credible link with existing knowledge, help provide the fullest 

and most meaningful historical researchò (p. 1386).  

Material Culture Studies translated into a research method can be defined as an 

investigation that uses artifacts (along with relevant documentary, statistical and oral data) to 

explore cultural questions (Hicks & Beaudry, 2010; Woodward, 2009; Miller, 2010). Material 

culture is not culture itself but its product (Margolis & Pauwels, 2011; Mietzner, Myers and 

Peim, 2005). I believe that the things, or objects, saved through history offer insight by engaging 

the researcherôs senses, empathy and imagination (Korzenik, 1985b; Bolin, 1995). Mieke Bal 

(1994) asks, ñcan [a] thing é tell stories?ò (p. 99). The written word has traditionally been seen 
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as the principal source of history, yet todayôs historians increasingly recognize the value of 

sources beyond text. Leaders in the field of material culture studies, Miller and Tilley (1996) 

suggest that the study of material culture is ñpost-disciplinaryò and free from the historical and 

institutional history that constrains many academic subject areas. The study of material culture 

has extended far beyond the realm of ñthingsò to engage with the materialities of, for example, 

landscape, architecture and social memory. 
2
 Tilley (2006) addresses what we can learn from 

objects, arguing that ñmaterial forms do not simply mirror pre-existing social distinctions, sets of 

ideas or symbolic systems. They are instead, the very medium through which these values, ideas, 

and social distinctions are constantly reproduced and legitimized, or transformedò (p. 61).  

I have come to understand objects as ñalternative sourcesò that can complement 

documentary materials in answering the questions posed by economic and social history 

(Harvey, 2009, Burke, 2013). Sources of material culture provide meaningful, direct, ñhands-onò 

knowledge in my reconstruction of the history of the CTS Art Department. I believe that this 

kind of familiarity with objects endows historians with crucial insights into the past that cannot 

be gained otherwise. I argue that information can be gained from material culture not found in 

texts alone. For example, relationships among students and teachers can be analyzed using 

photographs; as well, student art could be used to determine what was being taught in the 

classroom and the instructorsô skill level and style.  

Inherent in this approach to studying material culture is a recognition of the 

ñpolysemanticò nature of objectsðthe fact that they have multiple meanings to different people, 

depending on factors such as race, class, gender and context (Pearce, 1994, p. 19). As a historical 

researcher and art educator, I embrace the many meanings that objects can possess, but I also 

understand that I will never be able to address or conceive of all of the meanings and sources of 
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the objects I come across during my study. Pearce (1992) points to the inwardness of objects as 

one of their most powerful characteristics: ñobjects hang before the eyes of the imagination, 

continuously re-presenting ourselves to ourselves and telling the stories of our lives in ways that 

would be impossible otherwiseò (p. 47). Multiple readings of objects ensure that there will never 

be one story that defines the CTS art program. My position as a researcher and insider in the 

Department will also have a direct impact on the interpretations I make from objects. Some 

examples of material culture that have provided insights for my study include sketchbooks, 

professorsô lecture notes, the quality and wear of the technical machinery and the different 

physical spaces that the Art Department occupied.  

Layer upon layer, the traces of the past build up. Knowledge accrued from intimate, lived 

experience can allow for a richness of meaning that is qualitatively different from the perspective 

of those without an experiential connection to such objects of study. This type of knowledge may 

be as important as that which is mediated through texts; in my view both are critical to achieving 

the fullest possible understanding of an object in history. In addition to precision and accuracy, 

for me an innovative history is created by historians who evoke a multi-sensorial rendering of the 

experience or object that they are describingðin clear, accessible, artful language that does not 

sacrifice sophistication or scholarly expertise (Forrest, 1991).  

My investigation of literature on material culture has encouraged me to see the field as 

not only about things themselves, but also about how we engage things (Rousmaniere, 2001a, 

2001b; Lawn & Grosvenor, 2005; Korzenik, 2004; Knappett, 2005). The use of artifacts 

collected from the history of the Art Department provides another source of data which I have 

used in collaboration with oral and archival sources. The process of our own subjective 
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interactions with objects is an essential element of the final ñproductò of research. Together, 

these perspectives provide a dynamic tool for reconstructing the history of the CTS art program.  

 

Generations, Genealogy and New Histories 

The new histories that constitute my version of the past were authored using ñimagination 

and grounded speculationò (Bolin, 2009) to engage the non-linearity which characterizes the 

stories of the Art Department at CTS. I believe this is a challenge to an historical discourse that 

has privileged positivism over other ways of knowing throughout the history of Western thought 

(Cohen, Manion, & Morrison, 2007). Constructing historical stories of art education in the 21st 

century requires innovative perspectives that embrace the growing potential of various 

contributing sources (Perecman & Curran, 2006; Gidney & Millar, 2012). Writing art education 

history as new histories opens up the possibility of an altogether new form of engagement with 

the past. Through writing my new histories, I have found that the ñdualisms which continue to 

dominate Western thought [today] are inadequate for understanding a world of multiple causes 

and effects interacting in complex and non-linear waysò (Lather, 1991, p. 21). The complexity 

and length of the Art Departmentôs history revealed a genealogy of ideas stretched over 

generations of time. 

Five generations of stories have been written to represent my new histories of the CTS 

Art Department. This extended time period charts a genealogy of ideas that has evolved 

organically as change forces and different philosophical influences shaped the Department into 

the institution it is today. The principal benefit of adopting a genealogical understanding in my 

educational research is that it attempts to work productively with, rather than against, the 

complexity of our lives. Traditional histories follow a formal quasi-objective stance, often 
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stripping history down to a series of names, dates and facts, creating, in turn, an incomplete 

literary record. A genealogical analysis challenges traditional practices of history, philosophical 

assumptions and established conceptions of knowledge, truth and power. Foucaultôs (2012/1977) 

genealogical analysis runs against the search for underlying laws, universal explanatory systems 

and the inevitability of lines of development in human progress. His analysis seeks to avoid the 

construction of histories that are ñtoo pretty to be trueò (Foucault, 2010/1980, p. 209).  

The genealogical analysis I employ il luminates the idea that there is more than one 

version of how technical art training developed at CTS. Tensions that play out in history between 

industrial and fine arts instruction at CTS destabilize seemingly natural categories as constructs 

and open up new discourse and possibilities for the Art Department to be reimagined as an 

organic hybrid of philosophical forces. Through an examination of the histories of this art 

department, Foucaultôs genealogies encouraged me to re-assess and re-evaluate the discourses 

and knowledges of Canadian art education histories and question ñofficialò accounts, their 

effective positions and how they worked to limit the stories being told. 

 The new histories of the CTS Art Department take a genealogical approach leading to 

what Foucault (2012/1977) calls an ñeffective historyò opposed to traditional positivist history, 

which presumably relies on metaphysical assumptions. A traditional, metaphysical approach to 

history avoids variation and ignores what Foucault (2012/1977) calls ñaccidentsò in the authorôs 

search for the essence of things. In many cases, traditional history searches for the truth of 

history by illuminating great historical figures and events. Everything else, like the everyday 

lives of common people, for example, is an ñaccidentò. Traditional history searches for ñoriginsò; 

it tries to tell the truth of history (Foucault, 2012/1977). 
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In contrast to a traditional history, I conceptualize my new histories under the umbrella of 

genealogy. My work rejects the metaphysical idea of history that creates a unified and 

continuous view of truth. Utilizing genealogy, I have focused on the arbitrary nature of history, 

on disjunctions, conflicts, discontinuities and multiplicities. My new histories invert traditional 

history; instead of providing an interpretation of history, the genealogy I construct provides a 

history of interpretations of the Art Department. A genealogy acknowledges awareness that a 

single history is no more than one interpretation of many possible interpretations.  

For almost twenty years, educationists have been pressing for academic legitimation of 

storytelling genres (Barone & Eisner, 1997). The ñnarrative turnò in human studies and social 

sciences was largely the result of the ascendance of literary theory to prominence in academic 

research (Gallagher, 2011; van Manen, 1990). Barone (1995) argues that the story format is best 

suited to promoting epiphanic moments (Denzin, 1989) in its readers. These are major 

transactional moments that disrupt the ordinary flow of life by questioning the usual definitions 

of important facets of oneôs world. This power of story derives from its capacity to entice the 

reader into a powerful vicarious experience (Barone & Eisner, 1997). Interest in the storytelling 

form began brewing in the field of education (and the field of curriculum, in particular) with the 

reconceptualist movement inspired by William F. Pinar and Madeleine Grumet (Grumet, 1987; 

Pinar, 2011; Pinar & Grumet, 1976). Theorists in this movement have encouraged using written 

and oral biographies and autobiographies for the study of educational experiences. The aim in 

these studies is to entice the reader to reconceptualize the educational process through intimate 

disclosures from the lives of individual educators and students (Barone & Eisner, 1997).  

Educational storytelling has flowed out of the research on teacher knowledge. For 

example, researchers have explored teacher thinking (Tyack & Tobin, 1994), the culture of 
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teaching (McLaughlin & Talbert, 2001), the personal (Pinar, 2011), practical knowledge of 

teachers (Gordon, Benner, & Noddings, 1996) and the biography and life history of individuals 

and schools (Goodson & Anstead, 2012). Extensive research has contributed to the literature on 

the nature of the personal and professional knowledge that accumulates as a result of recording 

the ñlocal detail and everyday life of teachingò (Ayers & Schubert, 1992, p. v), and the storied 

lives of students, teachers and administrators. My theoretical framework crafts the relations and 

spaces between the stories I tell. Invoking the word craft follows other metaphors of ñweavingò 

(Carter, 2004, p. 2) and ñbraidingò (Sullivan, 2005, p. 103) that point to a creative complexity 

necessary in the historical work I undertake. The stories themselves may provide beginnings, 

middles and endings, but they also provide strands which weave through every story creating a 

conductivity and potential for readers to construct their own meanings as they discover the 

relations between them. The construction of the stories that constitute my version of the past is 

an effective history that moves from the perspective of distance to closeness. Moving in close 

reveals the multiplicity of stories possible and confirms that the new histories I produce are only 

the beginning of a lifeôs work and do not offer (an) end point(s), but hinges allowing stories to 

connect to each other and leaving openings for future stories to be written. 
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CHAPTER THREE- CONCEPTUALIZING A METHODOLOGICAL STRUCTURE OF 

STORIES 

 

To formulate a new history of the CTS Art Department, I have adopted a methodological 

framework that is inherently decentred and horizontal to provide new possibilities for a more 

comprehensive picture of art education history.  My approach includes both a multi-method 

method qualitative design (Creswell, 2009) structured around case study (Eisenhardt, 2002), and 

a customized methodology based in art practice, in which I invoke the design of the polyptych as 

a methodological construct (Garnet, 2014). 

