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ABSTRACT 

The purpose of this research is to examine ways that the instructional use of voluntary 

risk-taking and multimodality might decrease preservice elementary educators’ artistic 

trepidation and assist them to reconceptualize elementary art education. The study 

investigates participant-reported impacts and insights, and inspects ways that participants 

utilize multimodality during course assignments. This qualitative action research study 

was conducted in a semester-long arts methods and materials course with 23 participants 

who were university preservice elementary education students. Data were collected 

during instruction through open-ended questionnaires, researcher fieldnotes, participant 

fieldnotes, course culmination projects, participant artwork, written reflections, and 

participant-created elementary art lesson plans. A hybrid theoretical construct utilized 

both multimodal and reconceptualist theories. Participant self-reported comfort ratings 

during the study indicate increased artistic comfort in both making art and teaching art 

after instruction. Findings from the study suggest the need for educators to focus on arts 

integration during course instruction and to address the art apprehension held by some 

preservice elementary educators. Insights shared confirm that recognizing preservice 

elementary educators’ multimodal skills contributes to educational possibilities for their 

own future instructional practice. By facilitating voluntary risk-taking and multimodality 

opportunities during the teaching of art education to preservice elementary educators, this 

study contributes to scholarship about successful instructional strategies and the 

importance of contemporary arts methods.  

Keywords: art apprehension, trepidation, creative risk, multimodality, art 

education, preservice elementary teaching, voluntary risk-taking, reconceptualization 
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CHAPTER ONE: FOUNDATIONS OF THE STUDY 

Introduction 

While teaching art methods and materials courses to university preservice 

elementary education students, I noticed something that piqued my art education research 

interest. I became intrigued by preservice elementary educators’ reticence to make 

mistakes and their reluctance in artmaking. There was one project in particular that 

tended to encourage voluntary risk-taking and use of multimodality with the students, and 

this assignment appeared to result in them making significant strides in their artistic 

confidence and creative concept development. This repeated occurrence stirred my 

curiosity and propelled me to try to better understand why this was happening and to 

examine the components of the assignment that seemed to encourage and support these 

actions. Prompted by my initial observations and teachings in the creative arts methods 

classes, I designed and implemented an action research study that took place over the 

course of a semester while instructing preservice elementary educators. 

Statement of the Problem 

Scholarship exists that addresses the art education instruction of preservice 

teachers, but much less is available addressing art practices designed specifically to teach 

preservice elementary education students how to teach art. During my prior experiences 

as an instructor of art methods and materials courses while working with university 

preservice elementary educators over three different semesters, I detected several 

problems worthy of further investigation. At the beginning of each course I distributed 

questionnaires in order to better know the students I would be teaching. Preservice 

elementary educators’ responses to the questionnaires caused me to reflect upon their 
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beliefs, attitudes, and artistic backgrounds as factors that need to be addressed within the 

course. Student responses were similar from semester to semester and this commonality 

helped me to identify issues for further research.  

The problems I identify are specific to preservice elementary education students 

enrolled in a university-level art preparatory course while learning to become classroom 

teachers. I have found that these students do not necessarily have a fine arts background, 

yet they may be in a classroom with other students who have a great deal of art 

experience. Therefore, those who instruct them cannot assume that student populations in 

such a course have comparable art skills and confidence in making art and teaching art. 

Keeping this in mind, my research expands upon three principal problems that I observed 

while teaching preservice educators who are specifically learning to be elementary 

classroom teachers.  

First, I recognize the need to address artistic trepidation and build confidence in 

preservice elementary teachers who have limited prior arts education, yet who may be 

expected to teach art as a subject. A second problem that I identify is that this population 

of student has specific instructional needs when it comes to learning how to teach art. 

Specifically, I observe that preservice elementary educators do not wish to focus solely 

on gaining art skills and instead they primarily aspire to learn ways to integrate art into 

elementary course disciplines. The third problem I identify is that preservice elementary 

educators possess multimodal skills that they may not recognize as abilities they can use 

to teach art. In the following sections I further describe the three problems that I 

investigate in my research study.   

Artistic Trepidation and Increasing Participant Confidence 
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In my experience I have noticed that preservice elementary students often lack a 

background in the arts because they have focused upon elementary education preparatory 

coursework. From student responses to questionnaires in my prior art methods classes, I 

found that many preservice educators approach making art and teaching art with 

apprehension, thus I have interest in examining ways to address artistic trepidation. In 

similar elementary education art methods courses taught nationally, preservice educators 

are instructed in ways to teach art utilizing supplies that are typically found in the 

elementary school classroom. However, for those who do not feel comfortable using even 

the most basic art materials, artmaking can pose a sense of risk and result in artistic 

trepidation (Bastos & Zimmerman, 2015; Bayles & Orland, 1993). As a researcher I am 

interested in participant artistic comfort as a factor that may contribute to their artistic 

trepidation, and I research this in order to enable preservice elementary educators to 

eventually include art in their teaching practice. 

Students I teach frequently state their belief that they are not “good at art.” This is 

not unique to my classroom. A preservice educator’s perception of their inability to make 

art hampers their comfort in teaching art as a subject (Kowalchuk & Stone, 2003; 

Miraglia, 2008). These perceptions exert a powerful influence on their future educational 

practices (Grauer, 1998). In prior student course reflections, many write about the joy 

they remember from their own elementary art lessons. Others, however, vividly recall 

negative art experiences that they connect to their present feelings about artmaking. 

Additionally, numerous students I have taught over the years tend to equate their lack of 

artistic skill to their inability to render representational imagery or create art using 

specific art media. I contend that these beliefs and attitudes merit research because I 
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suspect that they not only impact student artistic comfort but also may influence the 

degree that elementary educators are willing to incorporate art education into their future 

teaching practice.  

My research is prompted by student commentary offered during previous art 

methods courses that I have taught. They discuss causes for trepidation in an art class and 

consistently identify several reasons for their apprehension. They have told me that a 

cause of apprehension is their concern that the course may impact their overall grade 

point average because they do not feel confident they will earn a good grade due to their 

perceived lack of artistic ability. Past respondents also have reported fear of failure as a 

personal trepidation and they recognize their own perfectionist tendencies as 

impediments. Some students have identified the source of their artistic trepidation as the 

belief that art should be easy, but admit that they find it frustrating because they do not 

find it easy. Students also have stated their reluctance to have their peers see and judge 

the art that they create. The need I feel to address concerns such as these is consistent 

with reported observations by educators of similar university-level courses (Chang, Lim, 

& Kim, 2012; Grauer, 1998; Miraglia, 2008; Smith & Henricksen, 2016). However, 

artistic trepidation is not the only impediment faced by preservice educators that I 

investigate. This group of students also has specific instructional needs that I believe 

must be identified.  

Instructional Needs of Elementary Education Preservice Teachers 

Instruction in an art education methods course typically focuses upon procedures 

used to teach art and the materials with which to do so. An art course taken to fulfill an 

education program requirement is possibly the last art class an elementary education 
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student will ever take before entering the teaching field (Gude, 2000). Therefore, I focus 

upon researching instructional needs that are specific to preservice elementary educators 

and investigate ways in which to address these concerns.  

Through prior course questionnaires, preservice elementary educators have 

identified their desire to learn ways to integrate art into classroom disciplines. Arts 

integration is a pressing concern for preservice educators because they are aware that 

their teaching assignments may expect them to integrate with art different subject areas in 

their classroom teaching (Burke, 2000). Interdisciplinary arts integration in elementary 

classrooms is facilitated by teacher preparation systems in the United States, and many 

national elementary education degree programs commonly include fine arts methods 

courses as a graduation requirement. The Education Commission of the States (2014) 

collates statewide mandated fine arts guidelines for elementary classroom teaching 

certification, reporting a fine arts requirement for 31 of the 50 states in the United States. 

The number and types of courses required for elementary certification differs by state. In 

many states the arts requisite allows teacher candidates a choice of coursework from a 

diverse fine arts areas that include theatre, dance, music, or the visual arts. Note that these 

various categories represent an acceptance of multimodal ways in which a teacher can 

fulfill fine arts mandates. 

Once elementary generalists are actively teaching their backgrounds within the 

field of art education vary as well as the degree that they may opt to include art in their 

teaching practice. The incorporation of art into elementary classrooms is influenced by 

institutional dictate as well as by personal curricular choice (Galbraith, 1990). When the 

degree of fine arts integration is discretionary, a preparatory arts methods course that 
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reinforces modalities that an educator has personal investment in may encourage their use 

of multimodal forms of art education. I perceive the need to research instructional 

strategies that may increase the likelihood that they will incorporate relevant and quality 

art education practices into their teaching. 

Unrecognized Creative Skills 

In today’s culture there are countless alternative ways to create and appreciate art 

because creativity in artmaking is evolving (Dieterle & Vie, 2015; Manifold, 2015). 

There is growing acceptance of a wide variety ways that artforms can be created and 

experienced. In order to assist preservice elementary educators to learn ways to integrate 

art education into their instructional practice, I research ways to encourage them to 

develop their existing untapped creative skills. When claiming to not be “good at art,” a 

preservice elementary educator may not recognize multimodal abilities they already 

possess that can be applied to art education. For example, an individual may have digital 

or musical knowledge, but because it does not fit into their personal classification of a 

traditional 2-dimensional (2-D) or 3-dimensional (3-D) art form, he or she may discount 

their individual creative abilities.  

In summary, I identify three primary needs that preservice elementary educators 

possess that prompt my research study. This focus is informed by prior preservice 

elementary education students’ reported instructional needs as well as findings from other 

art education scholars. First, I see the need to research instructional strategies that may 

assist in addressing artistic trepidation and increase confidence in preservice elementary 

educators (Chang, Lim, & Kim, 2012; Miraglia, 2008; Smith & Henricksen, 2016). 

Second, I acknowledge there are specific instructional needs within this population of 
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student (Burke, 2000; Galbraith, 1990; Gude, 2000). Third, I observe that preservice 

elementary educators may not recognize their own creative skills as modalities to teach 

art (Dieterle & Vie, 2015; Manifold, 2015). My research study investigates what occurs 

while attempting to bridge these three instructional needs.  

Purpose of the Study 

The primary purpose of my research is to investigate ways to address artistic 

trepidation with preservice elementary educators and examine ways that the participants 

may be able to reconceptualize the stasis cycle of elementary art education. The 

instructional strategies of voluntary risk-taking and multimodality are investigated in 

order to see if they assist to increase participant artistic comfort in both making art and 

teaching art. Throughout the study, I seek participant insights in order to contribute their 

perspective into the research.  

In this study I examine student-reported educational needs and look at 

instructional strategies that may encourage participants to explore creative multimodal 

skills they already possess or wish to develop. I analyze data from this study to determine 

whether or not participants are able to utilize voluntary risk-taking and multimodality to 

address artistic trepidation. I also investigate how participants might envision utilizing 

these methods of instruction in their future educational practice, thus disrupting the stasis 

cycle through reconceptualizing art education.  

Significance of the Study 

Findings from my study, along with participant insight, may add to scholarship 

about effective ways to instruct preservice elementary educators. Therefore, my research 

also prompts a reconceptualization of the stasis cycle of preservice art education. My 
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study examines the need to reconceptualize art education practice. I agree with Gude 

(2000) when she states that educators often base their art curriculum upon on their earlier 

education rather than incorporate aspects of contemporary culture. Because today’s 

culture is constantly evolving, ways to instruct future elementary educators to teach art 

must evolve as well (Hammond, 2012). My research study investigates evolving 

technological and multimodal ways that art can be created and experienced and is 

inclusive of today’s culture. 

Participant insights from my study introduce the unique voice of preservice 

educators into art education research. Students can contribute a wealth of tacit knowledge 

through their willingness to collectively share it (Buffington & Wilson McKay, 2013; 

Hochtritt, 2012). Research participant insights contribute knowledge about the 

instructional strategies employed during the study as well as what they learned from one 

another during the course. Their insight not only contributes to the research data, but also 

offers benefit to the all of the participants in the study as they verbally collaborated in 

class and shared elementary art lesson plans that they created during the course.  

Today’s preservice elementary educators live in a generation of collaborative 

learning (Gude, 2012; Jones, 2015), and my research is significant because it adds to the 

dialogue. As found by Gude (2012) and Jones (2015), acceptance of collaborative 

learning is evident in students’ generational willingness to contribute their knowledge to 

the greater good, and is evident in how they inform one another about technological 

innovations and multimodal use of technology. Past technological trends indicate that 

current innovations will quickly evolve into new technologies that educators can adapt 

for educational use (Hammond, 2012). Hammond states that the rationale for teaching 
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and learning by using new technology “rests on a simple intuitive idea – education should 

keep up with changes in a wider world” (p. 374). In my study the multimodal ways that 

participants envision integrating art into their classroom practice may offer instructors of 

similar teacher preparation courses understanding about emerging trends in this 

generation of student; technological or otherwise.  

My study holds significance because it highlights the specific needs of preservice 

elementary art education students. Therefore, instructors who teach or are learning to 

teach similar courses are intended audiences for my research. Findings from my study 

may contribute knowledge about preservice elementary education instruction as well as 

art education instruction. Insights gained from participants in this research study may 

prompt collaborative endeavors between art specialists and elementary educators. 

Understanding of the issues facing elementary educators who also teach art may provide 

school administrators with knowledge about evolving trends in elementary art education 

in order to provide support and advocate for those who teach it.  

Research Questions 

The question driving this research and the four sub-questions supporting the 

inquiry are as follows: 

Given that preservice elementary educators possess a wide range of prior arts 

education and levels of comfort when making art and teaching art, in what 

ways might voluntary risk-taking and multimodality decrease artistic 

trepidation and assist them to reconceptualize elementary art education?  

1) What impacts do participants identify when engaging with the

instructional strategies of voluntary risk-taking and multimodality?
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2) In what ways do preservice elementary educators utilize

multimodality in art education assignments?

3) What results when course assignments are investigated utilizing

multimodal theory?

4) What insights do preservice elementary educators share that may

impact future art education preparatory courses?

Background of the Course Researched 

I was the instructor of record for a University of Arizona (UA) art preparatory 

course entitled Creative Arts Methods while conducing this research study. The course is 

offered to university students specifically learning to become elementary educators. 

During the three semesters prior to the study that I taught Creative Arts Methods, I did 

pre-studies involving an art assignment that inspired topics that I now examine. From this 

preparatory work, I developed two primary objectives for the course. The first objective 

in my course design encourages students to acknowledge the inherent risk within the 

creative process and to embrace experimentation as a natural part of making art. The 

second objective prompts students to apply their own individual creative abilities and 

instructional motivations to their assignments. I now examine these topics within my 

formal research.  

In this manner I invite students to explore creative modalities they possess but 

may not have previously considered as skills with which to teach art education. By 

tapping into students’ individual impetus, I encourage them to investigate ways to 

integrate art into their future elementary classroom environments. Through willingness to 

take risks while using individual creative skills and motivations in assignments, my 
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course design attempts to increase the likelihood that these skills will be applied to 

students’ future teaching practices. In my study I apply action research to this course 

design in order to investigate further the use of voluntary risk-taking and multimodality 

with preservice elementary education students.  

Assumptions in the Research 

Based upon past student groups to whom I taught Creative Arts Methods, I 

assumed that students in this study would possess a wide variety of art backgrounds and 

comfort levels as well as artistic trepidation in both making art and teaching art. 

Consequently, I designed my investigation to incorporate voluntary risk-taking as a 

method to address these issues. I anticipated that participants would possess instructional 

skills to enable them to integrate other course disciplines with the design of elementary 

art lessons. I also assumed that when given the option to choose a modality to make art 

and design lesson plans, students would gravitate to modalities they already possessed a 

certain degree of comfort utilizing.  

During the study, I assumed that participants would engage in voluntary risk-

taking, but not to the point of creating undue personal stress. I trusted that participants 

would challenge themselves during course assignments in order to satisfy their own egos 

as well as to share their creative ideas with their peers. I also expected that participants 

would contribute truthful answers to questions posed them in order provide relevant data 

for the study.  

Limitations in the Research 

Scholars agree that each research study and form of methodology contains 

limitations. My study is an action research study, and Rowell, Polush, Riel, and Bruewer 
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(2015) state that this methodology is usually a study done within a bounded research 

group, thus it is not universal in nature. Creswell (2007) defines a bounded system as a 

single setting in which the researcher focuses on an issue of concern. My study was 

conducted within a bounded system and contains this limitation. Marshall and Rossman 

(2011) add that communities in a research group are complex social systems, and because 

social systems change, studies about them are not generalizable. However, other scholars 

argue that although not generalizable, bounded system research is potentially transferable 

(Buffington & Wilson McKay, 2013). Transferability recognizes that findings from a 

study might be applicable to comparable situations, and I posit that data from my 

research is transferrable to similar United States preservice elementary education 

preparatory courses.  

When examining something as emotionally fraught as artmaking, the role that 

human sentiment plays in an action research study is worthy of mention. Postholm and 

Skrøvset (2013) acknowledge the impact that emotions have upon qualitative educational 

research and remind researchers of the simple fact that human beings have emotions. 

During my prior teaching experiences with preservice elementary educators, students 

discussed their feelings of nervousness and insecurity as they prepared to teach their first 

art lesson to their peers. Once they had engaged in that initial experience, students shared 

that it became easier the next times. With this prior knowledge, I recognize that human 

emotions pose a limitation within this research endeavor.  

Artmaking itself is an emotionally fraught undertaking, and my investigation 

compounds these emotions by encouraging participants to engage in voluntary risk-

taking, which could arguably be considered a factor that contributes to artistic trepidation 
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and anxiety. Risk-taking in my research, voluntary or otherwise, challenges participants 

to engage with course activities in ways that they may find unfamiliar and cause human 

emotions to emerge. My research design lacks the ability to collect data beyond what 

participants chose to share and what I was able to observe, and this poses a limitation 

within my study.  

The timeframe available for this study was a natural limitation to what could be 

taught and researched. The way that the course was structured did not allow for 

participants to directly teach art lessons to elementary students. Instead, the course 

required students to design elementary art lesson plans and hone their instructional skills 

by teaching to their peers. Extra credit was offered to students who were able to teach 

their art lesson to elementary aged students, but it was not possible to make this a course 

requirement. 

Limitations Due to Power  

Complete objectivity in research is impossible, and is a limitation of any 

qualitative study (Ferrance, 2000; Locke, Alcorn, & O'Neill, 2013; Marshall & Rossman, 

2011). Because my investigation placed me in the position of researcher as well as 

instructor, I inevitably exerted a power influence that potentially skewed data at any point 

during the endeavor. My position of power in the classroom may have impacted 

participant responses. Despite the reflective formats from which data was collected, 

participants may have perceived that their responses could impact their grade, and this 

may have influenced the information they were willing to share.  

My instructional goal was for shared power between the students and myself. 

Each course participant peer-taught three different elementary lesson plans of their own 
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design, gathering oral and written input from their peers after each lesson. Data that was 

shared from these interactions provided information about valued peer-to-peer 

commentary. This was evident in participant sharing of peer-feedback in their self-

reflective writing assignments. These actions did not erase the limitations of the power 

relationship, but they indicate ways that my study attempted to lessen it. Because of the 

influence that power exerts, I chose to conduct my research as an action research study 

and not a participatory action research study. As both the instructor and researcher, I 

believe the power I exerted precluded my participation outside of those two roles. 

Questionnaire Limitations  

Data from open-ended student questionnaires was limited to what participants 

were willing to offer. The amount of data sought during the study needed to be 

manageable from the participants’ perspectives because they were concurrently enrolled 

in a full load of nineteen 300-level semester credit hours. Participants completed 

questionnaires both at the outset and at the conclusion of the course, providing 

comparative data over the length of the study. A limitation of gathering data from 

questionnaires was the lack of paralanguage that I may have gained from an interview 

such as pitch of voice, pauses, and body language. However, I contend that these types of 

interviewer observations are also open to potential misinterpretation. Furthermore, 

participant responses in an interview setting may have been influenced by the power that 

my role as instructor exuded. Thus, I elected to not perform interviews. Finally, I trusted 

that a questionnaire kept a consistency of ways that questions were asked of participants, 

keeping their answers comparable for analysis. 

Participant Limitations 
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Limitations were posed by participant ability to honestly evaluate themselves and 

their willingness to articulate their opinions about topics such as art experiences, creative 

comfort, and the impact of instructional processes. Because participants were enrolled in 

a time-intensive course load, the participants had a great deal of homework and were 

potentially stressed at times due to other course deadlines and teaching obligations 

Because reconceptualization of the stasis cycle of elementary art education was 

focused upon during my investigation, there was potential for student dissatisfaction 

because of the non-traditional nature of the instruction. Some participants may have 

anticipated an art education course based upon step-by-step art material instruction and 

western tradition art education methods. These participants may have found learning 

about issues-based contemporary art and multimodality to be frustrating. Because I 

introduced a choice of modalities and materials within the study, I found that projects 

with broadly defined expectations were something that some participants embraced, 

while others found such projects difficult because of the open-ended nature in which they 

were assigned. This is further discussed in Chapter Five’s analysis. 

Another limitation to the study is that the participants are confined to students 

randomly placed in the course I was teaching at the time of the study. For this reason, my 

study does not include data regarding preservice art educators as a study population with 

which to compare. The participants in my study were all preservice elementary educators 

within a cohort group, and this posed both advantages and limitations within the study 

due to friendships and personality conflicts within the group.  

Finally, my research does not provide the opportunity to follow-up with 

participants after they complete student teaching and are teaching in their own 
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classrooms. It would be interesting to monitor the careers of participants to see if they 

eventually integrate art education and multimodality into their practices. Because of time 

and logistical limitations, the future career impact on participants is outside of the scope 

of this research study.  

Delimitations in the Research 

Because voluntary risk-taking was an aspect of my qualitative research, I set up 

parameters to gather observations about risk-taking and I recorded these in instructor 

fieldnotes and investigation of oral and written insights offered by participants in the 

study. My research does not endeavor to analyze data about risk beyond reporting 

participants’ insights about how it impacted their creative and instructional comfort 

during the course. Nor does this research study examine clinical risk-management or risk 

assessment. It does not look at risky behavior and psychological or developmental 

reasons behind it. Risk can be viewed by society as unacceptable behavior as in the case 

of gambling or extreme physical challenges (Lupton & Tulloch, 2002). These are not the 

types of risk that I propose in this educational research. 

Rather, my study employs risk-taking to acknowledge the unknown factors that 

are inherent in the creative process. As previously stated, tolerance for taking creative 

risk varies by individual. Therefore, this study invites students to determine the degree of 

challenge each may wish to undertake. Because of this, I do not anticipate adverse 

impacts on students by incorporating low-stakes voluntary risk-taking in the study. The 

creative risk-taking encouraged during my research does not extend beyond typical 

moderate and manageable stress, nor does it push participants beyond accepted 

boundaries of capability.  
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My research collects data about preservice elementary education students’ 

insights about the primary instructional strategies that I opted to include in this study. A 

major component of the data emanates from student critical reflections; therefore, it is 

important to acknowledge different ways that participants might interpret critical 

reflection (Hatton & Smith, 1995; Postholm & Skrøvset, 2013). Some participants 

potentially define reflection as constructive self-criticism of actions with the intent to 

look at ways for improvement while others may view their reflective writing as a critique 

of a particular methodology, experience, or assignment. For my research it was important 

to allow participants to explore their own interpretation of reflective writing and 

fieldnotes as well as the choice of topics that each elected to address.  

Although my research does not specifically investigate choice-based instruction, 

there are aspects to choice in how projects are structured in the study. Choice-based 

instruction offers students opportunities to communicate and make decisions through 

artmaking (Szekely & Buckman, 2012). Choice in this study applies to materials, 

methods, content, and a range of modalities through which art can be made. Jaquith 

(2013) writes that choices of content and media can provide strong intrinsic motivation 

that may be effective for some, but not all learners. Because a broad selection of 

modalities are offered in this study, compiled data provides information about choices 

that participants made when exploring assignments. Conversely, data does not reflect the 

wide range of what participants did not choose to investigate and why options were not 

selected. 

Definition of Terms 
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In order to investigate my research questions, I offer a definition of terms to 

clarify terminology I utilize when writing about my study. I later expand upon the 

scholarship behind instructional strategies employed during the study and the theoretical 

framework that anchors my research.  

Action Research: Miraglia and Smilian (2014) define action research as a “systemic 

approach to research inquiry aimed at understanding, changing, and /or improving 

pedagogical/professional practice" (p. 35). Action research is a cyclical 

methodology undertaken by educator/researchers in order to pose questions, 

gather data, and prompt reflection that may result in the cycle beginning again 

(Ferrance, 2000). Action research is the methodology utilized in this study. 

Art and Visual Culture Education (AVCE): Art that is evident in all visual forms of 

communication and production in daily life (Freedman, 2003; Mirzoeff, 1999; 

Weisman & Hanes, 2002). AVCE can include but is not limited to the fine arts, 

tribal arts, folk arts, advertising, television, film, videos, performance, fashion, 

game design, architecture, clothing, video and toy design, theme parks, and other 

forms of visual production and communication (Muirheid, 2011). AVCE is 

particularly evident in conceptual contemporary art and multimodality studies in 

my research design. 

Conceptual Contemporary Art: Art that investigates ideas found in the present world and 

often embraces newer, non-traditional modes of art creation. It is art that is 

intended to raise questions and contemplation, prompt dialogue, and suggest 

alternative understanding (Day & Hurwitz, 2012; Marshall & Donahue, 2014). 
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Conceptual art that addresses issues-based themes is focused upon during this 

research. 

Creativity: A process of discovery and innovation; there is debate regarding what 

creativity actually means and how it is defined. My research looks to Shaheen’s 

(2012) stance that creativity is influenced by many factors and thus creativity can 

be classified as multidimensional. She states that in the creation of something 

novel, whether it is an idea or physical "tangible product," the consideration of 

originality is central to many definitions of creativity (p. 147). When applied to 

children's creativity, Shaheen points out that originality is dependent on the 

individual child, and whether or not something exhibits behavior that is 

innovative for them at their stage of education and ability. During this study of 

preservice elementary art educators, creativity and originality are both considered 

in relation to the creators’ prior artistic backgrounds and abilities.  

Comfort Zone: The place or situation where an individual has established personal 

security, often as a result of positive prior experience and known outcome. 

(Hausman, Hostert, & Brown, 2015) 

Experiential Learning: A type of learning that results from a process where knowledge is 

created through the transformation of experience (Kolb, 1984; Oxendine, 

Robinson, & Willson, 2004; Tyler, 1981). A major purpose of art education does 

not lie in the product that might emanate from the experience, but from what an 

individual learns by doing it (Salazar, 2013). This form of learning is intellectual 

understanding that is gained by doing, with reflection upon acquisition of 
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knowledge as a result of the process (Kolb & Kolb, 2005). My study describes 

voluntary risk-taking as a form of experiential learning.  

Interdisciplinary: Combining art with other disciplinary studies in order to create deeper 

meaning, merging elements such as subjects, information, stories, objects, and 

images (Feret & Smith, 2010; Marshall, 2005). Similar terms within elementary 

education studies are cross-disciplinary instruction and arts integration. The use 

of the term interdisciplinary in this dissertation implies art education that is 

integrated with another school subject or subjects. 

Issues-based Instruction: Addressing topics that contain at least two distinct points of 

view (Gaudelius & Speirs, 2002). Similar art education terms used include 

enduring ideas (Stewart & Walker, 2005, p. 26) and big ideas (Walker, 2001, p. 

2). Social justice is also a term that describes the examination of inequality and 

issues of societal concern that hold a vision toward future change (Garber, 2004; 

Quinn, Ploof, & Hochtritt, 2012). In my writing, the term issues-based to refers to 

elementary art education instruction that introduces topics that inspect matters of 

human concern. 

Multimodality: Singular perceptions through which humans process meaning are referred 

to as modes (Kress & van Leeuwen, 2001). These are a wide range of sensory 

abilities that include among others: visual, auditory, linguistic, tactile, and 

kinesthetic ways of processing information (Hodge & Kress, 1988). As a 

multimodal scholar, Kress pioneers much of the work in the field and impacts 

researchers such as myself. Multimodality is the interconnection of multiple 

modalities that contribute to the construction of meaning (Payne, 2012). 
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Multimodalities that preservice elementary educators possess or wish to develop 

are focused upon through actions taken during my research. 

Preservice Elementary Educators: Numerous terms can describe university-level students 

enrolled in teacher preparatory programs for art education. Some scholars in the 

field write about instruction of general elementary ‘pre-service teachers’ (Carroll, 

1997), general teacher education (Galbraith, 1990), and preservice general 

education (Miraglia, 2008). Within this study, the research participants are 

learning to become elementary classroom generalists and therefore I will 

primarily utilize the term preservice elementary educators when referring to the 

study group.  

Reconceptualism: A reexamination of a concept with consideration to innovative 

perspectives or approaches (Freire, 1988; Grumet, 1989; Pinar, 2013). 

Reconceptualism is a process employed to understand human action while 

looking for meaning and new understanding (Giroux, Penna, & Pinar, 1981). My 

research reconceptualizes how art education can be taught to elementary 

preservice teachers and seeks participant insight about reconceptualizing 

elementary art education. 

Stasis Cycle: The perpetuation of an educational practice by mirroring ways that one was 

taught. This includes attitudes about art and ways to teach it (Miraglia, 2008). Art 

education specialists advocate for a disruption of the stasis cycle in order to 

reevaluate art instruction (Galbraith, 1990; Grauer, 1998). Introducing alternative 

art education concepts is a way for preservice educators to reconceptualize how 

art can be integrated into their future teaching practice. 
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Voluntary Risk-taking: A term describing an individual choosing to step outside of his or 

her comfort zone when creating art by using experimental methods and 

acceptance of possible unknown artistic outcomes (Parker & Stanworth, 2005). 

Lupton and Tulloch (2002) write about undertaking voluntary risk-taking as an 

aid for self-improvement. Risk-taking when viewed as experimentation can hold 

meaningful potential for the production of knowledge (Kress & van Leeuwen, 

2001). As a form of experiential learning, participants in my study determine the 

degree that they wish to expand upon their prior experience through voluntary 

risk-taking. The undertaking does not pose the risk physical danger, but instead is 

an experiential learning endeavor that is encouraged in order to acknowledge the 

role of the unknown when creating original artwork.  

Instructional Strategies Contributing to This Research 

During my action research study, I examine three primary instructional strategies. 

These are experiential learning through voluntary risk-taking, issues-based instruction 

through contemporary art, and multimodality. These are methods of instruction that 

contribute to my study and require definition early in my dissertation, and are further 

described in the Chapter Two review of literature. This section describes the three 

instructional strategies investigated in my study and the ways they combine to support a 

course culmination assignment. 

Experiential Learning through Voluntary Risk-taking  

Knowledge gained through experience, known as experiential learning, begins the 

sequence of strategies utilized during this study. Initial course experiential learning 

activities are designed to increase participant artistic comfort, and this is typical of art 



36 

instruction found in university-level preservice art education classes. I tie the concept of 

experiential learning to experimentation and voluntary risk-taking. In my teaching, I 

introduce experiential learning as an action intended to address artistic trepidation that 

many of my prior preservice education students report experiencing. Assisting preservice 

educators to increase their artistic comfort through experimentation involves gently 

encouraging them to take creative risks without fear that it may impact their course grade. 

Therefore, I refer to this approach as low-stakes voluntary risk-taking.  

Issues-based Instruction through Contemporary Art 

The second instructional strategy applied during my research introduces issues-

based instruction through the examination of conceptual contemporary art. In class, 

conceptual artworks are analyzed for issues-based content they might contain. The 

preservice educators who will soon be teaching elementary students brainstorm topics of 

relevance to their future students. Conceptual art serves as a catalyst to inspire preservice 

educators to envision ways that they might integrate issues-based instruction into their 

teaching practice. Issues-based instruction is eventually paired with multimodality in the 

course culmination project.  

Multimodality  

Modalities are the variety of ways that humans employ their senses to process and 

share information (Kress, 2010). Modalities extend beyond typical forms of visual artistic 

expression such as painting, drawing, and sculpture. Again, some ways that creative 

modalities can be incorporated into making art include: visual art, written language, 

sound, speech, kinetic movement, drama, music, animation, movies, gaming, etc. 

(Dieterle & Vie, 2015; Kress, 2003; Powell & Lajevic, 2011).  
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As instructional strategies, issues-based instruction and multimodality intersect in 

course assignments during this study. Issues-based contemporary artwork can be 

categorized by the modalities that artists employ when creating the art as well as the 

modalities through which the viewer of the art is meant to experience it. Introducing 

multimodalities impacts how concepts in the artwork are conveyed. Multimodal artworks 

are present in student everyday life experiences; therefore, exploring issues-based 

contemporary art while using a multimodal mindset can assist preservice elementary 

educators to envision ways to make and teach art utilizing multimodal skillsets. 

