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ABSTRACT

A Storied History of Art EducatiorThe Art Depantnent at Central Technical SchptB922014
Dustin Garnet, Ph.D.
Concordia University, 2015

The Art Department aentral 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
utilizing the lived experiences of the men and women who shared in its legacy. | 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 accouhtBeopast. Questions guiding this
study includeWho were the forces behind the growth of the CTS art program? What are the
factors that have helped sust#irs publically funded institutionWhat were the major historical
events that shaped the histofyCTS? And, vy is the Art Department aCTSrarely mentioned
in written histories of Canadian art education?

From a theoretical perspective, my approachewhistory(ies)has generatedsocio
historical literary account of CTS as part of the field of art education, allowing coastruct
stories and emplot charactémsvays that provide multiple forms and contexts to understand the
institution from more holistic perspectives. Through methodological architecture of the
polyptych frame | have built a collection of historical stories that hinge together, but can be
separated and reconfigured to tell multiple stories fp@nsonalexterna) andinternal
perspectives. Stories are at tteart of my research and within them lies much more than

individual oral histories. The new history | construct speaks to a transgenerational artistic culture



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 degeal continuity rather than disparity
between historical realities and historical narratives | 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 ofta&ducation history in Canadi@smuch potentiato
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, | feel a personal eespility to understand how the
philosophical choiceshaping art education were formed, and in the prodessling whichof
thesestoriesto telland why as part of the historical recoktly purpose in this research began by
asking:Will and how do theommonly known histories help educators,-peevice 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 | have asked myséhiviestigation ofart
education aCentral Technical Scho@CTS) in Toronto, Ontario, where | have been an art
teacher for the last decad#ithin these questions are seemingly endless avenues of exploration,
and for this reasqmmy research is na definitive history of techical fine art education at CTS
but a reflexive history selfonsciously produced: selected, ordered, and interpreted to make
sense of the voluminous oral historiaschival sourcesand material culture analysis viewed
through a postmodern lens. The amgation of this dissertation reflects my conception of
history as a multiplicity of stories addition to facts, dates and events

The art department at Central Technical School (CTS) in Toronto, Onsanioe of
Canadads ol drensirig echmcdl fie arts gdecation progsmhe visual art
program at CTSs little known in the history of art education, yet some of our most honored and
celebrated Canadian artidt$or example, A.J. Casson, Joyce Wieland and Doris McCarthy

have taught at aattended the school. My research will contribute to the field of art education by



investigatinghis unique art educatiafepartmenthrough the stories of students, teachers, and
administrators who have been aollectivel@stogyThe at t h
CTS art program is a Canadian sttrgtoffers insights to our understandiof how art
educatiordevelopedn this case studfrom thebeginnings of the program &892 to the
preserdday, 20141 have adopted a multocal postmod r n | ens t o the prograr
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 ¢éhpastl construct stories that buikl greater understanding of the
departmentdos culture that was fostered and pe
legacy and traditions of this institutionhis dissertation is rooted in the lived experieates
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 numberadtailed, rich, historical accounts of highhsol and adult
art education programs in Canaaaich | will discuss in the next chapt@halmers 2004;
Soucy, 1990Pearse, 20G#), specific and localized histories remain limited in the overall
scholarship (Soucy, 198%)ver the past twenty yearsteker has been a move fit ow
recognizing and apprehending more of the frequently neglected, but extremely important
experiences that should be noted within the h
which underlies my inquiry (BolirBlandy& Congdon,2000. Chalmers (2004) points out that
hi stories of fAartists as educators andnd]t he ed
the |lives of art students too, have received
are seenihe me r (1992)fesearch aboutene Senecalndart education in Quebet940

1955; Souc y(l9a3)studyBfehe NovaeStatia College of Art and Design (NSCAD);



Sacca and Zi mmermands (1998) col | eexplaraiom of wo
of Arthur Lismenddss epbaaobiongscéd2®€06) research
programs in British Columbia. My historical reseabthids onto art education histories of
instructors and students of my school anavides various brms and ways of telling storiey
creatingthematic links weaving into the networks that constitut®nstruction oart education
historical researchAdding toexistinghistories of art educatiomy work provides new and
different ways of expressirfgstory notcommonlyfound in the fieldBuilding on the
foundational work of Canadian art education historian Donald Soucy (19858)e come to
recognize that:

Histories, like any set of ideas, arise and developnrhistorical context. Any

corntemporary 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, supportptherwise clarify each other. (p- 3)

Soucy (198) 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 thedmids$ed
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 prograngpecific secondaryairces that havedrawn uporto inform my study
includeinstitutional documents, such ameting minutes from the City of Torontb883.1920)
the Onario Trades and Labour Congré$8901920);and the Toronto Technical School Board
(18911915) educationalesearch repastfrom governmenta nd t he Ont ari o Teach

Federationas well as letters, petitions, speechvasiousvideo recordings of school events



reports and resolutions from industry and laborganizationsA variety of other sources
includingmultiple archive locationsyearbook collections, and alumriiq@aograpls and artwork
have been analyzed iteform stories that togethereate a comprehensive historical accoAst.
well, | havereviewed othedoctoral dissertations and published histories of educational politics
and technical education to inform this studlige variety of perspectives represented in these
secondary resourcgsovide acomprehensive and multivalenced accourthefArt
Departmeh 60 s  bhAltreougl theye are extensive secondary sources from which | could have
written this historical account, Il opt to tak
material to construct this departmental history, supported by secondargssourc

An extensive amount of resources have been collected to generatecthust of the past
including a growing collection of more than twentgldhistories, recorded from British
Columbia to Nova Scotjdrom former students and teachers in the artatiion department,
ranging from a 99 yeanld 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 sdnawl.
on all of these sources tiwangulatemy regarchusing key participant checking, debriefing and
material culture analysis to balance the firahd knowledge of department evemitsd notations
from personal journalddy studyis not only an intensive analysis of the Art DepartmetCTS
buta poject thatengagsin a longitudinal and retrospectil@k through the eyes of students
teachers and administratoi@ken togethemy source materiahas allowed the identification
and investigatiomf gaps in the existing historical researé¢rOmtaro art educatiopadding this

particular school as amportantcontributionof theschool to the field.



The Art Department: A Site of Devebpment and Innovation in Art Education

In this dissertation | take the position that the developmeninsodation of art
education at CTS can be interpreted as spanning@meration®f teachers and students, rather
than following a chronological timeline. This is in part becabeeQTSart education institution
is the oldest multigenerational adatidhigh schookecondary program i@anadaand in part
because my structure is a deliberate effort to offer an alternate writing of higiaciig, 2014
Beaty, 2015)By extension| provideinsights into the roots of Canadian imagery trel
continuing influencef the school in Canada and potentiatross the worldTo 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 includéourme mber s of Ca nGaodppobSevefAd.n o wn e d
Casson [18981992], Frankn Carmichael [18901945],Franceslohnston [18881949], and
Lawren Harris [1888.970) and three members Bhinters EleverfKazuo Nakamura [1926
2002],Harold Town [19241990],and Tom Hodgson [1922006]).Fourteerformer CTS
instructors or graduates have received the co
(see Appendix 1)Former sculpture instruct@manuel Hahn (1881.957) is responsible for the
designs thattdl adorn Canadiaroins (see Figure 1and Doris McCarthy (191@010), who
taught at CTS from 1932 to 197@&mainsone of Canadads mmsamamyel ebr a
ways te institutional fstory of the CTS Art Departmedeepens our knowledge aexperience

of our Canadian visual culture.



Figurel: Emanuel Hahnés designs for t hGoinlthage@abisRayalquart er ,

Canadian Mint. All rights reserved.

Anot her key ex ampédmerial (sRd FHigwea2) id a@nsconk 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 membersT® @ho contributed to the significant
number of plaques, memorials, and scul ptures
sculptors Elizabeth Wyn Wood and Alfred Howell, received official Canadian commissions to
design war memorials around Caaahd overseas. A number of CTS alumni became official
Canadian war artists: Charles Goldhamer, Frank Brdaksio BobakJoe 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 educatibat to the understandings and contributions


http://en.wikipedia.org/wiki/Bruno_Bobak

recognized of art educators within our school
you come from to know where you are goingdé su

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

Figure2: Former student Walter Allward's Vimy Memorial, 1936, France. Photograph courtesy of the Toronto

District School Board Archives.

Locating Art Education the Landscape 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, Th&altery of Ontario,
University of Toronto, and the Ontario College of Art and Design University (OCABee

Figure 3).



Figure3: The Central Technical School building, 2010. CTV News Toronto (2010). [Central Technical School].

Retrieved from http://toronto.ctvnews.ca/te@hsrgedin-connectiorto-centrattechshooting1.558972

CTS includes three separate buildings which occupy four downtown city blocks. The
CTS architecture is grand inside and out. The main building is inet&othic 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 plaqudse 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 seeamnomic backgrounds, English language
abilities, and speciaducation needs attend the CTS art program.

The Art Centre at CTS is located in the northeast corner of the campus (seel)-igure
The art department currently features the only bronze foundry in any secondary school in

Canada; a Xwheel ceramic studiequipped with the largest kiln room of any secondary school



in Canada; a fulfacility sculpture studio, including a fabrication pit for construction and
welding; skylit 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#diting lab. Three main programs are run in
the art buildinga regular high school stream, a specialized high school streanm addla
specialized stream. In additiom these programs vibrant night school and summer school

prograns allowthe surrounding community to enjoy the facilities.

Figure4: The campus of Central Technical School. Red arrow indicates the art building. Google Maps. (2014).

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

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

C T Sdigsificanceas amodel ofaninnovative school departmewas the result of it
growing and develomg almostlike a microcosnwithin a largetinstitution The Art Department

insuated itself from many educational change forces by fosterstigpng artistic culturand


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

10

social networkthatenduredwell after graduates left and instructors retit€dS is has provided
education to well over a hundred thousand stugéatsed on aiscussion and documentation of
theschool population provided by CTS administraBob Stumpf. His oral historglso
described night school and summer school attendance. During our inten@@alculated the
numbers his office retained from day, niglmd summer classes, estimating that well over
100,000 students attended CTS from 1@ABl3and 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 currenirsit915, the art department
flourished, and an argument for its own stahahe school building quickly emerged. In an
unprecedented collaboration between the federal, provincial, and municipal governments, land
was bought up around the original CTS 8ing and a new dedicated art building was finally

constructed decades later, officially opening in 13&&figureb).

Figure5: Central Technical School 6s art buil dicogtesygfened i n

the Toronto District School Board Archives.
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Designedoy Macy DuBois of the Torontarchitectural firm of Fairfield an®uBois, the
inspiration for the art department building design was interestingly credited spaceship
SputnikmuchasMc Cl el | and and St ewar t the@rhd 3ovietbbrmone , i n
made in technology during the Cold War era prompted educators in North America to refocus
efforts on scientific and technical educatigp. 97) In association with F. (Etherirgton, chief
architectfor the Toronto Board of Educatipas well as CTS art department h€idhrles
Goldhamel(1903 1985)andassistant heaBawson Kennedy1906 1967),DuBoisdeveloped a
design thashowed in his wordsfithat intimate relationshipbee@ n t he ar chi tect ar
(McClelland & Stewart, 200. 97) DuBoiss distinctivedesignfor the CTS art building was
internationally recognized, and was awarded the Gfaldsey Medal foCanadiamrchitecture
in 1964 Major architectural magazin@scluding Canadian Architecteatured and critiqued the
art building upon its completion. Acclaimed Canadiachitect and architectural historiBeter
Collins wrote an appraisal of Duboisds design
institutions such as the Harvard Art Centre and the Glasgow School of Art help to give context to
the art buil di ngos de s iodaofschdoltafchitetcturaandartnt er nat i

education.

Perceptions, Perspectives and Stories ofh@nge
My history of the CTS Art Department is a story of educational chavigeh | trace as
an evolution from the roots of specialized technical art educatitre tcurrent push toward a
standardized traditional high school. This history can only achieve a semblance of rigor if there
is recognition of multiple layers abicestelling differentkinds of stories from different

perspectivesWithin the stories theresides what Foucawdind Bouchard1980) 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 cEhéueyare different
cycles of educational change that intertwine betweleat | view aghe public and private life of
this school.

In my study of the school, these forces of change correlate to what | have identified as
five generations of teachers astddentsThe stories constructed from the history of the CTS Art
Departmenthenprovide both a macro (educational change) and micro (individual lives) lens on

the rise and decline of technical art educatiothis schoal

Introducing G enaations of Time
As paradigms change in the field of art education the development of technical art
training at CTS has taken different forms. The historylagdcyof technical art education at
CTS follows a distinctive path. In my case, the Art Department is atstat'gxplores social and
cultural dynamics over what | 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 dépant and include:
1 A generation oflevelopment (1892 to 191y
1 A generation of visioii (1918to 1949
1 A generation of optimism (1943to 1967
1 A generation of innovation (1968to 1992
1 A generation of standardizati®n(1993 to 201y
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 notioknaiwledgecycles, 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 traceab&ach 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 | consider to be the heart of my dissertation, consists of a
series of storied histories corresponding to, and crossing over, the five generations | have
outlined. Specifically, these histories each contain multiple stoesvibrk 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 constructaed by
asa researcheand lacknowledge that | hold passionatattachment tany researctsite |
began my teaching career in the Art Departna¢i@TSin 2005and | have built and maintained
an extended family and sense of haahéhis site For lack of a better word, the Art Depaent
Arai sedd me t o b eandlibaieveldnaydest reciprochte lay servingtidea y
historical imperative of this institutiodn my dedication, feel a strong moral duty to bring
forwardthis historyyet | am mindful of what Lemerise (200 descri bes as dthe
hagi ography that reinforces the cult of heroe
Participating in the culture of CTS for a decade has informeés an artistnd educator
in ways that as a researcher created a sense of conflicting tensions in the course of writing this

dissertationThere is a tension at the core of my teaching practice and artistic sensibility that is
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stretched betweetnaditional, modernisart education which | hold up due to its quality and
standard$ an integral part of the legacy of CT&nd on the other hand the postmodern theory
which was taught during my ps®rvice teacher education and influences my pedagogy and
curriculum designRecognizing these tensions as a researcher led questionwhy writing a
traditionalmodern historydoesnot capture the quality found in postmodern historiograjtiuy
modernist art education, as least in the context of technical art edueatieevys a consistently
high level of skilled and talented artiséss an art educator at my research site | have become
more aware of the intellectual apddagogical tensiobpetween the modern and postmodern
affectingmy curriculum and instructional developmentome to thihistorical studyas a
researcher where | take up thesatradictions, tensions andethmaghatare at the heart of the
art education history | construct.