 

Case Studies 

Qualitative research suits my research goals and context for several reasons. Creswell 

(2013/1998) argues that ñbesides dialogue and understanding, a qualitative study may fill a void 

in existing literature, establish a new line of thinking, or assess an issue with an understudied 

group or populationò (p. 94). One of the problems of qualitative research is that it is dependent 

on the existing data, and the problem with the existing data is that it often privileges the narrow 

subset of experience that forms the official record. Utilizing a variety of methods, including 

extensive semi-structured interviews (Wilson, 2012) of past and present teachers, students and 

administrators, I have expanded on the scope of data available in archives, and I have also 

collected data on the material culture of the Art Department at CTS.  

Such rigorous qualitative case studies afford the researcher opportunities to explore or 

describe phenomena in context using a variety of data sources. Creswell (2013/1998) views it as 

an approach to design in qualitative research, or an object of study, as well as a product of the 

inquiry: 
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Case study research is a qualitative approach in which the investigator explores a 

bounded system (a case) or multiple bounded systems (cases) over time, through detailed, 

in-depth data collection involving multiple sources of information (e.g., observations, 

interviews, audiovisual material, and documents and reports), and reports a case 

description and case-based themes. For example, several programs (a multi-site study) or 

a single program (a within-site study) may be selected for study (p. 74).  

As a methodology, case study allows the researcher to explore the significance of individuals or 

organizations through complex interventions, relationships, communities, or programs (Yin, 

2014) and supports the deconstruction and the subsequent reconstruction of various phenomena. 

Some researchers present the concept of case study as a mode of inquiry, a methodology, or a 

comprehensive research strategy (Denzin & Lincoln, 2005).  

Yin (2014) bases his approach to case study on a constructivist paradigm, which holds 

that truth is relative and inherently dependent on oneôs perspective. Constructivism is built upon 

the premise that reality is socially constructed (Searle, 1995). One of the advantages of this 

approach is the close collaboration between the researcher and the participant, enabling research 

participants to tell their own stories (Crabtree & Miller, 1999; Kearns, 2012; High, 2008; Frisch, 

1990). Through their stories, the participants are able to describe their views of reality, and this 

enables the researcher to better understand the participantsô actions (Lather, 1992).  

Case study is an intensive, holistic methodology that mandates both breadth and depth of 

data collection. ñData collection in a case study,ò writes Merriam (1998), ñis a recursive, 

interactive process in which engaging in one strategy incorporates or may lead to subsequent 

sources of dataò (p. 134). Though I have already identified a wide array of source material, I 

have endeavored to remain open to the threads of knowledge that become evident as participant 
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stories, archival research, and material culture analysis are deconstructed and woven into the new 

histories I construct. High (2009) specifically notes that historians are not ñused to foregrounding 

material cultureò or ñhow to tell a story through artifacts and visual imagesò (p. 24), but these 

challenges can be overcome by eliminating the hierarchy of sources and thinking about 

constructing new histories within horizontal networks of data. I work on and through my data 

expanding my scope to include new visual (Rose, 2011; OôDonoghue, 2010), oral (Yow, 2005; 

Abrams, 2010; Josselson, 2013), and literary (Richardson, 1994; Noddings, 1996; Gallagher, 

2011, Munslow, 2012) sources.  

Working with the people who lived the history of CTS, as well as published sources, and 

material culture, I have constructed this history to present a version of the past that is 

multidimensional, opening the possibility for multiple relational threads to make connections to 

our lives today. Challenges to the field of education history can be overcome by reorienting our 

thinking away from ñcreating a cultural product for cultural consumption towards a more 

dynamic development of public histories which are meaningful in the daily lives of working 

peopleò (Heron, 2000, p. 197). The relational threads throughout my data sources build 

connections between the past, present, and possibly the future, as my new histories leave 

openings and hooks upon which to build. 

 

Methodological Innovation and Customization 

With the perspective of openings, I recognize my research offers more than the novelty of 

stories. This led me to introduce a structural framework, borrowed from art history, of 

polyptychs, as a visual rendering of methodology that mirrors the complexity of our stories. 

Through polyptychs I embrace the contributing multiplicity of perspectives that compose a life 
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(Bateson, 2001) and constitute how we know the world around us. An expanded methodological 

architecture privileges process and flux to avoid definitive judgments, yet I remain cautious that 

my tailored methodological framework might be perceived as what Phillips and Shaw (2011) 

warn against: equating innovation with progress and reform in ñan uncritical romanticisation of 

any research practice because of its novelty or technological prowessò (p. 610).  

At the same time, constructing an innovative methodology entails adapting existing 

methods or transferring and adapting methods from other disciplines (Phillips & Shaw, 2011; 

Wiles, Crow & Pain., 2011). Xenitidou and Gilbert (2012) have concluded that innovative 

methodologies ñprimarily entail crossing disciplinary boundaries,éentail the use of existing 

theoretical approaches and methods in reformed or mixed and applied ways, [and] entail the use 

of technological innovationò (p. 2). Nind et al., (2013) also argue that innovative methodologies 

can be located ñboth inside and outside traditional academic institutionsò (p. 652). For Hesse-

Biber and Leavy (2008), ñinnovation in the practice of social research is crucialéfor enhancing 

our understanding of the human conditionò (p. 12). I believe that my innovative methodology is 

a form of relational research practice. The relational, OôDonoghue (2013) suggests, requires 

ñthat we pay attention to the possibilities, promise and actualities of our encounters and 

exchanges with our researchò (p. 402). He argues that ñthe process itself not only creates the 

conditions for coming to know, but also creates the object of inquiryò (p. 402). There is fluidity 

inherent in this process, allowing my methodological innovation to remain flexible and open to 

the new lines of inquiry that may arise throughout the research process. 

As McCall (2005) puts it, ñideally, a methodology is a coherent set of ideas about the 

philosophy, methods and data that underlie the research process and production of knowledgeò 

(p. 1774). My methodological framework visually rendered through polyptychs brings forward a 
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customized approach to research (Gwyther & Possamai-Inesedy, 2009) that is coherent and well-

grounded, clearly forming links between the methods and data, the theoretical lenses informing 

the work, and the epistemological positioning of the design framework. Gwyther and Possamai-

Inesedy (2009) discuss methodological innovation and argue that: 

As a genre, new qualitative methodologies have quite porous definitional borders 

(Horsfall & Higgs, 2007). Importantly, however, the methodologies are all premised on 

various notions of social justice as practice (Denzin, 2003; Minge, 2007), brought to 

fruition through the validation of new ways of knowing and consequently new knowledge 

(Simons & McCormack, 2007). The methodologies also attempt to bridge the divide 

between the researcher and the researched (Pink, 2001)é [and] to provide space and 

method for the óresearchedô to be an integral part of the research itself, beyond just 

informants ógiving voiceô (Dennis, 2005; La Jevic & Springgay, 2008).  (p. 106) 

 

 In many ways I have positioned myself as a researcher who embraces new 

methodological practices. I have always considered myself a reflexive researcher who exposes 

his positionality and provides voice and reciprocity to research contributors. My methodological 

innovation utilizing the rendering of a polyptych to organize a multi-case study creates an 

architecture which constantly grows and changes with history. Conceiving of an alternative 

means to visualize the complexity of a multiple case study has forced me to become more 

conscious of the uses and limitations of traditional qualitative approaches. In the following 

discussion, I unfold the process of coming to my customized methodology and discuss its 

functionality as a framework for presenting multiple stories from various perspectives.  
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Polyptychs as a Visual Rendering 

In the course of my research, I have visited a number of archives that hold material 

directly related to the CTS art program. I have also interviewed more than 20 former students 

and teachers who have shared their oral histories and a wealth of material culture, such as photos, 

documents, curriculum notes, and artwork. After the initial stages of data collection, an in-depth 

literature review, and long lists of ideas, I felt overwhelmed and stretched thin as a researcher, 

unable to conceptualize the enormity and complexity that an institutional history encompasses. 

Why was this art program so important to me? How was I going to make this new history an 

artful expression, where my love of stories and storytelling could be expressed as passionately as 

my love of teaching?  

As I completed the data collection on my partial history of this institution, I began to see 

the organization of people and stories by charting the relationships I found. Using a cork board, a 

printout of a standard linear timeline, push pins and large rubber bands, I plotted patterns of 

noted relationships stemming from the CTS art program. The resulting visual imagery from the 

map did not produce a parallel linear structure. Instead, the relationships I recorded over time 

told stories that grouped and zigzagged (see Figure 9). My completed map depicted a densely 

packed cluster, overlapping and intersecting at junctions, highlighting a rich complexity of 

relationships that reached from the past into the present. The resulting visual diagram helped to 

guide my decisions concerning what stories to focus on and the parameters of my research. The 

diagram also added an unexpected dimension to the research: revealed in my diagram were 

ñtransgenerationalò connections (Maxwell, 2014; Löfström, 2014) that I was making to the 

stories through the correlation and comparisons of my own lived experiences as an insider and 

researcher of the case studies (Pinar, 2011). How would I link all of this information together? 
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Figure 9: Original visual mapping of my polyptych design. Image courtesy of Dustin Garnet. 

 

Within my mapping, I recognized two visual concepts that contributed to the 

conceptualization of my methodology. The first connection I made was through my knowledge 

of art history and the artistic conventions utilized by artists to build a narrative. As an artist and 

art instructor, I have used diptychs, triptychs, and polyptychs as visual narrative structures in my 

pedagogy and personal practice for many years, but I never envisioned them as part of my 

program of research. I began to make the conceptual jump from application in a classroom to 

using the artistic convention of the polyptych as an organizing architecture for the many stories I 

have been constructing. The second connection I made to my original visual mapping was its 

resemblance to the structure of a rhizome. Similar to a rhizome, which connects any point to any 
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other point with no beginning or end, the polyptych functions as a series of story frames that 

connect to each other and offer openings (physical and conceptual) between stories. The 

architecture of a polyptych is non-hierarchical and decentralized, allowing the clustered stories to 

be rearranged and overlapped. 

Metaphorically, the term ñrhizomeò is used to describe all sorts of complex non-

hierarchical systems. Connection, or connectivity, is considered to be the fundamental 

underlying principle of the rhizome. The word ñrhizomeò is a word for a type of root system, 

from the ancient Greek term for ñmass of rootsò (Smagorinsky, 2006). It was appropriated by 

postmodernist philosophy as an ñimage of thoughtò in the 1970s (Deleuze & Patton, 2013/1993). 

There is no trunk, no emergence from a single root, but rather ñarbitrary branchings off and 

temporary frontiers which can only be mapped, not blueprintedò (Lecercle, 1990, pp. 132ï133). 

Rhizomes are networks and cut across borders and could be considered ñradically horizontalò 

(Lechte, 1994, p. 102), constructing links between pre-existing gaps that are separated by 

compartmentalized thinking. Deleuze and Guattari (1987) argue that ña rhizome ceaselessly 

establishes connections between semiotic chains, organizations of power, and circumstances 

relative to the arts, sciences, and social strugglesò (p. 7). As a visual tool to inform my historical 

methodology, Deleuze and Guattariôs (1987) rhizomatic structure provides a rendering of an 

architecture allowing the data and the historical stories I construct to function within a hierarchy-

free cluster. My polyptych rendering is akin to a rhizomatic model of becoming rather than of 

being; it is constantly changing, making new connections and loosening old ones, always in the 

process. There is a movement and change that occurs in my developed visual mapping 

illustrating ruptures and connections, or what Deleuze and Guattari (1987) call lines of flight that 

ñalways tie back to one anotherò (p. 9). 
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What is a Polyptych? 