Purpose for the Sequence of Instructional Strategies 

I introduce a sequence of instructional strategies into the study in order to 

examine preservice elementary educators’ responses to various ways to both make art and 

teach art. I incorporate the three previously described instructional strategies in order to 

provide the foundation for participants to successfully engage in the course culmination 

issues-based multimodal assignment, and this provides a major portion of the data for this 

study. Undertaking the culmination assignment requires a leap of faith and thus is 

engagement in voluntary risk-taking by preservice educators. There are unknown project 

outcomes, and coursework such as this also contains unknown outcomes for instructors, 

making it a reciprocal exercise in risk-taking at the instructional level (Halsey-Dutton, 

2016).  

Researcher Epistemology 

With 20 years of art education experience, I have skills teaching art to all age 

groups of student from pre-K through the university level. I contribute proficiencies and 

perceptions from instructing within both public and private institutions. A Bachelor of 
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Arts degree with a minor in Business Administration, and Master of Science in 

Curriculum and Instruction (MSCI) precede my pursuit of a PhD in Art History and 

Education.  

Perceptions I gained while teaching art education to all ages of students shape my 

experiences. My approach to art education is systematic and curriculum-based, and I 

possess a strong commitment to teaching university-level students how to integrate art 

into their own future classrooms. As an educator, I gravitate to curriculum building 

because I believe that art must continuously evolve in order to stay relevant.  

I am a white mid-career female researcher and I identify with being both an artist 

and art educator. As an artist, I believe that materials exploration is important in order to 

create something new rather than reproduce something known, and I relish the challenge 

of taking creative risk in artmaking. As an educator, I believe that people can be taught to 

appreciate and make art and therefore I encourage students to utilize creative modalities 

as educational tools. What results when preservice educators engage in taking creative 

risk by making art through multimodal forms of expression intrigue me as a researcher 

and prompt my investigation.  

Theoretical Framework 

Because my research incorporates use of instructional strategies utilized over an 

extended period of time, an examination of the gaps evident while instructing preservice 

elementary education students initially directed my attention to a deconstructionist 

theoretical basis for this investigation. Deconstruction breaks concepts apart for analysis 

and encourages disturbing the established order (Derrida, 2002). Although this theoretical 
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approach would particularly aid in analysis of the issues-based component in my study, it 

does not meet all of my research needs.  

My prevailing research focus is to gather participant insight about a sequence of 

three instructional strategies and to examine potential ways that future educators can 

reconceptualize art education through a multimodal lens. In order to best address my 

research questions, a theoretical framework that relies on both reconceptualist theory 

(Cera, 2013; Giroux, Penna, & Pinar, 1981; Grumet, 1989) and multimodality theory 

(Jewitt, 2009; Kalantzis & Cope, 2013; Kress & van Leeuwen, 2001/2006) is applied. 

Employment of these two theories creates a hybrid foundation that supports my research. 

While working within a hybrid approach I am first able to investigate ways that 

participants are able to reconceptualize elementary art education and then investigate the 

data through use of multimodal theory. The increasing hybridization of concepts in 

educational research indicates a philosophical shift that reflects the complexity of 

research (Pinar, 2013). A combination of reconceptualist and multimodal theories helps 

to ground the data that I set out to investigate.  

Reconceptualist Theory 

Reconceptualist theory is a reexamination of human action with consideration to 

innovative perspectives or approaches that might result because of it (Freire, 1988; 

Giroux et al., 1981). Reconceptualist theory in the United States emerges from the 

politically unsettled era of the 1970’s (Grumet, 1989). Pinar (1975) utilizes the term 

reconceptualism to demonstrate how disciplines are interrelated in educational studies 

and to prompt taking a critical look at the societal norms found in instructional systems. 
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In educational studies, reconceptualism inspects impacts of change within contemporary 

society to see how it creates new ways of thinking, and thus teaching. 

Reconceptualizing art education. Because the world in which students learn is 

in constant flux, there is need for continual reevaluation of how topics are taught in 

schools (Giroux et al., 1981). Reconceptualizing art education for university preservice 

teachers invites an examination of concepts and ways to introduce them (Franco, 2015; 

Gude, 2004; Kreber, 1998). Although reconceptualist theory is frequently linked to 

curricular objectives, it can also apply to examination of society as a whole. Society by 

its very nature keeps reinventing itself, causing the need for education to follow (Freire, 

2007). My research inspects reconceptualizing art education methods taught to preservice 

elementary educators as part of an ongoing cycle of educational reevaluation. 

Pinar (2013) notes the continual evolution of reconceptualism, suggesting that 

there is a second reconceptualization underway when he states, “Through the 

hybridization of concepts common in the reconceptualized field (1970 - 2000), a new 

generation of scholars is consolidating the conceptual gains made during those decades 

and are now complicating them as they attune them to present circumstances” (p. 55). 

Just as Pinar recognizes the role hybridization is taking in a research framework, my 

study investigates the function that multimodality might play in reconceptualizing 

tomorrow’s art educational practices. 

Reconceptualist framework. The first objective in my study’s reconceptualist 

framework is to gather insight about the disruption of the stasis cycle of elementary art 

education and the resulting insights that participants report. The second objective is to 

examine participants’ reconceptualization of their own creative skills as they translate 
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topics from the course into potential instructional uses. Ways that participants apply 

instructional strategies to their art lesson plan designs demonstrates whether or not they 

are able to translate these ideas into potential elementary art instruction.  

Disrupting the stasis cycle. I define the stasis cycle in art education as the 

perpetuation of a practice in which an educator mirrors ways in which he/she was taught. 

In my study, disrupting the stasis cycle encourages participants to reconceptualize how 

elementary art can be taught. Preservice elementary educators bring preconceived ideas 

about art education content and how art lessons should be taught. However, art education 

has the potential to extend beyond past experiences (Baxter, 2014; Kowalchuk & Stone, 

2003). Grauer (1998) states, "It is not enough for preservice teachers to replicate their 

own education in art" (p. 351). My research inspects a course that challenges the stasis 

cycle of how preservice elementary art educators are taught at the university level by 

reinforcing multimodal practices with preservice educators. By experimenting with new 

modes of artmaking in their own artwork, preservice art educators gain experience, 

comfort, and self-confidence in these new modes and thus become more likely to utilize 

these modalities in their future instructional practice. Moreover, adding issues-based 

components to multimodal assignments models ways to create art lessons that contain 

meaning and may further disrupt the stasis cycle of elementary art. Data compiled from 

preservice elementary educator’s multimodal lesson plans provides information about 

how participants reconceptualize the stasis cycle of art education by designing innovative 

contemporary elementary art curriculum. 

Translation within the research. The second objective for utilizing a 

reconceptualist lens invites preservice elementary educators to translate connections from 
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learning engagements in class into useable elementary art lesson plan design. This is 

enabled by use of a wide range of modalities through which to teach art education. 

Translations are constantly being made from one form of communication to another in 

today’s interaction, as we are no longer limited to the written and spoken word (Kruger, 

2004). Bezemer and Kress (2008) caution that there are challenges inherent with the 

translation of ideas and they remind us of the complex nature of communication. The 

intricacy of communication is evident in the potential miscommunication that can be 

realized through simple give-and-take of information between individuals, and is 

compounded when incorporating a host of emerging forms of communication. Kruger 

(2004) adds that there are difficulties and implicit complications in communication 

because it is also not possible to predict ways that receivers of information will interpret 

it. Regardless of what forms of communication are employed, translating clear meaning 

between the sender and the receiver of a message is complex.  

Communication during the study is conveyed between adult students and myself 

as instructor/researcher as well as between participants themselves. Evidence of 

translation is sought through investigation of the participants’ ability to reconceptualize 

course content into elementary art educational practice. In this manner, translation is 

directly connected to multimodality that is incorporated into the participants’ course 

assignments. Therefore, multimodal theory is the second component of the two-pronged 

hybrid theoretical tenet in my research. 

Multimodality Theory 

The second theoretical foundation that I apply is multimodality theory.  I apply 

multimodal theory with a curricular mindset during the study because I seek to examine 
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potential elementary education curricular use of multimodality. Multimodal theory 

emerges from social science semiotic studies, which is the study of signs, symbols, and 

meaning making (Halliday, 1985; Hodge & Kress, 1988; Kress, 2003). A semiotic 

approach to research recognizes that the creation of meaning extends beyond the written 

or spoken word to include other forms of communication (Duncum, 2004; Ivarsson, 

Linderoth, & Säljö, 2009). Multimodal theory is applicable to multiple disciplines of 

study beyond linguistics and includes varied fields such as medicine, anthropology, and 

psychology (Jewitt, 2009; Kress, 2009). Applying multimodal theory to art education 

research provides a theoretical framework to inspect what results when encouraging the 

use of various modalities while teaching preservice art education. 

Multimodal scholars define semiotics as resources through which people create 

meaning, also referring to these semiotic resources as modes (Halliday, 1985; Jewitt, 

2009; Kress & Leeuwen, 2001). The terms modes or modality describe ways in which 

people communicate and experience the world through use of their multiple senses 

(Adami, 2016; Bezemer & Kress, 2008). I employ the term multimodality to describe 

meaning that results from interaction with an assortment of modes/modalities. 

In multimodal theory, it is important to differentiate between the terminology of 

media and modalities. Media identifies material resources, such as a sheet of paper or a 

tool such as digital technology, while modalities incorporate the human senses utilized in 

both making and receiving communication and meaning (Kress & van Leeuwen, 2001). 

Another distinction to be made in multimodal theory is between multimodality and 

multiliteracy. Both terms describe various ways that humans make and process 

information (Kalantzis & Cope, 2013; Luke, 2000). The term multiliteracy, also referred 
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to as new literacy, (Jewitt, 2008; Kress, 2003) is most commonly associated with 

linguistic studies. Multiliteracy recognizes multiple forms of literacy expressed through 

multimodal means. Multimodality is the term I utilize in my writing because it includes 

modalities as actions as well as multiple methods of conveying meaning; therefore, I 

deem the term multimodality fitting for art education research. 

Multimodal characteristics. A universally endorsed compilation of modalities 

within multimodal theory does not exist. A list of modes found in multimodal literature is 

dependent upon the scholar and the intended use of the modalities being referenced. 

Kress (2009) provides examples of modes that include image, writing, layout, music, 

gesture, speech, moving image, and soundtrack. Other scholars categorize modes as ways 

of knowing derived through visual, auditory, gestural, symbolic, and linguistic means 

(Hodge & Kress, 1988; Jewitt, 2009). Other authors writing about multimodality expand 

on the modality list depending on their field of specialization. Design is included as a 

modality (Bernsen, 2008; Hassett & Curwood, 2009; Jones, 2009), as is drama (Dieterle 

& Vie, 2015; Rolling, 2013). Recent multimodal scholarship includes the classifications 

of animation and gaming as modalities (Dieterle & Vie, 2015; Flanagan, 2009) and some 

scholars identify digital technology as a form of modality (Ivarsson, et.al., 2009; Jones, 

2009). The ever-expanding list of modalities used in contemporary communication 

illustrates the evolving nature of multimodal studies and its multifaceted applicability to 

art educational research. 

Multimodal research. As a field of inquiry, multimodal research is concerned 

with developing theories, is used as an analytical tool, and is utilized to inspect modes of 

communication (Adami, 2016). Multimodality research is increasingly associated with 
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emerging technologies (Baldry & Thibault, 2006; Bernsen, 2008). Research examining 

the impact of technology with communication across local/national and 

global/international boundaries inspects multimodal forms of communication and the role 

it plays in everyday lives (Jewitt, 2009). Jewitt states that multimodal communication 

connects with new media technology and cultural practices in complex ways. Jewitt adds 

that multimodality does not confine itself to the modern era because it allows for 

connections to how past communication impacts the present. Multimodality, according to 

Jewitt, provides a way to make meaning of world culture that extends beyond western 

societies and global communication is increasingly made possible through multiple 

modes of communication.  

Bezemer, Diamantopoulou, Jewitt, Kress, and Mavers (2012) provide a 

multimodal theory framework from which I selected the categories most pertinent to my 

research. These scholars emphasize analysis from both the perspective of the 

educator/researcher as well as from the perspective of the learner, which is in keeping 

with my research goal to examine data as well as participant insight. Key concepts in 

multimodal theory that Bezemer et al., (2012) offer are: 

Mode (the modality used) 

Media (the materials used) 

Affordance (the communication potential a modality allows and does not allow) 

Interest (design indicators creator uses to emphasize a theme or idea, such as 

photos or bold font) 

Ensemble (combinations of modalities employed to convey meaning) 

Designs for Learning (educational functions and uses of the modality) 
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Reading Path (how viewers are meant to navigate a modality when reading or 

observing) 

Curriculum (curricular topics addressed) 

Sign of Learning (ability to make personal meaning) 

Transformative Engagement (integration or translation) 

Canonicity (historical connections: grounded or established contexts) 

Teaching (unspoken modalities that contribute to clarity) 

Competence (assessment or indicators of learning). (p. 2) 

These key concepts of multimodal theory contribute to the analysis of data in my study. 

From these core ideas, I chose several of these classifications that are most conducive to 

analysis in an art education study. The categorizations that I utilize for analysis in 

Chapter Five are: media, affordance, ensemble, designs for learning, and signs of 

learning. These categories support an examination of actions taken by preservice 

elementary educators and insights gained through the endeavor.  

Multimodality in education. The intent of multimodal theory is to study 

communication and the construction of meaning through a variety of methods, and can be 

useful to educational practice (Kress, 2010). Kress (2010) notes that by emphasizing 

modalities, an instructor can tap into student tacit knowledge in order to transition to 

more explicit knowledge. He also contends that multimodality research prompts 

interdisciplinary potential that could help address the weakening effectiveness of 19th- 

century disciplinary approaches still used in instruction today. 

Analyzing ways that multimodality aids as well as complicates educational 

instruction is important because the construction of meaning experienced through 
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modalities is increasingly imbedded in instructional practice. After all, the act of teaching 

is itself a mode of communication (Jones, 2009). The unknown responses of students in a 

given learning situation are cause for an educator to access creative recourses in order to 

facilitate learning objectives on a daily basis. Hassett and Curwood (2009) point out that 

today’s primary classrooms now include multiple modes of representation that combine 

elements of print, visual images, and design. Facilitating use of multimodal art instruction 

with elementary educators is a way to address the growing needs they have to 

successfully incorporate multimodality into their teaching practice. Therefore, the act of 

teaching itself is a multimodal activity. 

Multimodality is infused into everyday life and is essentially a part of human 

evolution (Matthiessen, 2007); thus, is important to education. Matthiessen (2007) points 

out that the depictions that early humans painted on cave walls incorporate a multimodal 

use of image, meaning, and materials. When we speak, we incorporate gestures, posture 

and facial expression in our communication; thus, everyday communication is 

multimodal. Human engagement with simultaneous multiple forms of communication is 

especially evident in the complex forms of digital communication today, and is 

seemingly embedded in human nature. 

Recognizing that communication is multimodal allows for the embrace of the 

instructional potential that combining modalities may hold, not privileging one over 

another (Duncum, 2004; Kress & van Leeuwen, 2001/2006). The prefix of multi within 

the term multimodality is key to the strength this form of communication offers; it is the 

combination of more than one mode used in the creation of meaning. By combining 



48 

modalities, the strengths of each can contribute to the communication of an idea 

(Bernsen, 2008). However, more modalities are not necessarily better.  

Concerns with multimodality in education. As humans interact with the world 

and one another, their interests, social situation, and culture impact their understanding 

(Kress, 2009). Both Kruger (2004) and Kress (2009) point out that these factors can 

contribute to problems of clear translation of ideas during communication utilizing 

multimodal means. When instructing preservice educators to teach art using 

multimodality, it is important to recognize the complexity inherent within 

communication. Kress (2003) sums up the constant potential for miscommunication as an 

educator when he states, “Communication is ‘outward’; interpretation is inward” (p. 44). 

A successful pairing of what an instructor believes to be clearly communicated and what 

is actually understood by the receiver is multifaceted, and the incorporation of 

multimodal instructional methods can make communicating content in a message clearer 

as well as potentially more difficult. I contend that this is an inherent limitation to 

communication between people; yet, such an inadequacy needs to be weighed against the 

advantage of being able to convey something that would otherwise be beyond words, 

such as the emotional engagement that modalities such as music and visuals can 

contribute to communication. 

A limitation that is identified in scholarship about multimodal theory is a criticism 

frequently applied to qualitative research, which is the question of generalizability of the 

research. Kress (2010) acknowledges that the broadness of what constitutes 

multimodality can make multimodal research difficult to generalize. Another negative 

associated with multimodal theory is that "too much attention to many different modes 
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may take away from understanding the workings of a particular mode" (Bezemer & 

Jewitt, 2010, p. 194). Machin (2009) contributes similar debate found among linguists 

about the practice of applying language-based theoretical models to analysis of 

something visual. However, Luke (2000) points out that the employment of visuals in 

language studies traces back to the inclusion of graphics in textbooks, evolved to use of 

color in written text, and now extends to digital hypertext technologies. Examples of uses 

of visuals and technological interaction such as these have become commonplace in 

today’s language studies.  

I contend that multimodal theory contributes a strong research foundation for my 

study about preservice elementary education. In art education research, there is an 

accepted broad range of classification about what constitutes an artform, and this allows 

for flexibility in teaching students about how an artwork is created and how it is intended 

to be experienced. These communicative processes are also what multimodality 

accommodates. 

Bezemer et al. (2012) suggest that multimodal theory investigates communication 

“in response to social and cultural demands,” and the authors add, “ a multimodal 

perspective draws attention to that which is not (yet) ‘curricularized’” (p. 13). Similarly, 

by drawing attention to instructional potential that preservice educators envision, I offer 

their generational perspective and voice to the research. As a theoretical construct for my 

research, a hybridization of reconceptualism and multimodality establish a theoretical 

foundation for the analysis of data collected. This hybridized framework assists in the 

examination of ways in which participants envision integrating concepts from the study 

into their future classroom practice. 
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Overview of Research Methods 

My qualitative research study applies qualitative action research methodology. 

This section summarizes the research methods, which are further described in Chapter 

Three. While teaching preservice elementary educators, I introduce a sequence of art 

instructional strategies and gather data throughout the research process. These 

instructional strategies were introduced over a semester-long period of time during 

Spring Semester 2016 while I was the instructor of record for a University of Arizona art 

methods course. The course in which my research took place was ARE 361, Creative 

Arts Methods and the participants in the study were students enrolled as an elementary 

education cohort group. In Chapter Three I present specific detailed information about 

the site, participants, ethical concerns, limitations, and delimitations within the study.  

Data gathered during the study originated from multiple sources including class 

assignments that each student completed as part of the course. I obtained a triangulation 

of data through open-ended questionnaires, researcher fieldnotes, participant fieldnotes, 

course culmination projects, participant artwork and their written reflections about it, and 

participant-created elementary art lesson plans. I designed the course assignments and 

asked participant to engage in numerous projects during the semester that included 

teaching their lesson plans to their peers. The course final required participants to 

compile their three lesson plans and imagery supporting the lesson into a teaching 

portfolio to aid them when applying for future teaching positions. The compiled 

portfolios were not part of this research, but individual participant lesson plans contained 

in the portfolios are included in the study data.  
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The course culmination project was a major source of research data, and as 

previously described, this assignment integrated issues-based topics and explored 

multimodality. The culmination projects served as a catalyst for the third and final course 

lesson plan assignment. This assignment required participants to expand upon either their 

own or one of their peer’s culmination projects to create a multimodal elementary art 

lesson plan. Ways that participants translated the issues-based culmination projects into 

elementary art lesson plans provides data about what preservice educators are able to 

reconceptualize for potential future elementary art education. 

Chapter One Summary 

In this chapter I define problems evident in preservice elementary art education 

instruction and provide existing scholarship to support the need for this action research 

study. I identify my instructional background that contributes expertise to the research. A 

definition of terms is offered in order to clarify the context that I use them in my writing. 

This study explores the specific needs that I suggest that preservice elementary educators 

possess, and I identify a hybridization of theories through which this research will 

investigate data gathered during the research study. Both reconceptualism and 

multimodal theories support this investigation and will assist with analysis of data.  

A primary focus of my research is the facilitation of voluntary risk-taking and 

multimodality as instructional strategies in the attempt to disrupt the stasis cycle of 

elementary art education. Experiential learning through voluntary risk-taking is 

introduced as an action through which participants can confront artistic trepidation in 

attempt to increase their comfort in both making and teaching art. Multimodality is a 

multi-sensory approach that encourages preservice educators to reconceptualize how art 
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can be made and taught. These tactics encourage the utilization of modalities that 

participants are especially invested in, and thus are believed to be more likely to utilize in 

their future teaching practice. The other primary instructional strategy included in my 

research was use of issues-based contemporary art utilized as a catalyst to promote 

multimodality and inspire interdisciplinary art instruction. These instructional strategies 

form a sequence of steps employed during the semester-long course.  

In Chapter Two I offer a review of literature presenting recent scholarship on 

topics that ground this study. The topics I outline in the review are: preservice elementary 

art education, increasing creative comfort through voluntary risk-taking, issues-based art 

instruction, contemporary art as a catalyst, and multimodal approaches to art education. 

This scholarship anchors the need I see to facilitate multimodal art education with 

preservice elementary educators.  
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CHAPTER TWO: REVIEW OF LITERATURE 

Chapter One establishes the foundations for my research study and identifies 

problems in preservice elementary art education that prompt my investigation. I also 

describe the theoretical framework that supports this research. Chapter Two situates my 

study within current scholarship pertaining to the instruction of preservice elementary 

educators. In this chapter I offer scholarship about instructional strategies that I used 

during the study with intent to prompt preservice education students to reconceptualize 

their perceptions about elementary art education. Although use of the individual 

instructional strategies that I review in Chapter Two are approaches that are established 

in the field of art education, the combinations of strategies that I utilize invite new 

conversations. Specifically, the intent of my study is to focus upon the impact of teaching 

preservice elementary educators while emphasizing voluntary risk-taking and 

multimodality. This chapter reviews supporting literature about the following topics: 

preservice elementary art education, increasing creative comfort through voluntary risk-

taking, the instructional strategies of issues-based instruction and contemporary art as 

catalyst, and multimodality. 

Preservice Elementary Art Education Literature 

Much is written about art education instruction of preservice teachers, but less is 

written about art practices specifically taught to preservice elementary education 

students. Through my research I investigate instructional strategies that may benefit this 

population of learners. Scholars acknowledge the need to reevaluate ways to teach art 

education, and they recognize that instruction must adapt to meet current curricular needs 

(Galbraith, 1990; Grauer, 1998; Miraglia, 2008; Pinar, Reynolds, Slattery, & Taubman, 
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2004). In order to meet these curricular needs, I deem that art education instructors of 

programs that instruct preservice elementary teachers should be receptive to further 

understanding these future educators. 

Educators’ Knowledge and Comfort 

Preservice educators themselves make contributions to the field of art education 

as they explore it through fresh eyes (Buffington & Wilson McKay, 2013). Similarly, 

Powell and Lajevic (2011) write about preservice educators’ contributions to the 

classroom, “As preservice teachers embark upon their student teaching experiences, they 

bring with them their own unique beliefs, interests, and understandings of curriculum and 

pedagogy” (p. 36). Through action research, I strive to gain insight into preservice 

educators’ experiences by inspecting perceptions they share during the research process. 

Leonard and Odutola (2016) write of their research into preservice generalist perspectives 

in art education, and acknowledge that this endeavor is challenging, because it is difficult 

to quantify shifts in perception. Regardless, through a qualitative investigation, I pursue 

the knowledge that preservice elementary educators can contribute. Their experiences 

include a wide range of multimodal expertise that they might be able to utilize to teach 

art. However, even if they possess multimodal expertise, ways that it can be used to teach 

art can elude students. Thus, I investigate instructional strategies that may help future 

educators to make multimodal connections.  

Elementary generalist preservice educators often do not possess a great deal of 

prior experience or knowledge related to art education (Grauer, 1998). This gap in 

knowledge may be evident to instructors of preservice educators as well as to students 

themselves (Miraglia, 2008). Miraglia points out that in many United States schools, 
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“general classroom teachers are solely responsible for designing and delivering art 

curricula to elementary students” (p. 53). I have noted that preservice education students 

are aware that they may be expected to serve as art teacher as well as classroom teacher, 

and this prospect causes them concern. Post-secondary educators Chang et al., (2012) 

report that although preservice education students they instruct perceive art as an 

important part of the educational process, these students whom they do not believe they 

have the skills and confidence necessary to teach art. Consequently, assisting future 

educators with ways to incorporate art into their classroom teaching requires supportive 

instruction at the preservice education stage.  

A large proportion of elementary classroom teachers will be required to instruct 

art as part of their teaching assignments. Kowalchuk and Stone (2003) discuss the 

National Center for Educational Statistics (CES) for the 1995 academic year and they 

note that 85% of public elementary schools in the United States claim to offer visual art 

education The 2015 CES publication contained a similar statistic (87%) from the most 

recent survey, which was taken in 2009-2010 (Sparks, Zhang, & Bahr, 2015). In the CES 

2015 study, the statistics for specialists leading fine arts coursework are slightly higher 

for music education, and much lower for dance and drama education. Despite 

approximately 85 - 87% of public elementary schools offering visual art, Kowalchuk and 

Stone (2003) point out that a visual art specialist leads only about half of these courses. 

This indicates that classroom instructors teach visual art in the other half of the schools in 

the study. Because classroom teachers will possibly be required to teach art at some point 

in their careers, I assert that it is important to teach preservice elementary educators art 

instructional strategies that they will comfortable incorporating into their teaching 
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practices. Instructing elementary educators with interdisciplinary art education methods 

in mind may assist them in meeting some of their instructional needs.  

Interdisciplinary Art Education 

Interdisciplinary art education refers to combining art instruction with other 

school subjects in order to strengthen an educational engagement. Arts integration is not 

new, but instructional trends are moving toward interdisciplinary units of study (Feret & 

Smith, 2010; Grumet, 1989; Sandell, 2009). Arts integration practices help to make 

conceptual connections between art and other school subjects, and this is congruent with 

how the mind works and how students learn (Marshall, 2005). Learning is not one-

dimensional; interdisciplinary connections create opportunity for learners to create 

complex associations. Discussing teacher preparation through use of interdisciplinary 

practice, Grumet (1989) writes that integrating art with academic disciplines assists 

students in asking critical questions that prompt multiple perspectives. The field of art 

education extends beyond an art classroom. Eisner (1995) suggests, “The arts have no 

monopoly on art. There is art in science just as surely as there is art in art” (p. 1). In this 

way, Eisner reminds us that art is present virtually everywhere.  

A growing curricular design model merges science, technology, engineering, 

aesthetics (art and design), and mathematics and is known by the acronym STEAM 

(Keifer-Boyd, Trauth, & Wagner-Lawlor, 2015; National Art Education Association, 

2014). Upsurges in school curriculum that embrace programs such as STEAM and cross-

disciplinary instruction prompt the need for future elementary teachers to be educated in 

not only how to teach art, but also how to integrate art with other disciplines. Along with 

wishing to integrate art into their teaching practice, preservice educators enrolled in 
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Creative Arts Methods report their need to gain comfort in teaching art as a subject 

(Halsey-Dutton, 2016).  

Increasing Creative Comfort Through Voluntary Risk-taking 

Art education instruction for preservice elementary classroom teachers should 

differ from teaching art education students, as the artistic backgrounds of these two 

classifications of educators differ (Burke, 2000; Grauer, 1998; Grumet, 1989; Halsey-

Dutton, 2016). Preservice teachers who possess backgrounds in art education are familiar 

with learning in a creative environment where risk-taking can create unexpected yet 

valuable outcome (Unrath & Kerridge, 2009). This is not necessarily true of elementary 

preservice educators. These individuals’ educational backgrounds include coursework 

that stresses learning about school subjects that are intended to produce correct answers. 

A right or wrong mindset can be at odds with instructing educators how to examine the 

creative process that is inherent to art education.  

When teaching preservice general education teachers, instructors must take into 

account students’ preconceived attitudes about art education. Miraglia (2008) writes that 

pre-course attitudes about teaching art include a mixture of art anxiety, fear of drawing, 

limited art knowledge, unrealistic expectations, insecurity, fear of evaluation, and 

negative preconceptions about course instructor expectations. These are similar barriers 

to learning that the preservice teachers I work with report experiencing. Miraglia (2008) 

uses the term “crisis of confidence” (p. 53) to define the apprehension that preservice 

educators experience at it relates to art education. These attitudes present obstacles for 

students who are experiencing artistic trepidation. 
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Scholars in the field suggest that student artistic apprehension can be overcome 

and they suggest a variety of approaches. Bastos and Zimmerman (2015) offer an edited 

anthology of scholarship affirming the importance of teaching concepts of creativity, risk, 

and challenge. Similarly, Gaudelius and Speirs (2002) provide a collection of research 

that employs contemporary art education topics for meaningful artmaking. Both compiled 

collections acknowledge ways art education can explore issues of artistic trepidation and 

creativity. However, there is less available scholarship about art education approaches 

that meet the specific needs of preservice elementary educators who possess artistic 

trepidation. Findings from my study add to this conversation by contributing specific 

instructional strategies that I contend help preservice elementary educators to confront 

artistic trepidation. Because a major factor in my research is the examination of risk-

taking, I divide literature about student creative comfort into five sub-categories: 

voluntary risk-taking, fear of failure, relinquishing control, perfectionism, and advice 

about these topics specifically pertaining to youth.  

Engagement with Voluntary Risk-taking  

Voluntary risk-taking is an instructional strategy that I classify during the study as 

an experiential form of learning. Learning through experimentation with both art 

materials and concepts invites students to engage with artmaking that has unknown 

outcome; therefore, constitutes taking a creative risk. In the science field, risk of 

uncertain outcome is an expected aspect of the experimental process (Smith & 

Henricksen, 2016). It is possible for the experimental nature of the creative arts to be 

viewed in the same manner, because without pushing boundaries, art would not evolve 

(Ball, 2014). According to the playwright Carlos Murillo (Beete & Murillo, 2014), trial 
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and error is crucial to the creative process. Engaging in voluntary risk-taking as part of a 

trial-and-error activity acknowledges the experimental nature of artmaking. 

Advocating for the practice of voluntary risk-taking does not endorse elements of 

physical threat, but instead is undertaken with the intent to increase comfort with taking 

creative risk (Lupton & Tulloch, 2002; Parker & Stanworth 2005). Risk-taking is a 

decision situation involving choice among alternatives containing elements of uncertainty 

(Clifford, 1991). Clifford points out that this differs from decision-making where a choice 

is made between known probabilities. When the probabilities involve uncertainty and the 

unknown, risk is involved. Importantly, Clifford points out that both internal and external 

motivations impact an individual’s willingness to take creative risk, as does an 

individual’s weighing of the perceived likelihood for success when taking a risk. He 

clarifies that each person’s risk tolerance varies by individual. Additionally, Steinberg 

(2008) notes out that a person’s risk threshold fluctuates at different phases of their lives. 

This holds importance in recognizing the wide degree that risk-taking varies amongst 

individuals, and the necessity that it be a voluntary and self-determined undertaking 

during my study.  

Warrell (2013) writes about getting comfortable with discomfort when taking risk 

and urges her students to expand what she identifies as their Courage Zone. Similarly, 

Zimmerman (2009) writes that in order to expand students’ comfort zone, educators 

should look at what might be hampering student creativity and consider ways to 

circumnavigate their personal obstacles to artmaking. This is what I inspect by examining 

what occurs when participants engage in voluntary risk-taking. The specific form of 

voluntary risk-taking I examine is low-stakes creative risk-taking that invites preservice 
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education students to elect the degree of risk they wish to undertake. This challenges their 

personal artistic comfort zones without the fear that experimentation will result in a bad 

grade. Beyond the creativity benefit sought from engagement in risk-taking, learning to 

become more comfortable with the discomfort of risk holds other potential benefits for 

aspiring teachers. 

The act of engaging with risk-taking may increase educator confidence in their 

future teaching practice, because teaching itself is a creative act (Brown & Korzenik, 

1993; Lupton & Tulloch, 2002). The willingness to engage in voluntary risk-taking with 

making art and teaching art can foster the creation of meaningful art by providing a way 

to address socio-political topics (Brushfield, 2014; Lupton & Tulloch, 2002). The course 

culmination assignment in this study illustrates how participants undertake voluntary 

risk-taking to make and present an artwork addressing a socio-political topic, and is 

described fully in Chapter Four. Inclusion of voluntary risk-taking in the study was 

undertaken to promote students’ creative comfort, as well as to confront artistic 

trepidation and fear of failure when making and teaching art. 