A further duality in this study is that | am arsider atthe CTS Art Departmergndmy
access to past narratives (oral and writteamiliarity with school archival materialand
material cultureand myown perspective and lived experience provides for an enriched
conversation and adds a new dynamic to the notion of how histrtitted are generated (Pinar,
1995). My program of research constructs multiple accounts of CTS, situating thisnstudy
educative perspectivéisat seek tgpromote continuity, rather than a disparity, between historical
realities and historical narratives

Thetopic | have chosehor my research was not O0di scovel
researchit is research that directly connects my personal and professional life, informing my
artistic output and my professional practice as an eduddteraffinity | have for this research
requires a discussion of author bias to foreground the perspectives that guide my lwriting

acknowledge thaas a teacher at CTS, my personal experiences, both positive and negative,
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influence interpretations and dyses. | will not claim positivisempiricist notions of objectivity

and detachment. What | will do is acknowledge the role of the researcher throughout my study,
insertingmy perspectives and including reflexieachotes that highlight personal connectar
insights. My experience at CTS has afforded me a critical lens that has grown out of my personal
experience Insider knowledge is different from biashen there is an awarenesshofv your

own perspectives have been shaped by experime is amnderstanding of howll stories

are shaped by experience (Gar2étl 2, KennedyLewis, 2012) My study is strengthened
whenthis experience is combined with social and political corstert historical evidencand

when | join my voice with a sonancéwwices of students, teachers and administrators past and
presentThe overarching history | construct is shaped by conversation, collaboration, exchange,
and mypersonabhistory in the department that puts me in a position to contribute to the

historicaldiscourseand thus have meaningful exchanges that generate new ideas.

Structuring New Canadian Art Education Histories

Thetechnical art education prograwound at CTSs so vast, it could nevée
documented in its totalitgnd | do not claim to provide an encyclopedic accountvai@e
history.My research iglsonot the definitivestory of how technical education developed in
Toronto,Ontariq but a reflexive history selfonsciously produced: selected, ordered, and
interpreted to make sense of thial historiesyastarchival sourcesand materiatultureviewed
through a postmodern lens.

Art education histories that have been presented in thenpaxs often than nparguably
carry baggage of tradition either in titmianifestéion of form or perspectivesn constructing this

version of recallindnistory, | maintairthetradition of qualitative rigor while building from the
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postmodern theories of historical writing espoused by Hayden White, Keith Jenkinduand A
Munslow, which in turn defines the structure of my dissertation and provides the theory,
methodology, and analysis used to inform the stories | write and why these stories are significant
in the construction of a representational histéxya case stily, the art education department at
CTS is not a mere topic of cultural appreciatoont functions as critical lens to view the
development and decline of technical education in Toronto and innovative schools in general.
In Chapter 2, | discuss theorytivin the practitioners of art education history in Canada.
Early studies of art education in Ontario during the nineteenth century, such as tFesedsy
(2006),Chalmers (1998, 2006, andStirling (1991, 2006) and Canadian art education
institutionalh st ori es, such as SoudyamdPearsé 99%adBr i an ( 1998
Stephenson (2006) have provided starting points for my historical investigaitoing on
these earlier studies | engage ipeestentisti6 f or m of hi st or ytentidm ac k n o\
is a contested space in historical research, but | take it up from the perspbative
Aincorporate[s] an orientation that deliberat
order to bring current assumptions gadspectives intoofc us 0 ( Fep.@7/Mer , 200 8,
Theories of O6new histori es 6 iswiagsiikefVhiteant | vy
and Doran (2010), Munslow (2012xydMacfie, 2014 AnkersmitandKellner (1995), and
philosophers liké-oucault and Derridagyuided meo write a pgtmodern new historgn this art
departmentBy taking this stance,dnter the field of historical writing at a time when the
knowledge of postmodern histories are widely shared and emerging theoristsadiag from
traditionalformats or perspective across fields of study. The lens of new histories suggests there
is no one true historgr metanarrativand, in reality, every historgmbeds tracesf the historian

who in some way imparts a bias that effects the reality of the storytatds,the same body of
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data can produce as many interpretations as there are his{(@uancy, 1985Smith& LaPierre,
1995. Historians constantly make choices and despite the completeness of evidence,
sophistication of theories and complexity of methahistory is an authoring process. The
aut hordés choices fAcontribute to the artifice
(Booth, 2012, p. 568). Like many new historians, | argue that data and inference of what the
historicalfact most likey meands equal to and asportant as how we choseemplot
ideologie, figure and arguéStankiewicz, 1995)enkins, 2009, Munslow, 201@y focusing on
the plurality of stories which construct this account of art educatiwee a duty to engage
meaningfully with the presumed paatidf or me t hat dudiconscieusabaut| s fibe
how|[l] go about id at every level of thinking and practice ( J envkirislaws 2011, p.
580).

In Chapter 3, | present a customargual rendering of a muitase studyrameworkin
the formof a polyptych This visual architecturarticulates the configuration of my new history
as an interrelatecbnstructiorthat accommodates tlscemplex emplotment of thematic strands
woven througtthe generations of historical storié#ilizing the architecture gbolyptychdesign
has allowed me to visually render my new historg pkurality of stories and story forms
generated fronmternal, external, and personmarspectives. The polyptych frame is a fluid
network of clustered panels or in my castery framesmade up of multiple histories that
incorporate the three qualitative methods of oral histgpesary), archival research
(secondary)and material ctlire analysigtertiary) These methods functiomithin athree
dimensional rhizomatic architecture allowing data to converge and diveageonrhierarchal
way. My multiple case studgnethodologyis illustrated by the polyptych anshpacks howny

data sarcesinformed the interconnectedness of individual histories across time and place.
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In Chapter 4, | weavelevenrepresentative stories together to demonstrate the
application of the polyptych construction as a means to generate a new historiges).
multiplicity of stories | have collected provide the opportunity to select stories for this version of
history that correspond to the five generations identifs@dries were also chosen and
constructed to provide maximum variation of perspectivethis way, | engage with traditional
modes of doing history, collecting the names, dates, and facts, that begin to give us a
understanding of thpast, but also with postmodern issues of identity politics and networks,
providing layers of context often missing from historical accoutsisidered as a collection of
histories, the story chapter is the heart of my dissertation.

In Chapter 5, my analisexamines 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 strandmsfitutional identity, identity politics, $ool
culture, andsocial 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 dimensiandlitpnnection 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. Theipafahe new histories | 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 parthis Art Department. Through this chapter I trace the lineage of

| eaders who directed the Departmentods vision
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change forces which have led to the standardization and what may be viewed as the potential

dedine 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 thisdabtor
project | am not challenging the assumptions of previous historians, which in most cases means
arguing they misread the available evidence. | prefer the argument that the evidence | have at this
given time constitutes a representational history tregt well change in the future. This
reasoning may not convince a historian who be
discoverable. Past historiographic belief in an objeddientific history has allowed educators
to make public policy iraccord with what is arguably an interim understanding. For my research
| engage with the past and radically redefine
di scour s &Munlave20XKL,ipn580). In this way | do not facilitate planning for a
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 | anticipate | will continue to
investigate my school as a site for understanding a multdtide 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 ArtDepartment 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, | show that the Art Department maintained a dégra®nomy
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 fostassaheof
excellence in technical art practice that did not waveritledpcades of educational change
forces. How could this be possible in a public secondary school system? | address this question
by first placing the CTS Art Department within the context of Canadian art education histories
and then engaging in a discussi e hisioriee as a way to represent t
historical understanding. This chapter will address how my study embodies what Foucault
(2012/1977d u b s an hisofyfivektiche Hisrd@ (p. 159, utilizing story as a
genealogical tool to illuminate generations of time. The histories | bring forward do not follow a
singular storyline and present a complexity t@istitutesan omission in our understanding of
thedevelopment ofechnicalartinstructioni n Canadads | argest city.

Stankiewicz (2009) argues that around the turn of the 20th century, two parallel
approaches to art teaching emergedome colonial countrieand this split can clearly be seen
in the development of secondary art educaitiohoronto during this time. Academic high
schoolsand technical institutionsffered an art curriculum that followed whastorian David
Thistlewood (1992) refers to askssic thesisin the form of the South Kensington system,
developed in thenid-19th century at what is now the Royal College of Art in London

Stankiewicz 2009 argues that the South Kensington sysiemended t o be associ ¢
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education for social control, art instruction that served the economic needs of the dominant
cultureand treated learners as future workers who rikedé o0 b e pc8).Ontl arziead®ds (
educationalists believed that technical schools offering industrial art and design would provide
the means to greatly diffuse fAeducation among
temperance, and | esseni nAttheend ohtbedl9tlf ddrdudygartn s, 19
education began to change in Ontario, moving towartdsi s t | emantc dniiteesisThis
antithesis was characterized by the influence of the Arts and Crafts movement on the teaching
philosophies of the artigeaches inschoolgSisler, 1993; Panayotidis, 1997). For Stankiewicz
(2009) this romantic antithesis defined by:
€ agroundingin 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
asartists or artisteachers, 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 developmer(p. 9)
Thedualism thaStankiewiczandThistlewoodidentify in historic sites of art education provides
a more complex, internationahderstanding of the history and developmereohinicalart
educationn Ontaria 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 nemgjiated this space (see Figune 6
Art education historians, such Bearse (2006%;halmers 1984,1993 2006, and

Stirling (1991, 2006)ar gue t hat South Kensington was Ont a
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forms of art education in the lateth@entury.South Kensington incorporat@d highly specific
syllabus for the teaching of avthich was to be dominant in the UK, and other Engéighaking
countries at least until the end of the 19téntury, and not to entirely vanish until the 1980s
(Frayling,1987, p. 41)Sisler (1993) and Panayotidis (19%ryue that despite the dominant
South Kensington curriculum, theimanisticvalues otthe Arts and Craftsnovement were
weighing againsthe mechaning goalsof the IndustrialRevolutionin Ontaria The history of

the CTSArt Departmenengages with this discussidrshowthrough the stories of past students
and instructordiow 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.

Figure6: Toronto Technical School art class, 1903. Image courtesy of the Toronto District School Board Archives.

South Kensingtonlnfluences
Early efforts of technical art education in Ontario were fragmemtigd,no coherene or

formal unifying structureChalmerg(1993)notes that:
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Betweenl1835and 1882eightysix mechani cs06 i nstitutes were
what became Ontario. These institutions provided meeting rooms, reading rooms, and
libraries, and conducted evening classes for teens and.abhtsubjects taught tended

to be writing and bookkeeping, English grammar, arithmetic and dra{gn68 169)

All of these courses, departments, schools and institutions were being promoted, funded and
maintained in isolation from one another, mosthg do the unique and unrelated motivations
and influencesvhich spurredheir creationLiterature orOntariotechnical educatioguite often
points toits use as a method sbaal reform(Rafferty, 1995; Smaller, 2003; Morrison, 1974;
Stamp, 19701972,1982. Although it is clear from the historical record that economic and
labour interests played a large part in the creataddevelopment of technical education in
Ontario,theyareoften overemphasized to the exclusion of all other discourses, agedts
agencies, particularly in relation to artistic philosophies and interests.

Walter Smith, as Supervisor of Drawing in Boston schools and State Direétdr of
Education in Massachusetts, has been heralded as the person most responsible for buithging So
Kensingtonds rigid syst e m(Gaifskelal953; Sowty 1980).i on ac
Chalmers (1998 ar gues t hat Susurpedby EgerroroRyersowwehs was thee n
Chief Superintendent of Education for Upper Canada. Ryerson atlédhin the United
Kingdom and Europe and was familiar with developments at South Kensington following the
GreatExhbi t i on of 185 1pd161).The Gipenmeemdent of Anealard schools,
technical schools and publibtaries from1880until 1905wasDr. Samuel Passmoiday.

Under his leadershig, pr act i ¢ al Wwas endorsedeandsgsteamized approach to the
teaching of drawingvas implemented itechnicalschools Chalmers (1993) notes that Dr. May

drewparallelsto theSouth Kensington Systemn h i s r lerqughout hss careerche i t
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preachedhdoctrine of salvation for all through practical, industrially oriented,t e d p.c at i o n ¢
165).The South Kensington system and its philosophies were the dominant inflodioth |
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 otheArts and Crafts movement from the 0880 themid-20thcentury is
discussed by Panayotidis (1997), who links the humanistic philosophical movement to technical
art education in Ontario. THgritish Arts and Crafts movement stressed the therapeutic value of
artistic training to improve not only the diia of output but also the quality of life for the
working clasgsee Figure ){ The adherents to the Arts and Crafts philosophy related the moral
and social health of a nation to the qualities of its s&chure and designt Was arguedhat the
Industial Revolutionwas to blame for many social ills and that a healthy society depended on
skilled and creative workerBanayotidé s ( 1997) study highlights ho
were vital to the cultural productiaf key socialaesthetic notionwhich were used to shape
certain aspects of social, educatioaatieconomic policy in OntaricA focus was placedn the
emergence, developmeamdinfluence ofthe British Arts and Craftanovement to shovow,
why and in what contexts the soeadsthett ideasandpractices garnered a resjgore
following. More specificallyshe lookedat howthemo v e me n t addaesthaligghdosophies

became ingrained in Ontariobs artistic and ed
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Figure7: TorontoTechnical 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, andlah{g010 also

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

Ontario schools. Pearse (2006) points to Jessie P. Semplel@88p the first woman

supervisor of art education for the Toronto School Board (19@%), who effectively ended the

era of South Kensington and the copy book. Se
éefree drawing of object s, drawing from na
colour work. These ideas and methods, heraldedasx i ms of t he fANew Ed
derived from the American arend-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 morningseas(Pearse, 2006, p. 113)
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Both the South Kensington systemd theArts and Crafts movemeatguably
influencedin the shaping of technical art education in Ontario. Focusing on the development of
the CTS art program through the analysis of school prospectus booufeislum documents,
photographs, oral histories and board minuteave tr@ed a clear developent of fine art,
craft, andndustrial artbased courses offered at both night and day s¢keelFigure B My
historical study is marked by a complexity of educational philosophies and the interests of both
political and social forces acting on the CA® 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 tellthe stories of this school.
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Figure8: A section of the Toronto Technical School minutes from the inaugural meeting, December 15th 1891.
Document shows the hiring aftistteacheiGustav Hahn. Image courtesy of the TD&Bhives.