The polyptych is a complex structure with a multifaceted history that continues to be 

shaped to the present day. Since the 5th century BCE, artists have been using large and small 

panels that are physically connected and arranged in a variety of ways (Frazer, 2012). 

Interestingly, ñptychò comes from a Greek word for ñfold,ò so polyptych more or less means 

ñmany folds.ò Polyptychs typically display one central panel, usually the largest of the 

attachments, while the other panels are called side panels or wings (van Asperen De Boer, 2004, 

p. 108). Sometimes the hinged panels can be varied in arrangement to show different views of 

the piece. The polyptych can also contain frames within frames and can consist of a variety of 

geometric shapes (National Gallery London, 2014).  

During the Carolingian period of the Middle Ages, polyptychs were most common as 

documents detailing the lands that a noble owned, often including the names of the peasants who 

lived there, allowing for historians to track the history of peasant families (Epstein, 2009). The 

form was also extensively used by ukiyo-e printmakers during the Edo period in Japan. The most 

iconic polyptychs, though, are the Renaissance altarpieces that comprise the best-known 

examples of the form. These artworks consist of four or more panels, hinged in such a way that 

they fold together. The majority of these polyptychs were designed for churches and cathedrals, 

though some were created for individual wealthy patrons (McManus, 2005). Renaissance 

polyptychs were often built around a central panel containing the main character(s). The central 

frame is then surrounded by smaller frames placed on hinged wings. Inside the small frames, 

narrative images of characters, places, and symbols are purposefully aligned on angles to make 

connections with other small frames and the central panel. The ñconnectionsò are not depicted 

literally; instead, they are constructed by the viewerôs imagination in an in-between space, 
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engaging the viewer as an active contributor or narrator (Garnet, 2014). New narratives are told 

as the hinged polyptych is unfolded and positioned by the viewer. Individual wings can be left 

open, closed or placed on angles. Sometimes images are placed on both the front and back of the 

wings, extending the narrative and creating different stories depending on the viewerôs vantage 

point or the disposition of the piece.  

To date, the structure of the polyptych has remained consistent with the historic form. In 

moving from the arts to multidisciplinary orientations, however, the idea of the polyptych as a 

structural framework has been adopted by architecture (Salomon, 2011), literary studies (Root, 

2003), and a variety of newer, media-based artistic forms like video installation (Sébire, 2012), 

comics (McCloud, 1993) and digital photography (Starn & Starn, 2003). In turn, I have applied 

the organizational framework of the polyptych to my study, where I believe historical 

perspectives can be enhanced by this rendering.  

 

Polyptych Architecture 

My multiple case study framework is arranged and informed by the visual conception of 

the polyptych architecture, but its form and the process which it undergoes has shifted, moving 

into a more organic conception. My polyptych architecture is akin to a cluster of cells bringing 

together place, events, and people to define the form. Borrowing terminology from biology, I 

imagine the permeable membranes of webbed story spheres that hold individual narratives and 

stick together: some merge, some multiply and some bend and fold into each other. My clustered 

polyptych is a horizontal construction constantly in the process of generation. As the stories are 

read in different ways, different relational connections are made, leading to different 

interpretations and understandings. The individual storied spheres share a relationship with each 
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other and the reader, whose perspective will inevitably shape the meanings derived from the new 

histories I construct. 

An individual story sphere consists of a narrative comprised of various forms (a short 

story, journal entry, newspaper article, student reflection, photograph and objects) and various 

perspectives (external, internal, personal) which I will elaborate on in my analysis.  Each story 

sphere is generated in a non-hierarchical way using a unique set of methods to construct the 

story. Generations as time periods utilize actors and events as dynamic transgenerational strands 

that connect to dominant themes (school culture, social networks, school identity, identity 

politics) and form complex webs. The connective strands pull individual story frames together, 

creating a cluster and thus building a larger overall story made up of a series of smaller 

narratives. 

The polyptych rendering I employ also supports Lawôs (2004) theoretical conception of 

method assemblage. A clustered polyptych is asymmetrical and messy, yet each story frame in 

the cluster is bound in its own permeable membrane (Garnet, 2012). The permeable membranes 

are conductive and when one membrane comes in contact with another, the information bound in 

a single frame amalgamates and filters throughout the entire design. Permeable membranes are 

conductive because they are fluid and dynamic, constantly exchanging and diffusing 

information. The clustered polyptych is crafted of an assemblage of methods which perform 

inside the fluid membranes surrounding every story frame. Not every story frame is affected 

equally by every method in the assemblage, and in the following segments I will identify the 

individual methods and explain how my customized method assemblage is curated throughout 

the polyptych cluster.  
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Method Assemblage and Rendering New Histories 

Creswell (1994) describes the difference between a research method as the means for 

ñdata collection and analysis,ò and the research methodology ñas the entire research process from 

problem identification to data analysisò (p. xvii). My polyptych  rendering utilizes a method 

assemblage made up of oral history, archival research, and material culture analysis. Each of 

these methods in my assemblage will be discussed individually to show how I use them 

methodologically throughout the polyptych form. The primary method I utilize is oral histories, 

the secondary method of data collection is through archival research and the tertiary method is 

material culture analysis. While I use these methods to different degrees I conceptualize them 

working within a rhizomatic three-dimensional architecture of intersecting spheres where there is 

primary, secondary and tertiary data converging and diverging. For example, oral history 

transcripts produced names, dates and events which I then organized with elements of archival 

research and material culture to create a much larger, more complex narrative. 

Wygant (1990) describes art education as ña complex of interactions, a process of 

patterns and misfits, beginnings, blendings, transformations and declinesða nebulous form, 

changing, with no precise outlineò (p. x). He notes the wide scope of what he calls the ñhistorical 

complexò of art education, defining it as follows: 

The agencies, foundations, organizations, and peopleðthe theoreticians, strategists, 

staffers and teachersðand what they do and say; the research, the books, the content and 

the editorial policies of journals; and the art, artists, historians, critics, and aestheticians 

who provide the sources and the models for art education. (Wygant, 1990, pp. xïxi) 
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Wygant acknowledges that all of these participants, and their wide variety of perspectives, 

produce a field with a structure that cannot be contained or recorded in its entirety. I agree with 

his view that a singular, static history that aims to capture all events from the past to construct a 

ñtrueò history is rather futile. Utilizing new histories as the theoretical influence for the 

polyptych visual rendering provides a working model for approaching the history of art 

education in a flexible way. 

Cho and Trent (2006) suggest that a research write-up should reflect a process of 

ñthinking out loudò so that readers can understand, holistically, how the research was conceived 

and carried out, and how interpretations of the data were developed (p. 327). Borrowing from my 

visual rendering, the polyptych cluster in this case occupies a number of shifting planes. The 

arrangement of stories creates chronological (or literal) connections, as well as metaphorical (or 

conceptual) connections across stories. This allows stories in different areas of the polyptych 

architecture to speak to one another with a fluid aesthetic relationship, articulating movement 

with, in and between stories. Conceptually, I envision webs that are shaped into three 

dimensional spheres holding different stories from each generation of the school. Each webbed 

sphere connects into a cluster allowing each of the stories to inform one another. This rendering 

is different from a standard web in that it presents the reader with an option to enter stories from 

different positions on the sphere as well as on the larger cluster of stories. Each story sphere 

possesses connective strands (names, places, events) that allow the reader to latch on and pull 

themselves through all the stories regardless of where they enter the cluster. 

I recognize that multiple interpretations of the stories, in addition to my own 

interpretations, offer an opportunity and the required agency to make different links between the 

story panels. There are always connections, but they might not always be found in a linear or a 
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two-dimensional perspective. Similar to a Renaissance polyptych, which can be folded and 

arranged to allow the hinged images to ñspeakò to each other, the clustered stories of my 

polyptych are linked in a complex three-dimensional construction in which storylines diffuse and 

create bonds between categories, or specific people, places, and things. This rendering lends 

itself to a comprehensive analysis of personal stories, archival documents and material culture 

contributing to a broad and robust study (Creswell, 2013/1998) of the Art Department at CTS. 

Foregrounding my multiple perspectives through the figure of the 

artist/teacher/researcher (Irwin & De Cosson, 2004), I approach the writing of my literary history 

from an educative standpoint. My immersion in curriculum writing, pedagogy, and interpersonal 

relationships as well as my own personal life stories have sharpened my skills as a storyteller. As 

an artist, teacher, and researcher, I know that the literary educative history I produce conforms to 

academic standards, but also achieves an artistic quality that moves my work from a static formal 

piece of writing to a relational one, capturing a sense of intuition gained through ongoing praxis. 

Bateson (2001) calls this a ñwisdom that is born of the overlapping of lives, the resonances 

between storiesò (p. 242). Following my intuition has formed stories that provide educative 

qualities at their core, but has also formed an artful methodology that positions new histories into 

a polyptych framework, breaking from formal parameters and genres. The academic standards of 

educative value remain intact, yet the presentation is more artful, offering a different kind of 

knowledge or experience not available through traditional scientific, objective history. The 

stories I construct are messy texts that provide beginnings, middles, and endings, but they also 

provide strands which weave through every story, creating a conductivity and potential for 

readers to construct their own meanings as they discover the relations between them (Chambers, 

Hasebe-Ludt, Leggo, and Sinner, 2012). 
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The institutional history I have constructed ñserves as a site of knowledge and meaning 

makingïïas a place from which we can engage in a series of reflective, reflexive, and relational 

actsò (OôDonoghue, 2009, p. 357). While my intent is for the stories to trigger the readerôs 

curiosity and open up a space for engagement, they also create the conditions for engagement. 

The artistic processes employed in making this historical rendering also work to generate 

meaning for both the maker and the knowing reader. I have engaged in a process of searching for 

innovative ways to illuminate history, to have some resonance with the practical concerns of 

education today. The result is that my stories are both sites for research and representations of 

research involvement in the history of the art program at CTS. 

My work and work practices also generate questions about interpretation. In addressing, 

in a narrative manner, the construction of new histories, I attend to the relationships in and 

between the conceptual, theoretical, and practical, and I find ways of generating and conveying 

ideas that are not actually present in the work itself. The work suggests a certain degree of 

ñproductive ambiguityò (Eisner, 2005b, p. 180). My new histories tease out, unravel, and make 

connections between and across the stories of experience I construct. This is a necessary 

condition of the work. Meaning is open, unfixed, and fluid. The stories I construct bring forward 

voices that speak to a range of experiences, alternate perspectives or ñalternative  realities, 

enticing readers into ñvicariously experiencing educational events and confronting educational 

issues from vantage points previously unavailable to [them]ò (Barone, 2001, p. 25).  