Fear of Failure and Relinquishing Control 

Fear of failure is a normal part of the creative process, yet it is one of the most 

pronounced apprehensions students I teach voice about artmaking. Discomfort and fear of 

failure are complex factors found within creativity and may seem to be at odds with the 

joy often associated with artmaking. These apprehensions are worthy of consideration 

when instructing educators how to teach art. Bayles and Orland (1993) recognize that fear 

is inherent in the art process when they write, “Simply put, making art is chancy – it 

doesn’t mix well with predictability. Uncertainty is the essential, inevitable and all-
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pervasive companion to your desire to make art. And tolerance for uncertainty is the 

prerequisite to succeeding” (p. 21). Similarly, Hausman, Hostert, and Brown (2015) 

encourage students to confront fear of failure by being open to experiencing “momentary 

feelings of insecurity inherent with the unknown so they can access creativity as 

unpredictable acts” (p. 75). Smith and Henriksen (2016) write about the embrace of 

failure in art education instruction through the engagement in open-ended challenges and 

receptivity to multiple solutions. Smith and Henricksen conclude that risking potential 

failure in artmaking holds the potential to increase creativity. I posit that embracing 

unpredictability through voluntary risk-taking acknowledges that the fear that some 

individuals associate with art education and art assignments is a normal emotion 

experienced during the creative process. Through actions taken during the study, I 

hypothesize that students can benefit from opening themselves to the experience of 

uncertainty in the creative process, along with acceptance of possible “failure” in the 

attempt.  

Numerous successful artists discuss the concept of failure and argue that it is 

essential to creativity. Author Toni Morrison redefines the word failure as a form of 

revision, stating that it is a normal process of writing, re-writing, and editing and is 

crucial to bringing her closer to success (Gross & Morrison, 2014). Other established 

professional artists offer sage advice on the topic of failure. Murillo (Beete & Murillo, 

2014) circumnavigates the word failure entirely by sharing his belief that in the creative 

process there is success and not success. Graphic novelist Gene Luen Yang points out 

that fear of failure can become a stumbling block when striving for perfection and he 

asserts that fear is an aspect of creativity that a person must confront in order to push 
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through (Beete & Yang, 2014). On the same topic, arts entrepreneur Perry Chen points 

out that the concept of failure has both intrinsic and extrinsic ramifications, along with 

how people view failure (Gross & Chin, 2014). Chen describes intrinsic ramifications as 

the criteria he arbitrarily pits against himself, and extrinsic ramifications are those that 

others attribute. Ways that intrinsic and extrinsic “failure” is experienced differ by 

individual and the importance they place upon it. Chen confides that in his experience, 

the anticipation and anxiety he personally experiences when contemplating failure is 

worse than actually “failing.” Insights shared by creative professionals offer perspectives 

on ways that fear can be reconceptualized as a positive force in order to serve creative 

and educational purposes. Acknowledging that discomfort and fear are a normal part of 

creativity can lead to potential artistic gains.  

Relinquishing control is another fear that preservice educators commonly report. 

Surrendering control can be a source of anxiety for many individuals (Lupton & Tulloch, 

2002). Preservice teachers exist in an educational culture where the ideal of uniformity 

and striving for an errorless experience is prevalent (Clifford, 1991). Engaging in creative 

activities disrupts the perception of control over what is being taught and learned because 

it recognizes that students will not all have the same learning experience. 

Relinquishing control in creative endeavors can invoke fear of societal 

disapproval as well as fear about oneself and expectations one holds (Bayles & Orland, 

1993; Parker & Stanworth, 2005). Alternately, willingness to take the risk to relinquish 

control can also result in positive emotions such as those gained from feelings of 

satisfaction, success and approval (Parker & Stanworth, 2005). Teaching others to 

override the comfort of known outcome and relinquish control invites people to risk the 
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possibility of making a mistake or having things not turn out perfectly, yet risk-taking 

also offers the potential of positive outcome. 

Perfectionism  

The search for perfection is a common source of discomfort when it comes to 

making art. The expectation of perfect error-free performances can hinder student 

education (Clifford, 1991). I add that the pursuit of perfection in art is a mirage because 

art is subjective and there is not necessarily a "right answer" the same way that there is in 

a math class, for example. Because of this, perfectionism in art is strongly dependent 

upon the satisfaction of the artist with the finished piece as well as viewers of the 

artwork. Perfection and beauty are subjective terms and are dependant upon individual 

expectations.  

A belief that one must achieve perfection can hinder experimentation, causing one 

to cling to what they know (Bayles & Orland, 1993). Bayles and Orland also point out 

that procrastination is a form of perfectionism, allowing an individual to attempt to avoid 

making a mistake by not starting or completing a project. Students often possess 

perfectionist tendencies that can cripple their success. These tendencies can cause them to 

care unduly about other peoples’ perceptions, compare themselves to others, and be 

overly sensitive to the potential of making mistakes (Basak, 2012). Basak notes that 

perfectionists may experience difficulty with time management, and may express their art 

through mechanical instead of expressive or abstract means. A disabling element of 

perfectionism in art can be excessive concern over results instead of enjoyment of the 

artmaking process. Revisiting Yang’s interview (Beete & Yang, 2014), Yang cautions 

about striving for perfection when he states, "If you feel like you need to get a perfect 
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first draft out, you will never take risks and you'll never experiment" (p. 17). Yang 

reminds us that failure is part of the creative process and perhaps most importantly, fear 

of mistakes can make it difficult to begin artmaking in the first place.  

Advice to Youth about Risk and Failure  

Individuals who have experienced success in professional creative fields offer 

advice about risk and failure that is directed at young artists. Ball (2014) shares 

filmmaker George Lucas’s (2013) statement that during the creative process individuals 

are engaging in something that has a high potential for failure, but not achieving what 

might have been anticipated should be classified as experience gained. Nuttall (Ball & 

Nuttall, 2014) adds that fear of emotional failure is more difficult for younger people 

because art requires an individual to visit places that involve emotions that may not yet 

be a part of who they are or that they find embarrassing. Nuttall advises young artists to 

find a balance between thinking they are tremendous and believing that they are horrible. 

Similarly, Perry Chen cautions that the ego is fragile in young people (Gross & Chen, 

2014). Chen advises educators to provide encouragement in order to build confidence, 

pointing out that artists are usually their own harshest critics.  

Seasoned arts professionals share advice that supports the need to research ways 

to increase creative comfort with preservice elementary educators. Teaching future 

elementary classroom instructors to recognize apprehensions commonly found in 

creativity may help them to overcome their own artistic trepidation in order to become 

more confident teachers (Hanawalt, 2015, Miraglia, 2008). Increasing an instructor’s 

artistic comfort may assist them to share these practices with their future students. 

Teaching with the intent to expand student creative comfort zones promotes the 
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development of life skills that equip individuals to engage in situations that may contain 

emotional challenges yet may also hold potential for great rewards (Clifford, 1991; 

Lupton & Tulloch, 2002). Literature about voluntary risk-taking and various sources of 

fear provide a platform of scholarship to support my research.  

Issues-based Instruction as an Instructional Strategy 

In order to encourage participants in my study to engage in voluntary risk-taking, 

I introduce assignments that prompt them to make art with meaning through issues-based 

art instruction. Issues-based instruction looks at topics of cultural and social significance, 

and can empower students to think critically (Bastos, 2002; Cera, 2013; Chang et al., 

2012; Garber, 2004; Gaudelius & Speirs, 2002; Wyrick, 2002). Krug (2002) defines 

issues-based education as studying life-centered topics that enforce concepts of 

interconnectedness. Conversely, Lyotard (1988/1991) recognizes that there are also 

conceivable irreconcilable disparities present in issues. Therefore, when teaching 

preservice elementary students about issues-based instruction, it is important to stress that 

the topics presented often have multiple perspectives that may or may not be 

reconcilable. Issues that are explored with elementary school application must ultimately 

consider the nature of a given topic and if it is appropriate for the age of the learner.  

Issues-based instruction can add meaning and intent to art instruction by 

exploring topics rather than subject matter. Freire’s (1988) writings confront social 

injustice, and his scholarship is frequently reflected in issues-based art education. Bastos 

(2002) credits Freire's contributions to social awareness about the need for change. 

Bastos endorses Freire’s use of critical analysis to challenge students to question their 

position in the world. Social change begins with critical thinking (Weisman & Hanes, 
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2002). This is an important component in issues-based instruction with any age group of 

students. 

Scholars investigate issues-based art instruction for curriculum designed 

specifically for elementary art education. Helping children understand contemporary 

matters such as social, political, economic, and artistic issues is an educator’s 

responsibility (Guay, 2002). Walker (2001, 2006) details ways to do this by focusing on 

socially relevant issues that can also incorporate art into interdisciplinary studies. Walker 

(2001) advocates teaching topics that contain big ideas that hold curricular significance 

such as human rights, pollution, crime, or identity. This approach fosters critical thinking 

and is useful to preservice educators because it helps to break the stasis cycle of what art 

education may have been during their elementary school experience and broaches topics 

of educational concern. 

Sandell (2006, 2009) promotes a curricular format that can be used in elementary 

art education that incorporates issues-based topics. Sandell applies a three-pronged 

curriculum design for art education that she identifies as form+theme+content (FTC). 

Sandell stresses the need to learn about things that surround topics when making and 

responding to art. Within a thematic category of the FTC design, Sandell  includes fine 

arts connections that fall into multimodal categories by specifically listing music, theatre, 

and film as ways to make and teach art. Sandell’s FTC curricular design also includes 

Walker’s (2006) big ideas. 

By acknowledging that these problems exist, issues-based instruction prompts 

elementary educators to design curriculum that speaks to a wide range of topics that 

educators face on a daily basis (Freedman, 2003; Jeffers, 2002). Examining issues-based 
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topics through art education allows for the investigation of topics pertinent to elementary 

students’ everyday lives (Guay, 2002). Additionally, in issues-based instruction it is 

important examine the age appropriateness of topics as well as insure that views 

presented are not stereotypical of Western cultural thought and include multiple 

worldview perspectives (Jewitt, 2009a). Beyond the importance of addressing socially 

relevant issues, the manner that a topic is examined is equally important. Freedman 

(2015) exposes the irony of creating material artworks in order to confront social issues 

such as consumerism and ecological decline. As in Freedman’s example, some issues 

may be better investigated through modalities that do not contribute to the problem of 

more material goods.  

Scholarship supports teaching preservice educators how to incorporate issues-

based instruction in order to meaningfully communicate concepts (Chang et al., 2012; 

Freedman, 2003; Griffiths, 2009; Marshall, 2005). In my study, issues-based instruction 

is introduced in order to examine what happens when the focus of art education shifts 

from creation of an expected artistic outcome and instead encourages artistic response to 

issues-based concepts. Learning how to investigate issues provides elementary educators 

with a method to impact student understanding of the world in which they live by 

engaging in critical thinking. To aid in developing critical thinking through art, I 

introduce conceptual contemporary art into my course content. 

Conceptual Contemporary Art as Instructional Strategy 

Examination of contemporary artists and the art they create introduces conceptual 

ideas into art instruction (Marshall & Donahue, 2014; Sullivan, 2002). Conceptual 

contemporary art can inspire new ways of looking at the world and also provides ways to 
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integrate art with other school disciplines. Critical thinking that is fostered by issues 

found in select conceptual artworks is a way to disrupt and reconceptualize westernized 

art education practices (Duncum, 2004; Franco et al, 2015; Walker, 2006). Contemporary 

art that contains meaning connects the past to the present as well as to the future (Groys, 

2008; Lyotard, 1988/1991). Incorporating contemporary art and conceptual topics into art 

instruction provides preservice elementary educators with tools they can use to introduce 

relevant issues into classroom instruction.  

Conceptual contemporary art intersects with multimodal studies because a variety 

of modalities are found in today’s art (Freedman, 2003). Classroom examination of 

contemporary artists and art about conceptual issues expands the definition of what 

constitutes art in society. Scholars redefine art education as the ability to develop an idea 

or explore a concept instead of necessarily creating a permanent physical object 

(Freedman, 2015; Tavin, 2003). Artmaking then becomes a means to actively engage 

with a concept rather than simply to create a product. Topics that are addressed through 

contemporary art offer the potential for discussion of critical issues in art educational 

practice. 

Research exists that advocates for the use of contemporary art as an educational 

catalyst. However, there is little art education research examining the effectiveness of 

classifying multimodal methods that artists employ when creating art into various 

modalities. Doing this increases awareness of multimodalities found in conceptual 

contemporary art in order to help preservice educators identify their own creative modal 

strengths to both make art and teach art. I offer literature about how conceptual 

contemporary art can aid in this endeavor. 
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Meyer, Land, and Baillie (2008) write about introducing contemporary art into the 

classroom in order to inspire meaningful content and introduce various ways to interpret 

art. The authors refer to threshold concepts as ideas that cross over from familiar space 

into riskier territory, and for preservice educators, contemporary art can be a threshold 

concept. Similarly, O’Donoghue (2015) clarifies that contemporary art can engage 

several of the senses at once. Meyer et al. (2008) and O’Donoghue (2015) both describe 

how contemporary art can be used to introduce concepts and acknowledge the multiple 

sensory qualities evident in contemporary art. Sullivan (2002) observes that different 

perspectives can result from examination of contemporary art stating that each 

individual’s experiences are created from prior social, cultural, and contextual 

connotations. My research adds to the scholarship by connecting modalities that 

contemporary artists employ to various educational classroom arts integration 

possibilities.  

Contemporary art and the broad range of issues it can explore provide a natural 

transition to interdisciplinary studies for classroom generalist use. Many conceptual 

contemporary artworks offer strong connection to other units of study within classroom 

curriculum. For example, Jobson (2013) describes an art installation created by artists 

Wardley and Moss. These two artists along with numerous volunteers created a 

temporary artwork installation upon the beaches of Normandy entitled The Fallen 9,000 

(see Figure 1). On one of the beaches where the World War II allied invasion took place, 

9000 prone human shapes were etched into the sand using life-size stencils. The 

magnitude of the visual representation of wounded solders and loss of life when the 

invasion occurred is a conceptual statement about the tragedy of war. This artwork 
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demonstrates a potential interdisciplinary art connection to classroom subjects such as 

geography, history, and math. 

Figure 1. The Fallen 9000, 2013, Permission granted by Sandinyoureye, 
http://www.sandinyoureye.co.uk	

Studying conceptual artwork that is created in order to make a public statement is 

an active way to engage both the viewer and the community in issues of societal concern 

and is an important component in contemporary art education (Acuff, 2014; Efland, 

2004; Griffiths, 2009; Sharma, 2012). Teaching with art containing topics of societal 

concern can integrate with elementary age student concerns such as the environment, 

self-identity, or bullying. These are examples of themes that students that I teach suggest 

might hold relevance in elementary curriculum.

From bulletin boards to textbooks, integrating contemporary visual art into 

classroom instruction is happening whether instructors are conscious of it or not. In fact, 
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visual art is an integral part of the United States culture, and recognizing the impact of 

the visual provides instructors with additional tools with which to work. Sullivan (2002) 

writes about looking at art in the classroom through the lens of art and visual culture 

education (AVCE). He points out that AVCE is inclusive of virtually everything that 

impacts contemporary culture in a visual manner such as through movies and television, 

advertising, technology, and public art. Sullivan points out that awareness of the impact 

of visual culture increases understanding about how others make, view, and understand 

art. Because much of AVCE is multimodal, this aspect of AVCE is expanded upon in the 

multimodal literature portion of this dissertation. Tapping into the awareness of AVCE, 

students and educators can posit that virtually everything has the potential to influence 

people as well as be classified as art (Duncum, 2004; Freedman, 2003; Hicks, 2004; 

Rolling 2008). If everything is art, educators can be considered experience-producers 

who regulate what is taught (O’Donoghue, 2015). I am examining what results when 

elementary classroom educators utilize conceptual contemporary art to make meaningful 

connections that hold classroom instructional potential. 

Teaching preservice elementary teachers ways to create art lesson plans for 

elementary classroom practice can include teaching culturally sensitive issues through 

contemporary art. Cahan and Kocur (1996) offer art lesson plans that incorporate 

contemporary art into a classroom setting with the intent to help students learn about 

multicultural art and humanize cultural topics. The authors present a contemporary art 

approach in order to challenge student critical thinking about societal issues.  

Preservice elementary educators can be introduced to the availability of numerous 

art education resources that can assist them to introduce contemporary artists whose art 
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may work with their curriculum (Garber & Costantino, 2007; Stewart & Walker, 2005). 

When looking at research topics related to social justice, Garber and Costantino (2007) 

ask a question that is pertinent to my investigation when they inquire, “What strategies 

work in implementing social issues and in helping teachers implement relevant content 

and liberatory teaching in their art classrooms?” (p. 1064). During my research I engaged 

preservice educators in strategies to make and teach art using issues-based topics with 

sensitivity. An activity during the study prompts participants to classify conceptual 

contemporary art by various modalities that can be used to make and experience art.  

Multimodality Literature 

Multimodality employs numerous senses through which human beings learn and 

process information, often utilizing several of them simultaneously. For example, when 

watching a movie an individual engages visual, auditory, and linguistic modalities. As I 

introduced earlier, modalities such as sight, sound, linguistics, movement, and multiple 

forms of technology are but a few of the modes of communication associated with 

multimodality. Although there is a growing body of scholarship about multimodality, 

little has been written that specifically examines multimodality as an instructional 

strategy employed to increase artistic confidence when working with preservice 

elementary education students. 

My interest in multimodality began with my prior knowledge of Gardner’s (2006) 

multiple intelligence theory, and this theory is a concept that is also familiar to preservice 

elementary educators. In multiple intelligence theory Gardner identifies eight 

foundational “intelligences” as: interpersonal, intrapersonal, spatial, musical, linguistic, 

bodily-kinesthetic, naturalist and logical-mathematical intelligences. Gardner’s list of 
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intelligences continues to grow; including other ways of knowing. Multiple intelligence 

theory recognizes individual strengths and predispositions, while multimodality focuses 

upon ways to communicate and process information. Kress (2003) describes 

multimodality as a shift from linguistics to the inclusion of semiotics and modes of 

communication such as gesture, image, artifacts and music (p. 36). I inspect 

multimodality as an instructional strategy to challenge future educators to engage in art 

education through use of visual, auditory, linguistic, and textural senses. Multimodality 

provides connections to a wide range of technological abilities that pre-service educators 

may already possess and challenges them to look outside of their preconception of ways 

that art can be made and experienced.  

Multimodality as Construction of Meaning 

Multimodality is the construction of meaning through two or more different 

communicative modes of expression, and can include ways of knowing as well as of 

learning (Duncum, 2004). Multimodality reflects the contemporary world in which 

students live, and it evolves in response to a changing social and communicative 

landscape (Dieterle & Vie, 2015; Jewitt, 2009a). Therefore, instruction that incorporates 

multimodality reflects ways that people process information. Students learn outside of a 

classroom situation in countless ways and the multimodal skills they possess can be 

expanded upon within school settings. Rolling (2015) observes that learners may be 

“cross-fluent” in numerous non-verbal modes of communication, and they bring tacit 

knowledge into their learning environments (p. 4). Utilizing the various multimodalities 

that today’s learners possess essentially engages with their tacit knowledge to aid them in 

their instructional practice. 
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Multimodality is inclusive all of the human senses and thus plays an important role 

in communication. Kress (2003) concludes that literacy can no longer be treated as the 

sole form of communication because today’s interaction is multimodal. He adds that 

society is changing at an accelerated speed, resulting in educational practices being under 

constant revision. He describes a shift in communication that includes modalities such as 

gesture, image, artifacts, and music. Kress points out that multimodality has become a 

natural transition for those familiar with various modalities and with access to them. I 

observe that today’s culture makes transitioning to multimodal art education relatively 

seamless because many students already possess technical and observational skills and 

communicate in multimodal ways.  

Communication is evolving, and these changes are reflected in educational uses of 

multimodality. Jewitt (2009a) cautions that multimodality holds much educational 

potential, but raises concerns about clarity of communication as well asking us to 

consider multiple meanings that single words can possess. Incorporating additional 

modalities such as music and visuals with a word results in potential multiple meanings 

to various recipients. Messages created, appropriated, and re-defined in different 

institutions and cultures constitute multimodality on a global scale, therefore, as with any 

communication miscommunication is possible. 

Multiliteracy and New Literacy Studies 

Research in multimodal education frequently intersects with multiliteracy 

scholarship, so multiliteracy is included in this literature review. Multiliteracy refers to 

multiple ways of communicating, learning, and “reading” or processing information 

(Kress, 2003). In the visual arts, this is often referred to as visual literacy and can provide 
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a method to integrate art with other disciplines (Feret & Smith, 2010). An emerging term 

describing multiliteracy is new literacy (Jones, 2015). Multiliteracy and new literacy 

studies both refer to use of a variety of modalities to communicate and process 

information, and are synonymous terms most frequently associated with scholarship on 

literacy. 

The term metalanguage is used by a group of scholars who call themself The New 

London Group (Cazden, et al, 2000). Much of their collaborative writing is specifically 

directed at multiliteracy, yet the authors point out that multimodal approaches are 

important tools for all education. New London Group members Kalantzis and Cope 

(2013) acknowledge multimodal theory contributions made by Kress, and they write 

about how his theories continue to evolve with advances in digital media. Luke (2000) 

looks at the information revolution and writes about the impact of information 

technologies on multiliteracy. Furthermore, Luke notes that the impact of hypertext and 

meta-knowledge contribute to how people process information. He points out that literacy 

is no longer linear, but instead is evolving into a mixture of modalities such as visual, 

audio, symbolic, and linguistic. Although multiliteracy, metalanguage, and multimodality 

all acknowledge a wide range of modalities used to communicate, they differ as well. 

Multiliteracy and metalanguage specifically describe the processing of information, 

where multimodality incorporates not only processing but also action. Therefore, I 

determine that multimodality is a more inclusive term for my art research writing.  

Art and Visual Culture Education and Multimodality 

Multimodality is increasingly taught with an AVCE perspective of what 

constitutes today’s art and cultural sites as being inclusive of everything (Duncum, 2004). 
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Beyond traditional forms of art, AVCE encompasses countless categories that include but 

are not limited to: folk art, tribal arts, advertising, packaging, design, television, music, 

movies, language, sound effects, movies, toys, the Internet, and billboards (Freedman, 

2003; Hicks, 2004; Rolling, 2008). Stewart and Walker (2005) point out that it might be 

easier to identify what is not visual culture, and they suggest a variety of ways that 

students can learn to scrutinize visual culture with a critical eye. I include an AVCE 

component in my research by prompting participants to expand their view of art 

education beyond the creation of an art project to also include concept development and 

classroom discussion of issues addressed through a variety of modalities. 

Whether still or moving, images are a big component in AVCE. Keifer-Boyd 

(2004) defines visual culture education as examining the intentional creation of images 

and how they are used and dispersed. Keifer-Boyd looks at teaching strategies that 

integrate new media to examine how images impact us subliminally by influencing how 

we vote, what we buy, and societal ideals. These could be classified as multimodal 

connections, yet Keifer-Boyd’s stance is not specifically tied to multimodal scholarship. 

My research explores the intentional inclusion of multimodality in preservice art 

education, and I analyze ways that the current generation of future elementary educators 

envision utilizing various modalities. 

Remixing and mashup, for example, are both forms of expression that are familiar 

to many of today’s students and are multimodal in nature. Knobel and Lankshear (2008) 

define remix as taking cultural artifacts and combining and manipulating them into 

something new. According to the authors, remix began with music mixing and now 

includes modalities such as films, cultural icons, television, the Internet, as well as 
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personal imagery. Knobel and Lankshear point out that remix has increasingly become 

integral to how young people make meaning and express and share ideas. Similar to a 

remix, Lamb (2007) defines mashup as involving the reuse of works of art, content, 

and/or data for purposes that usually were not intended or even imagined by the original 

creators. Lamb differentiates mashup as combining two or more works that may be 

radically different from one another, thus creating a juxtaposed new entity. This raises 

questions about originality and creativity when incorporating multimodality as well as 

copyright issues (Chung, 2010; Knobel & Lankshear, 2008; Lamb, 2007). It is important 

that instructors teach students about the intellectual property rights inherent to modalities 

that are readily available to them. Wilson McKay (2010) advises art instructors to also be 

aware of fair-use laws that allow educators to access various modalities for instructional 

uses and to actively protect this right. When teaching about multimodality, it falls on 

educators to bring awareness to laws that apply to today’s highly visual culture.  

Although not specifically employing multimodality terminology, Hicks (2004) 

investigates contemporary art education and prompts educators to consider instruction 

using creative formats such as performance art, video games, zines, and fashion (p. 287). 

She challenges the notion that art is “mere play” and urges readers to view it as a process 

of experimentation. Hicks discusses fear, but she refers to the fear that school 

administrators might experience with concerns that play is not serious work. This points 

to the on-going struggle art educators face when teaching through experimentation and 

utilizing a variety of modalities. 

Art education not only consists of visual art, but also includes technology and 

contemporary culture constituting different ways that individuals construct knowledge 
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(Freedman, 2003). The impact of technology and contemporary culture in daily life is an 

important reason to facilitate multimodal methods in art education instruction. I assert 

that research that helps reconceptualize ways that art can be taught using a variety of 

modalities will be of assistance to educators, as AVCE becomes an increasingly 

mainstreamed art educational approach.  

Technology as Multimodality 

Researchers writing about trends in art education identify technology as having a 

strong pedagogical impact (Baxter, 2014; Freedman, 2015; Hammond, 2012; Pinar et al., 

2004; Whitin & Moench, 2015; Zimmerman, 2015). Tillander (2010) points out that 

digital media expand options that are available for communication, exchange, and 

interactivity. Two areas of technological interactivity that continue to grow are various 

forms of video gaming and online social interaction (Flanagan, 2009, Stokrocki, 2007). 

Zimmerman (2015) states, “Digital technologies provide new tools, media, and 

environments for communicating with others around the world and they offer 

opportunities to be creative in ways that have not before been possible” (p. xiii). 

Similarly, noting the expansive nature of technology, Freedman (2015) observes, 

Every day, millions of people of all ages and in most parts of the world participate 

in creative production by, for example, making and uploading videos, 'writing' 

graffiti, designing computer games, recycling materials for wearable art, painting, 

drawing, sculpting, or producing fan art. (p. 44)  

Freedman illustrates the growth of technology use and how people are actively becoming 

creative producers through use of technology. She does not link this phenomenon to 
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preservice art education, but she points out the prevalence of alternative forms of 

artmaking through which people today engage.  

Today’s communication increasingly incorporates modalities such as sound and the 

prevalence of symbols evident in logos and visual prompts (Jewitt, 2009b). Kress (2003) 

points out that the major format for today’s communication is experienced through 

electronic screens such as television, computer, iPad, and smartphones. A slang that has 

resulted from this phenomenon with young people is screenager (Stokrocki, 2007). Uses 

of emerging technologies are somewhat generational, with young learners at the forefront 

of experimentation with new innovations (Hammond, 2012). Because uses of modes of 

communication are in flux, there is need for continuous reevaluation of potential 

educational uses for them. 

Technology limitations. Incorporating technology into an art curriculum can prove 

problematic. Lu (2013) shares a critical examination of technology in the art classroom as 

she reports preservice art educators’ negative attitudes and perceptions of computer art 

imagery. Lu reports preservice students’ negative perceptions about art made with a 

computer. She identifies student concern over their future use of technology that includes 

unease about content, educational value, steep learning curve, time consumption, class 

size, and accessibility to hardware and software. Lu (2005) points out that the camera and 

the resulting field of photography also once held similar distain by critics and limitations 

to access, and that photography is now available to instructors in many ways. Lu 

identifies beliefs that preservice educators have about technology in the elementary 

classroom that I have also observed; while at the same time acknowledging technology’s 

role in the classroom and preservice educators’ technological skills. 
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Students bring a wide range of technological experience into a classroom that 

holds art education potential (Shin, 2010). Shin writes that the best way to understand 

capabilities of digital media is to be actively involved in using it as an artmaking tool. He 

points out that technology should not be expected to create the same results as a 

traditional art tool such as a paintbrush, but should instead explore the unique design 

capabilities of computer-generated art. Shin points out that technology used well looks 

easy, and therefore the creative thinking and planning that goes into computer generated 

artwork may not be readily evident. 

Recognizing the complexity involved in technology that is in students’ daily lives 

helps them to more fully appreciate the many individuals that contribute to the creation of 

games, movies, and software that students are exposed daily. Just as technology is 

infused into everyday life, it is also present in school settings and can expand classroom 

experiences through virtual field trips, interactivity and role-playing undertakings 

(Cennamo, Ross, & Ertmer, 2014; Lu, 2013). Technology continues to evolve and 

become increasingly accessible for classroom use, so educators wishing to utilize 

technology’s potential are increasingly able to incorporate it into their curriculum. 

The availability of electronic technology for elementary education may initially 

seem a limitation to preservice educators, but any tool used in artmaking is essentially a 

technology (Freedman, 2015). For example, if moviemaking technology is not available, 

it does not preclude educators from tapping into student tacit knowledge of movies by 

teaching storyboard design and camera angle through use of available materials such as a 

pencil and paper. With this mindset, the notion of technology and the elementary 

classroom is not limited, but expansive.  
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Technology tacit knowledge. Educators entering the field of elementary education 

bring individual knowledge of technology that can be used to teach art. Ways that 

preservice educators envision doing so is of interest to my research because technology is 

in constant change, and these students are a generation who have grown up with ready 

access to the Internet, personal cell phones, and smart phones. Kreber (1998) observes the 

need for continuous revision of educational technology practices stating, “Rapid, social, 

political, and technological change will render much of the knowledge taught in schools 

today obsolete tomorrow”(p. 71). Relevant knowledge applicable to students of today 

reflects changes in society. Technology is a major contributor to that change and holds 

potential to impact multimodal art education practices. Modalities examined in my 

dissertation include forms of expression that may or may not intersect with technology. 

Again, although much is written about technology in art education, scholars are not 

actively linking technology to multimodality with intent to increase artistic comfort. I 

specifically investigate how multimodal art instruction may benefit preservice elementary 

art educators.  

Auditory and Linguistic Modalities 

Auditory/music/linguistic modalities hold potential for elementary art education 

to expand beyond visual modality. Hochtritt and Tupuola (2012) provide an example of 

auditory and linguistic modalities utilized in an educational setting. The authors present 

interviews conducted with members of a rap group formed within a New York public 

high school. The authors write about how a school-organized activity was able to connect 

to the students’ “usually underrepresented ways of presenting themselves in an academic 

environment” (p. 277). The interviews example student rappers’ lyrics and offer insights 
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into where their ideas originate. The students in the Hochtritt and Tupola study share 

positive experiences about the collective support that membership in a group such as this 

by offering students opportunity to engage with their interests and abilities.  

Music lyrics can connect linguistics and music modalities in creative writing 

curriculum (Ayres, 2014). Ayers writes about the music genre of hip-hop and states that it 

originates from multiple traditions: multiethnic communities, appropriation of European 

customs, and accelerated technology. Alternative forms of auditory and linguistic 

modalities can provide multimodal educational integration by expanding writing 

exercises to include modalities such as rap lyrics, dance choreography, playwriting, song 

creation, photography, and bookmaking. 

Bookmaking and Multimodality 

Books are an artform that is able to engage multiple modalities as well as offer 

preservice elementary educators with a conduit through which to integrate other 

classroom disciplines such as language arts and social studies. Bookmaking provides a 

cost-effective three-dimensional format to incorporate artmaking into an elementary 

classroom setting. Books exist in countless forms that are familiar to both preservice 

elementary educators and the students they will teach. Bookmaking as an educational 

activity can range from simple to complex constructions (Irvine, 1987; Smith, 2005). 

Carter and Diaz (1999) point out that kinetic energy is the force used in pop-up book 

design and describe artists who work in this manner as paper engineers because of the 

complex planning and precision required. Connecting artmaking to engineering and 

concept development suggests the interdisciplinary potential of bookmaking.  
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Books can be viewed as not only educational tools but also as artforms. The 

definition of what constitutes a book is constantly evolving, and there is increased 

recognition of books that are made by artists (Artinian, 2008; Drucker, 1980; Hubert & 

Hubert, 1999; Kilma, 1998). Lyons (1985) writes that artists are manipulating page, 

format, and content while “transforming every aspect of that venerable container of the 

written word” (p. 7). Bookmaking possesses multimodal potential because virtually 

anything can be artistically incorporated into a book form and classified as a book. 

Formats that many people now consider a book can incorporate things such as music, 

sound, photography, graphics, three-dimensional objects, and literature (Higgins, 1985). 

Some individuals classify websites and blogs as a book; Artinian (2008) discusses the 

digital phenomenon of bookmaking and advocates that the online dictionary Wikipedia is 

a collective compilation of data that constitutes the largest book in history.  

Books ranging from traditional to digital are forms of literacy and provide 

multimodal potential for elementary educators (Martens, Martens, Doyle, Loomis, & 

Aghalarov, 2012; Martens, Martens, Doyle, Loomis, & Aghalarov, 2013). Artistic 

structural book formats frequently borrow from children’s book construction (Hurbert & 

Hurbert, 1999). Simple and complex book design can be combined with modalities such 

as sound, touch, and scent. Children’s books contain pop-ups, cutouts, and complex fold 

formats; therefore, young students are already largely familiar with reading and 

processing a variety of book forms as a source of multiliteracy as well as multimodality. I 

introduce bookmaking into my study because it is a multimodal art form that is ripe with 

interdisciplinary and reconceptualist potential. In Chapter Four I discuss books that 
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participants in the study created, and I provide their shared insight about how they 

envision utilizing bookmaking for classroom arts integration. 