New Histories
Constructing history can be thought of as gathering and organizing a selection of
fragments to develop a telling of the past. Thetisés of new histories (Ankersnét Kellner,
1995; Jenkins, 2009; ToghLang, 2009White & Doran, 2010Munslow, 2012 help me to

consider my authorial subjectivity and how to emplot the fragments found in oral histories
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archives andnaterial cultureA new history as a historiographic concept requires a brief
elaboration of how | define and i about its plurality. Throughout this dissertation | use the
term Anew historieso or fAinew historyo interch
its singular form, it is important to note that its meaning is always plural.

My program of reearch 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
paticipating acto in the constructed historidi st or y has been exposed as
Munsl ow argues, fithe meaning of the past does
event but how that event i s (Munslaweg2007p.88). 0 an ap
Munslow identifies he cr eati ve process of writing histo
how, when, why and to whom things happened in
into when they readpawti,ewgomgt iReAKjpe)dThiskegcheids tt dr
in terms of historical periods helpful in conceptualizingthepast but Munslawvw sugge
and whyfhistorians construct histordd e pends ul teipmattelmo | mm20&al choi
p.19. Thesame body of data can generate diffeserd competing interpretatioasd thiscan
asomead i f f erent and competing emplotments. Muns
the historian and his or her aesthetic choices. The emotional input ofttiveéahishus becomes a
centr al i ssue i n nikewmstory ¢ about rmutiplicitpasabrdagp . 13 8) .
theoretical position or movement: new historians believe that there is no single truth to be
undestood from looking to the pastithough therean 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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referencedwih one anot her, trlredyereaarcefinenw drh e ecrcag s
53).
Bolin (1995) discusses disciplinary reconstructions in the contemporary field of
historiography that advocate for the paradigm of new history. According to Burd&)(19
Munsl ow (2012) and Jenkins (2009), hi storians
1950s but greater recognition in the 1970s, 1980s and 1990s has challenged traditional
hi storiansd conventional me t h oingdistoricakewsiting t i ng i
across the discipline§The new art education histothat | have created is what Munslow
(2010) terms fAartwork historyo (p. 183). | ©be
artful creation must have an understandingthat hei r wr i ti ng possesses ©b
characteristics such as story space, point of view, focalization and timing, and above all, an
understanding that o6factsé and oO6factual event
respects fmewhpstery is arkenchdf fastorical representation that addresses the effect
of 6pastnessdé on the historian and her or his
North American accounts of art educatiorthe lasidecadeconsstently pushhe
expanding edges of postmodern art education history by uncovering the linssudtors
students, and institutiorfRearse, 2006 Bolin, 2006, 2009; Bmans, 2005; Stankiewicz, 2007).
These art education historians prdbere deeply into theocial contexts where art education
has occurred, examining the functions it has been asked to serve, and questioning the varied
stakehol ders who have advocat edankkewitz, educati on
Amburgy, and Bolin2004 p. 34).The sclolarly work of these groundbreaking art education
historians has forged a path that | have explored, and that now, in response to this body of

literature and advances lmstoriography] will continue to forge. Scholars focused on art
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education historySoucy, 1985 Chalmers, 2004Pearse, 200§ have speculated and taken up
more dynamic versions of history, and | hdokowed their leady bringing new historiemto
the field.

Historians of art education have shown interest in condun@mgforms ofistorical
investigation utilizing a postmodern framework, foregrounding gender, race;esmmriomic
status and other émarchies of access and power. These histories are often informed by methods
of investigation that includerd history (e.g. Stockrocki1992, 1995 Stephenson, 2006; Blandy,
2008),archives (Morris& Raunft, 1995pand the use ahaterial culturdrom the past to initiate
historical inquiry (Ashwin, 1973Korzenik, 1983, 1985a; Pint Smith 1999Bolin & Blandy,
2011). Thefollowing theoretical perspectives this chapter elaborate twow new histories

collectively produce multiple perspectives informthg story of CTS write.

The Theory Behind the Methods

Oral Histories
Historians are constantly confronted with an evidentidgnaina. Unable toalive the

past, they can onlgonstruct ittBodnar,1996 Cunningham2000). Researchers and historians

sometimes use oral historjes Ido, to help fill the gaps left by the paucity of documents in the

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

new histories save themselves from creating fiction by casting a broad net for evideracgy of
foormsWarren (2004) argues that oral hi story fical
thepr edi spositions histori ans i Foethatrgeasob lhavebr i ng
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

(Appendix2).
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A number of biographies and autographiesavehelped to inform my new histories
but oral historg the process of gathering personal reflections of events and their causes and
effects from one or several individuals (Plummer, 1883)ovides a different quality of
information that has px@n to be a vital sourder my researchAn oral history:
allows the researcher to douent what the person has lived through and to andfyze
information forunderlying meanings and sigréince that such an eueor a time period
has for thanformant. Oral history povides information that cannbe gleaned from any
other sources, and it gives voicedtainary and often marginalized peoples whose stories
might nevehave been documented otherwigehditin 2008 p. 583)
Historiographyhas rarely engagedli t h At he pr obl e M0@fp.200ande 6 ( Ar
this can be seen imstories of educatiothat do not move beyond theices of official policy
makers | utilize oral histories tghift the focus from the general to the partar and precise
experience of peopleom the Art Department, opening spaces for their voices in the historical
stories | construct
Oral history is utilized in my study as one of three methods that share equal status as |
construct stories from the hasy of this institution. Thealuing of expertise beyond that of
professionalesearchers can be regardeda®thical stance, though it is rarely explicitly
commmni cated as such. | t demaeratia and gluralistic ethicsfc ol n 6 s (
qualtat i ve pr act iitemcomapagsqgs the récédhidion thaeapld are experts by
experience ( NwWilesdBengryHowell & Crow, 2013, p. 660)Noted Canadian historian
Steven High (2009%xplores the methodology, ethics and politics of demaengtithe research
process ithehumanities and social sciesce He st ates that Athere has

di scussion of the publicds place Iin the resea
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shared between universibased researcherschn c o mmu ni t y High, @00% pl2)hi po (
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, SchulzParker& Becker, 2001;Josselson, 20)3The use of oral histories in my research
takes up whaltligh (2009)sees as Bneed to be attentive to the structures of power that shape
our lives and those of our research subjects and par{jpers5). By accepting the value adth
the subjectivgperspectives found in oral histories d@ratitional objectivisperspectives found
in external and internal sourcesring rigor to mystudy, challenginga singular perspectivef
t he Art Dripatrdmendrmd e x & mlationshipdetwebnegastiaddypregem i
subjective m22d objectiveo (

As with any form of memory workhereare theoretical complications that must be
addresse@vhen incorporating oral histories into research (E2€K,1). Yow (1997) suggests that
fwe cannogo about researcWithout questioning ourselvesurbiasespur purposesyur

reactiors to the narrator and tipeocessand theeffectsour research have on tharratod ( p .

68). This introspective quaeadjectivereilmg ilansd pfursulren
1991, p. v) to my own subjectivity as | recor
stories into the new histories | construct. O

of the fact that | am recoirth thetestmony means that both myself and narrator have in the
backof our mindsthe presencef other audiencés ( Mc MI®88 .49).Grele and Terkel
(1985 describedhis asa fiparticularvision of historyo (p. 213)which providesa contexfor
ead participan.

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 conomations and celebrations promoted
by the program on the basis of a deliberate ledastering culture. The collective memory of
the Art Depart ment h a sRiva20%3tquabtyncgusdt byrtree passing ner at
of atradition and culturedye ader s and instructors. The survi
traditions is due to this transggrationality that perpetuatesaterial 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 interpretaterpeets that past. In that
sense, from thstandpoint of the history of art education, | 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 schoopafsthand 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 complegess 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 pao reconfigure that memory. My new histories rely on the personal
perspectives found in oral accounts to weave connections between the archival material and
materi al cul ture, but | whaehnmkeaknewelgmerntadhe a @Acon
i ntervi ewer 0 dntrusiens into, researsh spgeakabled vy @ w, 1997, p. 56
histories | recorded became personal as | reflected on and made connections with my own

experiences as an instructor in the Art Department. | believe thambgdded 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 oexperiencs from students and teacherovideat least two analytical
levelswhich intersect. First is thexperientialevel, which focuses on the life actually lived as it
was presented to me, and secoritiésdiscursive level, which represents the wayshich |
created meang in thenarrative by drawing oother oral histories, archives, material culture and

my own experience® constructonnections between tlfige generations of stories | write

Archives

Archivetheory has directly contributed to the complexity of my research, prompting new
ways to graft a complex nebrk of connections following shift in the traditional use of
archives and other historical resources (Burk, 182&s, 1999; Brereton, 199%ixteen archive
locations (Appendixd) were combed for information reéat to the Art Department at CTMore
researchers are now entering the archive to discover all forms of documents and to interact with
them, breathingewlife into the stories theylteThe living archive is dynamic and changing
with each new visit, and theorizing it can help to reconfigure the relationship between historical
reality and historical understandirigy informedreadingof the archives facilitates connections
between texd 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 iten&chwartz& Cook, 2002 as well as those who have usealjected
and saved thenmV@lge & Kibal, 2007. Archives are not simplepositories ohistory. Instead,
they are subjective spaces, implicated in how the past is remembered and reconstructed. What is

notheld in an archive is just as important as weatcluded Read& Sukovic, 2010; Murphy,
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2011; Masor& ZanishBelcher, 200Y, 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 howmterpretation of the archive always depends on the perspective of its
interpreter{Steedman?001). The writing of historytilizing archiveds acomplex and
subjective actrequirngh e i ntervention of a human i nterpre
6rawd or O6primary é it is always assembled so
directiono (White, 109 &réatingpthe pastahrough Rstonoalmb er i ng
research in archival r ecor ds matien, botehe puingmpl v #ft
together of a claim about past states of affairs by means of a framework of shared cultural
under st amhwhache 4992.(43).a |

My new history does not try to interpitsie primary documentsund in archives, but
instead atteipts towork on and develop them from withiPerrida 1996) As an emerging
hi storian | embrace t he ¢ o0n ceaddfdrwhathsandtthdrdntee r e s e
silences and tha b s e r{Steedsnan, 2001, p. 117Derrida(1996)describpes he ar chi ve a
pl ace where thought become.Heusestarchiveseodrameat h mat
discussion about psychoanalysis and recovered memaryerrida the archive is not a passive
receptacleit shapes and controls the way hist@yead, which in turn shapes our political
reality. Asheso succinctly says in a footnote at the beginningrohive Fever A Ther e i s n¢
political power without control of tHe archiywv
essential thesis argsi¢hat the archive is a place and a way for authority to perform its pidever.
describes his archive fever rather poetically

interminably, from searchg for the archive ( Der r i da, 1 9t®Derriga,we 9 1) . A«
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not only need archives, we burnforthdne r r i dads theori zing encour a
commonly accepted narratives and investigate the gaps and disjunctures which arose as |
compared other sources like oral histories and varioossite of mat er i al cul tur e
CTS Art Department histongresented in archival documents.

The archive, for Foucaul010L 972) , i s the fAsystem of disc
possibility of what can be said (p. 129). Foucth#rizeshatdiscursive formations or
systematic conceptual framewoyk&e academic disciplines, define their own truth criteria.
Foucault(20101972)argues thatraditional perioecbaseca c count s of hi st ory fp
of soci al actor s 4psl72).hhis tradiiffonadistdorychasdafgelybeenn g e 0
concerned witlfitheories of actiod(and actors) rather than with the ways in which cultural
practices are, themselvesntinually 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}or Foucault, however, the document
takes on a different status. Historyods primar
and its expressive value, nor the attempt to decide if it is tehm¢rutt® contemporary
hi storydés task is to work on the document fro
maker. History now organizes the document, divides it up, orders it, distinguishes between what
is relevant and what is not and describegiaeia to other documents.

Foucault challenges ideas of total history, timelines and continuity and the very
usefulness of primary documents in historians
from a basic premise of traditional history: he refukesability of the historian teecapturethe

pastRat her than trying to resolve the Aunsol vab
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known about t h@010487)exdmines threovays i wHich knowledge is made
and remade as a cultural piiae of regulationf§. 15 16). A Foucauldian perspective on history
cannot be adequately represented chronologically as a series of unfoldingiestedd, the
Apast and present ar e undérpusaulg201@19T7pp. 12 i nt r i c
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, 200Recognizing and acceptingghview in my own research ensures
that | will never recapturthe past but it does open new possibilities and avenues to explore.
Through anal yadhige thedrieshavelahalanget rdamy of the assumptions that
underpinned my previous undé&nding 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 Foucaulguestion why the CT8rt Department
has receied minimal attention ithe discourse o€anadiarart education historyr'his question
cannot be answered by simply saying there are not enough art education hifderada.and
Foucaultprompted 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 adwaation in academicaily
focused public and private schools. By exploring these issues in the archives, | was able to
recognize what was included and what has been left out of the historical record.

Moving away from organizing concepts such as histopeabds, centuries, tintiaes,
and totalities, Derrida and Foucault have pushed me to explodéstmatinuities, ruptures and
transformations. Documents alodiel notreconstitute théistory | bring forwardihey worled

with mein a dialogic cyclealong with oral histories and material cultucecreateunderstanding
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Archival documents were pulled apartd comparetb external, internal and personal
perspectives opening a multiplicity of readingsery society produces, consciously or
unconsciouslya mass of documentation (records, accounts, texts, buildings, and customs) but

primary documentaloneare not capable of reconstituting the past.