 

Oral H istory 

Over a three-year period I conducted twenty oral history interviews, of which fifteen 

were transcribed and coded. Interviews were semi-structured, allowing participants to expand on 
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questions and raise new ones. My interview questions focused on the participantôs life and their 

connection to the Art Department at CTS. I also asked questions about the interactions and day-

to-day life of students and teachers, traditions, artistic community(-ies), and the networks that 

formed during their experience.  

Bodnar (1996) and Cunningham (2000) underscore the point that historians are 

constantly confronted with an evidentiary dilemma. Unable to relive the past, they can only 

reconstruct it. Oral histories, where available, now inform many of the written histories that are 

produced. Warren (2004) argues that oral history ñcan enrich and lead a search for context 

beyond the predispositions historians inevitably bring to their projectsò (Warren, 2004, p. 154). 

Researchers and historians (Stokrocki, 1995; Bolin, Blandy & Congdon, 2000) sometimes use 

oral histories as I do, to help fill the gaps left by the paucity of documents in the history of art 

education. With any form of memory work, there are methodological complications that need to 

be addressed. Recent studies that trace the changing discourse on historical evidence (Grosvenor, 

Lawn, & Rousmaniere, 1999) seem to affirm that although the reliance on something as 

subjective as individual memory may be epistemologically problematic, the omission of 

experiential knowledge is even more so.  

My construction of the CTS Art Departmentôs history is a unique story, not only because 

of its value to the fields of art and education, but also because it encompasses my perspective as 

a cultural insider and embedded researcher. There is a level of caring (Yow, 1997) I have 

brought into the participatory process of oral history. As I conducted semi-structured interviews 

with past students, instructors, and co-workers, I began to pick up on the transgenerational 

aspects of their stories and through the familiarity, empathy or relational experience we shared, I 

was able to gain the trust, respect, and even a sense of comradery with all participants. The 
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unique knowledge of the building, its administration, curriculum, students, and staff, both past 

and present, undoubtedly influence and strengthen my research project.  

A stylistic feature of my historical rendering is the use of participantsô first names as a 

way to break down formality and build empathy through my stories. Characters within the stories 

who I have not met are often referred to by last name, but there are many exceptions including 

stories about Doris McCarthy and the Haworthôs. The informality of using first names is 

modeled from oral history contributions that constantly shifted between first and last names due 

to the personal connections reaching across public and private lives.  

Quite often researchers and evaluators are admonished to stay rational and independent. 

Historians for generations have deflected a sense of caring for participants, and eschewed 

empathy to avoid bias. Now, based on the latest research contributing to how humans make 

decisions, brain research, and cognitive science (Brooks, 2011, 2014), we know that our 

emotions assign value to things and help humans reason (Patton, 2014). The oral histories I have 

collected and the relationships I have built in the process formed an ñempathetic sensitivityò 

which I do not see as a barrier to my historical inquiry; rather, the capacity for empathy enhanced 

and enriched the new histories I constructed.  

A number of biographies and autobiographies will help to inform my narrative study, but 

oral history, which is the process of gathering personal reflections of events and their causes and 

effects from one or several individuals (Plummer, 1983), is a major focus of my research. As 

noted in the last chapter, the field of historiography has rarely engaged with ñthe problem of 

voiceò (Armstrong, 2003, p. 201). I do so by shifting the focus from the general theme and 

theory to the particular and precise experience of people and groups.  



61 
 

Noted Canadian historian Steven High (2009) explores the methodology, ethics, and 

politics of democratizing the research process in humanities and social science research. He 

states that ñthere has been remarkably little discussion of the publicôs place in the research 

process: how, when, and if authority should be shared between university-based researchers and 

community membershipò (High, 2009, p. 12). High (2009) also notes that there is a danger in 

exploring individual subjectivity and methodological process to the exclusion of all else. Using a 

polyptych rendering, I am able to bring my new history of Canadian art education forward, 

embracing an insider perspective and making decisions on how to construct my interpretation of 

history. High argues that ñwe need to be attentive to the structures of power that shape our lives 

and those of our research subjects and partners (p. 15). By accepting the value of both the 

subjective perspectives found in personal knowledge and oral histories, and traditional objectivist 

perspectives found in external and internal sources, I bring rigor to my design, challenging a 

single perspective of art education history and examining the ñdynamic relationship between past 

and present, subjective and objectiveò (p. 22). 

Oral histories of the individual and collective experiences of past and present students 

and teachers provide at least two analytical levels which intersect. First is the experiential level, 

which focuses on the life actually lived as it was presented to me, and second is the discursive 

level, which represents the ways in which I created meaning in the narrative by drawing on other 

oral histories and sources to construct connections between the past, present and future. Meaning 

created in the oral histories I collect is influenced both by who the participant has become today 

and who the participant was then, and this in turn influenced the selection of the events I have 

chosen and emplotted. Juul (2008) states that ñthe danger of exclusively focusing on narrative 

ótruthô and bypassing historical ótruthô is that the relationship with the world outside will tend to 
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become invisible or subordinateò (p. 710). Focusing on both a realistic and discursive approach 

to oral history creates an interplay that positions itself as a foundational didactic layer in the 

method assemblage informing the polyptych rendering of my multiple case study methodology. 

 

Archive Research 

Working within Foucaultôs system of discursivity, I sifted through multiple archive 

locations holding information on the Art Departmentôs past. This survey approach provided 

access to highly contextualized archival documents, often ordered or emplotted to suggest a 

specific narrative (Zboray & Zboray, 2009; Velios, 2011; Daniel, 2014). With this knowledge in 

mind, I was able to engage the archives both subjectively and objectively by scrutinizing the 

materials under a postmodern lens. I engaged my chosen archive materials by first photographing 

documents and writing research notes. As well, a journal was kept to document the experiences 

of discovery in the archives, working with archivists, and working in the archives with the 

materials. Knowing that the archive is never neutral and carefully controlled, I examined the 

materials I found in each archive individually and as a collection to understand the narrative the 

particular archive tended to create. I encountered each archive with a key question at the 

forefront: What was being included and what was left out? I also came to understand that I 

brought my own value judgments to the archives, which in turn shaped the directions I took 

while I worked in and through them. The data traces I collected in archives were added to data 

from oral histories and material culture collected to construct individual stories engaging the 

previously mentioned process of emplotment. For example, in the story I constructed about a 

student protest at the Art Galley of Ontario (AGO) (see Chapter 4), I gathered data from 
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newspaper articles, photographs, various published interviews and documents from the AGO 

archives and a segment of one oral history. 

The archives I accessed were located across Canada and took various forms. For 

example, I accessed public archives like the City of Toronto Archives, the Archives of Ontario, 

and Library and Archives Canada in Ottawa. Institutional archives like the Toronto District 

School Board Archives and various locations in galleries and museums, as well as personal 

archives collected by past students and instructors, were gleaned for data. Thousands of 

documents were found in these archives, but it was not possible to document all of them. Some 

archival materials located through the internet could not be physically viewed due to their 

geographic location and/or the fragility of the item. Some archives contained so many documents 

that I could not realistically photograph or copy all of them. In all archive locations I created 

parameters or flexible limitations around the documents I encountered. My limited focus on the 

Art Department for this study has prevented me from exploring more cross-curricular and extra-

curricular artistic activities, such as participation in the yearbook, school plays, clubs, and 

community events. I took a wide survey approach to archives, gathering data specifically related 

to the Art Department. Records of archival documents that did not relate to this version of my 

institutional history have been kept for continued research in the future.  

Archives are no longer seen as apolitical repositories, but rather as institutions embedded 

with specific narratives of understanding, conceptions of knowledge, and definitions of what 

constitutes evidence (Cook & Schwartz, 2002). With an informed conception of the archive, I 

have brought together objects, documents, and all other traces found in the archives to develop 

narrative threads that extend through the polyptych cluster of dynamic stories. 
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Material Culture  

Methodologically, I utilize material culture to gather information from objects. The 

information is more than just surface description: it brings forward questions about how students 

and instructors engaged things. The process of my own subjective interactions with objects is an 

essential element of the final ñproductò of my research. Together, the analysis of an object along 

with the understanding the significance of the object is a powerful tool for reconstructing the 

history of the CTS art program. Jacksonôs (1968) groundbreaking work exploring the lived 

experience of the classroom is an enduring foundation for understanding the complexity of the 

life of students and teachers. Following his call to ñawaken concern over aspects of school life 

that seem to be receiving less attention than they deserveò (p. vii), I have incorporated an 

analysis of selected material culture and have used material culture holistically to inform the rich 

new histories I write. 

In many ways, the art building at CTS has become a time capsule of multiple collections. 

Plaster and marble copies of canonical sculptures are left damaged in back rooms; printmaking 

presses, photography equipment and other pieces of outdated technology clutter the classrooms. 

Banks of customized wooden drawers are lined with student art that predate the art building 

itself. Filled sketchbooks and instructorsô curricula from decades past still find homes in rusted 

file cabinets kept in back closets. Old artistic materials such as chemical cleaners, dried out 

paints, and rusted tools are forgotten about under sink cupboards. Collections of still life objects 

and donated pieces of art from past instructors hang in the Departmentôs main office and piles of 

books on artistic technical practice and history languish on out-of-reach shelves. My embedded 

position as a researcher and insider in the Art Department provides access to all the spaces of the 
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building. Intricate knowledge of the building and the things that fill it directly impact the 

interpretations I make in this study.  

Examining material culture inside the school did not offer endings to the stories I 

construct, but did offer ñmultiple openings for ongoing inquiry from which new understanding 

about past and present cultural practices emergedò (OôDonoghue, 2009, p. 410). OôDonoghue 

calls ñattention to the material qualities of objects; the relations between objects; the stories and 

histories that objects hold; the types of interaction they call forth; and the forms of remembering 

and retelling they inviteò (p. 407). Twelve of the studio/classrooms each have dozens of drawers, 

cupboards and closet spaces filled with materials dating back to before the art building was 

constructed. Going through the drawers in various studio spaces has revealed decades of old 

student exemplars that tell narratives, giving insights into the aesthetic tastes of the instructors, 

their curricula, the techniques they taught, their instructional delivery and the level of quality 

they tried to maintain.  

A process of material culture retention is evident by many of the past instructors in the art 

building. Speaking to my own experience, I have stored broken plaster casts and a variety of old 

technology and student art. I started to take up this practice of archiving as retiring instructors 

passed along their collections to me for safe keeping. There was an understanding of the value of 

the artifacts and a hope that one day the old and outdated will be valued again. The amalgamated 

collection of material culture saved in my classroomôs back room storage closet alone constitutes 

enough data to warrant its own dissertation investigating material retention in art education.  

 I have also taken into account the materiality of space in my investigation of the Art 

Department. As an entity which moved into various locations over time, the sites themselves 

were significant in that they were segregated and isolated from the larger school both physically 
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and culturally. The Departmentôs first classes were held in an emptied swimming pool before 

being moved into the top tower of the main CTS building and then to its own stand-alone 

building on the CTS campus (de la Roche, 1990). The location is part of the reason that the 

Department has been able to survive and develop in the way it has over the last 122 years.   