Chapter Two Summary 

This review of literature presents scholarship examining specific topics pertaining 

to art education for preservice elementary teachers. Possible causes of artistic trepidation 

for preservice elementary educators are contrasted with scholarship that speaks to the 

embrace of potential “failure” as it relates to art education. Literature pertaining to 

voluntary risk-taking and challenging perfectionism suggest ways to shift thinking about 

the creative process for art instruction. 

Literature outlining the art educational strategies of issues-based instruction and 

conceptual contemporary art contribute background to practices that I examine through 

my research. I review literature about various forms of multimodality and scholars who 

write about the topic, introducing ways that art can be integrated into preservice 

elementary art education. In Chapter Three I discuss how I build upon this scholarship 

through my methodological approach utilizing action research while teaching a course for 

preservice elementary educators.  
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CHAPTER THREE: METHODOLOGY 

Chapter Two reviews literature about topics and instructional strategies that are 

pertinent to my research. Chapter Three describes my research methodology and includes 

the coding methods that relate my investigation to the five phases of action research 

methodology. I also detail aspects of my research that impact this study: Researcher bias, 

participants in the study, the research site, course assessment methods, and ethical 

concerns. 

Qualitative Action Research 

Qualitative action research prompts introspective contemplation of data and 

humanizes participants in a way that quantitative research does not (Paris & Winn, 2014). 

As Marshall and Rossman (2011) explain, action research closely examines both 

participants’ lived experiences and the meanings that they assign to their experiences. I 

engage in qualitative research for my art education investigation in order to analyze the 

experiences of participants, consider multiple forms of data, and introduce and act on 

findings as they took place during the research. These are all aspects of a qualitative 

action research process. Because the human element is important to my research, I 

include qualitative participant voices in the data.  

Action research facilitates the inspection of multiple forms of data, is undertaken 

in a naturalistic setting, is emergent, and allows for interpretation (Marshall & Rossman, 

2011). These aspects are important to my study, which takes place in a classroom setting 

while I investigate participant-reported impacts of a sequence of instructional strategies. 

Numerous scholars note that action research is a particularly useful methodology for 

educators because it can be helpful to their ongoing efforts to improve their professional 
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practice (Buffington & Wilson McKay, 2013; Carroll, 1997; Johnson, 2008; May, 1997; 

Rowell et al., 2015). Because the researcher is engaged as part of the action research 

process, Mills (2000) notes that through this methodology, a researcher can be a potential 

agent for change. During my study, I found myself in the roles of both a researcher and 

an educator advocating for change.  

The Action Research Cycle 

Action research is comprised of a cycle of inquiry. Buffington and Wilson McKay 

(2013) clarify, "Action research is a spiral process of investigation where the researcher 

observes a situation, identifies a problem, designs an intervention or new strategy, 

implements the new action, reflects on the intervention, and then observes again 

beginning the cycle anew" (p. 243). It is important to recognize the cyclic nature of the 

action research cycle, because it facilitates future action based upon information gained 

through the research process. An action research cycle investigates specific questions 

raised and can prompt a researcher to work through the spiral several times in order to 

answer questions or investigate problems.  

Another function of action research is to prompt reflection about actions within a 

study. Schön (1987) believes that significant, self-discovered knowledge can be gained 

through reflective practice. Schön classifies reflective processes as being either 

reflection-in-action or reflection-on-action (as cited in Klein, 2013, p. 44). Klein (2013) 

clarifies that reflection-in-action allows researchers to develop personal theories in 

practice, while reflection-on-action examines events that have already occurred with the 

intent to develop a future plan of action. Both types of reflection are significant and 

applied to the action research cycle in my study. 
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I outline the five phases of the action research cycle that Klein (2013) identifies:  

Phase One: Identify a Focus 

Phase Two: Collect Data 

Phase Three:  Analyze Data 

Phase Four: Develop an Action Plan 

Phase Five: Disseminate findings and begin cycle again 

In keeping with the order of the action research cycle, I present how this process applies 

to my research utilizing Klein’s suggested sequence. 

Phase One: Identifying a Focus 

A prior course assignment that I taught to preservice elementary educators led to 

this formalized action research study. Therefore, the three prior semesters that I 

introduced an issues-based multimodal course assignment provided prior informal cycles 

of action research that contributed to the development of an action plan for this research 

study. Consequently, also I consider my prior investigations into the use of voluntary 

risk-taking and multimodality as spirals that aided in the identification of a focus within 

the action research cycle that is described in this research study.  

As stated previously, my investigation examines ways to assist preservice 

elementary education students to reconceptualize the stasis cycle of art education in order 

to impact their instructional skills while also confronting artistic trepidation to impact 

their artmaking skills. I introduce instructional strategies to participants during my 

research and I investigate if they are able to translate these concepts into meaningful 

artmaking. I then inspect if participants are able to apply this knowledge to the design of 

elementary art lesson plans.  
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Phase Two: Collection of Data 

This was a blind research study, meaning that as I conducted the research, I did 

not know which students in the class were participants in the study until the final course 

grades was posted. It eventually turned out that all twenty-three students who were 

enrolled in the course also consented to participate in the study.  

 My action research design allowed for the triangulation of data that was collected 

from multiple sources. Triangulation is the inclusion of data gathered from a variety of 

sources in order to produce credible findings (Johnson, 2008; Marshall & Rossman, 

2011). As stated previously, data was collected from open-ended questionnaires, 

researcher fieldnotes, participant fieldnotes, course culmination projects, participant 

lesson plans, participant artwork, and participant written reflections. 

I recorded research fieldnotes immediately following each weekly class session 

and I described the day’s actions along with my observations. While driving in my car as 

I returned home from class, I employed multimodality by using a voice recorder 

application on my smartphone, providing a hands-free method to dictate my fieldnotes. I 

later downloaded the recorded data into written form using a dictation feature on my 

laptop, and I archived both forms of data. Participant fieldnotes and assigned project 

reflections provided data about self-reported artistic comfort levels and course 

experiences. Because preservice educators in the study were highly literate and 

experienced in analyzing teaching practices, their written communication and the artwork 

they created during the study provided useful information, and all was digitally archived 

as well. 
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Data from participant reflective writings as well as initial and post-course 

questionnaires contributed participant voice to the study. It is common practice for 

educators to engage in research studies that analyze pre and post-survey data within the 

methodology (Klein, 2013). Hatton and Smith (1994) identify issues that might hinder the 

process of reflection such as existing preconceptions, participant attitude, and the 

situation upon which reflection is to occur. These are considerations that impact data in 

my study, but not to the degree that would invalidate information gained from participant 

reflections. In order to gather participant reflections, questionnaires and worksheets were 

selected over student interviews because I deemed that written responses provided 

participants with extended time to contemplate their answers and also removed the 

influence that I may have had in a direct one-to-one interview situation. A discussion of 

the influence that power exerts on research is discussed later in this chapter. 

While collecting data regarding voluntary risk-taking and multimodal art 

education, I did not require students to create and teach art using innovative and novel 

modalities. Instead, I purposefully included options for the development of multimodal 

skills that participants might already possess. This allowed for participant contribution of 

data about modalities that they personally find relevant and within their comfort zone. 

Bolstering participant comfort during the study helped to support the course culmination 

assignment that later challenged students to undertake voluntary risk-taking and 

multimodality.  

Phase Three: Data Analysis 

Data was analyzed utilizing a hybridization of two theoretical foundations: 

reconceptualization theory and multimodality theory. These two theories assisted me to 
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identify themes and code the data. This contributed to the data analysis that is presented 

in Chapter Five.  

Data collected from participant initial and post-course questionnaires was 

gathered in order to provide evidence of reconceptualization and participant self-reported 

changes in comfort over the length of the study. Participant responses were also sought to 

gain their perceptions about elementary art education, risk-taking, and multimodality. 

The course culmination assignment and resulting elementary art lesson plans were 

implemented in order to evaluate if participants were able to translate issues-based art 

instruction and multimodality into elementary art education teaching practices. Analysis 

of data from the culmination assignments allowed for inspection of participant choices of 

modalities and social issues, and indicated multimodal trends and the curricular interests 

of preservice elementary educators who participated in the study.  

Phase Four: Develop Action Plan 

Analysis of data collected during a research study is able to provide insight that 

can be used to develop an action plan. This action plan may be used both during the 

research study as well as in future implementation of the action research cycle. The 

formation of an action plan is itself a form of instructional reconceptualization, as it 

prompts revising and reconsideration. The data gathered about the three instructional 

strategies that were implemented during my study allowed for my inspection into 

participant-reported impacts of the approaches. Being able to assess effectiveness during 

an action research study allowed for teaching adjustments and reinforcement during my 

research. Through action research methodology, the development of future plans of 

action came to light that can be applied to future cycles of the action research process. 
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Phase Five: Disseminate Findings and Begin Cycle Again 

What can be learned from my investigation will undoubtedly impact my future 

teaching practice, and will thus begin the action research cycle anew. The dissemination 

the findings about what occurs when the seemingly opposite concepts of engaging in 

voluntary risk-taking in order to build artistic confidence may impact ways that art 

educators perceive comfort building exercises when instructing preservice elementary 

educators. Beyond writing this dissertation, this research will also assist me in future 

academic writing. Because participants in the study collaborated with me during the 

process, some of them may find the compiled information helpful to their own careers as 

educators. Finally, my research may eventually contribute to scholarship in the field of 

preservice elementary art education, and in some way positively impact instructors who 

teach similar courses and those who work with or instruct preservice elementary 

educators.  

Coding Methods

During this semester-long action research study I established a system for coding 

the data as it was gathered. Of the numerous methods available for coding qualitative 

research data, I chose descriptive coding and in vivo coding.  

Descriptive Coding 

Miles, Huberman, and Saldaña (2014) explain that descriptive coding applies 

thematic words or short phrases to aid in the development of topics. The authors note that 

this form of coding is frequently useful for research containing a variety of data formats. 

Saldaña (2013) adds that descriptive coding, also known as topic coding, is often useful 

in studies that take place over an extended period of time. Because my study involved 
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multiple forms of data collection over a semester, descriptive coding proved to be a 

useful organizational method.  

When analyzing observations offered by twenty-three participants, common 

themes emerged in the data that I then further investigated with the use of descriptive 

coding. Examples of descriptive codes that I utilized are: artistic trepidation, 

interdisciplinary connections, participant insights, instructional strategies, translations, 

multimodality, and reconceptualization of art education. Establishing themes such as 

these helped me to focus upon the specific topics that participants wrote about during the 

study. 

In Vivo Coding 

In vivo coding supported my intent to include participant voice and their 

generational perspective by helping me to identify topics and phrases that participants 

themselves introduced into the data. Miles et al. (2014) explain that in vivo coding 

utilizes a participant’s own choice of words or short phrases. Saldaña (2013) clarifies that 

in vivo coding is also known as literal coding or verbatim coding, and he states that this 

form of coding is appropriate for qualitative studies.  

With this in mind, I used in vivo coding to organize participant written data by 

examining topics and the wording that they volunteered. In vivo coding helped me 

identify unanticipated topics that were provided by participants in their fieldnotes and 

reflections. In this dissertation I incorporate participant quotations that were coded 

utilizing in vivo coding in order to honor participant individual voices and perspectives. 

As previously mentioned, I chose representative data from participant written, oral, and 

visual samples. These samples were selected based upon the participant’s clarity in 
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presenting emergent themes as well as chosen so that each participant’s contribution to 

the study was noted numerous times. Through in vivo coding, three topics emerged: 

Positive responses to choice-based instruction, the learning impacts of demonstration, and 

the effectiveness of artistic license as a concept when making art.  

Technological Assisted Coding 

A technology software program known as NVivo, supported my use of descriptive 

coding and in vivo coding. This technological tool allowed organization of written data 

without the need for a codebook, and it assisted me in making digital connections to link 

patterns and themes in the data. NVivo helped me to store data chronologically as events 

happened, as well as allowed for the recording of research memos and the coding of 

patterns as they became intertwined over the length of the study. As a researcher, NVivo 

technology was new to me, thus utilizing it during the research process challenged my 

own voluntary risk-taking and modal skills.  

NVivo helped me to identify patterns that may not have been readily evident in the 

stacks of paper data I collected. Haas Dyson and Genishi (2005) refer to the process of 

looking at patterns as an “analytic quilt” (p. 100). This term aptly describes the analysis 

of patterns that were formed and the interconnected nature of the data in my research. 

With the use of NVivo software, descriptive coding, and in vivo coding, I analyze the data 

collected as I address the research questions that initiated this study.  

Methodological Considerations 

When looking at any research methodology, there are inherent factors that must 

be identified. One thing to consider is the inevitable bias that a researcher has that can 

impact the study. Other considerations that can impact research are characteristics of 
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individual participants and the research site. There are aspects of the course that I taught 

during the research that are unique to this investigation, such as course assessment 

methods, that have bearing on the findings. In order to clarify my methodology, I 

describe these considerations in the following sections. 

Researcher Bias 

Marshall and Rossman (2011) write about researcher bias and state, “Action 

research does not claim neutrality” (p. 23). When conducting a study, researchers must be 

willing to put their beliefs into question and acknowledge their bias (Griffiths, 2009). 

Postholm and Skrøvset (2013) remind us of the complex role of a researcher when they 

write, "The researcher has a multifaceted role which will challenge her cognitively and 

emotionally" (p. 506). Because of this, researchers must identify beliefs they hold that 

may impact their study. 

I am both an artist and an art educator. As an artist, I have understanding about 

artistic trepidation as an obstacle to creativity. As an educator, I have witnessed artistic 

trepidation while instructing preservice elementary educators how to integrate art into 

their future classrooms. As previously mentioned, I am a white female researcher with 

extensive experience teaching art education to different age groups across the United 

States. Although my prior instructional assignments have been in middle to upper-class 

socio economic settings, my expertise includes teaching art coursework to a wide range 

of student personalities and abilities. The pedagogical process that I introduce in my 

research is my own design, and thus I have personal investment in the outcome. Despite 

the best of intentions, my bias as a researcher inevitably impacts the study.  
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An educational bias that I bring to the examination is my belief that art education 

is mired in outdated pedagogy. I observe that today’s education exists in an increasingly 

risk-averse environment at all grade levels, including at the university level. Because I 

contend that teaching students to embrace voluntary creative risk-taking benefits the 

education of the participants in my study, I advocate that challenging preservice 

elementary educators to explore individual multimodal skills has instructional merit as 

well. From my experience as an art educator I find that it is impossible for each student to 

receive identical knowledge during classroom engagements. Because of this, I advocate 

for multimodal instructional approaches that recognize that each learner possesses 

differing needs and abilities. Therefore, I research how art instruction with multimodal 

emphasis might provide students with individually purposeful learning experiences.  

It is my belief that art program budgetary reductions nationwide impact today’s 

preservice educators in ways that they are unaware of. It is my contention that preservice 

educators’ art education contains fewer opportunities at the elementary and secondary 

school levels than students educated only a decade prior. Thus, I assert that the 

knowledge base of preservice teachers may reflect a decrease in their art educational 

instruction. Because of this, I argue that they require instruction that will help instill 

confidence in them as they prepare for careers as elementary educators. It is my 

contention that all participants in my study can benefit educationally in some way from 

exploring artmaking through voluntary risk-taking and multimodal emphasis. This bias is 

based upon my past ability to teach art using the instructional strategies employed in my 

study.  
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I acknowledge that part of the growth in confidence that my past students have 

demonstrated is due to my own years of experience as an art educator. Over time I have 

developed instructional skills that I use to gently encourage students to achieve what I 

know they are capable of, but what they may not initially believe themselves able to do. 

Twenty years of honing positive reinforcement skills equips me, their instructor, with a 

toolkit of ways to explain assignments, address student frustration, and demonstrate art 

materials and techniques. That said, I maintain that there is educational potential to gain 

by researching instructional strategies and analyzing participant insights about 

engagements with these practices.  

Participants in the Study 

During Spring Semester 2016, twenty-three University of Arizona (UA) 

preservice elementary educators enrolled in Creative Arts Methods, and all students in the 

class elected to participate in the research study. Only two of the students were male, but 

this is not unusual for an elementary education course, based on the demographics I have 

observed in my own classroom over prior years. Participants were members of a cohort 

group known as Icats (Integrated Wildcats). The Icats program, overseen by the UA 

College of Education, places preservice elementary students in off-site elementary school 

locations with elementary mentor teachers in order to observe classroom management 

and teaching practices firsthand. Participants in my study were enrolled in their final 

semester of Icats coursework prior to their semester of student teaching, and they were 

taking Creative Arts Methods as a requirement for graduation.  

When writing about participants in the study, my use of the word student does not 

indicate an elementary-aged learner, but I am instead referring to university-level learners 
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enrolled in the course I taught while conducting my research. However, in order to 

prevent confusion, I primarily refer to the individuals in the study as participants. In no 

way did my research involve working with elementary students or staff who were 

employed by the elementary school. The study was solely conducted with UA students 

who were enrolled in the course, were aware of the study, and were given the option to 

participate or decline to participate. 

The general nature of the course is described in the syllabus (Appendix A). As 

anticipated from having previously taught the course, participants in my study were 

similar to prior student groups. Participants were all English speaking, and some also 

spoke Spanish. They originated from a variety of ethnic and regional backgrounds. The 

average age of the participants was twenty-three years old. Several are already parents 

themselves and three of them are spouses of United States Air Force personnel from the 

Davis-Monthan Air Force Base in Tucson. In these ways, participants in the study 

represented a variety of backgrounds and levels of maturity. 

The preservice elementary education students in my study possessed unique 

characteristics because of their being in a UA Icats cohort group. They had been enrolled 

together in classes conducted over four different semesters: thus, they had formed a 

cooperative bond and established individual comfort levels with one another. This 

educational community inevitably influenced the data, but to what extent is difficult to 

identify. The extended time spent with one another may have had both unifying as well as 

divisive impacts. As the semester progressed, I noticed participants tended to choose to 

sit next to the same people, and I also noticed personality friction develop between 

several members of the class. Therefore, I note that there were various influential factors 
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as a result of the participants being members of a cohort group, but I do not analyze the 

role this had on the research data. 

An outside supervising instructor assigned various administrative roles to cohort 

members. One of the roles was to create and change the group’s classroom seating 

assignments. Over the semester, it was evident that the seating configuration of four 

students sitting at the six table groupings in the classroom was not randomly dictated, but 

was instead driven by student preference. As a researcher striving to increase comfort, I 

did not alter this organizational structure, deeming that ease within the class as a whole 

contributed to comfort-building endeavors in the study. I contend that comfort between 

classmates may have assisted with their willingness to share art created inside and outside 

of class as well as supported peer teaching of art lessons at each table grouping. I noted 

that as a class, participants were supportive of their peers’ efforts in class. Prior 

coursework that this group of participants had provided them with expertise to write 

lesson plans addressing a variety of subjects. This ability assisted them with art 

integration assignments that were required in Creative Arts Methods. Group dynamics 

and participant abilities are important to note in order to contextualize the 

professionalism and the insightful ways they reflected upon their course experiences. 

My desire to gain understanding of participant beliefs and attitudes influenced my 

choice of a qualitative methodology because I set out to examine data that participants 

opted to share. Topics that they each perceived as important were collected from 

numerous open-ended written sources and this data is presented in Chapter Four. But, in 

order to example how qualitative data during this action research study helped me 

identify participant needs, I outline two examples. In the initial course questionnaire, 
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some participants identified their individual belief that they are not “good at art,” 

particularly listing lack of drawing and painting skills. This confirmed the need to 

increase participant comfort at the outset of the study by introducing some basic drawing 

techniques. Also in the initial course questionnaire, participants reported feelings of 

apprehension about their ability to earn a good grade in the class. Knowing these 

concerns at the outset of the study allowed me as both the instructor and researcher to 

better understand the participants and address these topics with them.  

Finally, as typical of students in this age group, participants possessed a high 

degree of technological background and knowledge. Their self-defined comfort levels 

with various modalities were relevant to the study, and their self-reported data collected 

from questionnaires, reflections, and fieldnotes provided important data. Participant 

ability to imagine and articulate ways to utilize modalities that they have personal 

motivation to integrate into art education contributed their unique perspective. 

The Research Site 

The University of Arizona Institutional Review Board (IRB) approved my 

research and Sunnyside Unified School District granted me permission to conduct my 

study at an off-campus location. The location of my research was in a classroom at 

Gallego Intermediate located at 3700 E. Alvord Road, in Tucson, Arizona. This site was 

arranged through the UA Icats program. As a UA instructor of the Icats cohort class, I 

traveled to Gallego Intermediate and taught the course at their closed campus. The Icats 

cohort had a designated classroom within the school, where the students also took four 

additional courses. The classroom contained a podium area for the instructor, and an 

audiovisual cart for laptop connection to project videos and PowerPoint presentations. 
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The cart included speakers that I used to play music to reinforce the impact of 

incorporating an auditory modality to artmaking activities.  

As in prior courses I taught to Icats students in an elementary classroom setting, 

the classroom space was confining for the number of adult learners in the course. The 

classroom did not have a sink, and the table size did not provide adequate space for adults 

to spread out when working. The sink limitation was partially overcome by bringing 

water in plastic jugs to class, and by relying on students to discard used water and clean 

up in nearby restrooms. The facilities limitations impacted the activities and art materials 

that could be introduced in class during the study. However, the classroom size and 

constraints mirrored an elementary classroom setting in which participants may one day 

teach, and thus reflected a real-world art education setting. 

Course Assessment Methods 

The manner that participants were assessed in the course is relevant to my 

research study. It was important to establish a comfortable environment for 

experimentation, so the concept of experiential learning through voluntary risk-taking 

was introduced the first day of the class. Taking risk while making art was emphasized in 

order to shift the focus of artmaking away from aesthetic success or failure of an artwork, 

and instead toward the process of experimentation. I refer to this as low-stakes creative 

risk-taking because I removed the repercussion of a potential low grade while 

experimenting with artmaking concepts. Payne (2012) is a proponent of this grading 

practice and notes that without the pressure of assessment based upon artistic outcome, 

participants are more likely to take risk in their artmaking. As a seasoned art instructor, I 
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find that a low-stakes voluntary risk-taking mindset frees participants to focus upon 

innovation during the creative process. 

During my research, assessment was typically based upon experiential 

undertakings along with required participant reflective writing that followed 

engagements. Students were awarded participation points during experiential activities in 

order to convey the message that when learning about art materials and concepts, 

engaging in the process was important. Grading in this manner modeled how preservice 

elementary educators might eventually assess art activities in their own elementary 

classrooms. Other course assignments such as lesson plan design, peer teaching, and 

reflective writing, were given specific pre-identified rubric criteria and required 

participants to produce university-level work in order to achieve a passing grade. Prior 

knowledge of required criteria was key to each participant in the study being able to meet 

course expectations for quality art education coursework.  

Ethical and Research Concerns 

Because the course utilized art materials made and marketed for the elementary 

classroom, physical harm to participants was not anticipated. I inquired about potential 

participant health concerns prior to coursework, such as allergies to latex or asthma, and 

none were identified that required course adjustment. As previously mentioned, consent 

to participate in the study was voluntary, was limited to class members, and participants 

were advised of their right to opt out at any time. On the consent form (Appendix B), I 

asked participants for permission to use a pseudonym in place of their name in this study 

and in future publication, and I asked for their permission to reproduce images of art they 

created during the course. Ownership of the artwork remains the property of the artist 
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who created it. I requested permission to include their written statements in my 

dissertation, and therefore their quotations are offered in the manner that they were 

written, with brackets identifying words I included for clarification of meaning. Findings 

from the study will be available to participants through the completion and publication of 

my dissertation. 

My action research invited collaboration; however, Locke et al. (2013) point out 

that although framing research as collaborative may help with balance of power issues, 

doing so does not fully address the reality that one group of participants may be judged 

by another. I strove to model professionalism when working with participants as well as 

monitor sensitivity in how they interacted with one another. I conducted this action 

research with the intent to provide an ethical and humanist approach with participants in 

the study. Marshall and Rossman (2011) write about ethics in the research process, 

"When ideally executed, action research blurs the distinctions between researcher and 

participants, creating a democratic inquiry process" (p. 23). This was my intent. My 

research design endeavored to build community within the class in spite of my role as the 

instructor of the course in which I clearly had authority. A way that I distributed the 

power was to incorporate peer teaching into course undertakings and encourage 

participant contribution in attempt to make this research something that was beneficial to 

all involved. 

Because my examination prompts voluntary risk-taking, there was potential that 

students challenged themselves to a degree that made them uncomfortable and created 

stress. Voluntary risk-taking as an instructional strategy contains inherent research 

concerns because individual participant personal expectations may have potentially 
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caused them emotional discomfort. When previously teaching preservice elementary 

educators, removing the threat of a low grade when engaging in an artmaking endeavor 

usually resulted in increased willingness to step outside of individual comfort zones. This 

research study further examined what occurred during a formalized investigation. I argue 

that the anxiety that participants may have experienced during the research was not 

significantly greater than anxiety and discomfort faced by students in similar art method 

courses. 

Chapter Three Summary 

Chapter Three presents the methodological steps utilized in this action research and I 

describe why action research best meets the intent of my examination. Scholarship about 

action research and the cycle within the methodology establish the foundation for steps 

taken during my investigation. I identify the participants in the study, ethical 

considerations, and describe the educational site in which the research occurred. I present 

the concept of voluntary risk-taking as a personal educational philosophy along with 

course assessment strategies employed during my research. In Chapter Four, I present the 

body of data collected during the semester-long investigation examining voluntary risk-

taking and multimodality with preservice elementary art educators.  
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CHAPTER FOUR: PRESENTATION OF THE DATA 

The preceding chapters ground my research and draw upon scholarship pertaining 

to my investigation. In Chapter Three I describe the action research methodology utilized 

during the study, and in this chapter I present data collected from twenty-three preservice 

elementary education students during a semester-long research study. As previously 

mentioned, I conducted the study while serving as the instructor for Creative Arts 

Methods, and I gathered data in the forms of open-ended questionnaires, researcher 

fieldnotes, participant fieldnotes, course culmination projects, participant lesson plans, 

participant artwork, and participant written reflections. Table 1 provides an overview of 

the timeframe that data were gathered. 

Table 1 

Chronology of Research Data Collection 

Research Gathered Date 
Course Syllabus (Appendix A) 
Participant Consent Form (Appendix B) 
Researcher Fieldnotes Began 

January 25, 2016 
January 25, 2016 
January 25, 2016 

Initial Questionnaire (Appendix C)  January 25, 2016 
Span of time for Participant Fieldnotes 1 – 4 February 1 – April 18, 2016 
Student Lesson Plans 1 - 3 (Appendix D) 
Participant Reflections after Teaching  

February 22– April 18, 2016 
February 22– April 18, 2016 

Multimodality Bookmaking Assignment Deadline March 28, 2016 
Culmination Art Project (Appendix E)  April 4 & 11, 2016 
Project Reflection Sheet (Appendix F) April 11, 2016 
Post-Course Questionnaire (Appendix G) April 18, 2016 

Because action research methodology contains a cycle of five phases, I present a 

brief recap of how each of the phases is applied to my research. Phase One is the 

identification of the focus of the study; which I previously identified as assisting 

preservice educators to disrupt the stasis cycle of elementary art education as well as 
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increase their artistic comfort in both making art and teaching art. In order to do this I 

emphasized voluntary risk-taking and multimodality for art educational purposes.  

Phase Two of the action research cycle presents data collected during the study. In 

this chapter I describe data in the sequential order that they were collected, and I provide 

representative samples of participant visual, oral, and written data for inspection. Data 

samples were chosen that most clearly articulated participant shared insights as well as 

were selected in order to represent each study participant’s voice at some point during the 

investigation. When relaying the research data, I follow a point-by-point approach: I 

introduce significant data topics, I outline methods used to gather them, and I offer a 

summary of findings.  

In order to later analyze the data, I build what Miles, Huberman, and Saldaña, 

(2014) refer to as a logical chain of evidence. I point out patterns and themes as they 

emerged during the data collection for future analysis. For clarity in relaying relevant 

information, data are presented and discussed in this chapter as it emerged, and it will be 

further analyzed in Phase Three of the action research cycle and presented in Chapter 

Five. Phase Four of the action research cycle is the development of an action plan, and 

Phase Five is the dissemination of findings and beginning the cycle anew.  

Initial Course Questionnaire: Setting the Stage 

Understanding preservice elementary educators’ attitudes, beliefs, and 

instructional needs is pertinent to the study. Consequently, I began data collection giving 

participants in the study an initial course questionnaire. This open-ended questionnaire 

sought individual participant responses through the posing of sixteen questions 

(Appendix C). Because of the qualitative nature of my investigation, the questionnaire 
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prompted participant narrative responses with questions such as “What forms of art do 

you have experience with?” and “How do you envision incorporating art into your future 

curriculum?” Their answers helped to establish a baseline of knowledge about each 

participant and assisted me in determining their collective prior arts education. Data from 

the questionnaire were coded and eventually compared to responses gathered from a 

questionnaire given again at the culmination of the course (Appendix G). Examining 

initial and post-course responses provided information about changes in participant 

perceptions, and a table presenting this data is offered later in the chapter. To help me 

better understand individual and group expectations for the course as well as their 

anticipated career needs, the initial questionnaire asked participants to identify what they 

expected to learn in the course.  

Participant Needs and Expectations Responses  

Of the twenty-three participants, twenty-one (91%) specifically stated their 

primary expectation was to learn how to integrate art with other elementary education 

classroom disciplines. Three participants (13%) also anticipated learning how to inspire 

elementary students’ creative thinking. Nearly three quarters of the respondents (74%) 

had expectation that they would improve their own drawing and observational abilities. 

Approximately half (57%) indicated a desire to learn how to teach quality art lessons 

using a variety of art media. Two participants (7%) reported that they did not wish the 

course to be an art class that primarily focused on art history. Approximately half of the 

participant responses (48%) also expressed concern about their ability to address art 

educational standards and the Common Core Standards for elementary education. Other 
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participants responded that they wished to learn how to teach quality art lessons to 

children that also meet elementary educational standards.  

Artistic Apprehension Responses 

Other questionnaire topics asked participants to describe their own artistic 

apprehensions and comfort with creative activities. Participants were asked to identify 

forms of artmaking that they considered themselves to be strongest as well as weakest 

utilizing. Only one respondent specifically stated that she was not experiencing feelings 

of apprehension at the outset of the class; the other participants listed concerns they had 

about both making art and teaching it. Ten (43%) stated that their lack of drawing ability 

caused them to feel apprehensive about taking an art class.  

This confirmed to me the need to introduce basic drawing skills with this group of 

preservice educators. The remaining participants described their artistic apprehensions as 

a combination of several things including lack of artistic skill, fear of failure, their own 

perfectionist tendencies, lack of confidence in teaching art, and their propensity to 

compare themselves to other students in the class. I offer two representative student 

answers that offer data about participant apprehension:  

• “I often compare my work to others and am hard on myself if I think my work is
not as good as my peers. I need to focus on my own progression rather than those
at different skill levels.” (Heidi, initial course questionnaire, 2016)

• “I am kind of a perfectionist who hates failure, and although I can produce
artwork that I am reasonably proud of, I hate the trial and effort it can take to get
there. Also, sometimes my ideas are too big and creative and I don’t have the
talent or precision to capture them on paper.” (Gina, initial course questionnaire,
2016)

Overall, two participants (7%) described artistic trepidation they felt about their lack of 

ability to demonstrate artmaking to their students. This was the first time that 

demonstration entered the data, and it was to emerge many more times throughout the 
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study. Two participants (7%) reported feeling trepidation due to prior art courses 

requiring them to come up with original ideas in a limited time frame, especially when 

the artwork was graded. Other respondents expressed that the ability to engage in the 

creative process itself was a personal weakness such as this participant reflection: 

• “I consider myself weakest at free-form type activities. It is hard to just say
‘create something’ without having some form of guidelines. I believe I am
weakest at this because I have been exposed to guidelines and rules all of my
educational life, so it just has been drilled in.” (Amy, initial course questionnaire,
2016)

Another common source of reported apprehension was participant concern that

their perceived art inability would negatively impact their grade in the course. Early in 

the course I informed participants that the grading criteria for course art projects would 

be based upon their willingness to experiment rather than upon mastery of art materials or 

concepts. This assessment philosophy proved useful because the focus of the course was 

to instruct preservice elementary educators in ways to teach art, not to transform them 

into accomplished artists in the timeframe of a semester. As previously pointed out, this 

assessment philosophy gave participants the opportunity to experience a grading practice 

that focused upon effort and experimentation, and thus it modeled an assessment method 

that participants might eventually utilize with elementary students. The reaction that this 

assessment approach elicited from participants is illustrated by this student’s response: 

• “I do not feel apprehension, I feel excited because I know I will not be graded on
whether or not my work is ‘good,’ so I am excited to simply experiment and do
my best.” (Cindy, initial course questionnaire, 2016)

Assessments of other course assignments pertaining to lesson plan design and the final 

course educational portfolio were evaluated utilizing pre-assigned stringent rubric 

criteria. These types of assignments required demonstration of comprehension and 
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mastery of educational skills and were similar to other elementary education coursework 

that the participants were familiar.  