Material C ulture
Over the past decadide discussion of material culture has been taken up by an
interdisciplinary cross section of fAschol ars
|l anguage used to study commodities, objects,
(Sloan,2011, p. 1)fiThing andfistuffo are important because although we all live in a material
world, we are typically educated in intellectual traditions that too often absivackyokor
decontextualize physical objects and procegsedander, BentleyHalevi, Sibum andVitmore
(2009) argue that fimultiple perspectives, mul
data, lived experience, hands knowledge) acquired in a musiensorial fashion, firmly
grounded in and maintaining a credible limith existing knowledge, help provide the fullest
and most meaningful historical researcho (p.
Material Culture Studieganslated into aesearch method can be defined as an
investigation that uses artifacts (along with relevant documentaingtisttand oral data) to
explore cultural questions (Hicks Beaudry, 2010WWoodward, 2009Miller, 2010). Material
culture is not culture $elf but its product (Margoli& Pauwels, 2011ylietzner, Myers and
Peim,2005. | believe that the things, objects, saved throudfistory offer insight by engaging
the researcherdos senses, empathy and i maginat

(1994) asks, fAcan [a] thing é tell stories?0o
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asthepgrnci pal source of history, yet todayodés his
sources beyond text. Leaders in the field of material culture stidiiesr, and Tilley (1996)
suggest that the studisofi plimianfeomyhahistoccdlaidue e i s
institutional history that constrains many academic subject areas. The study of material culture
has extended far beyond the realm of #Athingso
landscape, architecture and social rogyr? Tilley (2006) addresses what we can learn from
objects, arguing that @ ma-xsting sotial disinctions, setisof n ot
ideas or symbolic systems. They are instead, the very medium through which these values, ideas,
and®#ci al distinctions are constantly reproduce
| have come to understant)jects agialternative sourcéghat can complement
documentary materials in answering the questions posed by economic and social history
(Harvey, 2009Burke, 2013. Sour ces of mater i al cul turoemoprovi
knowledge in my reconstrtion of the history of the CTS Art Departmehhelieve that this
kind of familiarity with objects endows historians with crucial inssghto the past that cannot
be gained otlrwise. | argue thahformation can be gained from material culture not found in
texts alone. For example, relationships among students and teachers can be analyzed using
photographsas well, studentracould beused to determinehat was being taught in the
classroom and the n s t r gkit level ansl étyle
Inherent in this approach to studying materidture is a recognition of the
fipbol ysemant i c 00 thedactuhateheythéve rouitipleenteanstigslifferent people,
depending on factors such as race, class, gender and context (Pearce, 1994, p. 19). As a historical
researcher and art educatioembrace the many rasings that objects can possess,ltalso

understand that | will never be ableamdress or conceive of all of the meanings and sources of
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the objects | come across during my studgarce (1992) points to tirevardness of objectss

one of their most powerful characteristifsbjects hang before the eyes of the imagination,

continuausly representing ourselves to ourselves and telling the stories of our lives in ways that

would be impossibletoh e r wpi 43)eMaltipke readings of objects ensure that there will never
be one story that defines the CTS art progfdmposition as a igearcher and insider in the
Department will also have a direct impact on the interpretations | make from objects. Some
examples of material culture that have provided insights for my study include sketchbooks,
professorsod | ect ur eofthetdctengal machmery anditizeldifferegt a n d
physical spaces that the Art Department occupied.

Layer upon layer, the traces of the past build uppwledge accrued from intimate, lived
experience caallow for a richness of meanirtigat is qualitativelydifferent from the perspective
of those without an experiential connecttorsuch objects of studyhis type of knowledgenay
be as important as thatich ismediated through textgr my view both areritical to ahieving
thefullest possibleindersanding of an object in historin addition to precision and accuracy,
for mean innovative history is created historians who evoke a muliensorial rendering of the
experience or object thdtey are describirdy in clear, accessiblartful language tht doesnot
sacrifice sophistication or scholarly expertise (Forrest, 1991).

My investigation of literature on material culture has encouraged me to see tlasfield
not onlyabout thingghemselveshut also about howe engge thinggRousmaniere, 20@1
2001h Lawn & Grosvenor, 200%orzenik, 2004 Knappett, 200p The use of artifacts
collected from the history of the Art Department provides another source of data which | have

used in collaboration witbraland archival sourcesh& process of ounvn subjective

we
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interactions with objectis an esseinl element of thdinal Aproducd of research. Together,

these perspectives providelynamic toolfor reconstructing the history of the CTS art program.

Generations, Genealogy and\New Histories

Thenew histories that constitute my version of the past were authoredimimgjnation
andgroundedspea | a t(Bobnn2009)to engage the nelmearity which characterizethe
stories of theéArt Department at CT3.believe this is a challenge & historical discourse that
has privileged positivism over other ways of knowing throughout the history stewethought
(Cohen, Manion& Morrison, 2007)Constructinghistorical storie®f art education in the 31
century requires innovative perspectivestttmbrace the growing potential of vasou
contributing sources (Perecm&nCurran, 2006Gidney& Millar, 2012). Writing art education
historyas new historiespens up the possibility of an altogether new form of engagement with
the pastThroughwr i t i ng my new hi st oduvaliseasvhichcontimewe f ound
dominate Western thougftbday] are inadequate for understanding a worldhaftiple causes
and effects interacting in complex anahrl i n e a r(Lathea, $991¢p. 21) The comfexity
and | ength of the Art Departmentos history re
generations of time.

Five generations of stories have been written to represent my new histories of the CTS
Art Department. This extended time period chartsreegldgy of ideas that has evolved
organically as change forces and different philosophical influences shaped the Department into
the institution it is todayThe principal benefit of adoptinggenealogicalinderstandingn my
educational research is thiaattemps to work productively with, rather than against, the

complexity of our livesTraditional histories follow a formal quasbjective stance, often
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stripping history down to a series of names, dates and ¢aetging in turn, an incomplete
literary record A genealogical analys challengstraditional practices of history, philosophical
assumptions and established cquimns of knowledge, truth afqmbwer. ® ucaul t 6 s (2012
genealogicahnalysis runs againtite search founderlying lawsuniversal explanatory systems
andthe inevitability of lines of developméem human progress. His analysisels to avoid the
construction of historiethatar e fettdoy pgro be true®m209:-o0ucaul t, 2
The genealogical analysis | emplibpminates 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 C@8stabilize seemingly naturedtegories as constructs
and open upew 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
departmentFoucaul t 6 s geneal o-gssessandesmatuaiaihe adigeesds me t o
and knowledgesfdCanadian art education histories apekstionfofficialo accounts, their
effective positionand how they worked to limit the stories being told.
The new histories of the CTS Art Department take a genealogical approach leading to
what Foucaulf2012/1977calls anfieffectiveh i s t opposedto traditional positivist history,
which presumably relies on metaphysical assumptionsaditional, metapysical approach to
history avoids variation and ignores what Foucault (2012/1977) Gadisidentéi n t he aut hor
searchor the essence of thingkh many casesraditional histoy searches for the truth of
history byilluminating great historicaligures and events. Everything else, like ¢lieryday
livesofc o mmon peopl e, dcadend eraddionpl higory seachesaforigimso;

it tries to tell the truth of historfFoucault, 2012/1977)
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In contrasto a traditional history, | comptualize my new histories under the umbrella of
genealogyMy work rejects the metaphysical ide&history that createsunified and
continuous view ofruth. Utilizing genealogyl have focusean the arbitrary nature of history,
on disjunctions, coniftts, discontinuities and multiplicitiedy new histories invertraditional
history; instead of providing an interpretation of histding genealgy | constructprovides a
history of interpretationsf the Art Department. Aenealogyacknowledges awaressthata
singlehistoryis no more thawone interpretation of many possiligerpretatios.

For almost twenty yearsducationists have been pressing for academic legitimation of

storytelling genre¢Barone& Eisner, 1997)The finarrative tur in human studies and social
sciences wakargely 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 promotingpiphanianomens (Denzin, 1989) in its readers. These are major
transactional moments that disrupt the ordinary flow of life by questioning the usual definitions
of i mportant facets of oneds world. This powe
reader into @owerful vicarious experiendBarone& Eisner, 1997)Interest in the storytelling
form began brewing in the field of educati@md the field of curriculum, in particulanjith the
reconceptualist movement inspired\Wlliam F. Pinar and Madelein@rumet (Gumet, 1987;
Pinar, 2011; Pina& 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 rezmmnalize the educational process through intimate
disclosures from the lives of individual educatand students (Baro8eEisner, 1997)

Educational storytellindpasflowed out of the research on teacher knowleé&ge.

example, researchers have expiideacher thinking{yack& Tobin, 1994, the culture of
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teaching KMcLaughlin& Talbert,2001), the personalPinar, 2011)practical knowledge of
teachers@ordon, Benne& Noddings, 1996and thebiography and life historgf individuals
and schoolsGoodson& Anstead2012). Extensive research hesntributed to the literature on
the nature of the personal and professional knowledge that accumulates as a neswitiofig
thefilocal detail and everyday life of teachd@\yers& Schubert 1992, pv), and the storied
lives of studentsteachers and administratokéy theoretical frameworkraftsthe relations and
spaces between the stories | tell. Invoking the veoadtf ol | ows ot her metaphor
(Carter, 2004, p. n2005,a.r16B) tHabpoirt {o d creatyd®coripixity | i v a
necessary in the historical work | undertakee stories themselves may provide beginnings,

middles and endings, but they also provide strands which weave through every story creating a
conductivity andootential for readers to construct their own meanings as they discover the

relations between therfihe construction of the stories that constitute my version of the past is

an effective history that moves from the perspectif distance to closeneddoving in close

reveals the multiplicity otories possible and confirms that the new histories | produce are only
the beginning of a (an)dnepdist(s)wathikgesalodingdtoriestam t o f f

connect to each other and leaving opening$uiure stories to be written.
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CHAPTER THREE CONCEPTUALIZING AMETHODOLOGICAL STRUCTURE OF
STORIES
To formulate anewhistory of the CT3Art Department| have adopted a methodological
framework that is inherently decentred and horizaitalovide new possibilities for a more
comprehensiveipture of art education history. My approach includes batiultrmethod
methodqualitative design (Creswell, 2009) structured around case study (Eisenhardta®@02)
a customized methodology basedampractice, in which | invoke the design of the pojgptas

a methodological construct (Garnet, 2014).

Case $udies

Qualitative research suits my research goals and context for several reasons. Creswell
(20130 998) ar gues t ha tundérsiaadng, @ quslitative saudyongyfiéd a vaid d
in existing literature, establish a new line of thinking, or assess an issue with an understudied
group or populationodo ( plitativergearch ®thaitisdepehdene pr ob
on the eisting data, and the problem with the existing data is that it often privileges the narrow
subset of experience that forms tifécial record. Utilizing a variety of methodsicluding
extensive semstructured interviews (Wilson, 2012) of past and presgachers, students and
administrators, haveexpane@donthe scope of data availableanchives, and have also
collected data on the material culturetloé Art Department at CTS.

Such rgorous qualitative case studies affdiné researchr opporturities to explore or
describe phenomena in context using a variety of data sources. C{@a8I1L998yiews 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 qualMatapproach 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 informat{erg., observations,
interviews, audiovisual matet, and documents and reports), and reports a case
description and cadeased themes. For example, several programs (a-sitelstudy) or

a single program (a withisite study) may be selected for study (p. 74).

As a methodology, case study allows tesearcher 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 researche 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
thattruthisrelatveand nher ently dependent on oneds persp:e
the premise that reality is socially constructed (Searle, 1995). One of the advantages of this
approach is the close collaboration between the researcher gattibipant enablingresearch
participants to tell their own stories (Crabtree & Miller, 1999; Kearns, 20itf;, 2008;Frisch,

1990. Through their stories, the participants are able to describe their views of reality, and this
enables the researcher to better understanpl the t i ci pant sé6 actions (Lat!

Case study is an intensive, holistic methodology that mandates both breadth and depth of
data coll ection. fAData collection in a case s
interactive process in which engagiin one strategy incorporates or may lead to subsequent
sources of datao (p. 134). Though I have alre

have endeavored to remain open to the threads of knowledge that become evident as participant
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stories,archival researcland material culture analysis are deconstructed and woven into the new
hi stories | construct. High (2009) specifical
material cultureo or fAhowi saoatel maluetleéeco( p. t B 4
challenges can be overcome by eliminating the hierarchy of sources and thinking about
constructing new histories within horizontal networks of data. | worknd through my data
expanding my scope to include new visikég e, 201 1; OO Dooan(Yowy,l2@0s;,, 2010)
Abrams, 2010Josselson, 2013and literary Richardson, 1994\oddings,1996 Gallagher,
2011, Munslow, 2012}kources

Working withthe people who lived the histooy CTS, as well apublished sources, and
material culturel have constructed this histotg present a version of the past that is
multidimensional, opening the possibility for multiple relational threads to make connections to
our lives today. Challengés the field of education history can beercome by reorienting our
thinking away from Acreating a cultural produ
dynamic development of public histories which are meaningful in the daily lives of working
peopl edo ( Her oThe relaidhd eads througHo® iy 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 openinggelcognize my research offers more than the novelty of
stories Thisled me to introduce a structural framework, borrowed from art history, of
polyptychs, as aisual rendering of methodologlyat mirrors the complexity of our stories

Through polyptychs émbrae the contributing multiplicity of perspectives that compose a life
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(Bateson2007) and constitute dw we know the world around uan expanded methodological
architecturerivileges process and fluto avoid definitive judgmentyet | remain cauties that
my tailored methodological framework might be perceived as Rhitltps and Shaw (2011)
warnagainste quati ng i nnovation with progress and re€
any research practice because of its novelty or technologicalpe s s o6 (p. 610) .

At the same time, constructing an innovative methodoéggils adapting existing
methods otransfering andadaptingnethods from other disciplines (PhilligsShaw, 2011,
Wiles, Crow & Pain,, 2011). Xenitidou and Gilber2Q12) haveconcluded that innovative
met hodol ogi es fAprimarily entail crossing disc
theoretical approaches and methods in reformed or mixed and applied wayspfaiidhe use
of technol ogi c aNindet al, (2018) alto iargue that ihrmovativ® methodologies
can be | ocated Aboth inside ando65).krarblasste tr adi
Biber and Leavy (2008fii nnovation in the practice of soci
ourundest andi ng of t he hlibeliavathamy inrebvativé methadoldgpis 12 ) .
aformofr el at i onal research pract i suggests,Tdyeresr el at i o
At hat we pay attention to the possibilities,
exchange with our researégh ( p .He drqu@sthdait he process itself not
conditions for coming to know, but also creates the object of inguiry p . ThedeGs2l)idity
inherent in this process, allowing my methodological innovatioernmain flexibleandopento
the new lines of inquiry that mayrisethroughout the research process.

As McCal l ( 2 0 0 5 methpdolbgsis aicdferent et afl idead aboyt the a
phil osophy, methods and data that wunderlie th

(p. 1774) My methodologicaframeworkvisually rendered througholyptychs brings forward a
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customizedapproach to resear¢@wyther& Possamalnesedy 2009 that iscoherent andvell-
groundedcleaty forming links between the methods and data,ttteoretical lensesforming
the work, and the epistemological positioning of the design frameWaovither and Possamai

Inesedy (2009) druss methodological innovation and arthe:

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 gtice aspractice (Denzin, 2003Minge, 2007), brought to
fruition through the validation of new ways of knowing and consequently new kigevie

(Simons & McCormack, 2007)The methodologies also attempt to bridge the divide

between the researcher and the resear¢h®d n k , 2001)é [ and]
met hod for the Oresearchedd to be an

i nformants 6giving voiced (Den(pilee) 2005;

In many ways | have positioned myself as sesgchewho embraces new

methodological practice$ have always considered myself a reflexive researcher who expose

his positionality and provides voice and reciprocity to research contribiigraethodological
innovationutilizing therendering of golyptychto organize a mukcase studgreates an
architecture which constantly grows and changes with hisBamyceiving of an alternative
means to visualize the complexity of a multiple case shadyforced me to become more
conscious of the uses ahahitations of traditionafualitative approacheb the following
discussion] unfold the process of coming to my customized methodology and discuss its

functionality as a framework for presenting multiple stories from various perspectives.