Material culture has been defined as ña descriptor of any and all human-constructed or 

human-mediated objects, forms or expressions, manifested consciously or unconsciously through 

culturally acquired behaviorsò (Bolin & Blandy, 2003, p. 249). The analysis of objects as a 

research method can be defined as an investigation that uses artifacts (along with relevant 

documentary, statistical and oral data) to explore cultural questions (Hicks & Beaudry, 2010; 

Schlereth, 1990; Tilley, 2006; Woodward, 2009; Miller, 2010; Harvey, 2009). Material culture is 

not culture itself but its product (Margolis & Pauwels, 2011; Tilley, 1990; Grosvenor, 2007; 

Prosser, 1998; Mietzner, Myers & Peim, 2005). Through the use of artifacts (Knappett, 2005; 

Korzenik, 2004), I develop the connections between written and oral sources that are necessary 

to further address gaps in archival sources and oral histories (Rousmaniere, 2001b).  

The multiplicity of meanings that material culture produces align with my polyptych and 

case study methodology and seamlessly adds to the oral histories and archival research that 

compose the new histories I write. As a historical researcher and art educator, I embrace the 

many meanings that objects can possess. I also understand that I will never be able to address or 

conceive of all of the meanings and sources of the objects I come across during my study. The 

potential inwardness of objects is one of their most powerful characteristics, ambiguous and 

elusive though it may be. The polyptych visual rendering acts as a flexible framework which 

facilitates the interactivity of oral histories, archival research and material culture to produce 

complex histories.   
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Limit s of Understanding 

There are many limitations inherent to the process of constructing my new histories of art 

education. Knowledge of the CTS Art Department is gained continually from research 

participants, from documents, as well as from the writings of other historians. As a storyteller for 

this institution, I have come to understand history as a fluid construct rather than a solid state. 

What I know of CTS today may well change in the future with new discoveries of data sources, 

and in turn, my work dictates that I will  continue gathering information about CTS from across 

Canada. 

The polyptych rendering of case study methodology and the theoretical lens of new 

histories work against the concept of a definitive metanarrative. I continue to grapple with 

methodological questions:  How do I work with an excess of materials? How do I cover a huge 

time period knowing that gaps, openings and overlappings are inherent disruptions in a 

chronological telling of the past? A discovery I make today could totally change or contradict the 

new histories I constructed months ago. This kind of instability creates a limitation to my ability 

to make definitive statements about the past. For this reason, I have chosen a polyptych case 

study methodology that represents internal, external, and personal perspectives collected utilizing 

three methods and my own embedded experiences. The rigor required to orchestrate this form of 

study builds a dimensionality to my process and confidence that the stories I construct are shaped 

by more than grounded speculation and authorial judgments.  

In many ways, the limitations presented by the excessive breadth of data has motivated 

me to design a methodological framework that invites the reader to conceptualize history 

spatially, ñseeing from multiple perspectives invit[ing] different interpretations, and different 

viewing positionsé[that allow] for new configurations and formationsò of understanding 
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(OôDonoghue, 2009, p. 410). The histories I write take form in space like an artistôs installation 

at a chosen site; as such, the reader can move around and take up various perspectives: the stories 

can never be viewed or understood from one position. Through my polyptych history, I show 

ñcommitment to seeing multiplicities as well as singularities simultaneouslyécall[ing] attention 

to the fragmented nature of knowledge, and the multiple ways in which we come to know, 

experience, make sense and representò (p. 410).  

My role as a researcher in this new history is complex because I have been an instructor 

at my research location for a decade. I have been embedded in my study, but not in the typical 

way; that is, I did not do field research, autoethnography, or a related approach. Instead, my 

disposition as an instructor as well as an observer within my site of research presents both 

opportunities and limitations: the benefit of insider knowledge on the one hand, but on the other 

hand the difficulty of taking an outside perspective.  

 

Deriving Methodological Understanding 

 

The following discussion illuminates and defines the parameters of my study by 

sketching out the scope of my research and the analytic methods I utilized to verify and construct 

the historical stories of the CTS Art Department. The scope of my historical research is wide, 

spanning the whole history of the program from its beginning in 1892 at the Toronto Technical 

School up until 2014 at the CTS Art Centre. As an insider at this location and as a researcher, I 

have learned of the Departmentôs prestigious past and I am part of its current history. 

Recognizing my researcher bias involves a reflective practice of putting aside what I know in 

order to see what the data tells me, I make every effort to engage my data from multiple 
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historical perspectives, ensuring that my own perspective does not influence my findings too 

heavily.  

Drawing on the arts yet again for vocabulary to define my study, I use the curatorial as a 

method of inquiry composed of oral histories, archives, and material culture to construct the 

stories I tell. The polyptych model reorients a linear story and opens the reader/viewerôs 

conceptions of what history can be. A polyptychal historical account needs time to unfold; it 

cannot be perceived instantly as a smooth symmetrical whole. The polyptych form promotes 

engagement through the curation of multiple frames that actively position readers/viewers as 

audience, asking them to create meaning in space and in time, and to question both what is 

shown and what is positioned outside or between the frames.  

Framing history as a polyptych resists the constraints of traditional narratives, allowing 

links, connections, and bonds between frames, but also calling attention to the artifice underlying 

the connections between the stories. Although I have made authorial choices in designing the 

structure of this history, so too does the reader make choices through the ability to navigate: they 

choose where to look or what associations to make between the textual and visual elements that 

may initially appear dissociated. That is to say, the reader can ñperformò their own spatial 

montage. As an actor in the process of knowledge, the reader is given the opportunity to think 

around an idea or story, that is, to make their own autonomous connections and come away with 

relational interpretations of stories they have helped to construct. As a visual rendering of case 

studies, the polyptych offers a customized model that not only responds to an excess of 

information, but also democratizes the information and the process, thus making the history more 

useful, accessible and productive. Bringing polyptych cluster design into the historiography of 

art education also serves as a mode of representation for interpreting and rendering inquiry, 
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expanding notions of what qualitative historical research can look like in the 21st Century. The 

polyptych case study format brings together complexity, rigor, and depth, which enhance the 

showing and telling of stories through both a feeling of unity and sense of freedom, allowing the 

reader/viewer an opening to a captivating and dynamic aesthetic narrative. 

The polyptych offers a design that engages with the historiography of art education and 

adds to its evolution, utilizing artistic conceptions of practice to connect the multiplicities of 

stories that shape a vision of the past. The polyptych design harnesses a new way of imagining 

the construction of history. In the next chapter, I demonstrate how a polyptych of clustered 

stories bring conductivity to a collection of critical moments from the past. Constructing a 

narrative history in the 21st century is a complex interplay of intertextual forms and relational 

dynamics. Appropriating the artistic convention of a polyptych as an alternative way to explore 

institutional, personal, and professional narratives, I help visualize one conception of the CTS 

Art Department history in this case study.  
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CHAPTER FOUR- STORIES OF THE CENTRAL TECHNICAL SCHOOL ART 

DEPARTMENT: GENERATIONS OF TRANSFORMATION 

 

The process of constructing a transgenerational new history through the stories of CTS 

students, teachers, and administrators revealed a polyptych articulation of relationships with, in, 

and through the institution (see Figure 9). The numberðand the complexityðof potential stories 

that emerged in this construction required consideration of the many layers of connectivity 

across broad time periods, framed in this case study as five generations of transformation within 

the department. Working initially with interviews as my starting point, I elected to write the 

collection of stories in this chapter from a perspective of living history; that is, I move from the 

present to the past through the emplotment of individuals, shifting between generational 

boundaries to demonstrate how polyptychs operate by interweaving everyday voices ð voices 

that are then echoed in other stories found in archival documents and material culture, in addition 

to interviews. From these primary sources, I mapped the branches of relationships that diverged 

and converged through the stories of individual participants, and in this way allowed the stories 

to unfold organically in response to the openings offered in our conversations. Through such 

openings, which ranged from explicit recollections to passing mentions of people or events, I 

built what constitutes a form of new history for the Art Department at CTS. This new history is 

but one of many renderings of history made possible by the form and content of my polyptych 

framework.  

To carefully select representational stories that brought forward pivotal insights, ideas, 

and/or events in the lives of individuals was a challenge, given my own sense of what stories 

have dominated the history of the institution. I believe this fundamental research tension 

underscores the ethics of practice required when taking up customary methodological 
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approaches. In defining the parameters of stories, I narrowed my selection to what I considered 

to be key characters and/or events that had informed a given generation and, through the 

transmission of stories, the generations that followed. Each of my participants provided engaging 

accounts that will be used to grow my collection of historic stories, but for this version of history 

I chose stories that epitomized networks of teachers and students that overlapped in significant 

ways to build continuity, openings and hooks allowing the addition of stories at another time. 

Working from the expertise of those I interviewed, I chose stories that presented a multivalenced 

account of a localized history that, from my experience as a teacher at the school, I believe 

continues to inform its curriculum and pedagogy today. This approach ensured that rather than 

exploring this history through a singular lens, I have developed a new history that recognizes that 

often unseen or unspoken interrelationships can in fact constitute a legitimate understanding of 

the past, in addition to formal historical accounts. Embracing a postmodern decentering of 

authority, I construct stories about the Art Department at Central Technical School that highlight 

diverse forms, styles, and ways of telling stories for maximum variation, which, over the course 

of their retelling, create links that weave into networks that constitute art education in the past, 

present, and possible future. My resulting historical narrative is then far more than a chronology 

of events. It makes clear how óthe pastô and óhistoryô are quite different elements at play in the 

construction of stories. The former refers to what actually happened but which is now gone, 

while the latter, although it is a source-based and inferential inquiry, is only ever its narrative 

representation. Traditional history is, therefore, a substitution for the now absent past. To render 

these stories as a transgenerational history, I take up openings within stories to embed secondary 

or tertiary stories, and then circle back again to the primary narratives, and, in so doing, cross 
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generations in a polyptych pattern that recognizes linkages rather than linearity as a means to 

construct historical narratives.  

In this way, stories included in my research demonstrate how students, teachers, and 

administrators have come to know themselves and quite often how we collectively share a 

continually emerging history of CTS. The stories that unfold are artful literary creations, always 

only fragments forming connections and networks that reach across time. The following stories 

attempt not to function as biographies, but rather as a history of this school through narratives of 

the lives of students and teachers. I configure informal conversations, anecdotes, transcription 

clips, and various archival documents and material culture objects to showcase different periods, 

points of view, and stylistic representations. The important moments, events, concepts, or 

reflections I bring forward, arguably opening new doors to knowledge about this schoolôs past 

and are best aligned using the visual rendering of the polyptych. The following eleven stories are 

divided into five generations, which I have named according to the historical ethos of CTS as an 

institution evolving over time and place: development (1892 to 1917), vision (1918 to 1942), 

optimism (1943 to 1967), innovation (1968 to 1992), and standardization (1993 to 2014).  