Art Preference Responses 

The initial course questionnaire asked participants what form of art they 

personally preferred to teach between the choices of traditional or contemporary art. 

Because it was my intent to gain understanding about participant pre-course knowledge, 

their answers were gathered prior to formal definition of those terms. Five participants 

(22%) specifically stated that they preferred teaching using contemporary art because 

they perceived it to have fewer boundaries that might constrain elementary students. In 

the initial questionnaire, six (26%) stated that contemporary art reflected the world of 

today and are more closely related to their own experiences. One participant (4%) pointed 

out that traditional artforms offered plentiful examples that could be utilized to support 

teaching. Five other research participants (22%) readily identified their inexperience with 

either form, and stated that they did not have enough knowledge to have a preference. 

Cathy offered a balanced response: 

• “I would like to teach both kinds of art [traditionally and contemporary] because
I think that both are important. First of all, you don’t really know what students
you will have, and you want to establish and set up your classroom so that both
kinds of art are acceptable. Secondly, I don’t want to impose that a particular art
form is my favorite. Overall, I want students to make the choice for themselves
when they are creating art.”(Cathy, initial course questionnaire, 2016)

Participant initial preferences regarding contemporary and traditional artforms were 

largely split at the beginning of the course. Answers from the post-course questionnaire 

only changed slightly toward a preference to contemporary art, with participant responses 

claiming that they saw educational value in teaching both contemporary and traditional 

artforms.  
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Participant Art Experience and Comfort Level Responses 

Data from the initial questionnaire indicated the diversity of the group’s prior 

artmaking experiences. Participants were asked a variety of questions relating to their 

prior art education and their general knowledge of creative modalities through which art 

can be created and enjoyed. Each participant was asked to list as many creative artmaking 

modalities as they could think of, and their answers were compiled for later use in the 

course. Predictably, the broad list of known modalities differed from the narrower list of 

modalities that participants identified as having had experience with, however, the data 

indicated participant awareness of a wide range of creative modalities.  

Participants were asked to list art coursework they had completed in elementary, 

middle school, high school, at the university level, as well as outside of a school setting. 

Their reported experiences ranged from no artmaking exposure since middle school, to 

some participants currently creating art for their own pleasure. Most participants reported 

only enrolling in high school art courses that had been required for high school 

graduation. Only seven (30%) identified taking a university-level art course prior to 

Creative Arts Methods. Later, to verify that only seven had prior university art 

coursework, I verbally asked the group if they had taken a university-level fine arts 

course including visual arts, music, theater, or art history, and again only seven raised 

their hand. Although the university identified a fine arts course prerequisite to enroll in 

Creative Arts Methods, most of the participants in the study had not been required to do 

so. This indicated that my course fulfilled this cohort group’s elementary certification 

fine arts graduation requirement. The lack of supporting fine art coursework underscored 

the need to not only teach students in my course a great deal of art education content, but 
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also the need to address the artistic trepidation they reported experiencing due to their 

lack of prior experience. 

To further understand student-reported proficiency and art instruction, two 

separate questions were asked in the initial questionnaire: “What artforms do you 

consider yourself best at? ” and “Have you had art training outside of a school setting? ” 

The specific wording of the questions led to a compelling finding about participant 

perception about what constitutes art training. Only three participants (13%) identified 

being best at modalities that typically require specialized instruction: Dance and music. 

When visiting with these three students informally, it was evident that their prior 

instruction was extensive. However, when filling out the questionnaire, these three 

participants’ responses did not connect their dance or music education to their 

identification of art instruction they had received outside of a school setting. In hindsight, 

the question should not have specifically used the term training when I was referring to 

participant prior art instruction and experience, and a distinction could have been made 

by adding the words fine arts when posing the question. Regardless, I note that none of 

the three respondents who indeed had considerable music and dance backgrounds 

identified themselves as having received arts instruction outside of a school setting. This 

indicated a discrepancy in these students’ perception of what modalities “counted” as art 

instruction as pertaining only to the visual arts.  

Participant limited perception of what constitutes an artform was also reflected in 

the study group’s collective answers to questions inquiring about their self-reported 

artistic strengths and weaknesses. The majority of participants (83%) identified 

traditional 2-dimensional painting and drawing skills as art education in which they had 
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experience, but only about half of these respondents (57%) claimed 2-dimensional art as 

an individual artistic strength they possessed. When prompted to list as many forms of art 

as they could think of, respondents were able to generate a broad list of creative 

modalities. Interestingly, three participants (13%) identified culinary arts as an artform. 

Three (13%) other participants identified crocheting, and another two (7%) claimed 

coloring in adult coloring books as a form of art. Compared to prior informal 

observations of student-identified modalities, eight participants (35%) in the study 

included responses that in years past may have been formerly classified as crafts. Replies 

such as these potentially indicate a broadened participant definition of what constitutes a 

creative modality.  

Participant replies from the initial questionnaire provided data about participant 

comfort or lack of comfort in an art education course. Predictably, most participants 

found the most comfort working with artforms that they had the most experience with. 

Respondent self-reported personal comfort levels with various topics were self-ranked on 

a scale of one to ten, with one being the lowest and ten the highest degree of comfort. 

Because comfort is an individually subjective term, classifications as to what ranking 

represented what degree of comfort were not dictated. The twenty-three respondents rated 

their personal comfort levels on the topics of making art, teaching art, talking about art, 

incorporating art with other subjects, taking creative risk, teaching an art lesson, and 

using a variety of modalities in artmaking. At the outset, about half of the participants 

(48%) rated their comfort with making art as greater than their comfort teaching art. The 

post-course questionnaire indicated a notable increase in participant-reported comfort 

teaching art, which equalized with their reported comfort making art. In the initial 
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questionnaire, four participants (17%) reported an overall low self-ranked comfort level 

in both making and teaching art, rating their comfort level at a four or below. The 

remainder of the class averaged higher overall self-ranking about their personal comfort 

levels in the various categories. The importance of the self-ranking at the outset of the 

course was to create a benchmark against which to later compare participants’ individual 

and group ratings of comfort at the conclusion of the course for analysis.  

Participant Projections for Utilizing Art in Teaching Responses 

My study investigates participant-reported comfort in making art and also 

examines ways that these future educators envision incorporating art into their 

elementary classroom teaching. When asked in the initial questionnaire how they 

envisioned teaching art education at the outset of the study, all respondents were able to 

describe possible ways to teach art. However, most examples they offered were 

predictable illustrative extensions of other classroom disciplines, such as drawing a 

picture about a history lesson or characters in a book. Some students recalled art projects 

from their own prior elementary school art experiences, and they anticipated 

incorporating these practices into their classrooms, such as holiday inspired art projects.  

Two students (7%) envisioned utilizing journaling where elementary students 

would not only write, but could also draw while keeping a journal. One student (4%) 

considered the classroom as a space that her students could make contribution by shaping 

how their daily environment looked through the addition of their artwork. (She later 

designed a lesson plan addressing the classroom as place, indicating a continued interest 

in promoting elementary student contribution to their learning environment). Participant 

responses about how they envisioned utilizing art in the elementary classroom hinted at 
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their wish to use art as an interdisciplinary and motivational tool, and again identified 

their need to learn ways to do so. Participant answers from the initial questionnaire were 

eventually compared to their culmination course questionnaire responses are analyzed in 

Chapter Five.  

Instructional Strategies Introduced and Participant Responses 

Throughout the study I collected participant data about instructional strategies that 

they reported as helpful when learning how to teach elementary art education. At the 

outset of the course I observed a wide range of participant artistic ability and confidence. 

Most participants reported being unskilled at drawing, and they took tentative first steps 

during introductory experiential learning activities.  

Demonstration and Modeling 

Although the intent my study did not initially include investigation into the role 

that demonstration and modeling played when instructing preservice elementary 

educators, the effectiveness of these two practices frequently emerged in participant 

reflective writing. At the outset of the course I utilized instructor demonstration to 

introduce course art materials and concepts in order to build participant confidence in 

both making art and teaching art. Course demonstrations were followed by student 

independent exploration of media and materials. These initial course engagements were 

undertaken to bolster participant comfort and support later voluntary risk-taking and use 

of multimodality for art education. As it turns out, participants frequently identified the 

effectiveness of demonstration and modeling in helping them learn art education 

practices, causing me to acknowledge the role both can have in preservice elementary 

education. Participant reflections support the benefit of learning by demonstration:  
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• “I was able to see two different types of demonstrations take place. The first,
instructed students on how to use materials, in our case it was glue. The second
demonstration discussed a style of art, and mainly conveyed the expectations of
the task. Neither one of these demonstrations dictated a subject or style. These
demonstrations instead introduced a basic concept in order to direct thinking and
provided students with the tools they needed to be able to convey their
interpretation of this concept.” (Kim, fieldnote two, 2016)

• “It is so important to never skip over small details when teaching children. If I had
learned how to shade and contour properly as a child, my drawing skills would be
far greater than they are now and would most likely be second nature, but because
I was never exposed to that, I am almost starting from scratch and re-learning.
When teaching students any subject, I want to remember, and all teachers to
remember, that even the tiniest of details matter and can make a world of
difference.” (Sian, fieldnote one, 2016)

I utilized demonstration to launch art undertakings and to clarify concepts with

students. While demonstrating, I rendered a sample in a simplified manner and did not 

take the project to completion. I streamlined any process that contained multiple steps as 

much as possible, and I wrote the steps where students could see them if they wished 

while working on their own rendition. Although this presented a prescribed solution, at 

the start of the course many participants verbally appreciated this form of instruction. I 

believe this approach to the initial in-class artmaking endeavors was a necessary action in 

order to encourage participants to venture outside of their comfort zone and begin to take 

more individualized risk in artmaking. 

Along with the practice of demonstration, I also modeled how to design an 

elementary level art lesson by showing students ways to apply specific art practices to a 

rubric assessment format. This merits mention in my study because many preservice 

elementary educators in my study had limited art education experience, and they also 

lacked knowledge about how they might assess elementary artmaking activities. For 

example, elementary-level drawing rubrics I introduced contained basic criteria such as 
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varying the thickness of a line, shading with the contour of a shape, and student effort 

while experimenting. Rubric assessment of art was a new practice to many of the 

participants. Once an in-class art assignment was completed, I modeled how participants 

might fill out the course lesson plan template (Appendix D) by applying what was 

learned through the art engagement.  

During the study, participants continued to emphasize the effectiveness of 

demonstration and modeling. They shared their input orally during class commentary, in 

written participant fieldnotes, and through written reflections. Demonstration of 

artmaking techniques and materials essentially promoted the instructional strategy of 

experiential learning, even though I had not specifically set out to include it in my 

research.  

Experiential Learning 

Similar to the process of action research itself, experiential learning includes 

cognitive actions of setting goals, thinking, planning, experimentation, reflection, 

observation, and review (Kolb & Kolb, 2005). Experiential learning is knowledge gained 

through experience. Play is a form of experimentation and thus is an experiential creative 

process through which people of all ages can gain comfort (Graham, 2015; Hafeli, 2015; 

Hicks, 2004). Actions during my research shifted preservice elementary educators’ prior 

knowledge about the positive educational role of play into their ability to reconceptualize 

art education as an experiential learning endeavor. Increasing creativity through play 

while engaging in artistic activities can hold unexpected outcomes (Freedman, 2015; 

Graham, 2015; Hicks, 2004). Experiential activities in the study invite the serendipitous 

outcomes that can result during art creation, thus tied the concept of experiential learning 
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to voluntary risk-taking. In order to gather participant input about experiential learning 

and voluntary risk-taking, I required them to reflect upon course engagements. Reflection 

also serves as a way to prompt experiential learning (Oxendine et al., 2004), because it 

encourages additional thought about actions undertaken.  

My research fieldnotes indicate that early course experiential learning activities 

were crucial in bolstering participant comfort. Classroom and homework activities 

prompted experimentation with choices of artmaking materials. Experimentation during 

in-class activities introduced both realistic and abstract concepts. During a lecture about 

instructional strategies, I asked the participants if they were familiar with experiential 

learning. Their non-reaction indicated that they did not have prior familiarity with the 

term. I defined experiential learning to the group, yet, later that day a student asked me to 

redefine it and several other class members murmured assent as well. This indicated to 

me that the technical definition of the term, rather than the concept of learning by 

experience, required additional reinforcement.  

After coursework incorporating experiential learning projects, participant positive 

reaction to experiential learning was reflected in their first course fieldnotes: 

• “I drew the eye using the techniques and produced the best work of art I have ever
done. I am not saying the drawing was perfect by any means, but I was really
proud how it turned out, mostly because I tried something new. I realized that this
is the most important thing I want to teach my own students, whether it be in art
or math. The realization that you have accomplished something you thought was
not possible is an incredible feeling and I want all of my students to feel that
feeling as well.” (Sian, fieldnote one, 2016)

• “I didn’t feel like I was learning; I enjoyed learning by doing. I think that students
learn more when they don’t realize that they are learning. I think hands on
learning [activities] are more effective for most students, so I would use that in
my teaching.” (Dawn, fieldnote one, 2016)
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Dawn aptly pointed out that learning through experience can be subtle yet educationally 

impactful. Participant commentary about unexpected results emanating from learning by 

doing reinforced the positive yet subtle impact of experiential learning as an instructional 

strategy. 

The experiential learning that took place with this group of educators was also 

evident in their ability to translate concepts from week-to-week and apply introductory 

drawing techniques to subsequent in-class assignments. For example, in the initial course 

warm-up activities, participants were introduced to graphite shading technique prompting 

them to shade the contours of an apple. This translated into students’ ability to apply 

volume shading to a realistic rendering of an eye and supported their ability to add 

volume through contour shading to abstract compositions. Through a warm-up project 

that I entitled abstract by enlargement, a nondescript photographic image cropped from a 

realistic photograph was utilized to prompt exploration of shape, color, and texture in an 

abstract manner. This activity translated into student-made interdisciplinary connections 

about how close-up observation of imagery could be implemented into science, 

geographic, or archaeological studies. Through use experiential learning as an 

instructional strategy, over the course of the study I observed increased participant 

willingness to take creative risk through the concept of voluntary risk-taking.  

Voluntary Risk-taking  

Scholars describe voluntary risk-taking as an opportunity to use courage to 

confront fear, increase belief in individual competency, hone the ability to strategize, 

provide opportunity to innovate new solutions, and experience personal exhilaration 

(Lupton & Tulloch, 2002; Parker & Stanworth, 2005). Positive outcomes from engaging 
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preservice educators in voluntary risk-taking must be weighed against potential negative 

emotional impact, and could result in opposite experiences of the above-mentioned 

benefits (Clifford, 1991). Because potential negative emotions are dependent upon each 

individual involved, the degree of creative risk-taking that participants elected to explore 

was self-determined. 

At the beginning of the study I noted that preservice elementary educator artistic 

comfort levels varied by individual. In order to address artistic trepidation as a natural 

emotion in the artmaking process, I employed voluntary risk-taking as a form of 

experiential learning throughout the course. I described voluntary risk-taking to 

participants as low-stakes creative risk-taking. The stakes involved were considered low 

stakes because activities were voluntary challenges that did not hold the potential penalty 

of an unfavorable grade. This assessment policy allowed participant focus to shift toward 

experimentation and concept development rather than prompt them to scrutinize their 

artmaking ability and judge the outcome of a physical work of art. Participant willingness 

to voluntarily take a creative risk shifted their focus to the work involved in artmaking, as 

represented by these participant reflections:  

• “I realized how difficult it can be for some people to put themselves out there in a
visual way. Art can be emotional and it can be very stressful and risky to be
judged in that way. I have always considered myself a very artistic person, but I
definitely now better understand the presence of risk. I draw a lot, but it is always
at home and I am always alone. Being asked to put a pencil to paper in front of
peers can be very difficult for self-esteem and emotions within a person. This
aspect of a risk was specifically important to me because I was able to personally
connect to the stress that exists in those situations.” (Linda, fieldnote one, 2016)

• “I learned in class last week [about] what is holding me back in my pieces that I
make in this class. After I did my abstract piece and looked at everyone else’s, I
was very disappointed and embarrassed with what I did. But, I am glad that I felt
this way because it made me realize that I am not pushing myself hard enough. I
chose the easiest, simplest picture to draw and color, because I do not believe that
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I am good enough to draw the harder pictures. From now on, I am going to try 
and challenge myself and draw something that I would never imagine drawing, 
because I would rather aim high and fail than aim low and still fail!” (Paula, 
fieldnote one, 2016) 

While encouraging participants to take voluntary creative risk, I introduced the idea of 

taking artistic license, which grants them the right to make changes in their individual 

artistic expressions. The phrasing of having artistic license resonated with participants: 

• “I think many students and maybe even artists are reluctant to take risks, but just
having that reminder that it is their art and they have license to do what they want
to do just reassures that they should! I think students should also be given a
‘learning license’ so they can be reminded that we are all still learning and that
there are no silly questions or need to be perfect and that risk-taking is a part of
learning. I wonder if that license would help students feel more comfortable
taking learning risks.” (Cindy, fieldnote one, 2016)

• “I liked the concept of using our ‘artistic license’ to create whatever we wanted. I
think younger kids would love the idea of having ‘artistic license’ because it
would help them get their creativity flowing and be proud of what they created.”
(Nancy, fieldnote one, 2016)

During my prior experience teaching elementary art to young students I found that the 

idea of artistic license inspired students to take risk while creating personal art. This 

concept also resonated with preservice elementary educators, as participants specifically 

referenced artistic license repeatedly both verbally in class and in their written reflections 

throughout the study. 

As a voluntary risk-taking warm-up activity during the first weeks of class, I 

introduced line drawings by Alexander Calder. After looking at samples of Calder’s 

simplified ink drawings capturing the essence of an animal, students interpreted his 

drawing style by creating watercolor line drawings of subjects of their own choosing. 

This demonstrated risk-taking because the drawings were rendered without prior 

sketching and by use of a paintbrush as a drawing tool. I regarded the participants’ 
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enthusiastic participation in this activity as evidence of their willingness to step outside of 

their comfort zone and engage in initial voluntary risk-taking activities that held unknown 

result. Throughout the course students were encouraged to take similar voluntary risk 

both in how they chose to render their homework and during in-class activities.  

Voluntary risk-taking was a topic that participants chose to address in their 

fieldnotes and reflections, and many particularly focused on how risk applied to the 

teaching profession: 

• “Teaching is a profession that in this current day and age, garners little economic
reward and little respect. Dedicating your life to a broken system in the effort to
try to improve it is risky.” (Gina, fieldnote two, 2016)

• “Each day that I’m teaching in front of the class I risk that something may not go
the way I had planned, and if I fail at something, it is okay, because I can learn
from it.” (Jackie, project reflection sheet, 2016)

As a cohort requirement, participants were mentored in elementary classrooms and their 

involvement as a teacher in front of the classroom increased as the semester progressed. 

Their investment in their roles as educators became something they increasingly reflected 

upon during the study. 

While specifically reflecting upon risk-taking, Emma related artmaking to science 

by writing that she hoped to remind her students how similar it is to the invention 

process. Discussing her own comfort zone, Heidi wrote that she perceives that being open 

to taking risks in an art education class will help her gain an appreciation for a variety of 

artistic skillsets. Participants were able to observe risk in many forms. Linda noted that 

something as simple as picking up a pencil and drawing a circle could be considered 

taking a risk for some students they will teach. She also recognized that standards and 

students change and this necessitates the need to adapt instructional methods and risk that 
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new approaches might fail. Linda illustrates this with her own mathematical equation: 

• “No risks = tons of limits = no exposure to new things.” (Linda, participant
reflection, 2016)

Linda’s use of a mathematic analogy is yet again another example of how preservice 

elementary educators translated topics from the art methods course into interdisciplinary 

understanding. 

Some participants related risk to their current role as a student. Tina responded 

that engaging in risk-taking would help her gain perspective from her students’ points of 

view. Cindy discussed the risk of being judged by mentors, peers, and supervisors. She 

noted that this point in her education is a good time to risk failure in order to learn. Ann 

wrote about the intimidation she experiences while working with her mentor teacher and 

her reluctance to offer suggestions and input. Looking at the potential reward of taking 

risk caused Ann to remind herself to risk sharing her ideas because it is part of her 

educational growth process. Dawn reflected on the reality that the first year of teaching 

would be nothing but taking risks. Rita added that risk-taking in the course thus far 

resulted in her learning new educational methods that might benefit different types of 

learners she will eventually work with.  

Not every participant embraced voluntary risk-taking without question. Being an 

athlete, Sam pointed out health and safety concerns about taking risk that may result in 

possible danger or injury, noting that there should be a safety net around taking risk. He 

also worried that there are societal norms about risk-taking that may negatively 

categorize an educator who embraces the practice. Contemplating how risk-taking might 

apply to his teaching, Sam added that encouraging students to take risks might promote 

student confidence by supporting students to expand beyond what they are familiar with. 
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Overall, voluntary risk-taking as an instructional strategy employed during the 

course prompted students to explore art education concepts that might have been new to 

them without the ramification that experimentation might have negative grade 

consequences. This helped foster an exploratory attitude and paved the way for additional 

instructional strategies such as choice-based instruction to be introduced.  

Choice-based Instruction 

Choice-based instruction offers students the opportunity to communicate and 

make decisions through artmaking that includes a variety of materials, methods, and 

content (Szekely & Buckman, 2012). My design for the course incorporated choice-based 

instruction in order to facilitate voluntary risk-taking and multimodality by offering 

participants a wide range of artistic selections to work with. Although specifically 

examining choice-based instruction was outside of the scope of my initial research plan, 

it warrants inspection due to participant reflection about this instructional strategy. 

Participants frequently reflected that choice of things such as solutions and materials was 

an art educational approach that was new to them and thus served to disrupt the stasis 

cycle.  

Jaquith (2013) points out that choices of content and media can provide strong 

intrinsic motivation that may be effective for some but not all learners. This proved to be 

true in my study, as several participants reported that they found the open-ended nature of 

the course to be frustrating. Conversely, other respondents stated that they valued a wide 

range of choice offered in class assignments. Personal preferences in how content was 

best taught differed by individual, with some participants wishing for more instructional 
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guidance, and others relishing the opportunity to experiment. Early in the study, when 

choice-based instruction was introduced, participants offered: 

• “One thing I took away was the importance of student choice. The assignment
was to draw an eye using line quality and contour shading among other
techniques, and there was a drawing example provided. However, I love cats and
the difference in cat and human eyes. I loved that we were not only allowed to
alter the assignment to fit our interest, but were encouraged to do so. I hope I can
learn to allow my student to make choices in assignments to fit their interests in
order to encourage passion and excitement in their work.” (Cindy, fieldnote one,
2016)

• “I appreciated learning about choice-based instruction. It carried over into our
homework assignment where we were allowed to choose a project from a list of
approved prompts. This choice allowed us as students to feel more confident in
our work because we were able to choose a project that we connected to. This in
turn allowed us to feel more sure and confident. I would love to see more ways to
incorporate choice-based instruction into other subject areas, since I think it’s a
valuable way to give students a little bit of control over their learning experience.”
(Shawna, fieldnote one, 2016)

I noted from class commentary that choice-based instruction unsettled the stasis cycle of 

many participants’ prior art education instruction. Yet, as the course progressed, 

participants mirrored the use of choice when creating elementary art lesson plans. As 

evident in Shawna’s fieldnote, choice-based instruction was also considered as having 

potential for interdisciplinary elementary classroom use. 

Interdisciplinary Art Education 

Data from the initial questionnaire indicated that all but one participant (4%) 

identified their expectation to learn how to integrate art into the elementary classroom. 

Dawn was the exception, carrying forward her past elementary art educational 

experience: 

• “I haven’t really thought about how I would incorporate art. Because I grew up
with an art teacher in all of the schools I have gone to, I assumed that I would
have that luxury and not really have to think about how to incorporate art.”
(Dawn, initial questionnaire, 2016)
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The remaining participants wrote about their desire to integrate art with other courses of 

study and this intention continued to be evident in their classroom comments.  

I modeled the inclusion of interdisciplinary content during a demonstration of 

how to draw a realistic eye that was based on M.C. Escher’s artwork. During the 

demonstration, I incorporated a simplified anatomy lesson. Numerous participants 

reflected upon this demonstration in their fieldnotes: 

• “When watching the eye drawing tutorial the idea of using the assignment as an
anatomy lesson was brought up. I really hope that in the future I can incorporate
art and academic content into the same lessons so my students are able to make
connections.” (Cindy, fieldnote one, 2016)

• “I learned something new about how to draw the iris in relation to the lids of the
eye. Learning about having a light spot in the iris to make it appear more realistic
brought an ah-ha moment. Taking a closer look at what accenting the contour
lines and the dramatic effect it brings to an image was amazing. What I found
beneficial was having the terminology explained while giving the demonstration;
it was extremely helpful. I want to use the terminology with my future students so
utilizing the terms in this class will help solidify my understanding.” (Hannah,
fieldnote one, 2016)

Gaining observational abilities through learning about rendering the anatomy of an eye 

allowed students opportunity to practice realistic drawing techniques. Seventeen 

participants (74%) previously identified their expectation to improve their artistic skills, 

and demonstration that included drawing techniques helped to address this desire. In the 

early stages of the course I noted that realism was largely a litmus test for participants’ 

identification of their own artistic ability. Many participants verbally shared their 

appreciation of learning how to draw and realistically shade an eye through that particular 

warm-up activity. My instructional meeting of some participants’ need for sequential art 

instruction potentially aided them when applying that newfound knowledge and 

confidence to their future self-initiated use. 
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Art lesson plan design. During the study each participant designed and taught 

three elementary-level art lesson plans to a small group of their peers. The course lesson 

plan template was designed to meet state and national visual art standards and included 

space to identify other disciplines that were addressed in the art lesson.  

The first lesson plan assignment introduced participants to the process of 

designing, creating an art sample, and teaching an elementary-level art lesson. I did not 

require that participant lesson plans be original concepts, and I instead prompted 

participants to research quality art lesson plans through recognized online art education 

resources. The course template and the online art lesson plan examples assisted 

preservice elementary educators to create quality lesson plans that met a variety of state 

and national fine art standards. If a participant opted to utilize or alter another person’s 

lesson plans, I required participants to acknowledge this and cite their sources. Most 

students began with ideas from resources that they further adapted to meet their own 

individual use. Although not required to do so, the majority of participants voluntarily 

also added interdisciplinary components to their first lesson plan, exemplifying their 

strong desire to integrate art with other subjects. After teaching the lesson, peer feedback 

was given at each table grouping. Participant lesson plan reflections frequently mentioned 

specific peer suggestions about ways further the interdisciplinary potential for their 

lesson plans. The inclusion of peer feedback in their reflections also indicated the 

instructional value that participants placed upon peer input. 

The second lesson plan assigned in the course included the requirement to 

incorporate an interdisciplinary component to an elementary art education lesson. 
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Students each chose their topics and utilized a range of interdisciplinary connections that 

included language arts, science, social studies and math.  

• “Constructing this lesson plan, I learned that tessellations could be explored in
different ways”… “Looking at the feedback from the group, I learned that, they
too found it interesting how you could modify this lesson to any grade level.
Furthermore, this lesson could be integrated not only in math and science [by
using tessellations that have to do with plants and animals], but also with social
studies. There are ancient artworks that have tessellations that can be taught to
students; like, Ancient Greece and Egyptian.” (Cathy, lesson plan one, 2016)

• “When I presented the lesson on how to make a diagonal stripe friendship
bracelet, at first I was worried this project would be too crafty but I realized I
could incorporate math and history into the lesson.” (Alyssa, lesson plan one,
2016)

Peers in Alyssa’s group strengthened what initially could have been considered a folk arts 

lesson as they helped her to identify interdisciplinary connections. The participants’ third 

lesson plan design is presented later in this chapter, as it directly resulted from concepts 

introduced by the culmination course art project.  

Issues-Based Instruction  

The next instructional strategy in the sequence was the incorporation of issues-

based instruction that introduced contemporary art to aid with interdisciplinary 

connections. The educational address of socially relevant issues was a surprisingly 

familiar concept to course participants and this was evident in the educationally relevant 

concepts they investigated. I introduced issues-based contemporary artwork to assist 

them in reconceptualizing ways to teach elementary art through the exploration of 

societal issues. I showed the class a selection of contemporary artworks that speak to 

issues-based themes, chosen because they were also rendered through a variety of 

modalities. Thus, issues-based contemporary artwork became meshed with multimodal 

ways of making and teaching elementary art.  
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Several early course assignments indicated that some participants entered the 

course understanding how issues-based instruction might integrate with artmaking. For 

example, Tina’s first elementary art lesson plan went beyond the initial requirement for 

the assignment to teach a basic art lesson. Tina initiated an issues-based lesson plan 

inspired by World War II propaganda posters. While teaching her lesson to a peer group, 

Tina asked her peers to apply modern context using persuasive concepts from a past era. 

One of her peers created a recruitment poster based upon an Uncle Sam World War II 

poster, juxtaposing the message “We Want You!” with an image of a “Mockingjay” pin. 

The Mockingjay reference was inspired by the currently popular book and movie, The 

Hunger Games. The student-designed rendering was a call for enlistment in the same 

manner as the vintage recruitment poster. The juxtaposition of vintage to modern allowed 

for critical discussion about issues-based messages that can underlie imagery in 

contemporary visual culture. 

Issues-based contemporary art as seen through a multimodal lens segued into 

course assignments that applied a multimodal focus to topics of societal significance. 

Additional data pertaining to issues-based instruction are presented later in the chapter 

when I discuss the course culmination art project that required an issues-based topic to be 

expressed through a choice of modalities. Through an assignment such as this, it was 

possible to research what occurred when issues-based art creation was paired with 

multimodality as an instructional strategy. 

Multimodality Instruction  

Because the intent of my study was to facilitate voluntary risk-taking and 

multimodality when teaching art education, multimodality was a primary instructional 
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strategy applied throughout the study. When I initially introduced the concept of 

multimodality in art education to the class, I noted that it was necessary to define 

multimodality because participants were unfamiliar with the term. Some participants 

viewed mixed-media activities as a multimodal form of artmaking because both involve 

combinations of media in the pursuit of making art. Interestingly, the example of a mixed 

media assignment was of unintended assistance in transitioning participants into thinking 

about multimodality because it created dialogue about how the two things were similar 

yet different. 

Students in Creative Arts Methods were required to create three different lesson 

plans and although not required in the first lesson plan, four participants (17%) 

instinctively utilized multimodal instructional approaches by incorporating visual and 

auditory enhancements. For example, Kim incorporated a multimodal introduction to her 

first art lesson plan by creating a short video that she then tied to the content of an 

elementary-level book that she used to introduce her art lesson. Participants’ subsequent 

second and third lesson plan designs increasingly incorporated use of multimodality, and 

additional participant lesson plans are analyzed in Chapter Five. 

As the course instructor I modeled instructional uses of multimodality and 

technology. I demonstrated art materials emphasizing tactile and kinesthetic movement as 

well as visual modalities. I used PowerPoint to display art visuals, and I also utilized 

technology to show several short videos. Another multimodal approach I modeled was 

music. In one instance I played two different songs and asked the class to discuss how 

musical prompts might inspire artistic renderings. Auditory modality ideas that the 

participants offered were to use music to provide a transition between subjects or as a 
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way to incorporate a linguistic modality into art instruction. I introduced music into the 

course at other times in order to influence the tempo and mood of assignments during 

class. Music as a modality prompted Emma’s fieldnote: 

• “Music is a good brain break and transition method to use between subjects and is
a good way to introduce a lesson. I think giving students a piece of music to listen
to and to draw how the music makes them feel is a great way to wind them down
or to get them excited, depending on what the next lesson is going to be. I will
definitely be using both of these in my classroom as much as I can.” (Emma,
fieldnote two, 2016)

Additional examples of multimodal approaches are presented in sections dedicated to 

particular course assignments, including multimodality explored through bookmaking. 

Bookmaking as multimodal instructional strategy. Mid-way into the semester, 

a bookmaking assignment reinforced multimodal forms of artmaking by engaging 

elementary educators with something that they are familiar; books and reading. I 

demonstrated how to make a hardcover book and I provided samples of basic book 

formats that could be adapted for elementary instruction. Naturally, visual and linguistic 

modalities are present in books, but I also showcased bookmaking concepts that 

challenged the book form beyond the western codex style by introducing visuals of artist-

made books that push the boundaries of what constitutes a book. This prompted a 

reconceptualization of traditional book forms inclusive of a wide variety of formats as 

well as educational function for the elementary art education. 