0]

nt e
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Polyptychs as a Visual Rendering

In the course of my research, | have visited a number of archives that hold material
directly related to the CTS art prograhimavealsointerviewedmore than 2@ormer students
and teachers who have shared their orabhest and a wealth of material culture, such as photos,
documents, curriculum notes, and artwork. After the initial stages of data collectiordegtlin
literature review, and long lists of ideas, | 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 | going to make this new history an
artful expression, where my love of stories and storytelling could bessgut as passionately as
my love of teaching?

As | completed the data collection on my partial history of this institution, | began to see
the organization of people and stories by charting the relationships | found. Using a cork board, a
printout of a sindard linear timeline, push pins and large rubber bands, | 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 relationshipdecover time
told stories that grouped and zigzagged (see F@uidy 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 presbatresulting 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
Atransgener at iMaxwall 2014;d ofstrone 2014) tlkahl svas (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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Figure9: Original visual mapping of my polyptych design. Image courtesy of Dustin Garnet.

Within my mapping, | recognized two visual concepts that contributed to the
conceptualization of my methodology. The first connection | maddiwasgh my knowledge
of art history and theraistic conventions utilized by artists to build a narrative. As an artist and
art instructor, | have used diptychs, triptychs, and polyptychs as visual narrative structures in my
pedagogy and personal practioe many years, but | never envisioned them as part of my
program of research. | 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 |
have leen constructing. The second connection | 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 séisésry frames that
connect to each other and offer openings (physical and conceptual) between stories. The
architecture of a polyptych is ndnerarchical and decentralized, allowing the clustered stories to
be rearranged and overlapped.
Metaphoricallyt he t Bt mo me to dassibe alksertd of complex ron
hierarchical system€&€onnection, or connectivity, is considered to be the fundamental
underlying principle of the rhizom& he wor d Ar hi zomeo i s a word fc

fromtheanc ent Greek term for fAmass of rootso ( Sma

post moderni st philosophy as an di mage o.f thou
There is no trunk, no emergence fgsoffanda si ngl e
temporary frontiers whichcanontye mapped, not bl uepriit38edo (Le

Rhi zomes are networks and cut across borders
(Lechte, 1994, p. 102), constructing links betweergxisting gaps that are separated by
compartmentalized thinking. D e tomeiceaseleastyd Guat t
establishes connections between semiotic chains, organizations of power, and circumstances
relative to the arts, sciences, and social st
met hodol ogy, Del e uz zomatit strucure providesra reddsringola® 8 7) r h
architecture allowing the data and the historical stories | construct to function within a hierarchy

free cluster. My polyptych rendering akin toarhizomatic model of becoming rather than of

being; it is caistantly changing, making new connections and loosening old ones, aiviags

process. There is a movement and change that occurs in my deivakysd mapping

illustrating ruptures and connections, or wbateuze and Guattari (19B8all lines of fliht that

Afal ways tie back to one anothero (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
panelsthat are physically connected and arranged in a variety of ways (Frazer, 2012).
Il nterestingly, fAptycho comes from a Greek wor
Amany folds. o Polyptychs typicall ythedi spl ay on
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 framésan consist of a variety of
geometric shapes (National Gallery London, 2014).

During the Carolingian period of the Middiges, 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 extensilseused byukiyo-e printmakers during the Edo period in Japan. The most
iconic polyptychs, though, are the Renaissance altarpieces that comprise-kroest
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 mairctdrésa 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 thercemt panel . The Aconnecti or

l'iterally; instead, they are c-baewednspaet ed by t
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engaging the viewer as an aetiwontributor or narratdGarnet, 2014)New narratives are told
as the hinged polypth 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 thedviswev ant a g e
point or the disposition of the piece.

To date, the structure of the polyptych has remained consistent with the historitform
moving from the arts to multidisciplinary orientatiohswever the idea of the polyptych as a
structural framewk has been adopted by architecture (Salomon, 2011), literary studies (Root,
2003), and a variety of newer, mediased artistic forms like video installati(®ébire 2012),
comics (McCloud, 1993) and digital photography (Starn & Starn, 2003). In toavel applied
the organizational framework of the polyptychmg study where | believe historical

perspectives can be enhanced by iaglering

Polyptych Architecture

My multiple case studframeworkis arrangedand informed byhevisual conceptiomf
the polyptycharchitecture, but its form and the process which it undergoes has shifted, moving
into a more organic conception. Ndglyptycharchitecture is akin to @usterof cellsbringing
together place, eventnd people to define the forforrowing terminology from biology, |
imagine the permeable membranesvebbed story spheres that hold individual narratares
stick together: some merge, some multiply and some bend and fold into eacMgtbkrstered
polyptych is a horizontal construati constantly in the process of generation. As the stories are
read in different ways, different relational connections are niedeing to different

interpretations and understandings. The individual stegpbdresshare a relationship with each
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other and the reademwhose perspective will inevitably shape the meanings defigadthe new
histories | construct.

An individual storysphereconsists of a narrativeomprised ofvarious forms g short
story,journal entry newspaper article, student reflecti photograph and objegtand various
perspectives (external, internal, persomat)ch | will elaborate on in my analysig&ach story

spherds generated in a nemerarchical way using unique set of methods constructthe

story.Generations asme periods utilize actors and events as dynamic transgenerational strands

that connecto dominant theme&chool culture, social networks, school identity, identity
politics) and form complex webd he connective strands pull individual story framestoey
creating a cluster and thus building a larger overall story made up of a series of smaller
narratives.

The polyptychrenderingg e mpl oy al so supports Lawds
method assemblage. A clustered polyptych is asymmetricahassly, yet each story frame in
the cluster is bound in its own permeable memb(&agnet, 2012)The permeable membranes
are conductive and when one membrane comes in contact with atleehieformation bound in
a single frame amalgamates and filtén®ugloutthe entire desigrPermeable membranes are
conductive because they are fluid and dynaovastantly exchanging and diffusing
information. The clustered polyptyehcrafted of an assemblage of methods which perform
inside the fluid membranes saunding every story frame. Not every story frame is affected

equally by every method in the assemb]agel in the following segments | will identify the

individual methods and explain how my customized method assemblage is curated throughout

the polyptyt cluster.

(20
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Method Assemblage andRendering New Histories

Creswell (1994) describes the difference between a research method as the means for
Adata collection and analiyas st be aerdt itrthee mesear
problem identi fi cat iMypolptgch craderingutibzasaalmgtisod s o ( p .
assemblage made up of oral history, archival research, and material andlyss Each of
these methods in my assemblagk be discussed individually to show how | use them
methodologically throughout the polyptyabrin. The primarymethodl utilize is oral histories,
the secondary method of data collection is through archival research and the tertiary method is
materialculture analysis. While | use these methods to different deboeeseptualize them
working withina rhizomatidhreedimensional architecturaf intersecting spheres whdreere is
primary, secondary and tertiary data converging and divergorgxample, oral history
transcripts produced names, dates and events which | then organized with elements of archival
research and material culture to create a much larger, more complex narrative.

Wygant (1990) descri bes actibns,eagracesadfi on as 0
patterns and misfits, beginnings, blendings, transformations and déctnesbulous form,
changing, with no precise outlineo (p. x). He
compl exo of art edawsiati on, defining it as fo

The agencies, foundations, organizations, and pédple theoreticians, strategists,

staffers and teachérsand what they do and say; the research, the books, the content and

the editorial policies of journals; and the art, artists, historienitscs, and aestheticians

who provide the sources and the models for art education. (Wygant, 1990xipp. x
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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 dnathor recorded in its entirety. | agree with

his view that a singular, static history that aims to capture all events from the past to construct a
fitrued history isratherfutile. Utilizing new histories as the theoretical influence for the
polyptychvisual renderingprovides avorking model for approaching the history of art

education in a flexible way.

Cho and Trent (2006) suggest that a research-wpitghould reflect a process of
Athinking out | oudo so that heeeaedrehrwas ceneeivedunder
and carried out, and how interpretations of the data were developed (B&2@ying from my
visual renderingthe polyptych clustan this caseccupesa number of shifting plane$he
arrangement adtoriescreates chronologicé#br literal) connections, as well asetaphorical (or
conceptuglconnections across stories. Taikws stories in different areas of the polyptych
architecture tepeaktio one anothewith a fluid aesthetic relationship, articuteg movement
with, in and between storieSonceptually, | envision webs that are shaped into three
dimensional spheres holdinlgfferentstoriesfrom each generation of the schogach webbed
sphere connects into a cluster allowing each of the storie®tm one anothefThis 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 welbaghe larger cluster of stories. Each story sphere
possesses connectiieasmds (names, places, events) that allow the reader to latch on and pull
themselves through all the stories regardless of where they enter the cluster.

| recognize thamultiple interpretations of the storjeés addition to my own
interpretations, offeanopportunity andhe requiredagency to makdifferentlinks between the

story panels. There are always connections, but they might not always be found in a Bnear or
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two-dimensional perspective. Similar to a Renaissance polyptych, which can be folded and
arranged to allow the hinged imagesi¥peak to each othetthe clustered stories of my
polyptych are linked in a complex thrd@nensional constructioim which storylines diffuse and
create bonds between categories, or specific peplalees, and thing¥his rendering lends
itself to a comprehensivanalysis of personal stories, archival documents and material culture
contributingto a broad and robust stu@@reswel] 2013/1998pf the Art Department at CTS
Foregroundingny multiple perspeoves through the figure of the
artist/teacher/researchigrwin & De Cosson2004), | approachthe writing of my literary histey
from an educative standpoimlly immersion incurriculum writing, pedagogy, and interpersonal
relationships as well as my own personal life stories have sharpened my skills as a storyteller. As
an artist, teacheand researchger know that the literary educative history | produce conforms to
acadentu standardsout also achieves an artistic quality that moves my work from a static formal
piece of writing to a relation@ne,capturing a sense of intuition gained through ongoing praxis.
Bateson (2001) call s this nmgofiives, theresomancdsat i s
bet ween st oFoliowirs ay intugion has foned stories that provide educative
gualities at their cordut hasalso formed an artful methodology thpasitions new historieigito
a polyptych frameworkoreaking fran formal parameters and genres. The academic standards of
educative value remain intaget the presentation is more artfoffering a different kind of
knowledge or experience navailablethrough traditional scientifj objective history. The
storiesl 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 relationsrbdtes® (Chambers,

Hasebel udt, Leggo, and Sinne2012)
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The institutinal history | have constructéderves as a site of knowledge and meaning
making &s a place from which we can engage in a series of reflective, reflexive, and relational
act® (OdDonoghue, 2009, p. 357). Whikay intent is forthe storiesotriggert he r eader 6 s
curiosity and open up a space for engagement,aisegreatethe conditions for engagement.

The artistic processes employed in making this historical renderingvat&do generate

meaningfor boththe maker and the knowing reader. | have engaged in a process of searching for
innovative ways to illuminate historjo have some resonance with the practical concerns of
education today. The result is that my stories are bahfsitresearclandrepresentationof

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 constructiomefvhistoiies | attendto the relationships in and
between the conceptual, theoretical, and practical, and | find ways of generating and conveying
ideas that are not actually present in the work itself. The work suggests a certain degree of
fiproductive ambiguity (Eisner, 2008, p. 180).My new historiegease out, unravel, and make
connectiondetweerand across the storieg experience | constructhis is a necessary
condition of the work. Meaning is open, unfixed, and flTide stories | construct bring forward
voices thaspeak to a range of experiences, alternate perspectiviedi@emative realities,
enticing readermto fivicariously experiencing educational events and confronting educational

issues from vantage points previously unavailabfetoh e m] ¢ ( Bpa25p ne, 2001,

Oral History
Over a thregrear period conductedwentyoral history interviews, of which fifteen

were transcribed and codddterviews were senstructured, allowing participants to expand on
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guestions and raise new ones. My interview questiof ocused on the partici

connection to the Art Department at CTS. | also asked questions about the interactions and day
to-day life of students and teachers, traditions, artistic commeiggy(and the networks that
formed during thig experience.

Bodnar (1996) and Cunningham (2000) understioe point that historians are
constantly confronted with an evidentiary dilemma. Unable to relive the past, they can only
reconstruct it. Oral historiesvhere availablepow inform many of thevritten histories that are
produced. Warren (2004) argues that oral hi
beyond the predispositions historians 1inevi
Researchers and historians (StokrotRi9Q5; Bolin, Blandy & Congdon, 2000) sometimes use
oral histories as | do, to help fill the gaps left by the paucity of documents in the history of art
educationWith any form of memory workhere are methodological complications that need to
be addressk 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 omigsion o
experiential knowledge is even more so.

My construction of the CTS Art Departméns hi st ory 1 s a uni que
of its value to the fields of art and education, but also because it encompggserspective as
acultural inside,andembedded researchdihere is a level of caring (Yow, 1997) | have
brought into the participatory process of oral history. As | conductedsteumsiured interviews
with past students, instructors, andweorkers, | began to pick up on the transgeneration
aspects of their stories and through the familiarity, empathy or relational experience we shared, |

was able to gain the trust, respect, and even a sense of comradery with all participants. The

st
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unique knowledge of the building, its administration, auium, students, and staff, both past
andpresent, undoubtedly influene@d strengthen miesearch project.

A stylistic feature of my historical reedng is the use of participadfirst names as a
way to break down formality and build empathy through my stories. Characters within the stories
who | have not met are often referred to by last name, but there are many exceptions including
stories about Dori s Whe @farmdlith of usegfidst nerhesis Hawor t h 0
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 oftenresearchers and evaluators are agisteed to stay rational and independent.
Historians for generations hadeflecteda sense ofaring for participantsandescheved
empathyto avoid biasNow, based on the latest research contributing to how humans make
decisions, brain research, and cognitive science (Brooks, 2011, 2014), we knowr that
emotiors assign value to thingand help humans reas@atton, 2014)The oral histories | have
collected and the relationships | have built in the process formédeamp at het i ¢ sensi t
which | donotsee as a barriéo my historical inquiry rather, tle capacity for empathy enhanced
and enriched the new histories | constructed.