The generation of development is defined by the gradual change of technical art 

education from a simple apprentice program in industrial arts to a more complex composition of 

applied arts, crafts and fine art curriculum. The stories in this section address the roots of the 

department, the tensions between the applied and fine arts, the leaders which began the 

Departments legacy and a studentôs perspective of being taught by instructors who shaped the 

first generation of this institution. The generation of vision is defined in my study by the stories 

of a great art educator who shaped the artistic values and ways of seeing the world for thousands 

of students she instructed. Doris McCarthyôs influence stretched over three generations of this 
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institutionôs history and not only added to Peter Haworthôs vision for the Department, but acted 

as a pillar of stability which helped grow and sustain the artistic networks that constituted its 

community. The third generation of optimism is characterized as a hopeful and confident period 

with a positive outlook on future growth of the CTS Art Department. Stories in this section focus 

on the social networks developed in the 1950s and 60s, as well as an account of school lore. 

Instructor James Meechan led a student protest at the Art Gallery of Ontario because of its 

purchase of a Claus Oldenburg soft sculpture. This event characterizes the vitality of this era and 

the tensions between artistic philosophies within the Department and changing contemporary art.  

The fourth generation of innovation saw the development of extensive specialized programs and 

curriculum to match the newly constructed art building at CTS. Stories from this generation 

include former students Sue Shintani, Alice Saltiel-Marshall and former instructor Dawson 

Kennedy. Through these charactersô shared memories, photographs and student art, I was able to 

understand how this generation of innovative art educators developed a more refined hybridity of 

applied and fine art courses. The final generation of standardization is marked by stories affected 

by educational change forces that have slowly ended the Art Departments unique characteristics 

in order to maximize compatibility, within a larger educational system. The stories I share from 

this generation focus on alumni networks, champions of the Department, and three letters which 

speak to an intense push at the end of the twentieth century to prevent extensive cuts to the 

school. The ñperiodizationò (Besserman, 2013) of generations is significant for this historical 

construction because it necessitates a discussion both of what occurred within a given generation 

and of how its traditions, people, teacher lore, and reputation influenced future generations, 

culminating in a collective understanding of the past. Each generation has two types of stories: a 
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conductive story that acts as a conduit between generations, and a second ómembraneô story that 

engages the generation as a whole through key actors to create a vision of that time period.  

In the following chapter, the stories of each distinct generation are preceded by a title 

page designed in 1930 by former CTS art student and instructor Noreen Masters. Her frame 

design, executed with stylistic traits stemming from Art Deco and the Arts and Crafts movement, 

incorporates within its four corners the keywords óIntegrity, Intelligence, Industry and 

Inspirationô that have been the motto and philosophical pillars guiding the legacy of CTS as a 

school. While these stories are divided by the overarching ethos of a given time period, it is 

important to note that stories cannot be so easily contained; instead  they are rich with the 

flexibility, uncertainty, and changeability that characterize transgenerational understandings. 

This fluidity is demonstrated by the connective narrative found at the beginning of every story. 

These short stories provide data from oral histories, photographs and journal notes acting as links 

and extend storylines creating context and facilitating the flow of transgenerational thematic 

threads that run throughout the new histories I construct. I conceptualize each of the stories as 

contained within a permeable membrane, allowing the stories to stand on their own while also 

permitting continuous narratives to diffuse through them. The generational story frames can be 

moved and re-hinged, allowing the generations to overlap. The layering of stories creates points 

of intersection between individual students, teachers, and administrators through shared 

memories, allowing the construction of this new history to be continually revised, reworked, and 

rearticulated in new ways.  
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Forming a Legacy of Artistic Community and Tradition  

Before I began the formal collection of oral histories, I was contacted by the current CTS 

Art Department head, who knew of my research and informed me that an elderly woman had 

recently come into the school with her daughter, both of them alumni who were interested in 

discussing their experiences at CTS. This chance encounter presented one of the most vital 

learning opportunities for me as a researcher, not only in terms of articulating my research 

methodology, but in showcasing the value of one-to-one conversation with a student who 

represents living history. Norma is ninety-nine years old and attended CTS from 1924 to 1927 as 

a high school student. Through Norma, I gained access to a generation that is nearly a century 

on, and such a personal embodiment of history is a remarkably rare opportunity afforded in any 

historical research. On November 14
th
 2012, I was invited to Norma (nee Lewis) Dugganôs home 

for a double interview. Her daughter, Mary Elizabeth Duggan, took the adult specialized art 

program from 1970 to 1973 upon finishing high school. Together this mother-daughter legacy 

not only demonstrated a remarkable crossing of generations within a family, but also 

foreshadowed the dynamic nature of the discoveries that I would make in the course of this 

study, working with stories that provided a rich history of CTS.  

 Normaôs oral history was most significant because her stories created a link to the roots 

of the art department, something that no other participant could provide. Normaôs stories and her 

artworks, which operate as material culture in her story, connected her instructors of the 1920s to 

the curriculum and initial vision of the Art Department at the turn of the 20
th
 century. For 

example, she recounted a meeting with Frederick Sproston Challener (1869ï1959), a noted 

Canadian muralist who painted in the North American ñmodern styleò similar to that of Art 

Nouveau (see Figure 11). Challener, who taught painting at CTS from 1921 to 1924, lived close 
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to Normaôs family and, she recalls, provided the encouragement Norma needed to become an 

artist: 

He was working in his garage, which had been turned into a studio, down the street. And 

I knew his daughter, one of his daughters, who was around my age, at that point. So I 

remember my mother going and talking to him, saying, ñHereôs this kid, ready to go to 

high schoolðshould I make her go to high school, or let her go some place and get art 

training?ò And it was his advice, I believe, to let me go to Central Tech. He said they 

have a good basic course there, and sheôll get some of the other subjects while sheôs 

learning about art. He said the art college [OCA], at that point, wasnôtðin his opinionð

wasnôt doing as much as it should. It got better as time went on, apparently. 

 

 

Figure 10:  Frederick Sproston Challener and his painting of Lambton Mills, 1901. Images courtesy of the Art 

Gallery of Ontario. 
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Challenerôs reputation was built on major commissions for murals in performance halls and 

private homes in Toronto. His opinion that Normaôs work had potential gave her the confidence 

to pursue an education at CTS and created a significant memory that stayed with her for over 85 

years. While I have not found Challenerôs personal curriculum materials from the early 1920s, I 

have located documents and calendars from TTS at the end of the nineteenth century (see Figure 

12) and compared them to documents used during Challenerôs tenure (see Figure 13).  

 

 

Figure 11: A descriptor of the Drawing course at TTS found in the 1898ï99 school Calendar, p 27. Document 

courtesy of the CTS Alumni Archives. 
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Figure 12: A section of the Art Department mission statement (c. 1920s) found in a promotional booklet, p. 1. 

Document courtesy of the CTS Alumni Archives. 

 

These two written segments, one from 1898 and the other from the 1920s, clearly show 

that the philosophical influences and artistic styles promoted by the CTS Art Department were 

carried from the first to the second generation of the program. Both documents speak to the 

importance of skill and craftsmanship, to the need for historical knowledge of art to create 

original work, and to a greater purpose of training a creative workforce. Two philosophies are at 

play here: the first course description takes a program-oriented approach influenced by the South 

Kensington system, and the second is a more student-centered or humanistic approach, focusing 

on experience (Dewey, 1938/2008).  

The majority of art instructors who taught at the predecessor of CTS, known as the 

Toronto Technical School (TTS), between 1892 and 1914 enjoyed strong reputations in Toronto, 

as can be seen in the various public monuments and private commissions completed during their 
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teaching careers (Ardiel, 1994; Baker, 1997). The number of industrial art and design courses 

being taught at TTS steadily grew, resulting in the formation of a focused department of 

industrial art and design. The shift in focus from industrial art and design to include the fine arts 

came in waves, first with the amalgamation of the technical board and public high schools in 

1904, second with the hiring of Dr. A. C. McKay in 1911, and third with the amalgamation of 

TTS into Central Technical School in 1915, with then prime minister Robert Borden 

inaugurating the new school building (see Figure 13). This shift, however, established two solid 

realms of art educationðtechnical and fine art programsðand, at the same time, two competing 

forces in the curriculum that would continue to shape the identity of the institution for the next 

century.  

The organizational and administrative transformation from TTS to CTS was the 

achievement of Principal A. C. McKay, a 

seasoned scholar with a breadth of 

experience as a public, secondary school, and 

university teacher, as well as Chancellor of 

McMaster University (1905ï1911). McKay 

was sought after by the Toronto Technical 

School Board for ñhe brought to his task fine 

scholarship, high administrative powers and 

definite and far-reaching ideas of technical 

educationò (Hardy & Cochrane, 1950, p. 

128). The position gave McKay the freedom 

to establish a mandate for the highest quality 
 Figure 13: Canadian Prime Minister Robert Borden (1854-

1937) laying the corner stone at CTS, 1913. Photograph 

courtesy of the CTS Alumni Archives. 
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technical education and, in the process, the opportunity to keep the new CTS school above the 

educational politics of the day, as demonstrated in his statement concerning the art room as a 

democratic site of learning for children (see Figure 15). Using the Toronto District School Board 

Archives, and specifically the Board of Education yearbooks and Technical Board meeting 

minutes, I was able to confirm that McKay chose to hire only the best Royal College of Art 

(London) graduates and top students from the specialized programs at OCA (Garnet, 2012b).  

 
Figure 14: Quote and headline from the Toronto Star newspaper on September 3rd, 1915. 

 

McKayôs statement on the democratization of technical education echoes Normaôs 

reflections on CTS and expands this narrative by providing an inside perspective:  

In the art course, there were some who were desperately poor, I know. It was all they 

could do to pay for their paper that they had to buy, or whatever, you know. But that 

didnôt bother any of us. I mean, I was all right. We were not rich rich people, but well 

set-up, you know. I grew up and had an amount of money. We were never without things 

that we needed. So, but I wasnôt aware of any problem with someone who didnôt haveð
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we knew they didnôt have, and that was that. I donôt know whether we were just set apart 

from that sort of thinking. 

 

Historical data from this first generation built an impression that the CTS Art Department was 

developing into an artistic community and forming its own unique culture, values and tradition. 

Reflecting back on the physical location of the art department and day to day life within CTS, 

Norma explained that: 

éwe were all in the [same] building, of course, then. There was no art building separate. 

But we were in a special place by ourselves. The building, as you may know, had 

classrooms to one side, and the other sideðvarious subjects, the machine shops were 

down in the basement. But in the centre of the building was a big auditorium, and 

underneath it was the gymnasium. And on top of it was a sort of bridge, that you had to 

go up an extra flight of steps and across, with the six classrooms and the pottery area and 

the sculpture area at either end. And then there was a towerðand the tower had the life 

class in it. You had to walk up a bunch of stairs to get to it.  

 

She also remembered that her sculpture instructor was Alfred Howell (1889ï1978), the first art 

department head hired by McKay before CTS was built (see Appendix 4). As a Royal College of 

Art graduate, Howell brought his knowledge of the South Kensington system but was influenced 

by humanist philosophies of the time. Howell organized the structure of the program, assisted in 

the hiring of instructors, and initiated a succession plan. While ensuring his own legacy as a 

sculptor, Howell also created a legacy of core values that included building an artistic 

community and a dedication to craftsmanship and quality. He modeled the curriculum and 
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philosophy of the CTS art department on the Bauhaus (1919ï1933), a philosophical orientation 

that was maintained by Peter Haworth (1889ï1986) when he became department head in 1929. 