For the course bookmaking assignment students were required to create a concept 

map to assist them to develop content for the two different books they were required to 

create. The bookmaking assignment was not restricted by format or content, nor was the 

book required to address a topic or technique students intended to teach. This assignment 
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was meant to disrupt preconceived boundaries and explore the interdisciplinary potential 

of bookmaking.  

In order to further challenge participant reconceptualization of books as an 

artform, the assignment was supported by a class fieldtrip to the UA campus Special 

Collections Library, where participants were invited to touch and explore a variety of 

book forms that the docent selected for our class visit. Being educators at heart, the 

opportunity to engage with unique books was meaningful to many as was evident in their 

reflections about the experience. These are two representative samples: 

• “By visiting this library, I learned a great deal about the wide variety of books that
have been created and how unique every book can be. The book that I found to be
the most interesting was currently the smallest book in the world. What I liked
about this book was that it showed that books can be in any size, shape, or form.
This was an important idea for me to learn prior to making my own book.” (Rita,
fieldnote three, 2016)

• “I was able to discover different styles of books that utilized different techniques.
For example, the very tiny book and the book with all the physical diagrams
really stood out to me because they brought books to realms I hadn’t seen or
thought of before. This displayed to me that books are more than just writing of
stories with artful pictures; that the books themselves are actually art.” (Sam,
fieldnote three, 2016)

Participants that I visited with as we left the library expressed that the ability to touch the 

book samples was especially meaningful and helped them to develop ideas for their 

upcoming bookmaking assignment. According to participant fieldnotes, my class 

PowerPoint illustrations along with the fieldtrip provided needed assistance for the design 

of their own books.  

Select bookmaking examples. Participants were encouraged to take voluntary risk 

in the creation of their books, and the majority of the resulting books were outstanding in 

both concept and construction. Each of the participants was required to create two books; 
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therefore there were a total forty-six projects created during the study. I dedicate 

individual pages to the presentation of five representative book examples that provide 

evidence of the participants’ embrace of voluntary risk-taking and multimodality during 

the bookmaking unit. Further analysis of bookmaking is presented in Chapter Five.  



133 

 Figure 2. My Nature Book, Paula, 2016 

Paula’s My Nature Book (see Figure 2) is an example of a student project that met 

the minimum criteria for the book assignment. Her book construction technique was not 

accomplished, but her concept development was highly developed for a new artist. 

Paula’s three by five inch book contains eight pages filled with example crayon rubbings 

of plants and textures from nature. She intentionally explored a bookmaking concept that 

she could teach to elementary students while on a nature fieldtrip, filling the original 

blank interior pages with crayon rubbings of various leaves and elements that she 

observed during a nature walk. Like Paula’s example, about half of the participants opted 

to make their bookmaking projects inclusive of elementary classroom content and ease of 

construction with the intent to teach the process to elementary students. Additional 

samples of participant books illustrate participant bookmaking projects that took the 

assignment much further. 
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Alyssa created an interactive book design that promoted problem solving and 

ethics (see Figure 3). Alyssa’s book was unique in concept and construction compared to 

her classmates’ designs. She posed the situation of finding a wallet, and challenged the 

reader of her book to consider evidence found in the wallet in order to deduce the best 

way to return the wallet to its owner. Included in the wallet’s clues were a driver’s 

license, a student ID, an employment card, and a doctor’s appointment reminder. All 

documents provided ways to return the wallet to the owner, and the book design prompts 

the reader to create a plan. Alyssa shared with me that the idea occurred to her as she was 

contemplating ways she might make an interactive book. 

Figure 3. Lost and Found, Alyssa, 2016 
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Ken embraced voluntary risk-taking in his design of a book structure created with 

Lego blocks (see Figure 4). He interpreted the elements of fire and water in his two-piece 

bookmaking project, addressing topics of inequality in the text of his book. Ken created a 

ticker-tape paper scroll that folded to nestle inside a red box representing fire. The reader 

had to deconstruct the book in order to access the written message in the sealed red box. 

In the lower blue section of his artwork, representing water, a foil scroll was suspended in 

actual water, and again was removed from the box in order to be read.  

Figure 4. Fire and Water, Ken, 2016 
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Ken explored multimodality in the creation and presentation of his book. His 

book was truly an artist book and not designed in a manner expressly for elementary 

educational use. His ingenuity was highly valued by his classmates as evidenced by their 

verbal responses to his book. Ken took pride in the fact that he designed an artist book. 

One of his peers commented that they thought that perhaps he had chosen the wrong 

major, and that he could have been an art major instead. Ken replied that he had never 

before thought of himself as an artist prior to undertaking this assignment, and his grin 

indicated that he was pleased by his peer’s comment.  
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Three participants (13%) previously identified crocheting as a personal creative 

skill, so when lecturing about issues-based contemporary and multimodal art I introduced 

samples of a social movement known as yarn bombing. Linda responded by crocheting 

an eight-inch square six-page book complete with crocheted covers (see Figure 5). The 

effort and design evident in Linda’s project provides an excellent example of what can 

result from challenging students to take voluntary risk with modalities of their own 

choosing. Linda’s artwork also reflects an enormous amount of time devoted to her 

bookmaking project, going well beyond the assignment criteria. Linda reported that she 

did so for her own edification and satisfaction. In her reflections about the bookmaking 

assignment, Linda shared that she had never before thought of herself as an artist and that 

this assignment altered her perception. 

Figure 5. Colors and Shapes, Linda, 2016 
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Bookmaking examples such as these illustrate the variety of multimodal solutions 

that the assignment generated. The quality and depth of content of the samples are 

representative of the majority of student books from the engagement. All of the 

participants met the rubric criteria to obtain an “A” on their book projects. The 

bookmaking rubric required two different books, and one was required to have a hard 

cover. Concept development constituted half of the assessment points evident by the 

submission of a concept map for each book and a sample book showing planning of 

construction. The other half of the points assessed craftsmanship and included inclusion 

of a cover that represented the book content, quality book construction, neat presentation 

of contents, and a continuity of illustrations and writing in the book. Bonus points were 

awarded for complexity, and this may account for so many students pushing well beyond 

the basic rubric requirements.  

Knowing they would present their books in class may also have been a factor in 

the amount of work participants devoted to this undertaking. Perhaps some of their 

dedication to this assignment was impacted by their inherent respect for books. I did not 

gather data about their motivations, but it was evident to me that the majority of the 

participants took the opportunity to push well beyond basic requirements. This indicated 

willingness to engage in voluntary risk-taking while creating a form of art in ways they 

had not made art before. Introducing artmaking that explored new definitions of what 

constituted a book as well as invited multimodal solutions assisted participants to 

reconceptualize the book form and contemplate interdisciplinary connections. 

Issues-based and multimodality. Participants increasingly mentioned 

multimodality in their fieldnotes as the course progressed. Multimodalities found in 
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issues-based contemporary artworks shown during a class lecture facilitated discussion 

and written responses: 

• “This week’s lesson caused me to think about the purpose of modern art, and
what art is. It seems like what we’ve considered art in the past is painting, and
sculpture, and even architecture or poetry, but today art has many different
modalities that can be implemented.” (Gina, fieldnote three, 2016)

• “My favorite thing of last week was [Robert] Barry’s art. I love poetry, so seeing
an artist combine words with sculptures, pictures and other artforms was pretty
cool.” (Ken, fieldnote three, 2016)

Examining issues-based conceptual artwork through a multimodal mindset helped 

participants to reconceptualize what this approach might offer to elementary art 

education. This revised thinking was tied to multimodality and voluntary risk-taking as 

evidenced in this fieldnote: 

• “I enjoyed discussing various modalities and looking at various artists. I thought
this was interesting because it helped reinforce the idea of risk-taking. I feel like
[elementary] students, as well as myself, often think of art as just painting,
drawing, sculptures, etc. It is interesting to combine multiple modalities and push
yourself to take the risk to try something new and see if it turns out well.”
(Shawna, fieldnote three, 2016)

As the course progressed, multimodality emerged in participant lesson plans, and student 

reflections illustrate this. Ann wrote about her Kandinsky-inspired lesson plan that 

incorporated sound:  

• I really liked teaching this lesson. Not only did my students grasp the concept of
creating shapes inspired by sound, but they also had fun doing it. Areas that I saw
that I have to improve on are time management and explaining the artist and style
more fully. I know this [in-class presentation of the lesson] was just a glimpse at
our entire lesson, but my peers seemed slightly confused about Kandinsky’s style.
Their final projects turned out beautifully though. The shapes they created went
along with their sounds. For example, one peer thought of a bowling alley and
made sharp shapes to go along with his strike-making sound. I would definitely
teach this lesson in my elementary class, and incorporate it with science and the
sounds that go along with science.” (Ann, lesson plan two, 2016)
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Issues-based instruction fused with multimodality and helped participants to transition 

from a stasis cycle of elementary art education into reconceptualized viewpoints. The 

course culmination art project allowed for the collection of specific data about issues-

based topics and multimodality. 

Culmination Art Project Data 

The culmination assignment emphasized both voluntary risk-taking and promoted 

the creation of a multimodal issues-based artwork. It was not intended to be an 

elementary art instruction endeavor, but instead was assigned as an opportunity to create 

an adult-level artistic expression. As in prior course endeavors, this project was designed 

to be a voluntary low-stakes risk-taking undertaking that emphasized concept. An 

assignment sheet guided participants to select an issues-based topic and render it utilizing 

a modality/modalities of their choice (Appendix E). Participants were urged to embrace 

the mindset of creating an artistic expression that they would most like to undertake if 

they knew they could not fail. Whether or not the resulting artwork was successful was 

not of importance to the grading, and this freedom may have contributed to the success of 

the resulting student projects. Assessment relied upon a participant’s completion of an 

artist statement, presentation of their art project to the class, and completion of a 

reflection worksheet after their presentation. Participant personal pride and their 

willingness to take voluntary low-stakes risk in the assignment resulted in inspirational 

culmination projects that examined a wide variety of modalities and issues-based topics.  

The culmination project required participant choice in both the topic and in the 

modalities utilized to render the artwork. The issues chosen indicate topics of concern to 

the preservice elementary education students in this research group. Additionally, 
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participants selected a wide variety of contemporary issues for their projects, and these 

issues fell into six broad categories as illustrated in Table 2. 
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Table 2 

Issues Addressed in Participant Culmination Projects 

Issue Addressed by Participant Subject within the Issue 
Social Justice Issues (examined by four students) (Family Diversity) 

(Mexican American Stereotypes) 
(Public School Inequality) 
(American Equity) 

Societal Issues (examined by eight students) (Materialism) 
(Poverty) 
(Recycling) 
(Mental Illness) 
(Youth Depression) 
(Planned Parenthood) 
(Social Media as a Drug) 
(Adolescent Issues) 

Cultural Issues (examined by two students) (Globalization of Dance) 

(Cultural Appropriation) 

Self-Identity Issues (examined by eight students)	 (Words to define Self) 

(Words that Hurt: Bullying)	
(Fight or Flight: Fears)	

(Bravery/Fear)	

(Self-Identity: What is Inside)	

(Re-defining Friendship)	

(Body Art)	

(Name Identity)	

Risk-taking Issue (examined by one student)	 (Creativity)	

Educational Issue (examined by one student)	 (Children are our Future)	
Note. One student created two culmination art projects, thus there are twenty-four projects included in the 
data instead of twenty-three.  
aCategories were decided based upon participant reflective writing about their choice of topic and what they 
were intending to address. 
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Issues, Modalities, and Insights 

My research design sought participant insight about the culmination project and 

data were collected from presentations and artist statements of each culmination art 

project, the class oral and written reflections about individual projects, and from each 

participant’s project reflection worksheet. When the project was assigned I emphasized 

that participants could step outside of the role of educator in both making and presenting 

their issues-based artwork. This is important to note because the majority of participants 

(78%) chose to remain within their role as an elementary educator even though that was 

not required. 

In multimodal theory, a universally accepted list of multimodal categories does 

not currently exist. Therefore, my study utilized a participant-created list of modalities 

that was compiled from the initial course questionnaire where participants identified as 

many forms of creative expression as they could think of. Then these artforms were 

categorized into broad modal categories during a class brainstorming session (see Table 

3). Many artforms identified in this table are multimodal in nature and could potentially 

be classified within numerous modality categories. Note that the linguistic modality is 

inclusive of communicative forms of expression such as written, spoken, and symbolic 

representations. The class-generated categorizations served to inspire multimodal 

solutions for the participants’ multimodal course assignments.  
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Table 3 

Multimodal Categories: Compiled by Participants in the Study 

Modality Participant Provided Creative Expressions 

Visual	 Drawing, Painting, Photos, Crafting, Culinary, Comics, Collage, Doodling, Coloring, 
Scrapbook, Graffiti, Street Art, Maps	

Auditory	 Music: Playing, Listening, Writing, Singing	
Storytelling	

Technological-
based	

Photography, Sound/Music, Videography, Computer, Web Design, Virtual Tours	

Linguistic	 Books, Literature, Writing, Poetry, Lyrics, Theatre, Acting, Comedy, Graphic Novels, 
Blogs	

Tactile	 Bookmaking, Sculpture, Found Art, Pottery, Paper Mache, Crafting, Jewelry, Yarn, 
Sewing	

Kinesthetic	 Dance, Sculpture, Theatre, Animation, Performance	

Design-based	 Web Design, Graphic Art, Bookmaking, Architecture, Landscape, Environment, Interior, 
Fashion, Industrial, Tattoos, Makeup 

Oral/Scent	 Culinary Arts	

Conceptual	 Advertising, Installation, Performance Art, Political Art, Art with Concept	

Note. The categorization of visual modality was primarily identified as 2-dimensional, and 3-dimensional 
artmaking modalities were classified as tactile modalities in the table.  
aIt was noted that many modalities cross into multiple categories and that many modalities include visual 
modality.  
bThe multimodal classifications were defined by participants in the study. 

As previously mentioned, participants were shown visual samples of select issues-

based contemporary art visuals utilizing a range of modalities. Using the multimodality 

classifications found in Table 3, participants identified multimodalities that were evident 

in visual examples shown in class. Additional visual samples of artwork made by 

previous students who undertook the same assignment were also shown to illustrate the 

variety of ways the issues-based multimodal assignment could be accomplished. Samples 

from previous students provided a reference to what persons of the participants’ own 
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educational background and experience had created, rather than solely focusing upon 

artwork made by professional artists. 

Students were given three weeks to complete the culmination art project, but 

because of this group of participants’ cohort responsibilities, the time they had available 

to devote to their art project was limited. It is important to note this limitation, because 

the depth that participants developed their concepts and artworks is noteworthy given this 

constraint. Due to the length of time each presentation required, the class presentations 

were held over two different class periods one week apart. In order to be as equitable as 

possible, the required artist statements were all due on the first day of the presentations. I 

kept researcher fieldnotes of participant verbal comments during each of the student 

presentations, including notes on peer comments that followed each presentation during 

class discussions of the topics addressed and multimodalities utilized.  

Select Participant Culmination Project Samples 

The twenty-three participant artworks in the culmination assignment represented a 

wide range of multimodalities and issues-based topics. Each student created noteworthy 

concepts and quality artwork and representative projects that are later used in my 

research analysis are included in the presentation of data in this chapter. The project 

selections I present each illustrate topics for additional discussion because the impacts of 

these projects are later represented in the elementary lesson plan assignment data. I 

present data from seven participant culmination project samples by describing the 

following information: 

1. Topic and modalities employed

2. Description of the project

3. Visual or written sample
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4. Shared participant insight

5. Peer comments

6. Pertinent quotes about projects selected from the participant’s final

fieldnotes as well as relevant peer fieldnotes
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Paula: (Self-identity) Visual, Technological, and Linguistic Modalities 

 Paula made a digital slideshow of photos she took of both adults and children. 

(The illustration photo is cropped for privacy purposes) (see Figure 6). She asked each 

subject to write a descriptive word about themselves on a piece of paper and then asked 

each to hold their word up for a black and white photo to be taken.  

Figure 6. One Word, Paula, 2016 

During her presentation, Paula discussed the differences she noted while engaging 

with the two age groups. She reported that the children easily thought of a word, were 

eager to display it, and then quickly returned to what they were doing prior to the activity. 

She observed that the adults took much longer to settle upon a word. Once they wrote the 

word and were photographed, adults were critical of the photo that was taken, typically 

wishing to have it re-taken and approved prior to her use of it. In class we discussed the 

necessity of getting formal written consent when taking identifiable photos of participants 

for an artwork for public view.  
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During her presentation, Paula shared her observation that the adults’ words were 

more harsh and self-critical than those of the children. In her artist statement she wrote, “I 

have realized that there is a point in our lives, as we go from childhood to adulthood, that 

our views about ourselves change.” Paula’s reflections about the process of capturing 

self-identity photos with the two different age groups sparked class discussion. Her peers 

suggested that this concept would be interesting to explore with various age groups and 

sexes, to see if one could identify at what age school-age children begin to be more self-

critical in their choice of a self-descriptive word, as well as when their need to examine 

their photo after it was taken emerges. Other students reflected on Paula’s project in their 

own fieldnotes: 

• “One of my favorite class projects, and one that that could tie into mine, was a
photography project about what children thought of themselves, and what adults
thought of themselves. Both projects have the potential for different art lessons
that I can’t wait to use in my future classrooms.” (Dawn, fieldnote four, 2016)

• “I was fascinated by some of the issues that focused around self-identity,
especially those that seemed to showcase the transition of self-identity that
happens from young childhood, to adolescence, to adulthood.” (Ann, fieldnote
four, 2016)

Throughout the course, participants in the study learned from one another. They verbally 

shared that they were impacted by the depth and importance of issues-based topics 

presented by their peers. They also mentioned that they were inspired by the multimodal 

approaches that were addressed in the assignment, often commenting on ways that the 

ideas could be adapted for interdisciplinary educational use.  
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 Hannah: (Self-identity) Visual and Linguistic Modalities

Hannah’s watercolor painting (see Figure 7) reflects upon issues that her 

daughter in middle school was facing about self-identity and feeling invisible. A yellow 

star and the words “I AM HERE” punctuated her rendering of a nearly invisible female 

form as seen through blue-toned trees. This artwork was prompted by a recent teaching 

situation where Hannah caught a middle school girl cutting herself in the bathroom.  

Figure 7. I am Here, Hannah, 2016	
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Having a daughter of the same age, Hannah shared that she felt compelled to 

address this unsettling concern. Hannah likened her use of the star to a mapping symbol 

that represents location. Her symbolic use of the star/place and her purposeful use of 

color were two aspects of this artwork that Hannah’s peers responded to favorably during 

the class discussion and others later contributed their observations about stresses facing 

young people today:  

• “Hannah’s artwork inspired my project for Lesson Plan 3. I thought about
integrating art and self-esteem, which is so crucial at that age, would be a really
unifying educational lesson.” (Gina, fieldnote four, 2016)

• The presentation that stood out most to me was Hannah’s piece. I think emotional
disorders are often ignored in a school setting and in our society. I believe
addressing these issues through art provides students a safe environment to be
vulnerable amongst their peers.” (Heidi, fieldnote four, 2016)

In this way, real life teaching situations were brought to light and shared through 

Hannah’s artwork. The topic of self-identity was the most frequently explored issue in 

both the course culmination projects, as illustrated by Hanna’s example. 
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Rita: (Materialism) Visual, Linguistic, Auditory, and Technological Modalities

 Rita’s artwork, Poetry through Music, was a poem she compiled from music 

lyrics. During her presentation, Rita digitally projected the words as she read her poem 

aloud. Her poem was composed of lyrics from the genre of Rap and addresses 

materialism: 
It’s funny how someone else’s success brings pain 

I see the strongest things 
The evil that money brings 

But every song’s like gold teeth, grey goose, trippin’ in the bathroom 
Blood stains, ball gowns, trashin’ the hotel room 

Dressed in all pink, cept my gator shoes, those are green 
Get the money and run 

We don’t care 
I got money, you got money too 
Got money you get in for free 

The more money I made, you actin’ like my enemy 
Is it the money? Want me to give it back? 

Maybe it’s me, maybe I bore you 
No, no, it’s my fault, cause I can’t afford you 

I traded in my senorita for a microphone 
Until you learn to love ‘em, make ‘em spare no amount 

It’s playtime for the young and rich 
I swear it’s like a disease 

(Rita, culmination art project, 2016) 

In her artist statement Rita wrote that poetry is an artform that she can best use to express 

herself. Her lyric mashup reflects current youth culture and demonstrates ways to 

construct meaning from collective contemporary culture. Her peers identified with this 

modality, with one student writing: 
• “I enjoyed the different activities that utilized language arts because all too often

language arts can be seen as merely writing papers. Rita’s project focused on
commercialism/materialism, as well as conflict through music and poetry. Her
project opened my eyes to using such modalities to help students learn about
poetry and how it can have a truly deep meaning.” (Ann, fieldnote four, 2016)

In Chapter Five, additional reference is made to Rita’s and Paula’s culmination art 

projects and how these artworks sparked reconceptualized elementary art practices. 
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Dawn: (Bullying) Visual, Technological, and Linguistic Modalities

Dawn explored bullying through photographs and words (see Figure 8). She 

presented a digital slide show of three black and white photos of herself and friends, with 

the words “Stop Bullying” written on outstretched palms in eyeliner. While making her 

artwork, Dawn shared that she recognized anew that words are hurtful at any age. She 

challenged herself and her two project participants to recall unkind words that they had 

been called and then write these words on their bodies. She then photographed each 

individual. 

Figure 8. Hateful Words Do Not Define Us! Dawn, 2016 
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During her class presentation, Dawn confessed that she felt if she was requiring 

her friends to undertake take this action for her project, she should also participate. From 

her active engagement in making the art, Dawn shared that participating was much more 

difficult than she thought it would be because she found that these words were still 

wounds. Applying these personally hurtful words to her own body as well as 

experiencing frustration that they were not easily removed, added pathos to her 

experience as the artist. She also identified that placing the hurtful words across her chest 

was the most emotionally painful of all during the artmaking process. 

Dawn’s artist statement points out, “Bullying is evolving from beating people up 

on the playground to [now] attacking their victims from behind a computer screen.” 

Dawn’s artwork inspired classroom discussion about bullying and positive commentary 

about the professionalism of her photographs. Her peers agreed that her artwork could 

function as an anti-bullying advertisement, and this compliment made Dawn smile 

proudly. An interesting peer comment prompted the class to contemplate hurtful things 

they themselves may have said that were potentially harmful to other people. Her peers 

identified Dawn’s project as inspirational to future educational uses: 

• “I like how Dawn used the physical body as a muse to represent the names people
have been called. This interested me because I felt it was a great way to bring art
to life and to raise awareness about the issue.” (Sam, fieldnote four, 2016)

• “Dawn’s bullying project showed ways that many people have been bullied in
their lives, and the effect this has on peoples’ feelings. I thought it would be a
really good idea to do a project like this in the classroom, and have students take
off the words that have been said to them, showing that they can overcome the
bullying.” (Kiara, fieldnote four, 2016)

Many of Dawn’s peers reflected upon their recollection of hurtful words from their own 

past. Class dialogue about the impact of hurtful words continued to be referenced in class 
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discussions relating to the importance of addressing issues of self-identity and harm 

caused by bullying. The frequency that this topic resurfaced during class discussions and 

in participant written reflections affirmed the importance that preservice elementary 

educators placed upon addressing the topic of bullying. 
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Heidi: (Fear) Visual, Conceptual, Kinesthetic, Tactile, and Linguistic Modalities

Heidi presented a conceptual artwork addressing the issue of fear (see Figure 9). 

She confessed to stepping outside of her comfort zone with this artwork by exposing her 

greatest fears and placing them on her kite designs. Heidi’s concept was the creation of 

100 multi-colored kites upon which people would boldly write their fears and then fly the 

kites as a collective group. The action Heidi described is intended to bring a large group 

of people together to share their fears, and by doing so they could potentially find 

commonality. 

Figure 9. Fight or Flight, Heidi, 2016 

In her artist statement Heidi wrote, “Individuals are often pressured to keep their 

fears and problems hidden and they bottle up their emotions because they have been 
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taught that being vulnerable is a weakness.” During the class discussion it was noted that 

the concept of kites involved harnessing fears as opposed to the act of letting them go, 

such as what releasing a balloon might imply. Those contributing to the discussion liked 

the idea of identifying and “owning” fears as an action to overcoming them. After 

adapting Heidi’s idea into an elementary art lesson plan later Tina wrote: 

• “One lesson that stood out to me was Heidi’s project on fear. I think that her
concept was very deep and meaningful. Even though she meant to have this as a
conceptual project and use hundreds of kites throughout the community, I think
that it could be easily adaptable for a classroom art lesson.” (Tina, fieldnote four,
2016)

Heidi’s peers later associated her concept of letting go with exploration of impermanence 

and the potential healing that an artmaking endeavor might provide.    
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Tina: (Risk-taking) Visual, Kinesthetic, Conceptual, and Technological Modalities

Tina’s conceptual art project was designed for educational use. She presented a 

video from of Riusuke Fukahori’s artwork entitled Goldfish Salvation (see Figure 10). 

The artist in the video created a large-scale painting of a goldfish while using a broom as 

a painting tool. Tina envisioned this idea as a risk-taking conceptual art engagement that 

would utilize buckets of water and an outdoor cement surface to engage her future 

students with “painting” using non-traditional tools.  

Figure 10. Goldfish Salvation, 2011, Riusuke Fukahori’s Goldfish Salvation, Permission 
granted by Hexaproject, Ltd., https://www.youtube.com/watch?v=AVJOQG_bpQM 

Tina reported that she enjoyed the challenge of taking a risk with this assignment 

and the innovation of adapting her concept to be used with tools and resources that would 

be available to her as an educator. She contrasted the earlier miniature flipbook she made 

to this later project design involving working large-scale. A peer comment that followed 

Tina’s presentation noted that large-scale rendering such as this could be utilized to 

reinforce teaching math equations. Other students shared that use of water held the ability 

to address words describing fears or the impacts of bullying because evaporation of water 

from a surface provides symbolism about impermanence and potential healing. 
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Sam: (Poverty) Visual, Auditory, and Linguistic Modalities

 Sam tapped into one of his modality strengths in the culmination art assignment 

by writing a short story (see Figure 11). Sam incorporated found inner-city photo 

imagery into a poster that included a moving story that served to build empathy about the 

real-world issue of poverty. During his presentation he read his short story to the class. 

Figure 11. Poverty in Words, Sam, 2016 

In his artist statement Sam wrote, “By writing a short story I think I can best show 

the emotions around poverty in a medium that better reflects the issue.” Sam’s concept 

was something he envisioned using with students in upper grades by compiling their 

short stories about a topic such as poverty into a collection that could be sold at school 

events in order to raise funds for a local cause such as a food pantry. He suggested that an 

engagement of this type could be a way that students might take action and make a 

difference. Sam’s peers were impressed with his story that placed the listener in the role 

of a homeless man. 
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Participant Culmination Project Reflections 

Following the class culmination art project presentations, I complied data from 

two different sources. One source was participant open-ended responses to a project 

reflection worksheet (Appendix F), and the second source was open-ended participant 

fieldnote reflections. Some participants identified multiple answers in their fieldnotes and 

all of these answers are included in the data tabulations.  

Participant Reflection Worksheet

Each of the twenty-three participants was required to complete an open-ended 

project worksheet prompting reflection upon their artmaking experiences and choices in 

their culmination project. Table 4 provides an overview of participant responses.  
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Table 4 

Participant Open-ended Responses to Own Culmination Project 

Note. The top three answers provide data to examine the most prevalent responses for analysis. 

Reflection Question Posed Top Three Thematic Answers Number of 
Responses 

While in the creative process, what 
choices/decisions did you make? 

Use of materials and modalities to express 
emotion 8 
Compositional choices 6 
Issue and modality to challenge self 5 

What were your choices/decisions 
influenced by? 

Personal experience 
Choice of material to communicate idea 

9 
8 

Wanting an interactive artwork 4 

In doing this assignment, what did 
you learn? Relevance of topics  7 

Increased understanding / perspective 7 
Wide range of issues/ difficult to choose 6 

In solving this problem, what else 
could you have done? 

Expanded the topic further 
Involved more people/ interactive 

8 
4 

Used another media / modality 4 

What did you like most about the 
process? 

Freedom of choice  
Seeing class presentations 

15 
6 

Pushing comfort zone / challenging myself 5 

What did you like least about the 
process? 

Difficult to choose a topic / broadness of 
assignment 

11 

Wanted more guidance with assignment 4 
Needed more time 3 

What would you change if you 
were to do this assignment again? Expand upon the idea / pushed self further 12 

Make it a group project  5 
Create in a larger format 2 

What did you learn about yourself 
from this assignment? 

Challenging myself / learned to trust instincts 8 

Passion for the topic / confidence in sharing 
difficult issue 

3 

Can create with different modalities 2 

How might you use this issues-
based instruction in a classroom 
situation? 

Have student research a topic and create art 
from results 10 
Introduce different perspectives and empower 
students  

4 

Find out what is important to students and 
meet their interests  

3 
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Participants offered predictable answers to questions about choices and decisions, 

but these questions were asked in order to prompt their reflection upon their creative 

process while making art. Nine of twenty-three (39%) participants responded that their 

choice of issue was drawn from personal experience. Participants were asked to identify 

what they liked best about the assignment, and fifteen (65%) responded that they liked 

the freedom of choice they were given. When responding to what they did not like about 

assignment, eleven (48%) reported that it was hard to choose a topic and that they found 

the assignment too broad. Interestingly, five of the participants who wrote that they 

disliked the broadness of the assignment also stated that they liked having the freedom of 

choice. Potentially, although not initially liking an assignment with broad parameters, 

some of those students eventually valued the freedom of choice that resulted.  

When inquiring about what they learned about themselves by doing the 

culmination assignment, eight (35%) identified that they enjoyed challenging themselves 

and stated that they learned to trust their instincts from engagement with this open-ended 

art endeavor. Twelve (52%) respondents reflected that they would expand upon their 

project concept by taking it farther if they were to do their project again. Applying how 

the assignment might be used in an elementary classroom situation, ten (43%) identified 

that they might emulate the process with their future students by having students research 

a topic and create an artwork from the results of their own investigation.  

Participant Fieldnotes 

Assigned participant fieldnotes were collected four times during the semester. I 

requested open-ended commentary about prior course engagements in order to inspect 

topics that they found informative. I required each student to pose at least one question in 
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their fieldnote reflection, which I was then able to respond to individually or during the 

next class session if it was of benefit to the group. Data from the participants’ fourth and 

final fieldnotes offered input about what was learned from the presentations of the class 

culmination projects. I compiled all of the participant fieldnote responses about the 

culmination assignment and outline them in Table 5 in order of frequency mentioned by 

the participants. 

Table 5 

Culmination Project Open-ended Participant Fieldnote Responses 

Summarized Participant Fieldnote Responses Frequency 
Increased appreciation of peers / learned from peers 16 

Presentations interesting and educational 10 

Impressed by the diversity of projects and issues examined 10 

Learned new ideas for multimodal art instruction 9 

Favorite class engagement thus far 4 

Expanded my view of art 2 

Peer issues-based worksheet helped with organization 1 

Issues-based assignment differed from prior peer-teaching experiences 1 

Involved creative risk-taking to make art 1 

The most frequent responses confirmed prior participant commentary that 

indicated that they valued knowledge gained from their peers. Other participant responses 

identified that the presentations were informative and opened their eyes to the diversity of 

issues and modalities that can be utilized to teach art education. Nine participants (39%) 

specifically mentioned multimodality, but only one participant (4%) specifically 

mentioned risk-taking in their fieldnote response. However, topics relating to 

multimodality and voluntary risk-taking were interwoven in many of their comments. As 

the final fieldnote marked the end of participant writing about instructional strategies 

utilized during the study, participant reconceptualizations that were prompted by the 
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presentations of the issues-based multimodal art projects are introduced below and 

analyzed in Chapter Five: 

• “This project helped me to understand more fully how art can make a difference
and impact people within a society. These presentations also helped to shatter my
idea of what ‘art’ has to be and how it can be presented. I previously only did art
projects that were aesthetically pleasing or that I thought other people would like.
While I knew that art had the ability to evoke emotions and move people, this
was one of my first times seeing that people who might not consider themselves
to be artists could achieve the same thing.” (Shawna, fieldnote four, 2016)

• “This project focused on something other than making art aesthetically
appealing. Emphasizing on meaning really ‘grew me’, and changed the way I
think about art. I love having the opportunity to create and present art.” (Gina,
fieldnote four, 2016)

• “I think it is important for people not only to create, but also to present their
creation because not only can it be interpreted in so many different ways, but it
also is the spark for even more creations.” (Ann, fieldnote four, 2016)

• “I think that some people just have the mastery of art in them and I would love to
allow my students to explore and find that love of art, so that they can inspire
others just as my peers inspired me. I want to do my culmination project with my
own students because it allows students to learn from each other.” (Paula,
fieldnote four, 2016)

• “I always enjoy hearing my peers give presentations no matter the topic, but
being able to hear them talk about things they are interested in or passionate
about was a really enjoyable experience. Our cohort always has opinions on
topics and everyone was able to communicate their ideas, building off of each
other, and creating new ideas. When one person would share his or her project,
somebody else would have an idea about how to further explore that topic or how
to use it in a classroom. I discovered many great ideas I can implement as well as
the realization of how useful my peers are.” (Sian, fieldnote four, 2016)

• “I am interested to see how young students would react to projects that our class
presented. I think a lot of our projects would really challenge the kids to think
more deeply and think about who they are as a person. I think it’s important to
challenge our students and I would love to see how students would react to
projects that really challenge them.” (Nancy, fieldnote four, 2016)

These statements are representative of student reflective writing about the 

culmination project. Two participants (9%) specifically noted the value of performativity 
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in the culmination course assignment by noting that it was important to not only create art 

but also to share it.  