A number of biograpies and autobiographies will help to inform myrative study, but
oral history, which ishe process of gathering personal reflections of events and their causes and
effects from one or sexa@ individuals (Plummer, 1983 a major focus of myesearchAs
noted in the last chaptdhe field ofhistoriographyn as r ar el y engaged with i
v 0 i Amnstror(g,2003 p. 201). Ido so byshifting the focus from the general theme and

theory to the particular and precise experience of peomegroups.
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Noted Canadian historian Steven High (2089)lores the methodology, ethics, and
politics of democratizing the research process in humanities and social science research. He
states that Athere has beehicémapkabbkyi hithke
process: how, when, and if authority should be shared between unimrsgy researchers and
communi ty midighk2eos,pliR). High (2Q09)alsonotes that there is a danger in
exploring individual subjectivity and metdological process to the exclusion of all else. Using a
polyptychrendering| am able to bring my new history of Canadian adaeation forward,
embracing amsiderperspectiveandmaking decisions on how to construct my interpretation of
history. Highar gues t hat fAwe need to be attentive to
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 histréeaditional objectivist
perspectives found in external and internal sources, | bring rigor to my design, challenging a
single perspective of art education history a
and present, subjZctive and objectiveodo (p.

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 presktttene and second is the discursive
level, which represents the ways in which | 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 Hisries | 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 | have
chosen and emplotted. Juul (2008) nearratitees t hat

0truthdé and bypassing historical oO6trutho i s t
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become invisible or subordinateo (p. 710). Fo
to oral history creates an interplay that poss itself as a foundational didactic layer in the

method assemblage informing the polyptyehdering of my multiple case stuthethodology.

Archive Research

Wor ki ng wi t kystem oFdiscucsigity, siftedttsoughmultiple archive
|l ocations hol ding i nf or mdahissorrey approach previdédr t Dep a
access to highlgontextualizedarchival documents, often ordered or emplotted to suggest a
specific narrativdZboray& Zboray, 2009;Velios, 2011;Daniel,2014). With this knowledge in
mind, | was able to engage the archives both subjectively and objectively by scrutinizing the
materials under a postmodern lens. | engagga@hosen archive materials by first photographing
documents and writing research notes 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 confroigdmined the
materials lfound in each archive individually and as a collection to understand the narrative the
particulararchivetendedto createl encountered each archive with a key question at the
forefront: What was being included and what was left dwlBocame to undetand that
brought my own value judgments to the archivesich in turn shped the directions | took
while 1 worked in and through thermihedata traces$ collected in archives were added to data
from oral histories and material culture collecteddostruct individual storieengaging the
previously mentioned process of emplotmé&ir example, in the stofyconstructed about a

student protest at the Art Galley of Ontario (AGO) (see Chapter 4), | gathered data from
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newspaper articles, photographs,i@as published interviews and documents from the AGO
archives and a segment of one oral history.

The archives | accessed were located across Canada and took various forms. For
example, | accessed public archives like@itg of TorontoArchives, theArchives ofOntario,
andLibrary and Archives Canada Ottawa. Institutional archives like the Toronto District
School Board Archives and variolegationsin galleries and museums, as well as personal
archives collected by past students and instructee gleaned for data. Thousands of
documents were found in these archj\eg it was not possible to document all of th&ome
archival materials located through the internet could not be physically viewed due to their
geographic location and/or the gibity of the item. Some archives contained so many documents
that | could not realistically photograph or copy all of them. In all archive locations | created
parameters or flexible limitations around the documents | enceahtdy limited focus on the
Art Department for this study has prevented me from exploring morea@uossular and extra
curricular artistic activities, such as participation in the yearbook, school plays, clubs, and
community eventd.took a wide survey approach to archives, gatlgetdata 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 repositdostather 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, |
have brought together objects, dowents, 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, | 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 processyadwn subjective interaiins with objects is an
essenti al el e me nt myrésearch. @ogdtherntlze lanalirsis of@m abject afongo f
with the understanding the significance of the objectaeveerfultool for reconstructing the
history of the CTS art progradack® n (1868)groundbreaking workxploringthe lived
experience of the classroasaan endumg foundation for understanding the complexityhe
life of students and teacheFollowing hiscalt o fAiawaken concern over as
thatseemtbe receiving | ess att elihdveincorpotatechan t hey de
analysis of selected material culture and have used material culture holistically to inform the rich
new histories | write.

In many ways, the art building at CTS has beconmmea tapsule of multiple collections.
Plaster and marble copies of canonical sculptures are left damaged in back rooms; printmaking
presses, photography equipment and other pieces of outdatenblogyclutter the clag®oms.
Banks of customized wooden drers are lined with student art that predate the art building
itself. Filledsketchbooksandi nst ruct orsdé curricula from decad
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 ghijelits
anddonated pieces of artfrompasn st ruct or s hang in the Departm
books on artistic technical practice and histanguishon outof-reachshelvesMy embedded

position as a researcher and insider inAhlteDepartmentprovidesaccess to all the spaces of the
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building. Intricate knowledge of the building and the things that fiirécly impactthe
interpretations | makm this study

Examining material culture inside the school did not offer endings to thiessto
constructbutdid offed mul t i pl e openings for ongoing iInqui
about past and present auhl practices emergedO 6 Do n o 2D00upetl).O6 Donoghue
c a | aktentioriito the material qualities of objects; the reatatioetween objects; the stories and
histories that objects hold; the types of interaction they call forth; and the forms of remembering
and retelling they invite . 403). Twelve of the studio/classrooms each have dozens of drawers,
cupboards and closgbaces 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 tictoirsst
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 owexperience, | have stored broken plaster casts and a variety of old
technology and student art. | started to take up this practice of archiving as retiring instructors
passed along their collections to me for safe keeping. There was an understandinglagtbé
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 cl
enough data to warrant its own dissertation ingasitig material retention in art education.

| 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 langet both physically
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and culturally. The Departmentos first cl asse
being moved into the top tower of the main CTS building and then to its ownaltared

building on the CTS campus (de la Roche, 1990). Thaitwtis 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 def-conseudtedos fia de
humanmediated objects, forms or expsems, manifested consciously or unconsciously through
culturally acqui r lamly, 2083hpa249).dheanalysdedisasm & B
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, 2008Yoodward, 2009Miller, 2010; Haney, 2009) Material culture is
not culture itself but its product (Margolis & Pauwels, 20Tilley, 1990;Grosvenor, 2007;

Prosser, 1998Mietzner, Myers & Peim2005). Through the use of artifacts (Knappett, 2005;
Korzenik, 2004), | develop the connecitobetween written and oral sources that are necessary
to further address gaps in archival sourmedoral histories Rousmaniere, 2001b)

The multiplicity of meanings that material culture produces align with my polyptych and
case study methodology asdamlessly adds to the oral histories and archival research that
compose the new histories | wris a historical researcher and art edugdtembrace the
many meanings that objects can possess. | also understand that | will never be able to address or
conceive of all of the meanings and sources of the objects | come across during my study. The
potential inwardness of objects is one of their most powerful characteristics, ambiguous and
elusive though it may b&he polyptych visual renderirarts as aléxible framework which
facilitates thanteractivity 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 construnfingew histories ofirt
educationKnowledgeof the CTS Art Departmens$ gainedcontinuallyfrom research
participants, from documents, as well as from the writings of other historiaastégytellerfor
thisinstitution, | have come to understand historadlsiid constuct rather than a solid state.

What | know of CTS today may well change in the futuith new discoveries of data sources,
and in turn, g work dictates thatwill continuegaheringinformation about CT&om across
Canada.

The polyptychrendering ottase study methodology and the theoretical lens of new
histories work against the concept of a definitive metanarrative. | continue to grapple with
methodological questions: How do | work with an excess of materials? How do | cover a huge
time period knowng that gaps, openings and overlappings are inherent disruptions in a
chronological telling of the past? A discovery | make today could totally change or contradict the
new histories | constructed months ago. This kind of instability creates a limittioyn ability
to make definitive statements about the past. For this reason, | have chosen a polyptych case
study methodology that represents internal, external, and personal perspectives collected utilizing
three methods and my own embedded experiencestiddr required to orchestrate this form of
study builds a dimensionality to my process and confidence that the stories | construct are shaped
by more than grounded speculation and authprégments

In many ways, the limitations presented by the esigedreadth of data has motivated
me to desigra methodological framework that invites the reader to conceptualize history
spatially,ii seing fom multiple perspectives invit[inglifferent interpretationsgnd different

vi ewi ng posi t foomawscénfiguratarts ana foimatias of under st andi n
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(O6 Dong2PtOuped0).The histories | write take form i
at a chosen site; as such, the reader can move around and take up various perspectives: the stories
cannever be viewed or understood from one position. Through my polyptych history, | show
ficommitment to seeing multiplicities as well as singularities simultanedwslg | | dtténtiog ]
to the fragmented nature of knowledge, and the multiple ways in whiclonve to know,
experience, make sense and représent p. 4 10)

My role as a researcher in this new historgamplex becauskhave been an instructor
at my research location fardecadel have been embedded in my study, but not in the typical
way; thatis, | 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 knowledig¢he one had, 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 dsethuilized 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 theTS Art Centre. As an insider at this location asd researchet
have | earned of t he Delpmpartofé@scur@rg hisporye st i gi ous
Recognizing my researcher bias involves a reflective practice of putting aside what | know in

orderto see what the data tells phenake every efforto 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 thescuratorial as a
method of inquiry composed of oral histories, archives, and material culture to construct the
storiesltelThe pol yptych model reorients a |inear
conceptions of what history can be. A polyptydhiatorical account needs time to unfold; it
cannot be perceived instantly as a smooth symmetrical whole. The polyptych form promotes
engagement through tharationof multiple frames that actively position readers/viewers as
audienceasking 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,ral bonds between framdzit also calling attention to the artifice underlying
the connections between the storighough | have made authorial choices in designing the
structure of this history, so too does the reader make choices through the@hditygate: 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 readdfpeaforno their own spatial
montage. As an actor in the process of knowledgerdader is given the opportunity to think
around an idea or stgrthat is,to make their own autonomous connections and come away with
relational interpretations of stories they have helped to constrsiet.visual rendering of case
studiesthe polypych offers acustomizednodel thainot only responds to an excess of
information but also democratizes the information and the process, thus making the history more
useful accessibland productiveBringing polyptych cluster design into the historiodrgof

art education also serves as a mode of representation for interpreting and rendering inquiry,



70

expanding notions of what qualitative historical research can look like in gi€&itury. The
polyptychcase studyormat brings together complexity, ag 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 engagéh the historiography of art education and
adds to its evolution, utilizing artisteonceptions opractice to connect the multiplicities of
stories that shape a vision of the past. The polyptych design harnesses a new way of imagining
the constructiomf history.In the next chapter, | demonstrate heywlyptych of clustered
storiesbring conductivity to a collection of critical moments from the past. Constructing a
narrativehistory in the 2%t century is a complex interplay of intertextual forms agldtional
dynamics. Appropriating the artistic convention of a polyptych as an alternative way to explore
institutional, personal, and professional narratives, | help visualize one conception of the CTS

Art Department historyn 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 st@i&s of
students, teacherand admmistrators revealed a polyptyelticulation of relationships with, jn
and through théstitution (see Figur8). The numbed and the complexify of potential stories
that emerged in this construction required consideration of the many layers of connectivity
across broad time perigdsamed in this case study as figenerations of transformatiavithin
the departmentVorking initially with interviews as my starting point, | elected to write the
collection of stories in this chapter from a perspective of living histba is, | mee from the
present to the past through the emplotment of individuals, shifting between generational
boundaries to demonstrate how polyptychs operate by interweaving everydaybvoiogses
that are then echoed in other stories found in archival docusseshimaterial culture, in addition
to interviews. From these primary sources, | mapped the branches of rélgsanat diverged
and converged through the storgdsndividual participantsand in this way allowed the stories
to unfold organically in rgponse to the openings offered in our conversations. Through such
openings, whiclmangedrom explicitrecollectiongo passing menti@of people or evenid
built what constitutes a form of new hisgdor the ArtDepartmenatCTS. This new history is
but one of many renderings of histanadepossibleby the form and content of my polyptych
framework.

To carefully select representational stories that brought forward pivotal insdg#s,
and/or events the lives of individuals was a challengeyen my own sense of what stories
havedominatel the history of the institution. | 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 stotiearrowedmy selection tavhat | considered

to bekey characters and/or events thatlinformed a given generation artdrough the

transmission of stories, the generations that folloizadh of my participants provideshgaging
accounts that will based to grow my collection of historic stories, but for this version of history

| chose stories that epitomized networks of teachers and students that overlapped in significant
ways to build continuity, openings and hoali®wing the addition oktoriesat another time.

Working from the expertise of those | interviewédhose stories tharesented a multivalenced
account of a localized history th&fiom my experience as a teacher at the school, | believe
continues to infornits curriculum and pedagogy today. This approach ensured that rather than
exploring this history through a singular lens, | have developed a new hisitrgcognizes that

often unseen or unspoken interrelationships can in fact constitute a legitimatd¢anutiegsof

the past, in addition to formal historical accounts. Embragimastmoderrdecentering of

authority | construct stories about the Art Department at Central Technical Scholoigihleght
diverseforms styles,and ways of telling stories fonaximum variation, whicfover the course

of theirretelling, create links that weave into networks that constitute art edusattmnpast,

present, and possible fututdy resulting historical narrative is then far more than a chronology
ofevents.makes cl ear how Ot he pasdlenensnplayiotheé st or y o6
construction of stories. The formeafers to whaactually happened but which is now gone,

while the latter, although it is a sousbased and inferential inquiry, is graver its narrative
representation. Traditional history is, therefore, a substitution for the now absent past. To render
these stories as a transgenerational history, | take up openings within stories to embed secondary

or tertiary stories, and then ciedback again to the primanmarratives and in so doing, cross
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generations in a polyptych patterntthecognizes linkages rather than linearity as a means to
construct historical narratives.

In this way, stories included in my research demonstrate haiersts, teacherand
administrators have come to know themselves and quite often how we collectively share a
continually emerging history of CTS. The storilkat unfoldare artful literary creations, always
only fragments forming connections and netvgattkat reach across time. The following stories
attemptnotto function asbiographies, but rathesa history of this school througtarrativesof
the lives of students and teachersonfigure informal conversations, anecdotes, transcription
clips, andvarious archival documents and material culture object®owcaseitferent periods,
points of view, and stylistic representatiombeimportant momentsevents conceptsor
reflectionsl bring forward,arguably opeimg new doors to knowledge abouttls s chool 6s pe
and arebest aligned using the visual rendering of the polyptytie followingelevenstories are
divided into five generationsvhich | have named according to the historidhbsof CTS as an
institution evolving over time and plaagevelopmen{l892 to 1917)yision (1918 to 1942),
optimism(1943 to 1967)innovation(1968 to 1992), angtandardizatior(1993 to 2014).