The Bauhaus model was embraced in the department because the curriculum at CTS was not 

only intended to develop fine artists, but also to provide young, creative workers for Canadaôs 

rapidly growing post-war applied-arts industries through its multi-disciplinary program. This 

orientation was a reflection of the Bauhaus commitment to erasing the distinction between artists 

and artisans. As at the Bauhaus, Howellôsðand later Haworthôsðphilosophies and practices 

linked aesthetics, craftsmanship, and technology through courses in both fine and applied art 

(The Bridge, 2001).  

Norma recalls that during the time she attended CTS, Howell (see Figure 16) ñwas also 

working on a memorial that was set up in France, I believe. And there was one figureðit seems 

to me that he was building the clay part. It seemed to be cast later. But anyway, I remember 

that.ò This recollection confirms that instructors at the time were working on their own 

professional practices inside the school, which led me to question whether students assisted in 

the work, participating in an apprentice system modeled on the artisanal practices of the past. 

 
Figure 15: Alfred Howell in 1931 and his war memorial in Guelph, Ontario. Images courtesy of the Ontario 

Archives. 
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Norma also reminisced that a sense of community defined the school in the 1920s, ñwhen 

we met kin in our homeroom, which was Peter Haworthôs.ò I found it interesting that Norma 

used the word ñkinò to describe her art classmates, and I believe this speaks to a recurrent theme 

of family, love, and caring that seems to have been part of the CTS Art Department experience 

over time. Her painting instructor was L. A. C. Patton; John Chester taught weaving; Charles 

Goldhamer taught drawing; and Peter Haworth was also Normaôs design and watercolour 

painting instructor. The influence of her instructors can be clearly seen in the style and colour 

palette echoed in the watercolour work Norma completed after leaving the school (see Figure 

16). According to her, Haworth would constantly suggest that his students apply for competitions 

and exhibitions, and Norma continued to do so well after graduation, a professional tradition that 

is still emphasized at CTS.  

 

 
Figure 16: Historic House by Norma B. Lewis (Duggan). The back label shows that the artwork was accepted into 

the Ontario Society of Artists Annual Exhibition, 1933. Image courtesy of Mary Elizabeth Duggan. 
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 At the end of our interview Norma pulled out her high-school sketchbook, from the late 

1920s, filled with anatomy drawings and notes. This exemplar of material culture sparked more 

memories for Norma of her painting class, and her recollections draw attention to the 

conservatism of the time: 

In those days it was thought rather clear that youôd be painting people who werenôt 

wearing many clothes. And because we were young, of course, we were not allowed to 

have a completely naked person posing for us. So we very seldom had a woman, unless 

she was wearing some sort of a gown or something like that. We did have a big athletic 

looking man, I remember, with just a jockstrap, which was supposed to make it all right. 

 

Norma described drawing classes with Goldhamer, a noted official Canadian war artist who also 

built a forty-two year career at CTS: 

Well, I think our classes may have been a little smaller than some of the others, so we had 

a lot of personal attention, if we were doing something. I can remember Charlie 

Goldhamer coming by, and I was trying to draw something I was looking atðthey had 

something up that we were drawing, Iôve forgotten what. But anywayðand he just said 

to me, ñjust hold your pencil up, and look at how big a stretch there is between the edge 

of the paper and what you want to draw, and then how big the stretch is down here.ò And 

I thought, ñItôs magic!ò All of a sudden, I was in the clover, I could do it. And, I mean, 

that was so simple. So easy. I would have worked it out for myself. But he just picked me 

up and put me in the right spot. So thatôséthat was excellent teaching, Iôd say. 
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Goldhamer recognized Normaôs difficulty and then guided her on how to overcome her artistic 

problem by actually showing her from his experience. His pedagogic act is rooted in a long 

tradition of artistic apprenticeship that began at TTS. A few years after Norma graduated from 

CTS, her former homeroom teacher Peter Haworth became the Art Department head, and during 

this time, the tradition of maintaining both the applied and fine arts became part of the 

institutional mandate. Haworth was the first example of planned leadership succession (Hart, 

1993; Goodson, 2010) in the Art Department, carrying forward the humanist ideals espoused by 

Normaôs earlier instructors and the high standards of quality and craftsmanship required within 

the industrial arts. 

*  *  *  
 

 

Development of Vision: A Shared Biography of Peter and Zema Haworth 

 

The record I present of the personal lives and professional careers of Peter and Zema 

ñBobsò Haworth, based on the available documentation, brings forward a loving relationship 

between professional peers. Though the activities of each were wide-ranging, this historical 

account will take the form of a paired scholarly biography, with an eye to learning more about 

the Art Department at CTS during the years of the schoolôs emergence. Specifically, I examine 

the Haworthsô lasting contribution to the department as an entity growing within the larger 

school and the ways in which they, as two of its early practitioners of art and design, viewed its 

purpose and potential. These artist-educators were chosen because of their vision which directly 

influenced the department for over fifty years. The Haworthsô impact on their own generation of 

CTS peers as well as subsequent generations is seen through the transgenerational artistic culture 

and traditions carried into the present.  



88 
 

One difference should be noted from the outset: Peter Haworth is inscribed into the 

historical fabric of Central Technical School, the University of Toronto, and various published 

sources, and for this reason his career could be readily reconstructed even without the evidence 

left by his considerable personal and academic papers, housed at the Queenôs University 

Archives in Kingston, Ontario. Zema Haworth (nicknamed ñBobsò), by contrast, left little 

official trace at CTS, and the published documents relating to her life and work comprise only a 

fraction of those relating to Peterôs. As well, while her collection of photos is rich and extensive, 

her personal and professional papers are fragmentary. There are a number of possible reasons for 

this imbalance, including the possibility that more prestigious male potters at CTS overshadowed 

her contribution to the department, as well as the comparatively lower status of female artists 

throughout much of the 20
th
 century. By putting Zema Haworthôs story on a parallel track with 

Peter Haworth, a substantial contribution left out of the history of Canadian visual culture and art 

education comes into focus. The record that follows is a construction of storylines that I have 

woven together from the available fragments and data traces the couple left behind.  

Throughout my research on the Haworths, I have found few photographic records of their 

physical presence in CTS, a fact I find odd given the sixty years of combined service that the 

couple devoted to the school. Photographic records may well exist in private albums yet to be 

discovered, and possibly within club offices, audio/visual departments, or administrative offices 

to which I have yet to gain access, but my belief is that the Haworthsô personal archive was 

edited to tell a specific story that deemphasized the fact they were instructors in a secondary 

public technical school, despite their evident commitment and lifelong devotion to their students. 

This may be due to the lack of prestige attached to being a high-school art teacher in relation to 

the celebrity status of much of their social network, which included the Group of Seven, 
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Elizabeth Wyn Wood, and the Canadian Group of Painters. Yet the Haworths were not just 

teachers; over the course of their careers they built a profound and lasting legacy at the school. 

Regardless, oral and written accounts attest to the Haworthsô love for the school; they promoted 

it extensively, as demonstrated in the annual exhibitions they organized to profile the quality and 

qualification of CTS art students to industry leaders in Toronto (see Figure 17) and to fine art 

circles. The figure below is an example of an initiative that Peter Haworth took on during his 

first year as the art department head. This exhibition invited technical school students and the 

public to gain knowledge of the commercial design field and access to its leaders in Toronto. As 

a teacher and researcher of the school, I am particularly drawn to the tension between the 

identities the couple projected as fine artists and socialites, on the one hand, and on the other, 

their devotion to the profession of teaching and the care, which some have described as parental, 

with which they promoted the school to industry, providing hundreds of students with access to 

careers. 

 

Figure 17: Flyer for the CTS Exhibition of Commercial Design and Illustration, 1929. Document courtesy of the Art 

Department Archives. 
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How Peter Haworth Came to Define the Art Department 

After graduating from Londonôs Royal College of Art in the early 1920s, Haworth 

actively searched for a steady teaching position, eventually landing a temporary position as 

headmaster at the Salisbury School of Art. In the fall of 1922, while employed at the Salisbury 

School, a letter arrived from Dr. McKay, informing Haworth that his name had been put forward 

for the position of Assistant 

Teacher of Design and Craft 

Work at Central Technical 

School (see Figure 19). 

McKay states that he had 

written to Royal College of 

Art Principal William 

Rothenstein asking him to 

suggest the names of suitable 

teachers for this important 

position in Canadaôs first 

technical education 

institution, and it was 

through this referral that the 

history of CTS took a 

remarkable turn.  

 

 

 
Figure 18: Letter from A. C. McKay to Peter Haworth, November 29, 1922. 

Courtesy of the Peter and Bobs Cogill Haworth fonds, Queenôs University 

Archives. 
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Haworthôs staunchest supporters, instrumental in his appointment at CTS, were William 

Rothenstein and Haworthôs former teacher Robert Anning Bell (Panayotidis, 1997; 2003). Bell 

wrote a complimentary endorsement stating that Haworth was a ñstudent of great promiseé 

hardworkingéand embodying the valuable gift of initiative so necessary to gain the confidence 

and respect of pupilsò (Panayotidis, 1997, p. 175; Anning Bell, n.d.). McKay and Haworth 

exchanged a series of letters regarding the job opening, and despite the opportunity to join a 

school where he could shape the program, before accepting the position Haworth wrote to 

McKay inquiring into several matters of importance: salary increases, relocation expenses, 

possibilities for promotion, and the amount of time allocated to teaching duties and other school 

activities.  McKay responded to each of his questions and stated, ñIf you are as capable as I think 

you are, your salary will soon be increasedò (Panayotidis, 1997, p. 176; McKay, 1923). In 

McKayôs last cable to Haworth, he related that ñthe chances for promotion are excellent,ò adding 

ñcable and come immediatelyéSail soon, bring bride. Salary starts sailing dayò (Panayotidis, 

1997, p. 177; McKay, n.d.). On December 8, 1922, Haworth received notice that his appointment 

had been ñratifiedò and left for Toronto soon after (Panayotidis, 1997, p. 176; Pearse, 1922).  

Peter and Zema arrived in Toronto during the spring of 1923, and in the fall Peter 

assumed his position as the new teacher of art at CTS. Interestingly, despite Toronto School 

Board rules of the time stating that married women could not be instructors, five years later 

Zema was also hired by the school, to teach ceramics. This is a pivotal event in the departmentôs 

history, but I have yet to source any documents related to this decision and can only speculate as 

to how this exception to the rule was made. Alfred Howell was the head of the Art Department 

when the couple arrived in Canada, and he and his staff had already begun to lay the foundation 
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for a complex technical visual arts program. Peter Haworth quickly ascended through the ranks, 

becoming head of the CTS Art Department in 1929. 