Resulting Lesson Plan Designs 

During the class presentations of the culmination projects, participants used a 

worksheet to take notes on the issues, modalities explored, and educational ideas 

prompted by the work of their peers (Appendix H). The purpose of the worksheet was to 

provide each participant with a list of ideas to inform their third and final elementary art 

lesson plan. Participants were to design a multimodal elementary art lesson plan that 

either expanded upon their own culmination project, or was inspired by an idea from the 

class culmination project presentations. Designing a lesson plan from their own 

culmination project was not required because the wide parameters of the previous project 

allowed for multimodality and issues that might prove too difficult to implement into an 

elementary art lesson plan. Also, the culmination art project encouraged voluntary risk-

taking, and I did not want participant choice of issues and modalities to be impacted by 

their fear that they would have to design and teach an elementary lesson based upon their 

earlier project decision. Rather, the notes that each participant kept during the class 

presentations of issues-based multimodal projects provided topics to anchor the design of 

their third and final lesson plan. The data in Table 6 catalogs content and inspiration of 

the resulting participant lesson plans. I identify the student who designed the lesson plan, 

modalities included, content integrated, issues-based topic explored, and the culmination 

project that inspired the final lesson plan.  
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Table 6 

Lesson Plan Three Content and Inspiration 

Student Modalities Content Integration Issue Inspiration for 
Lesson Plan 

Rita Linguistic (Poetry & 
Collage)  

English Language 
Arts (ELA) 

Body Image Her own & self-image 
projects 

Gina Linguistic, Visual ELA, Social Studies Self-esteem Her own & class self-
image projects 

Jackie Technology, Visual, 
Linguistic 

ELA Self-identity Her own (expanded 
upon) 

Emma Technology (research) 
Visual 

History, Social 
Studies 

Cultural 
acceptance 

Her own (expanded 
upon) 

Ann Linguistic (Poetry) ELA, Social Studies Current Events Rita’s poetry 

Linda Linguistic, Visual ELA Emotions Her own & class self-
image projects 

Cathy Linguistic, Visual Math, Social Studies Self-identity Her own & class self-
image projects 

Alyssa Linguistic, Conceptual ELA Fear Tina’s water painting 
& class fear projects 

Tina Linguistic, Visual, 
Tactile 

Math, ELA, Social 
Studies 

Fear Heidi’s fear project 

Hannah Linguistic, Visual Science, History Culture Built on own lesson 
plan 2 

Sam Linguistic, 
Technology 

History, ELA Social Justice His own (expanded 
upon) 

Dawn Linguistic, Visual Social Studies Bullying Her own and Ann’s 
project 

Amy Visual Math Addiction Kiara’s social media 
project  

Ann Linguistic, Visual ELA Emotional 
Disorders 

Linda’s mental health 
project 

Sian Linguistic, Visual ELA, Science Environment Ann’s recycling 
project 

Heidi Visual Social Studies, ELA Current Events Paula’s self-expression 
project 

Nancy Linguistic, Visual ELA Self-identity Jackie’s self-identity 
project 

Steph Linguistic, Visual ELA Self-identity Her own (expanded 
upon) 

Cindy Linguistic, Visual ELA Friendship Nancy’s friendship 
project 

Ken Linguistic, Visual ELA Teamwork Expanded upon lesson 
plan 2 

Paula Linguistic, Auditory, 
Visual, Tech. 

ELA Bullying Her own (expanded 
upon) 

Kim Linguistic, Visual, 
Technology 

ELA, Social Studies Current Events Ann’s two-sides of 
argument  

Kiara Visual, Tactile ELA, Social Studies Recycling Ann’s recycling  
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Findings from the compiled individual participant lesson plan designs indicate 

choices that each student made. Ten of the twenty-three participants (43%) chose to 

expand upon their own culmination project. The remaining thirteen (57%) opted to build 

a lesson plan around one of their peer’s issues-based ideas, but they did not necessarily 

utilize the same modalities. In Chapter Five I further analyze modalities that participants 

chose to incorporate into their lesson plan designs. 

Although lesson plan three did not specify that participants integrate other 

disciplines, participants again sought to make their elementary art lesson plans inclusive 

of other subject content. Eighteen participants (78%) identified English Language Arts 

(ELA) integration in their elementary art lesson plans. Inclusion of a written component 

to a lesson plan design allows for ELA integration, but more telling were the additional 

disciplines that participants incorporated into their lesson plans. Beyond the ten (43%) 

who only identified ELA, the remainder of the participants identified additional 

interdisciplinary connections. Nine (39%) participants identified Social Studies 

integration, three (13%) included Math, three (13%) incorporated Science, and two (7%) 

identified a History connection. One participant identified utilizing three interdisciplinary 

connections beyond Art: Math, Social Studies, and ELA.  

Of more importance to the intention of the third lesson plan assignment were the 

issues-based topics that participants chose to address. Self-identity/self-esteem combined 

to be the most explored issue in this assignment, with six participants (26%) choosing 

this topic. Three (13%) incorporated current events as an issue to investigate in the lesson 

plan. Other issues-based topics explored by more than one participant were bullying, 

cultural issues, recycling, and fear. While compiling data about participant insight about 



167 

the educational process, I observed how their reflections reflect the professionalism that 

preservice elementary educators in my study applied to their coursework, providing data 

for further analysis.  

Post-course Questionnaire 

The post-course questionnaire asked many of the same questions as the initial 

questionnaire, and it was given in order to inspect participant changes in responses. Some 

data made available were quantitative, allowing for comparison. For example, 

participants were asked  

On a scale of 1 – 10 (1 being lowest and 10 being highest) please rate your 

personal comfort level in each of the following areas:  

a. Making art
b. Teaching art
c. Taking creative risk in making art
d. Taking creative risk in teaching an art lesson
e. Using a variety of mods of expression in artmaking

Table 7 includes the participants’ responses on both pre and post questionnaires relating 

to comfort and tabulates any point value changes between the two. 
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Table 7 

Pre and Post-course Questionnaire Comfort Responses 

Student Questionnaire Topic Initial 
Response 

Post 
Response 

Change 

Rita Making Art 7 8 +1
Teaching art 5 8 +3
Taking creative risk in art making 6 7 +1
Taking creative risk in teaching an art lesson 7 7 0
Using a variety of modes of expression in art making 8 8 0

Hannah Making art 10 10 +2
Teaching art 4 8 +4
Taking creative risk in art making 7 7 0
Taking creative risk in teaching an art lesson 7 8 +1
Using a variety of modes of expression in art making 8 6 -2

Paula Making art 3 7 +4
Teaching art 1 7 +6
Taking creative risk in art making 4 8 +4
Taking creative risk in teaching an art lesson 2 6 +4
Using a variety of modes of expression in art making 2 8 +6

Gina Making art 6 7 +1
Teaching art 3 7 +4
Taking creative risk in art making 5 9 +4
Taking creative risk in teaching an art lesson 2 8 +6
Using a variety of modes of expression in art making 4 7 +3

Emma Making art 10 6 -4
Teaching art 5 7 +2
Taking creative risk in art making 8 7 -1
Taking creative risk in teaching an art lesson 5 6 +1
Using a variety of modes of expression in art making 8 8 0

Cindy Making art 10 10 0
Teaching art 5 10 +5
Taking creative risk in art making 10 10 0
Taking creative risk in teaching an art lesson 10 10 0
Using a variety of modes of expression in art making 10 10 0

Nancy Making art 7 8 +1
Teaching art 7 8 +1
Taking creative risk in art making 5 7 +2
Taking creative risk in teaching an art lesson 6 8 +2
Using a variety of modes of expression in art making 6 7 +1

Steph Making art 10 10 0
Teaching art 8 8 0
Taking creative risk in art making 4 8 +4
Taking creative risk in teaching an art lesson 4 6 +2
Using a variety of modes of expression in art making 7 8 +1
(Continued) 
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Student Questionnaire Topic Initial 
Response 

Post 
Response 

Change 

Ann Making art 9 6 -3
Teaching art 5 7 +2
Taking creative risk in art making 7 8 +1
Taking creative risk in teaching an art lesson 4 8 +4
Using a variety of modes of expression in art making 10 7 -3

Linda Making art 10 10 0
Teaching art 5 8 +3
Taking creative risk in art making 10 8 -2
Taking creative risk in teaching an art lesson 7 10 +3
Using a variety of modes of expression in art making 10 10 0

Amy Making art 8 9 +1
Teaching art 7 9 +2
Taking creative risk in art making 7 8 +1
Taking creative risk in teaching an art lesson 6 8 +2
Using a variety of modes of expression in art making 7 9 +2

Cathy Making art 8 10 +2
Teaching art 9 10 +1
Taking creative risk in art making 8 10 +2
Taking creative risk in teaching an art lesson 8 10 +2
Using a variety of modes of expression in art making 8 10 +2

Dawn Making art 6 8 +2
Teaching art 4 9 +5
Taking creative risk in art making 10 8 -2
Taking creative risk in teaching an art lesson 6 8 +2
Using a variety of modes of expression in art making 10 10 0

Ann Making art 8 7 -1
Teaching art 2 8 +6
Taking creative risk in art making 4 8 +4
Taking creative risk in teaching an art lesson 4 8 +4
Using a variety of modes of expression in art making 4 8 +4

Sam Making art 3 1 +2
Teaching art 1 5 +4
Taking creative risk in art making 6 10 +4
Taking creative risk in teaching an art lesson 1 5 +4
Using a variety of modes of expression in art making 4 3 -1

Alyssa Making art 10 9 -1
Teaching art 6 7 +2
Taking creative risk in art making 8 6 +2
Taking creative risk in teaching an art lesson 6 6 0
Using a variety of modes of expression in art making 
(Continued) 

10 7 -3
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Note. Order of participant data is randomly dictated by alphabetical order of participant last name. 
aParticipants did not have access to their prior answers. 

The pre and post-course inquiries provide data for comparison. In most cases, 

there was a noticeable increase in reported comfort as participants predictably ranked 

their comfort levels higher at the conclusion of the course. The degree of reported change 

Student Questionnaire Topic Initial 
Response 

Post 
Response 

Change 

Ken Making art 7 10 +3
Teaching art 2 8 +6
Taking creative risk in art making 6 10 +4
Taking creative risk in teaching an art lesson 7 9 +2
Using a variety of modes of expression in art making 5 9 +4

Kiara Making art 5 9 +4
Teaching art 1 9 +8
Taking creative risk in art making 4 10 +6
Taking creative risk in teaching an art lesson 1 10 +9
Using a variety of modes of expression in art making 1 4 +3

Tina Making art 10 10 0
Teaching art 5 8 +3
Taking creative risk in art making 10 9 +1
Taking creative risk in teaching an art lesson 3 9 +6
Using a variety of modes of expression in art making 3 8 +5

Sian Making art 5 7 +2
Teaching art 5 8 +3
Taking creative risk in art making 5 8 +3
Taking creative risk in teaching an art lesson 4 8 +4
Using a variety of modes of expression in art making 6 9 +2

Jackie Making art 8 8 0
Teaching art 2 8 +6
Taking creative risk in art making 8 8 0
Taking creative risk in teaching an art lesson 7 7 0
Using a variety of modes of expression in art making 6 8 +2

Heidi Making art 4 8 +2
Teaching art 2 8 +6
Taking creative risk in art making 10 10 0
Taking creative risk in teaching an art lesson 7 8 +1
Using a variety of modes of expression in art making 9 9 0

Kim Making art 3 10 +7
Teaching art 1 10 +9
Taking creative risk in art making 6 10 +4
Taking creative risk in teaching an art lesson 6 9 +3
Using a variety of modes of expression in art making 10 10 0
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was dependent upon the individual completing the questionnaire, but provided the study 

with data supporting an increase in most individual’s reported comfort levels. Only six 

responses (5%) of the total 115 participant answers reflect a decrease in self-ranking of 

topics at the conclusion of the course. An analysis of this data is presented in Chapter 

Five. 

Because arts integration was the overwhelming need identified by the preservice 

elementary educators in my study, I gathered data about how multimodality might assist 

with making interdisciplinary connections. An open-ended question in the post-course 

questionnaire inquired if multimodality made it easier or more difficult to integrate art 

with other subjects when designing a lesson plan. The majority of respondents stated that 

multimodality made it easier to integrate art with other disciplines. I offer some 

representative participant responses below: 

• “Integration became very simple. Multimodality helped me realize how many
ways art can be incorporated: more modalities means appealing to a larger group
of students.” (Linda, post-course questionnaire, 2016)

• “[Incorporating multimodality] creates a broader spectrum that you can build off
of, and there is more room for bigger ideas and cross-concepts.”(Tina, post-course
questionnaire, 2016)

• “Multimodality brought a great skillset out of me and helped [me] depict ideas in
many ways.” (Ken, post-course questionnaire, 2016)

• “It made it easier to integrate art and easier to think of ideas that I could do with
my class.” (Ann, post-course questionnaire, 2016)

Naturally, because course assignments required participants to explore lesson

plans utilizing multimodality, the use of modalities was a topic frequently reflected upon. 

However, not all participants identified the positive potential for multimodality in arts 

integration. Five respondents (22%) stated that incorporating multimodality made it more 
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difficult to integrate lesson plans, because they found it a confusing concept. Two other 

participants (7%) noted that integrating multimodality with lesson planning made arts 

integration both easier and more difficult. Responses such as these prompt the need for 

further research into why this might be the case. 

Because the post-course questionnaire was by necessity collected during a class 

session, there is the question of what participants did not say as well to what degree the 

questions prompted affirmative answers from participants. My intent was to gather 

participant input about multimodality and voluntary risk-taking, and in so doing I 

naturally asked questions about those topics. I could have asked participants a host of 

other questions, and I also acknowledge that their responses might have been entirely 

different if asked at another stage of the research other than at the conclusion. Regardless, 

the responses from the post-course questionnaire provide relevant data collected from 

participants who engaged in the semester-long study, and this data are further analyzed in 

Chapter Five. 

Chapter Four Summary 

In Chapter Four I present data gathered during my research study, beginning with 

data collected from participants’ initial course questionnaires. From these questionnaires, 

the needs and expectations of preservice elementary educators emerged along with the 

ability to investigate their responses about personal artistic apprehension. The data 

identify participants’ prior art experience and self-reported comfort level ratings and this 

information is presented along with an examination of ways that they envision utilizing 

art education in their classroom teaching, which became increasingly reconceptualized as 

they were exposed to new ways to teach elementary art. Initial participant feedback offers 
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data on students as they entered the course and was later compared to post-course 

questionnaire responses that indicated self-reported growth in both creative comfort and 

confidence in teaching art. 

During the research study, data were gathered during implementation of a series 

of instructional strategies supported by participant insights about approaches they found 

most helpful as they learned to teach elementary art. Select participant art assignments 

and reflections are shared in this chapter in order to illustrate ways that students engaged 

in voluntary risk-taking, issues-based instruction, and multimodality. In Chapter Five I 

further examine how participant course culmination projects influenced their issues-based 

multimodal elementary lesson plan designs, and I analyze ways that preservice 

elementary educators translated instructional strategies during the research. In Chapter 

Five I analyze the data relative to literature in the field and relate the data to my research 

questions. In Chapter Six, I discuss findings from the study and in Chapter Seven I offer 

implications for the field and reflect on recommendations that resulted from my research.  
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CHAPTER FIVE: ANALYSIS OF THE DATA 

In Chapter Four I present data collected during the study, and in Chapter Five the 

data are analyzed as they apply to my research questions and the theoretical precepts of 

the study. I offer additional data here to support topics as they are analyzed to add clarity 

to the investigation. In the following sections I restate my research questions, identify 

emergent themes in the data, and analyze data through the theoretical tenets of 

reconceptualist theory and multimodal theory.  

Restating the Research Questions 

My primary research question and four sub-questions provide structure for this 

chapter: 

Given that preservice elementary educators possess a wide range of prior arts 

education and levels of comfort when making art and teaching art, in what 

ways might voluntary risk-taking and multimodality decrease artistic 

trepidation and assist them to reconceptualize elementary art education?  

1) What impacts do participants identify when engaging with the

instructional strategies of voluntary risk-taking and multimodality?

2) In what ways do preservice elementary educators utilize multimodality in

art education assignments?

3) What results when course assignments are investigated utilizing

multimodal theory?

4) What insights do preservice elementary educators share that may impact

future art education preparatory courses?

This research study was prompted by my prior instructional observations noting that 
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preservice elementary educators often possess artistic trepidation in both making art and 

teaching art. In order to establish a baseline for analysis of research data, I begin by 

examining initial and post-course questionnaire participant responses that identify their 

self-reported comfort in order to address my primary research question.  

Primary Research Question: Decreasing Artistic Trepidation 

My research study was prompted by my desire to decrease preservice elementary 

educators’ artistic trepidation. In order to analyze something as subjective as decreases in 

artistic trepidation, or the converse increases in comfort, participant self-reported 

responses provide insight. 

Analysis of Initial and Post-course Questionnaires 

I set out to investigate impacts of instructional strategies by investigating 

participant-reported observations about course actions and how these actions may or may 

not have impacted their artistic and educational comfort levels. The course initial 

questionnaire established a deductive causal chain that Miles et al. (2014) describe as a 

linear succession of events that can be useful in analyzing what may cause certain 

phenomena. Miles et al. write, “The researcher has some priori orienting constructs and 

propositions to test or observe in the field. These analytic units are operationalized and 

then matched with a body of field data” (p. 238). I found this to be true as I researched 

my hypothesis that preservice elementary educators possess artistic trepidation that might 

be alleviated through the facilitation of voluntary risk-taking and multimodality.  

Participant self-ranking of comfort. Individual participant data from both the 

initial and post-course questionnaires were previously presented in Table 7 found in 

Chapter Four. This table outlines individual self-reported changes in comfort levels at the 
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beginning and again at the end of the study, and compares participant responses to five 

different questions. In order to analyze this data, participant individual self-ratings were 

compiled into class averages. The data in Table 8 present these calculations; allowing 

comparison of group answers to five questions asked in both the initial and the post-

course questionnaires. Again, the numbers reflect participant self-reported comfort on a 

scale of one being the lowest and ten being the highest level of comfort. 

Table 8 

Average Participant Self-reported Comfort Responses 

Questionnaire Topic Class Average: 
Initial Course  
Questionnaire 

Class Average: 
Post-Course  
Questionnaire 

Point 
Increase 

Percentage 
of Rating 
Increase 

Comfort Making Art 6.4 8.2 +1.8 +28.1%

Comfort Teaching Art 4.1 8.0 959 +3.9 959    +95.1% 

Comfort in Creative Risk in 
Artmaking 

7.0 8.4 +1.4 +20.0 %

Comfort in Creative Risk in Teaching 
an Art Lesson 

5.2 7.9 +2.7 +51.9%

Comfort Using a Variety of Modes of 
Expression in Artmaking 

6.7 8.0 +1.3% +19.4%

Note. Rating calculations are rounded to the nearest tenth. 
aParticipants did not have access to their prior answers. 

When I initially asked participants about their comfort in using a variety of modes 

of expression, the averaged response was a rating of 4.1. At the conclusion of the study, 

the class averaged response rose to a 6.7 comfort rating. Notably, as shown in Table 8, 

the participants’ post-course questionnaire comfort ratings increased in all five 

categories. Not only did participant averaged responses increase, but these figures also 

leveled out to a comfort rating that ranged between 7.9 and 8.4 at the end of the study. 

This represents only a half point difference in comfort in each of the five different 
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categories by the end of the study, and the data confirms my observations that participant 

comfort increased overall. The participant-reported increases are significant in a study 

that examines instructional strategies that were designed to increase participant comfort 

in making art, teaching art, and utilizing multimodality. 

The initial and post-course questionnaires provide additional data about how 

voluntary risk-taking as an instructional strategy might have impacted preservice 

elementary educators’ comfort levels. Adding the wording “taking creative risk” to two 

questions in both questionnaires allowed for analysis of how incorporating the element of 

risk into the question might influence participant responses. One question adds the 

element of taking creative risk when making art. The second question adds the element of 

taking creative risk when teaching art. 

Comfort in making art. An analysis of the questionnaire data regarding comfort 

in making art indicates that the initial questionnaire averaged participant rating was 6.4 

out of a possible 10 points. In the post-course ranking, the class averaged rating was 8.2 

and reflects a 28.1% increase in the class self-reported comfort in artmaking over the 

length of the study. Comparable increase in comfort is found in data from the similar 

prompt to rate “Comfort in creative risk in artmaking.” In this instance, participant 

responses indicated a 20% growth in comfort by the end of the study. Interestingly, in 

both the initial and post-course questionnaire responses, adding risk terminology to the 

question about comfort making art resulted in a notable change in overall participant-

reported comfort. Perhaps participant responses reflect that they began and ended the 

study perceiving that artmaking involved taking creative risk; thus adding risk to the 

question did not unduly impact their responses. I analyze risk-taking later in this section. 
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Comfort in teaching art. The questionnaires also prompted participants to rate 

their comfort in teaching art. Of the five questions asked, statistics regarding this topic 

showed the greatest increase in comfort over the length of the study. Revisiting individual 

answers found in Table 7, of the twenty-three participants only one student’s self-rating 

of comfort in teaching art did not increase during the study. In both the initial and the 

post-course questionnaire, that one student rated her comfort level as an 8 out of a 

possible 10 points in both questionnaires. This reflects a relatively high individual 

comfort level in teaching art that did not change during the study.  

The remainder of the participants reported notable growth in their comfort levels 

in teaching art, as evident in data showing a 95.1% classroom averaged increase. 

Questionnaire data were compiled from the similar question asking participants to rank 

their comfort in teaching art when the wording “taking creative risk” was added to the 

question. In this instance, a 51.9% increase in comfort was reported at the conclusion of 

the study. In both questions growth in participant-reported comfort is evident and

substantial. This suggests that actions taken during the study resulted with increases in 

participant self-reported comfort in teaching art from the beginning of the study to the 

conclusion.

Comfort in taking creative risk. Further analysis of the impact of taking creative 

risk is possible from the questionnaires data. Table 8 reveals unanticipated findings when 

the element of creative risk was added to the two different questions. Participant-reported 

comfort levels in both categories were surprisingly higher than their responses to the 

questions that were posed without the wording “taking creative risk”.  I had anticipated 

that their responses would indicate lower comfort in each instance. For example, Table 8 
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identifies the participant averaged response to “Comfort making art,” was 6.4, but when 

asked about “Comfort in creative risk in artmaking,” the participant averaged response is 

a slightly higher 7.0. A similar increase in comfort ratings is reflected in the participant 

averaged responses to “Comfort teaching art” and “Comfort in creative risk in teaching 

an art lesson.” In this case the initial comfort in teaching rating was 4.1 and when creative 

risk was added to the question the class averaged comfort rating was 5.2.  

There are numerous possible reasons for the increased comfort levels indicated in 

answers to the questions adding the words “taking creative risk” to the query. One cause 

for the increase might be that the invitation to take creative risk prompted respondents to 

aspire to the challenge of voluntary risk-taking and this may have resulted in their 

increased comfort ratings. Another reason might be that preservice elementary educators 

are familiar with taking risk and the idea of creative risk resonated with them. This data 

might indicate that adding voluntary risk-taking was perceived by participants as the fun 

challenge that I intended it to be. Also, participants knew that the research study was 

going to be about voluntary risk-taking and multimodality, and that knowledge might 

have skewed their answers.  

When looking at the data, the impact of individual tolerance for risk and the wide 

range of participant individual comfort levels must also be recognized. These differences 

are not necessarily reflected when only looking at the class averaged responses. For 

example, Table 7 illustrates that participant-reported comfort in taking creative risk 

varied greatly by individual. Some participants ranked their personal comfort in taking 

creative risk as low as a 2 and other participants ranked their comfort as high as a 10. 

Therefore, a hypothetical class average of 6 does not reflect the wide discrepancy found 
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between individual responses, especially as it pertains to risk. This noted, class averaged 

responses to the questionnaires provide numerical data that can be utilized to gauge the 

group’s overall increase or decrease in comfort levels about creative risk as it pertains to 

art education. These figures prompt additional questions as to why adding risk may have 

resulted in participant-reported increases in comfort.  

Comfort in using a variety of modes of expression. Continuing to examine data 

pertaining to the investigation of artistic trepidation, averaged participant responses from 

the two questionnaires provide data to investigate the role multimodality may have 

played. In the initial course questionnaire, when questioned about comfort with a variety 

of modalities in artmaking, the class averaged rating was 6.7. That average rose to 8.0 in 

participant post-course responses, reflecting a 19.4% increase. Actions taken during the 

study stressed multimodality, and although this is a noteworthy increase, it was the 

smallest percentage of rating increase from the two questionnaires. This might be because 

the study allowed participants to develop modalities they were already comfortable 

utilizing. Table 7 in Chapter Four reports individual responses to the rating prompt 

“Comfort using a variety of modes of expression in artmaking” in the initial and post-

course questionnaires. Table 9 presents this initial and post-course multimodality data for 

analysis by inspecting compiled participant-reported decreases or increases in comfort 

over the length of the study. 
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Table 9 

Comparison of Individual Changes in Multimodal Comfort Rating 

Questionnaire Topic Student 
reported 
1 to -3 
Decrease 

Student 
reported 
No change 

Student 
reported 
+1 or +2
Increase

Student 
reported 
+3 to +6
Increase

Comfort Using a Variety of Modes of 
Expression in Artmaking 

4 7 6 6 

Note. Each number represents a participant’s change in comfort rating from the initial questionnaire 
compared to the post-course questionnaire response.  

At the conclusion of the study, six participants (26%) indicated an increase of comfort 

using a variety of modes of expression in artmaking of +1 or +2 points. Another six 

participants (26%) reported a +3 to +6 point increase in comfort with a variety of 

modalities. Although twelve participants reported increases in comfort, seven 

participants’ ratings (30%) showed no change and four participants (17%) reported a -1 

to -3 decrease in comfort.  

This decrease or no change in some of the participants’ reported comfort may 

reflect these participants’ exposure to the wide variety of modalities utilized by their 

classmates. The statistics potentially reflect participant post-course identification of 

creative modalities that extend beyond traditional 2-D and 3-D forms of artmaking that 

they may have been most familiar. Similarly, it is possible that participants realized that 

they do not possess comfort in some of the wide assortment of modalities that they were 

exposed to during the course. I suggest that the course invited a reconceptualized way of 

looking at creative modalities; but it also challenged participants to redefine what 

artmaking ability is and the comfort that they might have with various modalities.  
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Questionnaire summary. In the initial and post-course questionnaire responses 

to five different questions, nearly every participant reported increased levels of comfort 

in all five categories. Even though self-reported comfort levels varied greatly between 

individuals in the study, in all by one case, participants reported increases in comfort 

when filling out the post-course questionnaire. Because participants did not have access 

to their prior answers, their responses indicate authentic self-reported comfort level 

ratings in the five areas that were examined.  

The data from the questionnaires reinforce my contention that instructional 

strategies utilized during the study hold the potential to increase comfort levels for 

preservice elementary education students. I conclude that reported increases in comfort 

while making art and teaching art equate to decreased participant artistic trepidation. 

Many factors impacted this outcome, and it is impossible to determine one particular 

action that prompted these results. I contend that the sequence of instructional strategies 

utilized during the study ultimately influenced participant-reported artistic comfort, and I 

acknowledge that various strategies most likely impacted individual participants to 

differing degrees.

First Research Sub-question: Impacts of Instructional Strategies 

The first sub-question in my inquiry asks:  

What impacts do participants identify when engaging with the instructional 

strategies of voluntary risk-taking and multimodality? 

While inspecting a sequence of instructional strategies, particularly voluntary 

risk-taking and multimodality, I sought to gain input from preservice elementary 

educators about strategies that they found most beneficial. As previously stated, the 
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sequence of instructional strategies examined during the study included experiential 

learning through voluntary risk-taking, issues-based instruction through conceptual 

contemporary art, and multimodality. Additional successful instructional strategies also 

emerged that I did not set out to investigate in my study. 

Strategies Not in the Study 

As previously stated, I had not intended to study the impacts of demonstration and 

modeling, yet participants frequently identified these as instructional strategies that aided 

their learning. Demonstration and modeling could both be classified as knowledge gained 

through experiential learning, and could have potentially been further investigated during 

a study such as this. Another instructional strategy that emerged in participant written 

reflections was the benefit they gained by working with their peers. Peer teaching is 

commonly practiced in art methods courses, and was included in Creative Arts Methods. 

Participants in the study repeatedly identified the instructional value they placed upon 

peer feedback and the opportunity to teach their assigned art lesson plans to their peers.  

Although peer teaching, demonstration, and modeling were each purposefully 

incorporated into my course, I did not identify them as independent instructional 

strategies to investigate during this research. Yet, the positive instructional impacts that 

these practices had on learning were not lost on the participants. Consequently, they bear 

mention as useful instructional strategies to incorporate when instructing preservice 

elementary educators. 

Voluntary Risk-taking as an Instructional Strategy 

My first research sub-question examines the impacts of voluntary risk-taking and 

multimodality as instructional strategies. I began the course, Creative Arts Methods, by 
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identifying voluntary risk-taking as a form of experiential learning. Participants reported 

positive reactions to experiential voluntary risk-taking activities undertaken during the 

study. Participant written reflections frequently stated that assignments that allowed for 

experimentation with artmaking media helped them to increase their comfort when 

making art. Participants frequently addressed risk-taking, specifically as it applies to 

teaching: 

• “I really wanted to learn to be a successful art teacher and how to encourage my
students to be risk-takers. I felt this course met that expectation by making me a
risk-taker.” (Dawn, post-course questionnaire, 2016)

• “The entire profession of education is a risk because the learning process itself is
full of risk. As a teacher, I cannot ask students to try new things and engage in
risk-taking if I am not willing to do it as well.” (Kim, participant reflection, 2016)

• “Risk-taking will apply to me as a teacher who wants to be different. I don’t want
students to see me as a teacher that only follows the book, but as a teacher that
takes risks for the better of the students.” (Cathy, participant reflection, 2016)

• “Taking risk is a necessity in teaching students because it applies to every aspect
in life. Tests, tryouts, video games, and classwork are a few of many things that
can include risk-taking.” (Ken, fieldnote two, 2016)

Although participants reflected that they valued the educational use of voluntary risk-

taking, the process also held the potential to discourage others who may not have shared 

their experiences with me. The course expectation to challenge one’s comfort zone was 

potentially intimidating to some students. They may have struggled with frustration in 

exploring new media, and artmaking perhaps appeared to be easier for some students in 

the class. From my prior teaching experiences, I contend that the same could be found in 

any coursework where those inclined toward a topic find it easier to engage with it, and 

the success achieved by some students can frustrate others in the class. Conversely, 

numerous participant responses throughout the study indicated that they learned positive 
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things through risk-taking and by experiencing their peers’ artwork and lesson plans. If 

student success in the course may have been intimidating for some students, it is also 

possible that learning occurred due to exposure to successful art outcomes. 

Because the study involved voluntary risk-taking, each individual participant 

determined the degree of risk he/she would undertake. The intent of introducing risk-

taking was not to study the amount of risk that participants took, but to consciously 

investigate the impacts of risk-taking and individual fear of failure as it pertains to art 

education. I noted that the use of the concept of voluntary risk-taking served as a playful 

challenge by acknowledging that artmaking inherently holds risk. Something that holds 

the potential for further research is the influence that today’s gaming culture might assert 

as an acceptance of a playful challenge as well as willingness to engage in risk-taking 

during artmaking activities.  

As the course progressed, I observed that participants increasingly challenged 

themselves to experiment with materials and concepts that held personal relevance. I also 

detected that participant lesson plans and homework focused upon curricular content that 

participants perceived they might use in their future teaching practice. Participants 

verbally affirmed that the low-stakes grading policy for art that was made during class 

was helpful in building comfort. Participants shared that this assessment philosophy 

enabled them to take creative risk in ways they had never done before, because they did 

not perceive there was a risk of a bad grade while trying something that held unknown 

outcome.  

Because risk-taking was a frequent topic in participant class discussions, 

fieldnotes, and reflections, it was evident that risk-taking as an instructional strategy 



186 

impacted the group in positive ways. Connecting voluntary risk-taking to 

experimentation made sense to this group of preservice elementary educators, and they 

equated it to the scientific process. Encouraging participant willingness to engage in 

voluntary risk-taking through course activities supported the eventual culmination 

assignment that required taking creative risk. The culmination assignment is analyzed 

later in this chapter. 