The generation of development is defined by the gradual change of technical art
education from a simplapprentice ppgram in industrial arted a more complegompositionof
applied arts, crafts and fine art curriculuhine stories in this section address the roots of the
departmentthe tensions between the applied and fine #irésleaders which began the
Departments | egacy and a studentds perspectiv
first generation of this institutior.he generation of vision is defined in my stumythe stories
of a great art educator who shdphke artistic valueand ways of seeing the world fibrousands

of students she instructed. Doris McCarthyos
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institutions hi story and not only added to Pdater Haw
as a pillar of stability which helpagtow andsustainthe artistic network#hat constituteds
community Thethird generatiorof optimism is characterized as a hopeful and confidentgerio
with a positive outlook ofuturegrowthof the CTS ArtDepartmat. Stories in this section focus
on the social networks developed in the 1950s and 60s, as walleasount of school lore
Instructor James Meechan led a stugheatestat the At Gallery of Ontario because of its
purchase of a Claus Oldenbwgft sculpture. This event characterizes the vitalithsf era and

the tensions between artistic philosophies within the Department and changing contemporary art.
Thefourth generation ofnnovationsaw the development ektensivespecialized prograsmand
curriculum to matchhe newly constructed art building at CT&ories from this generation
include former students Sue 8tani,Alice SaltietMarshall and former instructor Dawson
Kennedy. Through these charactesisared memoriephotographand student art was able to
understand how this generatiohinnovative art educatodeveloped a more refindybridity of
applied and fine art coursélhe final generation oftandardizations marked bystoriesaffected

by educational change fore¢hathave slowly ended the Art Departments unique characteristics
in orderto maximize compatibilitywithin a larger educational systeihe stories | share from
this generation focus on alumni netwgr&bampions of the Departmeatyd three letters which
speak to an intense push at the end of the twentieth century to prevent extensiviheuts to
school.The fiperiodizatiom (Besserman, 2013) of generations is significant for this historical
construction because it necessitatessaudisiorboth of what occurred within givengeneration
andof howits traditions, people, teacher lore, and reputatiioencedfuture 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 generaaods, s econd 6 membr aned
engages the generation as a whole through key actors to create a vision of that time period.

In the following chapterthe stories oéachdistinctgeneratiorareprecededy 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,
incorporaeswithin its four corners the keywords| nt egr i ty, I ntelligence,
|l nspirationd that have been the motto and phi
school. Whilethesestories are dividetly the overarching ethos of a given time periots
important to note that stes cannot be so easily containgtteadtheyare rich withthe
flexibility, uncertainty and changeability that characterize transgenerational understandings
This fluidity is demonstrated by the connective narrative found at the beginning of evgry sto
These short stories provide data from oral histories, photographs and journal notes acting as links
and extend storylines creating context and facilitating the floinaoEgenerationahematic
threads that run throughout the new histories | construct. | conceptualize each of thastories
contained withira permeable membranallowing the stories to stand on their own wlglso
permittingcontinuous narrativet® diffuse through thenThe generational story frames can be
moved and réninged allowing the generatiort® overlap. The layering of stories creates points
of intersectiorbetweenndividual studentsteachers, and administrators throstjared
memories, allowing the constiimn 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 | began the formal collection of oral histories, | was contacted by the current CTS
Art Departmentiead, who knew of my research and informed me that an elderly wwadan
recentlycome into the school with her daughteothof themalumniwho wereinterested in
discussing their experiencasCTS This chance encounter presented one of the most vital
learning opportunities for me as a researcher, not only in terms of articulatireseaych
methodology, but ithowcasing the value oheto-one conversation with a student who
represents living history. Normsninety-nine years old and attended CTS from 1924 to 1927 as
a high school studenthrough Norma, | 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
histarical research. On November12a 0 1 2 , I was invited to Nor ma
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 raddlighter legacy
not onlydemonstrate a remarkable crossing of generations within a family, but also
foreshadowed thdynamicnature of the discoverigsat | would maken the course of this
study, working with storieghatprovidedarich history of CTS

Nor madés or al hi story was most significant
of the art department, something that no othe
artworks, which operate as material culture in her story, corthbeteinstructors of the 1920s to
the curriculum and initial vision of the Art Department at the turn of tffec@tury. For
example, she recounted a meeting with Frederick Sproston Challeneir 12869 a noted
Canadian muralist who painted in the NioAmericanfimodern stylé similar to that of Art

Nouveau (see FigurEl). Challenerwho taught painting at CTS from 1981124, lived close
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t o Nor ma 0 sshd recalisptowdedathre @ncouragement Norma needed to become an

artist:
He was workingn his garagewhich had been turned into a studio, down the street. And
| knew his daughter, one of his daughters, who was around my age, at that point. So |
remember my mother going @malking to him, sayingiHer e6s t hi s ki d, r
high schoad should | make her go to high school, or let her go some place and get art

training® And it was his advice, | believe, to let me go to Central Tech. He said they

have a good basic course there, and shedl
learningpabout art. He said the ardinhsopidiodge [ OC,
wasnot doing as much as it shoul d. 't got

Figure10: Frederick Sproston Challener and his painting of Lambton Mills, 1901. Images courtesy of the Art
Gallery of Ontario.
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Chall ener 6s r emmabraammissionswoansurals in petfarmance halls and
private homesn Toronta His opinionthat r ma 6 s wor k h a dhepoofidemaet i al g
to pursue an education at CTS and created a significant mémabsyayed with her foover 85
years. Whilelhava ot f ound Chall ener 6s pehesalynl8@20d curri c
have located acuments and calendars from TTS at the end of the nineteenth ceatuRigsre

12) and compared them to documents used d@ihga | | ener OFggurée .nur e ( see

FREEHAND DRAWING AND INDUSTRIAL DESIGN

This Department has been re-arranged and extended. An
opportunity for thorough instruction in the various branches of
Drawing and Design, which apply to the trades, is now offered to
all earnest students.

To the artizan the power of making a working drawing or a
good original design means a better position and increased earn-
ings, and the course of study has been carefully planned to meet
the needs of those who desire to become something more than
mere copyists of other men’s ideas. A very important feature will
be the lectures given on Historical Ornament, which will enable
those who follow them carefully not only to recognize the charac-
teristics of the various styles, such as Classic, Gothic, etc., but
also to originate designs in any special style.

Under the head ot Plastic design, which Is placed in the Third
Year, students will be taught the principles of light and shade as
applied to modelled or raised ornament, and also the rules which
should govern the proportions of solid objects. Instruction in
color will be given to the extent allowed by artificial light.

Figurell: A descriptor of the Drawing course at TTS found in the 1898&chool Calendar, p 27. Document
courtesy of the CTS Alumni Archives.
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Our objectve is twofold: first, to encourage the un-
folding of a vigorous creative force in the mind of the
young artist, and second, to see that he acquires the
skill and pride of craftsmanship necessary to put his
ideas into tangible form.

Amidst all this variety, it becomes a prime obligation
of an Art Course to present a central truth—a common
denominators, which students — although meeting as
strangers—may accept as a unifying force while they
develop their separate ambitions. This is that mystical,
but nevertheless real, relationship between all the
branches of Art. From it stems that elegance of taste
and discrimination which can be applied impartially to
ancient and contemporary works. Confidence and dis-
cretion grow as a result of long and continuous ex-
posure to many influences. We believe that this process
should commence at an early age to confront the young
art student with as much variety as he can absorb.

Figure12: A section of the Art Department mission statement (c. 1920s) found in a prombtbohdét, p. 1.
Document courtesy of the CTS Alumni Archives.

Thesetwo written segments, one from 1898 and the other from the 1812asly show
that the philosophical influences and artistic styles promoted by T8eArt Department were
carried from he first to the second generation of flnegram 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 workforcepmilasophies are at
play here: the first course description takes a prograemted approach influenced by the South
Kensington system, and the second is a more stuwgatered or humanistic approach, focusing
on experiencelewey,1938/2008.

The majoity of art instructors who taught at the predecessor of CTS, known as the
Toronto Technical School (TTY)etween 1892 and 19Bhjoyed strong reputatieim Torontq

ascan beseen in the various public monuments and private commissions completed kleiring t
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teaching careers (Ardiel, 1994; Baker, 1997). mmberof industrial art and design courses
being taught at TTS steadily gresesulting inthe formation of a focused department of
industrial art and design. The shift in focus from industrial adtd@sign 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 amalganadtion
TTSinto Central Technical School 915, with therprime minister RobertBorden
inaugurating the@ewschoolbuilding (see Figurd3). This shiff however established two solid
realms of art educatiéntechnical and fine art prograthsand at the same time, two competing
forcesin the curriclum 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 Princip@l. C. McKay, a

seasoned scholar withbaeadth of

experience as a public, secondary schead
university teacher, as well as Chancetd
McMaster University (19051911). McKay
was sought after by the Toronto Technical |
School Board fofihe brought to his task fine
scholarship, high administrative powers anc
definite and farreaching ideas of technical

education (Hardy & Cochrane, 195@.

i .

to establish a mandate for the highest qualifFigure13: canadian Prime Minister Robert Borden (1¢
1937) laying the corner stone at CTS, 1913. Photogra
courtesy of the CT8&lumni Archives.

128). The position gave McKay the freedon R { & ‘ :
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technical education anuh the process, the opportunity to keep the new CTS school above the
educational politics of the day, as demonstrated in his statemexroomg the art room as a
democratic site of learning for children (see Figle Using the Toronto District School Board
Archives and specifically the Board of Education yearbooks and Technical Board meeting
minutes | was able to confirm that McKay oke to hire only the besbigal College of Art

(London)graduates and top students from the specialized programs at OCA (Garnbk}, 2012

COSMOPOLITAN IS THE
- ol i NEW T[[}}_{N[}_A[ SCHOOL

of the wealthiest people in Toronto,
and we have also the children of Priscipal McKay Says That

the poor. There are no distinctions ,
of class or creed, or rank or wealth. |, Rich and Poor Alike ‘
are Registered.

We want that understood” g

~AC.McKay |ARE NO DISTINCTIONS

% Range of Education to,

% . Be Had in the Whole
' City.

Figure14: Quote and headline from the Toronto Star newspaper on September 3rd, 1915.

McKayods statement on the democNoartmazdast i on o0
reflections on CT@ndexpands this narrativgy providing an inside perspective:

In the art course, there were some who were desperately poor, | know. It was all they

could do to pay for their paper that they had to buy, or whatever, you know. But that

di dnodt bot her any of us. fich nch people, butvelbva s a | |

setup, you know. | grew up and had an amount of money. We were never without things

t hat we needed. So, but I wasnot aware of
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we knew they didndét have, and thataparas t ha

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 physidacation of the art department and day to day life within CTS,
Norma explained that:
éewe were all in the [same] building, of <co
But we were in a special place by ourselves. The building, as you may know, had
classrooms to one side, and the otherdsidarious 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 bridgeoth&ad to
go up an extra flight of steps and acrosgh the six classrooms and the pottery area and
the sculpture area at either end. And then there was adcamer the tower had the life

class in it. You had to walk up a bunch of stairs to get to it.

She also mmemberedhather sculpture instructor was Alfred Howell (188978) the first art
department head hired by McKay before CTS was built (see Appéhdis a Royal College of
Art graduateHowell brought his knowledge of the South Kensington system baiinflaenced

by humanist philosophies of the timtdowell 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 e@glilnat 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 (19B3), a philosophical orientation
that was maintained by Peter HaworiB89 1986) 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 al
rapidly growing postvar appliedarts industries through its mullisciplinary program. This
orientation was a reflection of the Bauhaus commitment to erasing the distinction between artists
and artisans. As d&and hlea tBeduphthaomies dhitigiiestd | 6 s
linked aesthetics, craftsmanship, and technology through courses in both fine and applied art
(The Bridge 2001).

Norma recalls thatuting the timesheattended CTS, Howell (see Figur6) fiwas also
working on a memorial that was set up in Frandmlieve. And there was one figdrét seems
to me that he was building the clay part. It seemed to be cast later. But anyway, | remember
thato This recollection confirms that instructors at the time were working on their own
professionapracticesnside he schoglwhich led me to questiowhetherstudents assisted in

the work, participating in an apprentice sysi@wdeled orthe artisaal practices of the past.

Figurel5: Alfred Howell in 1931 and his war membrial in/GueIp,t&r
Archives.

. Images' courtesy of the Ontario
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Norma also rminisced that sense of community defined the school in the 19®dsen
we met Kkin in our homer oobfounditunteresting that dlamaP et er H
used the wordkinoto describe her art classmatasd | believe this speaks taecurrentheme
of family, love and caring that seesto havebeenpart of the CT3Art Department experience
over time. Her painting instructor wasA. C. Patton; John Chester taught weayi@harles
Gol dhamer taught drawing; and Peter Haworth w
painting instructor. The influence of her instructors can be clearly seen in the style and colour
paletteechoed irthewatercolour workNorma completed afterdwing the schoagsee Figure
16). According toher, Haworth would constantly suggest that his students apply for competitions
and exhibitionsand Norma continued to do so well after graduation, a professional tradition that

is still emphasizedt CTS

Figure16: 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 mggh-schoolsketchbookfrom the late
1920s filled with anatomy drawings and notes. This exemplar of material culture sparked more
memories for Normaf her painting classandher recollectionslraw atteribn to the
conservatisnof the time:
I n those days it was thought rat her clear
wearing many clothes. And because we were young, of course, we were not allowed to
have a completely naked person posing for us. Sweme 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, | remember, with just a jockstrap, which was supposed to make it all right.

Normadescribeddrawing classes with Goldhamarnoted official Canadian war artist who also

built a forty-two year career at CTS:
Well, | 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. | can remember Charlie
Goldhamer coming by, and | was trying to draw something | was lookihghaty had
something up that we were dr dwndhgjustshid ve f o
to me,fjust 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 dovarAnere.
| thought,il t 6 s omlho§a sudden, | was in the clover, | could do it. And, | mean,
that was so simple. So easy. | would have worked it out for myself. Bustpigked me

up and put me in the right spot. So thatos
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Gol dhamer recognized Normadés difficulty and

problem by actually showing her from his experience. His pedagogic act is rooted in a long
tradition of artistic apprenticeshtpatbegan at TTS. A few years affdorma graduated from
CTS, herformerhomeroom teacher Peter Haworth became the Art Departmentamebduring

this time,thetradition of maintainindpoththe applied and fine arts became part of the
institutional mandate. Haworth was the fiesample o planned leadership successistaf(t,

1993 Goodson, 2010) in the Art Department, carrying forvtashumanist idealespoused by

N o r meadiesinstructors and the high standards of quality and craftsmanship required within

the industrial arts.