 With Haworth as head of the Art Department, the continued shaping of the program was 

strongly oriented to support artist-teachers who taught classes and continued their own artistic 

careers. The emphasis on hiring instructors who maintained their own artistic practices outside of 

their teaching was already part of a long tradition that had begun with the TTS and artists like 

Gustav and Emanuel Hahn, Challener, and Howell, among others. The dual professional roles of 

CTS instructors fostered an expert outlook and practice that allowed a public technical high 

school to compete with the Ontario College of Art (OCA). Doris McCarthyôs reflections on 

Haworth give a sense of his leadership and vision: 

[Peter] was given unusual freedom in choosing his staff, and instead of hiring teachers 

who had taken summer courses in art, he hired artists and hoped that they could teach. He 

encouraged them to go on being artists and fought a stand-up battle at the Board of 

Education on the issue. Someone down at College Street (where the central authority for 

the Toronto Board of Education was located) attempted to forbid him to practice as a 

stained-glass designer while he was holding down a full-time teaching job. This was 

during the Depression, and the stained-glass trade was feeling the competition. But he 

won, not just for himself but for all the artists and craftsmen in the system. He convinced 

the authorities that an effective teacher must also be a practicing artist. (1990, p. 122) 

 

 In the years that followed, a staff of solid professionals became the foundation of the CTS 

Art Department. Haworthôs teachers had been trained in art schools rather than the usual 

provincial normal schools, and they remained active members of their respective professions. 
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Haworthôs greatest challenge came in the form of the internal and external pressures brought on 

by educational change (Goodson, 2010; Goodson & Anstead, 2012). For example, some teachers 

outside of the department believed the artists should be required to conform to the same policies 

as other instructors, and Peter was repeatedly called upon to defend the professional integrity of 

his staff. Sisler (1993) writes that ñthe very presence of the artists on staff was something of a 

provocation.ò She notes, for example, that ñwomen in Haworthôs department were free to wear 

slacks if they chose, a practice far from universally approvedò (p. 96). Fortunately, Haworthôs 

chief defense was highly visible: the legion of department graduatesðsuch as Aba Bayefsky, 

Duncan I. MacPherson, and Bruno Bobakðwho became ranking artists in Toronto and who 

went on to make national names for themselves in all artistic disciplines, including painting, 

sculpture, graphic design, illustration, stage design, and ceramics. 

The couple kept a high profile, and within a year of their arrival they became friends with 

prestigious company including Lawren S. Harris and most of the Group of Seven. While 

sketching with the Haworths in Tadoussac, Quebec, in 1935, A. Y. Jackson wrote to Anne 

Savage, a renowned art educator in Montreal with whom he had established childrenôs art 

programs (Pearce, 1922): ñThe Haworths are hard workers, and these two months holidays are 

very precious to them, they stick at a sketch for six hours. I donôt know how they manage it as 

the light is completely changed before they get throughò (Jackson, 1935, p. 1). The coupleôs 

extensive address book of friends and acquaintances, preserved in the Queenôs University 

Archives, included key figures from the realms of art and culture, business, and the educational 

establishment, such as Mrs. and Mr. Jack Bush, Mr. Alan Eaton, and Dr. and Mrs. C. D. 

Gaitskell.  
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Peter Haworth was largely responsible for the emergence and steady rise of women artist-

teachers in the Art Department, as well as for the increase in the artistic production of all 

teachers during their teaching years. Peter encouraged his staff to maintain strong relationships 

within the artistic community, and ñto exhibit in the juried showsò hosted by the Art Gallery of 

Ontario and a variety of other institutions. (McCarthy, 1990, p. 154). 

During his 32-year career at CTS, and his overlapping appointment as an instructor in 

Design and Drawing at the University of Torontoôs Department of Fine Art from 1939 to 1947, 

Peter Haworth came into contact with thousands of high-school and adult students. The accounts 

that some of these former students, as well as his colleagues, give of Haworth and his teaching 

philosophy are largely varied, but overall, he was known as a dynamic teacher. In her 1948 daily 

radio broadcast on ñissues of art and life,ò CFRB reporter Kate Aitken had this to say about him: 

Haworth was an exacting teacher who had a paternalistic master/apprentice relationship 

with his students, which extended beyond the confines of the school. The nature of the 

relationships he cultivates place important value on the characteristics of dependability, 

responsibility, and obligation. Clearly, he was not just training artists but artists of a 

certain moral character who were to be exemplars in the broader community. (Aitken, 

1948) 

 

 Doris McCarthy was initially hired by Haworth in 1932 to teach high school art courses, 

and in her memoirs she shared a wide range of stories that give a unique perspective on what it 

was like working under his leadership, how he embodied the roles of artist-teacher, and the 

orientation of his curriculum. Much like the poem written by an unnamed student in the 1928 

yearbook indicates, Haworth was a demanding and spontaneous instructor (see Figure 20). Her 
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observations, culled from over forty years as a CTS art instructor, include both positive and 

unflattering comments about Haworth, giving insights into both his public and private lives, and 

the relationship they shared as colleagues for decades.  

 

Figure 19: Poem about Peter Haworth (unidentified author) printed in the Christmas 1928 yearbook and his CTS 

yearbook photograph, 1940. Poem and image courtesy of the CTS Alumni Archives. 

 

McCarthy (1990) recalls her initial introduction to Haworth as having been rather rough 

and remembers that his ñmethod of teacher training was to fling his novices into the situation and 

let them fight their own way to the surface. He explained nothing, and his manner discouraged 

questionsò (p. 122). During McCarthyôs second year of teaching, her attitude seems to have 

changed, and her journal entries begin to show evidence of her acceptance by colleagues and her 

admiration of the artistic community Peter was building: 

September 1933: All week Iôve been feeling like an artist. Peter [Haworth] and Charlie 

[Goldhamer] liked my sketches, assured me that Iôd learn more at my stage from working 

by myself than by studying at a summer school, and Charles (Oh heavenly joy) said, 



96 
 

ñIôve always thought that someday you would be one of our more important painters.ò (p. 

153) 

 

The shifting opinion expressed by McCarthy suggests that Haworth facilitated a growing 

comradery and community of educators and supported this disposition inside and outside of 

school.  

 As a teacher, Haworth strove to devote an equal amount of attention to his own teaching 

practice, although he was concerned on a broader level with continuing to develop the standards 

of the growing Art Department. Stained glass (its history and its processes of production) was 

one of Peterôs principal courses at CTS. Archived course notes and lecture outlines indicate ña 

systematic exploration of the functional, technical, and historical aspects of the crafté 

structur[ing his] course[s] so that technical discussions were enhanced by discussions of the past 

and the presentò (Panayotidis, 2003, p. 17). In these classes, he used the Royal College of Artôs 

traditional pedagogical method of teaching by example. Real-world projects were brought into 

class and executed from start to finish using the best possible materials and techniques. This gave 

Haworth control over production while giving students the opportunity to participate in making 

actual work.  

Zema Haworth is most remembered as having been an inspiration to her ceramics 

students. In addition to being a prolific artist, she was an active sportswoman, as depicted in a 

self-portrait from c. 1930 (see Figure 21). According to Gail Crawford (1998), a historian of 

Ontario studio craft, ñItôs tempting to claim thereôs never been anyone quite like óBobsô in 

Canadian ceramic circles. Immaculate in a white smock coat, her hands gleaming with red nail 

polishé Bobs courses were regarded as an invaluable source of informed ceramic instruction 
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and leadershipò (p. 43). CTS was one of the first technical schools in Canada to teach pottery and 

ñgraduated thousands of Canadianséwho know good pottery when they see it and many who 

can make itò (Flavelle & Kingcrafts, 1970, np.). Zema helped to raise the profile of something 

previously considered a ñcraftò and ñwomenôs workò to the level of fine art.   

 

Figure 20: Zema ñBobsò Haworthôs untitled self-portrait c. 1930. Photograph courtesy of the CTS Alumni Archives. 

 

Crawford (1998) cites former student Bailey Leslie, who recalled that around 1929, when 

she attended ceramics courses at CTS, the students were mostly housewives taking the courses as 

a hobby, and there were very few male students (p. 43). Crawford describes the classroom as a 
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place where ñwomen initially formed the core of Centralôs day-time pottery classes, drawn to 

clayôs approachability and the schoolôs comprehensive studioò (p. 43). For many years the 

schoolôs pottery studio maintained a Denver oil-fired kiln which ñwas virtually the only adequate 

public facility in the province,ò writes Crawford (p. 43). The foundation Zema provided in the 

ceramic arts instilled a sense of focus, determination, and patience in her students (see Figure 

22). Crawford notes that ñanyone in Ontario with a genuine interest in ceramics, whether 

collector, purchaser, critic, writer, or maker, would have been inspired at one time or another by 

her innate good taste and discriminationò (p. 43). 

 

Figure 21: Display of Zema Haworthôs pottery (soup bowls) from the 1942 Guild of Potters Show at CTS. Image 

courtesy of the TDSB Archives. 

 

The Haworths continued to live a comfortable life in the fashionable upscale district of 

Rosedale in Toronto. Their residence was a mecca for artists, and they would often hold formal 

and informal meetings and small exhibitions in their large home. Peter and Zema were 

essentially socialites: ñchildless and with the advantage of fixed educational salaries and 

substantial commissions from their extensive artistic projects, the Haworths enjoyed a lifestyle 
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befitting the elite circles in which they traveledò (Panayotidis, 2003, p. 14). Both joiners by 

nature, each belonged to a variety of artistic and social organizations. As part of the art 

establishment, their biographies were included in issues of Canadian Whoôs Who beginning in 

1953. Peter was a member of the Ontario Society of Artists from 1933 onward, eventually 

becoming its president in 1954. He was also part of the Canadian Group of Painters, joining in 

1938, and was president of the Canadian Society of Painters in Watercolour from 1934 to 1938. 

Zema was a founding member of The Canadian Group of Painters, established in 1932, and the 

Canadian Guild of Potters. She also was a member and later president of the Canadian Society of 

Painters in Watercolour, was made a member of the Royal Canadian Academy in 1948, and was 

a staunch advocate of the Ontario Society of Artists. Collectively, the Haworthsô influence on 

Canadaôs art and cultural scene, as well as on the discipline of art education, is unparalleled, 

extending far beyond the walls of CTS. 

Peter retired from Central Tech in 1955 while Zema continued to teach until 1962. Peter 

Haworth left a legacy at CTS and put into place a plan for grooming the next generation of 

department heads, including Charles Goldhamer and Dawson Kennedy, who advocated for a 

stand-alone art building. In 1964, as a tribute to Peter Haworth, Kennedy was invited to give the 

keynote speech at the formal opening of the new art building on the campus of CTS. Looking 

back, the conditions of the Haworthsô hiring in the Art Department included the freedom to 

develop their own personal creative work, which seems to suggest they believed this would 

enhance their performance as art teachers. Today, the majority of the CTS art staff devotes a 

significant amount of time to the development and promotion of their own art practice. This is an 

ethos that the Haworths directly contributed to and ingrained into the very fabric of the schoolôs 

tradition. 
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