Development of Vision: A Shared Bography of Peter andZema Haworth

The record presenbf the personal lives and professional careers of Peter and Zema
fiBobsd Haworth based on the available documentathlmmgs forward a loving relationship
betweerprofessional peers. Though the activities of each were-saaging, this historical
account will take the form of a paired scholarly biography, with an eye to learning more about
the Art Department at CTS dur i nficaly hesampne ar s
t h e Ha lastingtcohtribdtion 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 potentialhese artiseducatorsvere chosen because of their vision which directly
influenced the department for over fifty yearbe Haworthéimpacton their own generatiorof
CTS peerss well assubsequent generatioissseen through the transgenerational artistic culture

and traditions carried into the present.

t

of



88

One difference should be noted from the outset: Peter Haworth is inscribed into the
historicalfabric of Central Technical School, the University of Toronto, \wartbus published
sources, and for threason his career could be readily reconstructed even without the evidence
|l eft by his considerable personal and academi
Archives in Kingston, Ontario. Zema Hawof(tlickname Bdb ,)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 Peterods. As wel
her personal and predsional papers are fragmentary. There are a number of possible reasons for
this imbalancgincluding the possibility thahore prestigious male potters at CTS overshadow
her contribution to the departmeas well agthe comparativelyjower status of fimale artists
throughoutmuch of the 28 century.By puttingZ e ma Hawort héds story on a
Peter Hawortha substantial contribution left out of the history of Canadian visual culture and art
educatiorcomes into focusThe record that fabws is a construction of storylines that | have
woven together from the available fragments and data tragesuple left behind.

Throughout my research on the Haworths, | have found few photographic records of their
physical presence in CTS, a factrid odd given the sixty years of combined servic 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 departmamasiministrative offices
town ch | have yet to gain access, but my beld.i
edited to tell a specific story thdeemphasizethe fact they were instructors in a secondary
public technical school, despite their evident commitment and lifelemgtibn to their students.
This may be due to the lack of prestige attached to being ssbigiol art teacher in relation to

the celebrity status @huch oftheir social networkwhich included the Group of Seven,
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Elizabeth Wyn Wood, and the Canadian Gradi 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 accotheppromoedt t e st
it extensively as demonstrated in the annual exhibitithres/organized to profile the quality and
gualification of CTS artstudents to industry leaders in Toronto (see Figudyeandto fine art

circles. The figure below is an example of an initiative that F¢a&rorth 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 theosthl am particularly drawn to the tension between the

identities tlke couple projected as fine artists and sociglioesthe one han@ndon the other,

their devotion to the profession of teaching #mel carewhich some have describedpesental

with which theypromotdthe school to industrproviding hundreds of studentsth access to

carees.

Figurel?: Flyer for the CTS Exhibition of Commercial Design and lllustration, 1929. Document courtesy of the Art

Exhibition of Commercial Design
and Illustration

Loaned through the courtesy of the following studios:

Brigdens, Ltd.
Photo-Engravers, Ltd.
Rapid-Grip.

Rous & Mann.
Sampson Matthews.

For a number of years the progressive movement in
commercial design and advertising has been keenly felt
not only by artists and designers themselves, but also
by the numerous establishments who have sought to
utilize the very worthy efforts of the artists and designers.
So rapid has been the development during recent years
in what we have been pleased to designate “‘Commercial
Art” that we are becoming more conscious of its import-
ance as a business asset. The narrow distinctions that
have broken up the various phases of art expression into
so-called fine art, commercial art or industrial art are
gradually being eliminated, and that men who have
already established themselves in the so-called fine arts
are giving of their best in the field of commercial art.
In reality commercial art is coming to be recognized as a
fine art in & truer sense. The words spoken by William
Morris fifty years ago have a particular application to-
day: “Art without industry is guilt, industry without
art is brutality.”

In a very recent issue of a well-known financial paper,
one of Canada’s leading bankers was quoted as stressing

the closer relationship between art and industry. Indeed
the existence of Canadian industry will depend as much
in future upon its artistic achievement as upon the per-
fection of its workmanship.

Is there not a clear indication of the impetus that has
been given to modern business when we see the large
number of fine posters that are now being produced; also
the many and varied forms of advertising and display
matter. This union between art and business is becom-
ing more and more important in the life of Canadian
industry and reflects the greatest credit on those who are
daily labouring in the production of beautiful and useful
things.
This exhibition of Commercial Design and Illustra-
tion has been arranged for a three-fold purpose:
1st To nﬁhtain a general idea of the standard of achieve-
ment.

2nd To stimulate the large student body of the technical
schools in a fuller appreciation of methods of design
and reproduection.

3rd To interest the general public in what is being
accomplished in the field of commercial design.

The Central Technical School feels greatly indebted
to those firms who have kindly loaned material for this
exhibition; and it is felt that the splendid co-operation
that has always existed between the business world and
the school will be further enhanced through such an ex-
hibition as is now being held.

In the arrangement the exhibits have been grouped
under the studios in which they have been produced.

Department Arhives.



90

How Peter Haworth Came to Define the Art Department

After graduating from LondonosHawdhy al Col | e
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 employleel Satisbury
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 geeFigurel9).
McKay states that he had
written toRoyal College of
Art Principal William
Rothenstein asking him to
suggest the names of suitab
teachers for this important
position in
technical education
institution, and it was
through this referral that the

history of CTS took a

remarkable tur.

Figurel8: Letter from A. C. McKay to Peter Haworth, November 29, 19:
Courtesy of the Peter and Bobs (
Archives.
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Hawort hés staunchest supporters, i nstrumen
Rot henstein and Haworthos former teacher Robe
wrote a complimentary endorsement stating that Haworth isteidentog r e at pr omi s e é
hardworkingéand embodying the valuable gift o
and respect of pupiigPanayotidis, 1997, p. 17Bnning Bell, n.d.). McKay and Haworth
exchanged a series of letters regardingdheopeningand 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 anmt of time allocated to teaching duties and other school
activities. McKay responded to each of his questions and siitgdu are as capable as | think
you are, your salary will soon be increas@@anayotidis, 1997, p. 176; McKay, 1923). In
Mc K a lasi sable to Haworth, he related tftite chances for promotion are excelleatlding
ficabl e and come i mmedi atel yéSail o@anayatidis, bri ng b
1997, p. 177; McKay, n.d.). On December 8, 1922, Haworth received tiwideis appointment
had beeriratifiedo 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 @ieBestingly, despite Toronto School
Board rules of the time stating that married women could not be instructors, five years later
Zema was also hirdaly the schoolto teach ceramics. This is a pivotal event indépartmeris
history, but | have yet t@ourceanydocumentselated to this decisioand can only speculate as
to how thisexception to theule wasmade 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 th®founda
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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 tsupport artisteachers who taught classes and continued their own artistic
careers. The emphasis biring instructorasvho maintained their owartistic practicesoutside of
their teaching was already part of a long traditioat hadbegun with the TTS ad artists like
Gustav and Emanuel Hahn, ChallersrgdHowell, among othersThe dual professional role$
CTS instructors fosterech&xpert outlook and practi¢batallowed a public technical high
school to compete with the Ontario College of At (QCA Dori s McCart hydos r ef
Haworth givea 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 theyambulti¢e

encouraged them to go on being artists and fought a-sfarzhttle 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 tacerad a

stainedglass designer while he was holding down a-tintle teaching job. This was

during the Depression, and the stahgdass trade was feeling the competition. But he
won, not just for himself but for all the artists and craftsmen in theraysie 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. Haworthodés teachers had been t

provincial normal schools, and they remained active members of theirtresgeofessions.
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Haworthdods greatest challenge came in the form
by educational change (Goodson, 2010; Goodson & Anstead, 2012). For example, some teachers
outside of the department believed the artists Ishioel 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 th@he very presence of the artists on staff was something of a
provocationd She notes, for example, tif@to men i n Hawort hés depart mer
slacks if they chose, a practice far from universally approge®9.For t unat el vy, Ha w
chief defense was highly visible: the legion of department graduatesh asAba Bayefsky,
Duncan I. MacPherson, and Bruno Bodakho 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 aexami

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. Jacks@EntavAnne
Savagea r enowned art educator in Montreal with w
progr ams ( PE&halHawerths arke 8a2d2vprkers,fiand these two months holidays are
very precious to them, they stick at a sketch for six hourmal@dd know how t hey ma
the light is completely changed before they get throgdackson, 1935.1) . The coupl e 6:
extensive address book of friends and acquaintapcese s er ved i n the Queends
Archives included key figures from the r@as 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.



94

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 yedtster encouraged his staff to maintstrong relationships
within the artistic community, and Ato exhibi
Ontario and a variety of other institutionsdCarthy, 1990, p. 154).

During his 32year career at CT@nd hisoverlappingappointmehas an instructor in
Design and Drawing at the University of Torotg®epartment of Fine Art from 1939 to 1947,

Peter Haworth came into contact with thousands of-bBajiool and adult students. The accounts
that some of these former students, as wdiiasolleagues, 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 ofissues of art and life, CFRB reporter Kate Aitken had this to say about him:

Haworth wasan 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,

regonsibility, 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 schocbarses,
andin her memoirshe 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 oftesttster, and the
orientation of his curriculumMuch like the poem writteby an unnamed student in the 1928

yearbook indicates, Haworth was a demanding and spontaneous instructor (se20fidgiee
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observations, culled from over forty years as a CTS art instructor, include both positive and
unflattering comments about Hawlorgiving insights into both his public and private lives, and

the relationship they shared as colleagues for decades.

A NEW DESIGN

Says Mr. Haworth to our class,
“Take this down and take it fast—

A design I want from all of you

And make the size just two by two;
As for the subject, you may choose it ;
If it is not good, I shall refuse it.

The colours are just blue and red,
For the rest—pray use your head.”

Every student with pen and ink

Settles down and tries to think.

Here and there a brow is knit

As few ideas seem to fit—

Till Mr. Haworth aloud proclaims,
“Hurry now or I take your names.”

Then pens from the ink to the paper flew,
Result—forty designs in red and blue.

* * *

Figurel19: 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 besther rough
and r eme mb eetted df thaghter trhiring 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
guestionso (p. 122) . Dfuaadhingy heattitGoe seenmsyodhave s e ¢ o n d
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 weeldde been feeling like an artideeter [Haworth] and Charlie
[Goldhamer] liked my sketches, assured me téthtdarn more at my stage from working

by myself than by studying at a summer school, and Charles (Oh heavenly joy) said,
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filove always thought that someday you would be one ofrmue important painteis(p.

153)

Theshifting opinion expressed WcCarthysuggests that Haworth facilitategyrowing
comradery and community of educators and suppdhisdlispositiorinside and outside of
school.
As a teacher, Haworth strove tevibte an equal amount of attention to his own teaching
practice althoughhe wasconcerned on a broader level with continuing to develop the standards
of the growing Art Department. Stained glaiss lfistory andts processsof production) was
one of Peterds princiopal cour ses atnddmXa.t eArfic h
systematic exploration of the functional, tec
structur[ing his] course[s] so that technical dssions were enhanced by discussions of the past
and the presea{Panayotidis, 2003, p. 17). In these classes, he us&btta College of Ard s
traditional pedagogical method of teaching by example.-Redl projects were brought into
class and execedl 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.
ZemaHaworthis most remembered as having been an inspiratibert ceramics
studentsin addition to being prolific artist,she wasan active sportswoman, as depicted in
selfportraitfrom c. 1930 (see Figur2l). According to Gail Crawford (1998), a historian of
Ontario studiocraffi | t 6 s tempting to claim therebds never
Canadian ceramic circles. Immaculate in a white smock coat, her hands gleaming with red nail

poli shé Bobs courses were regarded as an inva



97

and | eadershipo (p. 43). CTS was one of the fi
Afgraduated thousands of Canadianséwho know go
c an maHMaeellei& Kingcréfts, 1970, np.). Zema helped to raise pinofile of something

previously consideredfaraftoandfiv 0 me n 6 6to thweolaved ofiine art

Figure20:. Zema fBobs & H a-podraittc.H836. Photograph couetesy of tel 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 hobbyand theravere very few male students (p. 43). Crawfdedcribes the assroom as a
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pl ace where fiwomen i ni ti atimgnpotterny classegdrawhte cor e
clayds approachability and the school 6s compr
school 6s pottery st tHiedkihwmacht Aawasedvar Daalvey 0
public facility in the ThefoundatiomZmaprovdedintees Cr aw
ceramic arts instilled a sense of focus, determination, and patiencestudemtgsee Figure

22). Crawfordnotesthati anyone i n Ontario with a genuine i
collector, purchaser, critic, writer, or maker, would have been inspired at one time or another by

her innate good taste and discriminationo (p.

Figure21l:Disp ay of Zema Haworthdéds pottery (soup bowls) from
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 hétager ad Zema were
essentially socialitesichildless 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 travetg@anayotidis, 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 inissu€ssoh a d i a n Wdgiondhgin Wh o
1953. Peter was a member of tBntario Society of Artists from 1933 onward, eventually

becoming its president in 1954. He vedsopart 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 wasa founding member of The Canadian Group of Painters, established in 193% and t
Canadian Guild of Potters. She also was a member and later presiderCan#uan Society of
Painters in Watercolour, was made a member of the Royal Canadian Acade8,iarid®was

a staunch advocate of the Ontario Society of Artists. Collectively thev o rirtfllrerscé m

C a n a drieandscultural scenas well a®n the discipline oért education, is unparalleled,
extendingfar beyond thewvalls of CTS.

Peter retiredrom Central Techn 1955while 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 headscludingCharles Goldhamer and Dawson Kennedy, who advocated for a
stard-alone art building. In 1964, as a tribute to Peter Haw&rhnedywas 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 Hawordétsring in the Art Department ingtled the freedom to
develop their own personal creative work, which seems to suggest they bélisveolld
enhance their performance as art teachers. Today, the majority of the CTS art staff devotes a

significant amount of time to the development anzhption of their own art practice. This is an

ethos that the Haworths directly contributed to eagglainedi nt o t he very fabri

tradition.

c
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