Multimodality as an Instructional Strategy 

Like voluntary risk-taking, data relating to multimodality as an instructional 

strategy also addresses my first research sub-question. Data from open-ended inquiries in 

the post-course questionnaire provide understanding beyond the participant comfort-

rating information previously presented. Participants responded to the post-course 

questionnaire open-ended prompt, “Please describe how looking at multimodality as a 

way in which to teach art impacted you.” Participant answers suggest ways that a 

multimodal approach to artmaking increased their artistic comfort, and how it might 

impact their teaching. 

• “Use of multimodality actually made my comfort level go up by being able to
create art in different ways.” (Kiara, post-course questionnaire, 2016)

• “Multimodality brought more enthusiasm and confidence to my pieces and helped
me understand myself better as an artist.” (Ken, post-course questionnaire, 2016)

• “It opened my eyes to the possibilities that I may have skills that I never
considered as ‘art’ before. Crocheting for example. I always loved it but never
would have considered myself an artist before this course. The idea of
multimodality allows the potential for all students to call themselves artists and
make that connection between content and expression.” (Linda, post-course
questionnaire, 2016)
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Participant post-course questionnaire responses related thoughts about multimodality to 

their anticipated future teaching practices. The following examples support my study’s 

theoretical focus on reconceptualizing elementary art education through multimodality.

• “Multimodality gave me the perspective that all art does not have to be visual.”
(Sam, post-course questionnaire, 2016)

• “I feel there are no limits now. I can integrate collage, poems, dance, and paint
into how I teach if I want!” (Gina, post-course questionnaire, 2016)

• “Looking at multimodality helped me to generate more ideas for my lesson plans
than I would have if we just focused on one modality.” (Cindy, post-course
questionnaire, 2016)

Five respondents (22%) did not provide an answer to the questionnaire prompt to 

describe the impact of studying multimodality. This may imply that they did not believe 

they were impacted by multimodality as an instructional strategy. One of these 

participants specifically shared:

• “I have always known that art can be created in many ways, so I was not
necessary impacted.” (Emma, post-course questionnaire, 2016)

It can be assumed that not everyone embraced multimodality as an instructional 

approach, and it is also possible that multimodality is so integrated into student 

consciousness that the impact was negligible in some of their eyes. I assert that 

multimodality is in many ways seamlessly assimilated into today’s student lives, and thus 

preservice elementary educators are readily able to perceive art educational multimodal 

potential. Although multimodal assignments in the course may not have illustrated new 

artmaking media to everyone in the class, I believe that focusing on multimodality 

introduced concepts that participants can conceivably implement for elementary 

classroom use.  
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In an open-ended post-course questionnaire, participants were asked how 

multimodality impacted their artistic trepidation. Eleven respondents (48%) specifically 

stated that choice of a wide variety of materials and subject matter increased their 

comfort and confidence during the course. Five (22%) responded that the introduction of 

modalities invited them to work with materials they probably wouldn’t have selected on 

their own, and three of these respondents (13%) added that having a choice of modality 

increased their creativity and added excitement to their art undertakings. Two participants 

(9%) admitted that their choices of modalities stayed consistent with their known 

abilities, and one student (4%) observed that having options increased the risk-taking 

factor, which she chose to embrace with every class project.  

These participant-identified impacts provide evidence that multimodality was 

influential as an instructional strategy. Multimodal assignments during the study 

encouraged participants to confront their artistic trepidation by helping them redefine 

ways that art can be made and taught. Naturally, the degree that multimodality may have 

contributed to lowering artistic trepidation varied by individual participant, as did 

voluntary risk-taking. Both instructional strategies were ongoing actions during my 

action research. To further analyze data pertaining to research questions investigating 

multimodality and voluntary risk-taking during the study, two theoretical frameworks are 

applied. 

Primary Research Question: Receptualizing Elementary Art Education 

My primary research question inspects the wide range of participants’ prior arts 

education and investigates ways that preservice elementary students might be able to 

reconceptualize art education. For analysis of these topics it is pertinent to examine 
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participant mindsets at the beginning of the study by again investigating their open-ended 

responses from the initial questionnaire. 

Participants brought tacit knowledge of art education to the study and they wrote 

about their own elementary art education memories. Sixteen participants (70%) reported 

not having any art training beyond high school. Again, of all of the participants, only 

seven (30%) reported having taken university-level art coursework. For most participants, 

Creative Arts Methods constituted their only university-level art education course. 

Beyond participant prior knowledge, the educators in my study did not know what they 

did not know. Therefore, much of what was taught in the course played a role in helping 

them to reconceptualize art education. Some participants shared: 

• “I had never really thought that art would have different teaching styles, or even
additional styles, from a ‘traditional’ classroom. I now understand that teaching
art can have a large range of instructional approaches.” (Ann, fieldnote one, 2016)

• “The class has really opened my eyes to how art can be used in school not only
for core content, but also for emotional or communal connecting experiences.”
(Linda, fieldnote one, 2016)

• “Every week in class I learn something new; not only about art and how to teach
art, but also about myself.” (Sian, fieldnote two, 2016)

Taking the course seemingly expanded participants’ art educational foundational 

knowledge from what they had learned as an elementary student to assist with their 

transition into what each needs to know as a future art educator. In order to prepare 

tomorrow’s elementary educator to effectively teach art, actions taken during the study 

endeavored to disrupt the status cycle of their own elementary art education recollections. 

Disruption of the Stasis Cycle of Art Education 

In my study, a disruption of the stasis cycle of art education was offered through 

the inclusion of voluntary risk-taking and multimodality. Art education concepts such as 
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these were new to many of the participants, and allowed them to consider various ways to 

teach art as well as offered ways to meet their need to integrate it with other elementary 

subjects. 

Choice-based instruction as disruption. While examining reconceptualism 

found in the study, it became evident that choice-based instruction was outside of most 

participants’ previous art educational backgrounds. Although choice-based instruction 

could be classified as an experiential learning instructional strategy, just as was voluntary 

risk-taking, choice used in art education emerged as worthy of analysis. I noted that the 

introduction of choice-based instruction disrupted the stasis cycle of art education for 

participants. This is because not everyone in the class was doing the same assignment 

with the same supplies, as had been many of their reported prior art education 

experiences. As the semester progressed, participant acceptance of choice-based practice 

was evident in participants mirroring their design of lesson plans to intentionally include 

choices of materials and subject matter.  

In my fieldnotes about choice-based instruction, I attribute much of the 

experimentation that I observed to participants gaining comfort with making choices that 

they found most individually helpful. I also noted that after choice and the concept of 

having artistic license were introduced, these topics emerged in participant fieldnotes, 

class discussions, and student lesson plan design. This is evident in the following 

participant fieldnotes: 

• “I really enjoyed the idea of having students having artistic license. I am drawn to
this because I didn’t feel like I had artistic license when I was taking art in school.
I think that even my other artistic outlets, like band or dance, focused more on
how to do something ‘right’ over how to create art.” (Kim, fieldnote two, 2016)
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• “I like choice-based instruction because it allows students to explore their options
and do what fits them best.” (Ann, fieldnote one, 2016)

• “I appreciated learning about choice-based instruction. This carried over into our
homework assignment where we were allowed to choose a project from a list of
approved prompts. This choice allowed us as students to feel more confident in
our work because we were able to choose a project that we connected to, in turn
having us feel more sure and confident. I would love to see more ways to
incorporate this choice-based instruction into other subject areas, since I think it’s
a valuable way to give students a little bit of control over their learning
experience.” (Shawna, fieldnote one, 2016)

Some participants welcomed choice-based instruction; but it caused frustration for

others, who reported preferring a more structured instructional approach. Participants did 

not specifically share negative comments about choice-based instruction, but several of 

the post-course questionnaire and culmination project comments stated that they would 

have liked to have more guidance with assignments than choice-based projects provided.  

• “I consider myself to be best at artforms that have specific guidelines versus ones
that require creativity because it is hard for me to develop new and different
ideas.” (Rita, post-course questionnaire, 2016)

• “Because we had so much freedom of choice, it was hard to think of something to
do.” (Emma, post-course questionnaire, 2016)

The ambiguity of choice-based instruction presented creativity challenges for

some participants, reflecting the impact that disrupting the stasis cycle can prompt. Yet, 

in culmination project reflection worksheet (Appendix F) responses participants who 

stated they would have liked having more guidance also wrote about their appreciation of 

the challenge of coming up with project solutions. Perhaps this is evidence of the conflict 

of student emotions that can emerge from choice-based instruction.  

Learning to work with choices of subject matter and modalities eventually 

resulted in participants all being able to create innovative conceptual artworks for their 

culmination art project. I conclude that including choice-based instruction in my course 
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was successful because in their culmination project reflection worksheet the majority of 

participants (83%) identified that choice of subject and medium was the aspect of the 

culmination assignment that they valued the most.  

Bookmaking as disruption. The wide range of what constitutes a book was 

introduced as a disruption intended to prompt preservice elementary educators to 

reconceptualize their perception of books as an artform.  

• “During the past two weeks we have talked a lot about multimodalities, taking
risks, and unique forms of art, especially bookmaking. I have really enjoyed
learning about bookmaking, doing my own at home, and exploring various kinds
of books. Before being exposed to the many kinds of books, I kind of only
pictured books as being printed, professionally bound books with writing and/or
illustrations in them. I enjoyed learning about these different kinds of books
because it opened my eyes to different kinds of art and helped me become more
open-minded and appreciative of different artforms.” (Shawna, fieldnote three,
2016)

• “The non-traditional ways to make a ‘book’ really made a lasting impact and
showed me how easy it would be to incorporate bookmaking.” (Hannah, post-
course questionnaire, 2016)

The bookmaking assignment introduced unlimited interdisciplinary potential, and

in keeping with participant-reported interest in arts integration, the students demonstrated 

ability to make cross-curricular connections. Most participants reflected that they created 

books for the course with the intent to use them as instructional tools when teaching 

subjects such as science, math, history, and social studies. Bookmaking required concept 

development and mastery of materials, and raised awareness about books as an arts 

integration opportunity. 

There were two important components to the bookmaking unit that students 

reflected upon as especially helpful in reconceptualizing the art instructional role of 

books. One component that participants reported as helpful was showcasing visuals of 
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different book forms in order to expand participant thinking of what could be considered 

a book. The second thing that participants reported as having value to them was the class 

fieldtrip that introduced a broad selection of artist’s books that they were allowed to 

touch and explore for themselves. The book assignment challenged some of the 

participants and prompted them to reconceptualize the role of a book. 

Participants reported obtaining ideas for book construction from online sources 

such as bookmaking websites, and they particularly mentioned the website Pinterest. 

Several participants utilized the bookmaking assignment to design future art projects to 

help elementary age students solve problems. Other participant books were designed for 

elementary student classroom projects intended to prompt young students to envision 

what their future might hold. Participant books incorporated introspective topics such as 

self-identity, family relationships, and social values, and some were created for personal 

fulfillment. From the forty-six total books made during the study, it is evident that 

preservice elementary educators were able to reconceptualize books as not only 

something to read, but also as instructional tools to integrate artmaking into their teaching 

practice. One way that bookmaking helped to reconceptualize elementary art education 

was through the inclusion of multimodality as part of the bookmaking process, 

connecting to my second research sub-question. 

Second research sub-question: Use of multimodality. Regarding the disruption 

of the stasis cycle as it applies to multimodality, my second research sub-question asks: 

“In what ways do preservice elementary educators utilize multimodality in art 

education assignments?”  
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I encouraged participants to reconceptualize elementary art through a bookmaking 

assignment. Multimodal use was evident in the completed projects, both in the design and 

the construction of the participants’ books. Some individuals applied technology to add 

professionalism to their finished projects such as in printed text or imagery. Others kept 

their constructions basic in order to provide classroom project samples for a future 

elementary art lesson. An impressive number of students pushed the boundaries of what 

constitutes a book and challenged themselves to create complex book constructions. 

Some of these examples that were not presented in Chapter Four were: A multiple page 

pop-up book, a book with envelopes that held travel postcards, an interactive book 

inviting the reader to share personal life experiences in the book, a book constructed like 

a collapsible paper fan, and a book containing various tactile textures. Many participant 

books incorporated complex paper fold constructions. The innovative designs and content 

of the participants’ books cause me to conclude that bookmaking can provide a thought-

provoking disruption of the stasis cycle of art education through use of multimodal 

solutions. Bookmaking proved to be an effective educational approach to engage 

preservice elementary education students to experiment with both multimodality and 

voluntary risk-taking. 

Reconceptualism and Translation  

Being trained educators, participants in the study were able to translate ideas 

learned in the course into their reflections, fieldnotes, and lesson plans. As intended, the 

sequence of strategies appeared to aid students to translate instructional strategies into 

ways they might utilize them as educators.  

• “I found that all three strategies discussed thus far (low stakes voluntary risk
taking, experiential learning and choice-based instruction) have a place in all
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forms of content instruction, not just art. I feel this because these methods 
encourage student-driven learning with high intrinsic rewards, rather than being 
motivated by grades.” (Kim, fieldnote one, 2016)  

• “I was very aware of abstract art prior to the class, but it never occurred to me that
you can create abstract art by referencing a realistic photo. I think before this
class, I just assumed people who created abstract art all had original ideas and
created their paintings from nothing. I was able to take something completely
realistic and actually translate it into abstract art by something as simple as
changing the colors, and can teach this to my students.” (Linda, fieldnote one,
2016)

Reconceptualism was evident in participant ability to translate course content into

elementary lesson plan designs. As previously mentioned, (96%) of the participants 

identified their course expectation was to learn how to integrate art into elementary 

classroom disciplines. The ways that participants continuously opted to integrate their art 

lesson plan assignments with other disciplines reinforced that claim. Participant arts 

integration perceptions and concerns are represented in the following reflection:  

• “I love the idea on combining content objectives with art. As a student, I always
loved doing projects for class, even if it was content or research based. Being able
to create something is a great mode of teaching and assessment of your students. I
did find it challenging to find content standards that had easy art applications.
Most of what I had researched online was either too much content or just an art
project. As a teacher, I hope that I will be able to combine the two and provide my
students with a fun educational experience like I had as an elementary student.”
(Linda, lesson plan one reflection, 2016)

Reconceptualism of art education was reinforced through two different

assignments that challenged participants to reconceptualize how they might make art and 

teach art. The course culmination assignment required participants to create an issues-

based multimodal artwork and present it in class. The second challenge was for 

participants to take one of the ideas presented in class and translate it into an elementary 

education art lesson plan. Both of these translations are analyzed by applying multimodal 

theory.  
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Third Research Sub-question: Applying Multimodal Theory 

My third research sub-question asks:  

“What results when course assignments are investigated utilizing multimodal 

theory?”  

Multimodal theory provides a framework to examine participant course culmination art 

projects and the final lesson plan assignments. By applying multimodal theory to my 

analysis, I illustrate ways that this theoretical tenet is applicable to art education research. 

First, I point out some bumps in the road. Multimodality was discussed 

throughout the course and was emphasized during the last five weeks of the study. 

Regardless, an apparent disconnect in understanding of multimodalities emerged in 

several student written reflections about the processes they utilized when filling out the 

culmination project reflection worksheet. Participants understood they were being 

challenged to employ a modality or a combination of modalities, and the majority of 

them undertook voluntary risk-taking to impressive degree. However, when writing about 

their projects, participants seemingly didn’t connect to multimodal terminology. For 

example, some participants did not identify the modality used in their works but instead 

referred to the medium they used such as drawing, sculpture, video, and PowerPoint. I 

anticipated that most of the participants would have utilized modality terminology such 

as visual, tactile, kinesthetic, and technological. Also, I noted that the participants whose 

work employed a wide range of modalities neglected to specifically identify all of them 

when writing about their artwork in their project reflection sheets. 

Clearly, I could have emphasized multimodal terminology to a greater degree. 

When participants were asked to fill out the culmination project reflection worksheet, our 
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classroom was temporarily moved to a different location due to an unrelated school-wide 

testing situation. That meant that the multimodality posters that had been available to my 

participants in their regular classroom were not visible when they filled out the 

culmination art project worksheet. Despite the class time spent and emphasis placed on 

multimodality, when it came to writing about their individual artwork, many participants 

reverted to more familiar art media terminology.  

Each participant was able to successfully create an issues-based multimodal 

artwork for the course culmination project. Participants were then assigned to either adapt 

their own project concept or a classmate’s artwork to design an issues-based multimodal 

elementary lesson plan. To demonstrate how multimodal theory can be applied to 

analysis of art education research data, two representative participant culmination art 

projects are offered as examples. These same two participants’ subsequent lesson plans 

are then analyzed as well. For analysis I utilize the following four multimodal theoretical 

categories:  

• Media and Affordance (Material used and how it is used to communicate)

• Ensemble (Combinations of modalities employed)

• Designs for Learning (Educational & curricular functions of the modality)

• Signs of Learning (Making personal meaning)

Multimodal Theory Applied to Two Student Samples 

A multimodal theoretical lens is applied to two of the student culmination art 

projects that were previously presented in Chapter Four in order to illustrate ways that 

multimodal theory can be applied to analyze two very different art projects. In this 
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section I also investigate ways that the culmination projects impacted participants’ third 

and final course lesson plan assignment.  

I begin by reintroducing Rita’s course culmination art project, Poetry Through 

Music, which was a song lyrics remix to create a poem about materialism. I offer an 

excerpt of Rita’s poem and identify the original music artist to whom the work is 

attributed: 

The more money I made, you actin’ like my enemy 
Is it the money? Want me to give it back? (Timberland and Drake) 

Maybe, it’s me, maybe I bore you 
No, no, it’s my fault, cause I can’t afford you (Kanye West and John Legend) 

(Rita, culmination art project, 2016) 

A second participant artwork previously discussed as Figure 6, One Word, is a 

linguistic and visual photographic artwork in which Paula asked children and adults to 

write a single personally descriptive word (see Figure 12). She took a digital photo of the 

subject holding up the word. Paula stated that she consciously chose to photograph her 

subjects in black and white in order to help the viewer focus on the word.  

Figure 12. One Word, Paula, 2016 

Media and affordance. In multimodal theory, media and affordance are two 

categories that I combine in order to investigate the materials utilized and how they are 
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used to communicate. To analyze the two participant’s artworks, I apply media and 

affordance as a theoretical lens to investigate how choices of materials communicate the 

issues addressed through their artwork.  

Rita’s poem reflects the current trend of remixing that consists of combining 

elements from another’s work to create a new entity.  Remixes are intended to pay 

homage to the artists who created the component elements, and a remix frequently 

references current societal trends. The remix that Rita created also reflects the cultural 

sharing that is present in social media interaction. Her use of words from contemporary 

rap culture effectively communicates her chosen theme (materialism) and brings rap 

culture and celebrity personalities into the story she tells through her artwork. 

We see that both Rita’s poem and Paula’s photographic artwork employ words 

(linguistics) to help convey concept. Beyond use of the written word, Paula’s artwork 

examines human behavior and self-concept. During her presentation, Paula shared the 

differences she noted between the two age groups that she engaged with. Her photos pair 

descriptive words with portrait imagery, and for Paula the process of creating an artwork 

became a social observation as well. She reported that her three young subjects 

enthusiastically engaged with the project while her three adult subjects showed anxiety 

when choosing a word and having their photo taken. The unintended reveal of her adult 

subjects’ insecurities during the undertaking invited Paula to draw conclusions about her 

subjects’ self-confidence. Paula hypothesized that the artwork possibly reflects 

characteristics found in different age groups of people. Subjects in Paula’s art project 

chose the word to pair with their portrait, so the artwork eventually also resulted in both 

her and her subjects’ ability to communicate with viewers of the artwork. 
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The classification of media in multimodal theory invites the inspection of 

materials that are used to communicate, while affordance examines the message that is 

conveyed. Examining the culmination art projects that both Paula and Rita created 

illustrates ways that media and affordance can be applied to art education research.  

Ensemble. In multimodal theory, ensemble investigates combinations of 

modalities. Before again looking at the two participant sample projects, I first present 

data pertaining to ensemble that were evident in the course culmination art projects as a 

whole. Table 6 from Chapter Four provides data to analyze ensemble utilized in the 

course culmination art projects.  

As I anticipated, each participant incorporated some form of visual modality in 

his or her artwork, combining it with a variety of other modalities. After visual, the 

second most utilized modality in an ensemble was linguistics. Seventeen participants 

(74%) incorporated written or spoken modalities into their projects, other than what was 

used by all during the oral presentation. Because the participants are training to become 

elementary educators, it is not surprising that they incorporated a linguistic modality that 

included reading and writing into their artwork. Participant prior educational training was 

evident in their comfort and experience using linguistics as a modality. I observed that 

creating ensembles, especially by including linguistics, affirms the purpose of 

multimodality as an art education instructional strategy for preservice elementary 

educators.  

Another modal ensemble that participants combined was technological expertise. 

Sixteen students (70%) included technology as a modality to create their artwork or to 

present their project to the class. Technologies they used included PowerPoint 
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presentations, digital photography, video making software, online videos, Internet 

research, word processing, and computer printing. Because participants are products of 

today’s highly technological educational systems, I anticipated that this expertise would 

be evident in ensemble choices.  

Seven participants (30%) included auditory modalities that extended beyond the 

oral presentation of their culmination projects. Participants incorporated auditory 

modality through the inclusion of music, video, and song lyrics. Another seven 

participants (30%) employed 3-dimensional tactile modalities such as sculpture and 

assemblage. Seven participants (30%) worked with a kinesthetic modality in their art, 

such as use of videos highlighting movement and dance. Five other participants (22%) 

designed sculptural artworks with kinesthetic components. Six student projects (26%) 

included conceptual components where the participants designed a model to represent 

larger concepts. For example, one participant created an artwork that addressed food 

appropriation, and her physical project was a model depicting a design for a large 

conceptual installation to express that issue.  

Like visual modality, design as a modality was evident in all of the artworks, but 

was not necessarily identified by all participants when writing about their artwork. Only 

one participant (4%) specifically identified design and she explored design found in body 

art/self-expression. The variety of multimodal ensemble that participants utilized to 

successfully communicate an issues-based theme illustrates the unlimited combinations 

of multimodalities that are possible.  

I further analyze Rita and Paula’s student culmination projects through the lens of 

ensemble. Each of the two participants created different ensembles of modalities beyond 
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their obvious use of visual modality. Rita’s song lyrics remix primarily engaged a 

linguistic modality. Her presentation was auditory and visual, because she read her poem 

aloud during a PowerPoint technological projection of the words in her poem. Paula 

utilized technology in her artwork as well, combining digital photography to record 

portrait images and PowerPoint to present them to the class. The concept for Paula’s art 

included a linguistic modality through the choice of a descriptive word to include with 

each portrait. These artwork examples demonstrate how multimodal ensembles can 

contribute to an artistic concept, and provide a theoretical lens for analysis.

Designs for learning. Designs for learning in multimodal theory examine 

educational and curricular functions found in modalities. This theoretical lens is 

especially appropriate for my research, because the end goal of the course was that 

participants are prepared to teach in a variety of ways.  

I noted that once participants began to recognize creative modalities they 

possessed or wished to develop, they began to incorporate these modalities into course art 

assignments. Study participants also integrated personal abilities into their course lesson 

plan designs such as creative writing, poetry, dance, crocheting, and music. For example, 

Linda designed a lesson plan that required students to invent movements and then assign 

movements to numbers. Her lesson plan involved using movement while solving math 

equations, thus creating a choreographed sequence. This provided kinesthetic movement 

to a math lesson in an engaging manner that Linda stated she could not wait to try with 

elementary students. 

When examining issues-based contemporary art, participants reported increased 

ability to make interdisciplinary connections, thus providing another illustration of a 
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design for learning For example, examining artwork made with found objects created to 

express environmental concerns helped educators to make interdisciplinary science and 

social studies curricular connections. Also, during class discussion participants frequently 

brainstormed additional modalities through which art concepts could be used for arts 

integration. This propensity to expand into additional modalities further demonstrates 

designs for learning. 

My course required students in the class to create an elementary art lesson plan 

that was prompted by the class culmination project presentations. As previously 

described, participants were assigned to either utilize their own culmination artwork 

concept, or build upon one of their peer’s issues-based multimodal ideas. The outcomes 

from this assignment provide data about how participants were able to envision designs 

for learning. Table 6 from Chapter Four provides data for analysis of designs for learning. 

In looking at the participant lesson plans, no singular participants’ culmination project 

idea dominated; instead, concepts were drawn from a variety of participants’ artworks. 

Ten participants (43%) opted to expand upon their own culmination project concept, but 

when doing so, most of the participants found it necessary to alter the modalities or issues 

for use in an elementary art lesson plan. The remaining thirteen (57%) designed final 

lesson plans that were compiled from various peer culmination art projects. A particularly 

prevalent issue that was examined in the elementary art lesson plans was the topic of self-

identity. Participants shared that they believed that self-identity is an appropriate topic for 

elementary education and is an issue that their future students will likely face. 

As a design for learning, both Rita and Paula opted to expand upon their own 

issues-based multimodal projects for their elementary art lesson plan assignment. Rita’s 
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Poetry through Music evolved into a lesson plan using collage as a symbolic remix of 

visuals that were cut from magazines. She shared that her lesson plan idea was also 

influenced by her classmates’ self-image projects. Rita changed the issue she addressed 

from materialism to the topic of female self-identity. She gave the lesson a political twist 

by asking her peers to look for examples of false ideals of feminine identity that were 

visually perpetuated in the glossy magazine spreads. As her peers worked on their visual 

collage, Rita asked them to add magazine cutout words to emphasize ways that the 

female images might be considered unrealistic and/or misleading. By adapting her 

multimodal lyrics remix concept into a visual and verbal remix, Rita introduced critical 

thinking about an issues-based topic. 

By omitting the photographic element from her culmination art project, Paula 

translated One Word into a linguistics elementary art lesson plan. She required her peer 

group to identify descriptive words about themselves and create a concept map utilizing 

these words. This was done with the intent to linguistically map self-identity while using 

different colors to convey emotions. Paula again observed that adults in her group found 

that identifying positive words to represent themselves was a challenging task. Her group 

discussed reasons why this might be more difficult for adults than young students. As a 

group, they brainstormed ways that lists of positive words could be provided for those 

who found it difficult to identify affirmative words about themselves. It was also 

suggested that classmates might recommend positive attributes they observe in their 

fellow classmates.  

These two student culmination projects and resulting art lesson plans illustrate 

ways that multimodal theory can be applied to analyze designs for learning. During small 
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group discussions while the participants each taught their lesson plans to their peers, 

constructive educational and curricular ideas were shared. This illustrates the 

participants’ desire to make the course activities into productive designs for learning. In 

order to assist with curricular uses of participant lesson plans, an online course discussion 

board allowed participants to retrieve one another’s lesson plans from the semester. This 

practice allowed class members access to sixty-nine elementary art education lesson 

plans for their potential future curricular use. 

Signs of learning. Signs of learning, the making of personal meaning, provide 

another multimodal theoretical lens for analysis. Signs of learning were evident in class 

discussions following the class culmination art presentations. Signs of learning were also 

found in participant ability to translate multimodal and issues-based projects into 

elementary art lesson plan designs. I noted that class discussions offered opportunity for 

peer brainstorming about additional curricular ideas. Usually, participant suggestions 

took an interdisciplinary direction, with classmates contributing how concepts could also 

be used to teach other classroom subjects. Again, these signs of learning example how 

preservice elementary educators strove to find future elementary education potential for 

ideas presented in class. 

A final inspection of the two student culmination art projects offers ways that 

signs of learning can be used for art research analysis. By creating a remix, Rita 

presented an issue of personal interest. The subject she addressed, materialism, conveyed 

a search for meaning in contemporary culture. Her peers responded positively to Rita’s 

poetry, and several based their later lesson plan designs on ideas generated by Rita’s 

project. One such resulting peer art lesson used magazine cutout words and phrases to 
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foster group-generated poetry. Another participant’s art lesson plan that emanated from 

Rita’s concept was a technology-generated presentation that showcased how poetry did 

not need to rhyme but instead could be in the form of free verse poetry. 

Paula’s One Word culmination artwork provided opportunity to work with 

elementary students as well as adult friends and family members, and this undertaking 

resulted in signs of learning for Paula. She shared her observations about the difficulty 

the adults found when selecting a representative word and also how insecure the adults 

were when having their photo taken. She noted that her adult subjects requested to see the 

photo and wanted to re-do the image, but the children did not show concern about how 

the image turned out, nor did they request to see it. She reported an interest in further 

experimenting with her art concept, to see if she could identify when a child’s trusting 

confidence in their self-identity transitioned to the self-doubt she witnessed in the adult 

group. This example shows how signs of learning may impact Paula by carrying her 

artwork forward into future educational research.  

Paula shared with me her goal to expand her art project when she is actively 

teaching. She envisions creating a multimodal artwork that showcases a large group of 

elementary students (with photo permission) displaying their one word. Paula would like 

to add an auditory modality to publicly present this artwork by incorporating random and 

anonymous audio of elementary students reading their own statements about self-identity 

(with audio permission). She did not see the need to pair student images with student 

audio, but relished the idea of children’s voices reinforcing the optimistic attitudes that 

she observed while creating her original artwork. When teaching her final lesson plan, 

Paula shared her intent to continue to expand upon her idea, believing an artwork such as 
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this would remind adults about ways that children perceive themselves and the world. 

This illustrates a continuation of participant-designed concept and a sign of learning as 

found in multimodal theory. 

Multimodal Theory Summary 

 Multimodal theory proved to be a helpful method to analyze the impacts of 

multimodal art assignments. I utilized four components of the theory to illustrate ways it 

could be applied to art education research data. Media and affordance was used as a 

measure to examine the communication potential of participant assignments created with 

various modalities. Ensemble helped me to analyze the specific modalities that the 

participants combined to create their artworks. Designs for learning assisted in the 

examination of elementary curricular potential that participants applied to their art lesson 

plan designs. The fourth multimodal theory I utilized, signs of learning, provided focus to 

evaluate personal meaning and future resolve that participants reported after the 

engagements.  

Revisiting Second Sub-research Question: Multimodal Lesson Plans 

The course culmination project presentations led to the third and final lesson plan 

assignment in the course. As in the analysis of multimodality in the bookmaking projects, 

analysis of the participant final lesson plans revisits my second research question:  

“In what ways do preservice elementary educators utilize multimodality in art 

education assignments?”  

When converting an issues-based culmination art project into a concept that could be 

employed for elementary art education, some participants found it necessary to alter the 

issue, the modality, or both.  
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To review, the course third and final lesson plan assignment challenged students 

to use their own issues-based multimodal culmination project concept, or to expand upon 

an idea that was generated from their peers’ project presentations. The preservice 

elementary educators’ altering of modalities demonstrates their ability to adapt modalities 

in order to meet their personal and instructional needs. In the following section, I analyze 

examples of participant-created elementary art lesson plans by looking at how 

participants were able to reconceptualize one of their peer’s culmination projects. These 

lesson plans are analyzed utilizing both reconceptualist theory and multimodal theory.  

Reconceptualizing a Peer’s Culmination Art Project 

 Kim adapted Ann’s bookmaking concept; Ann had focused upon presenting two 

sides of an issue. Kim modified Ann’s political art idea by incorporating a multimodal 

approach to teach students how to research two sides of an issue through artmaking. 

Kim’s upper elementary art lesson plan did not involve bookmaking, but instead changed 

the media and affordance through the creation of a presentation board that also reflects 

AVCE contemporary connections. Kim’s art lesson prompted students to research recent 

political campaign rhetoric in the creation of an informative artist rendering to address 

current events. Kim’s art lesson requires investigation of online resources such as news 

websites, campaign blogs, Twitter, and Facebook to investigate other sides of a current 

issue publicly shared on social media. Despite the impracticality of accessing social 

media sites in a school setting, Kim’s lesson plan provides an example of how she 

envisions future art educational potential, and this is precisely what my study sought to 

uncover. Kim’s art lesson reconceptualizes the role of art education in the classroom. 
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Instead of teaching students how to make an aesthetically pleasing artwork, Kim’s lesson 

plan actively promotes critical analysis of contemporary social media culture.  

Figure 13. Lesson plan three visual sample, Kim, 2016 

Another participant lesson plan demonstrating participant reconceptualization of 

elementary art education was an adaptation of Tina’s culmination art project. Tina had 

examined creative risk-taking and showed a video of artist Riusuke Fukahori painting 

with a string mop used as a non-traditional artmaking tool. Tina’s conceptual art concept 

engaged in voluntary risk-taking through expressive large-scale painting with elementary 

art students. Tina’s culmination art project was a conceptual envisioning of taking 

elementary students outside with mops and buckets of water to “paint” upon a large 

concrete slab. A class discussion followed Tina’s in-class presentation, and it was 

suggested that using a mop and water could make completing large-scale math problems 

outside into an engaging endeavor. Other peers in the class brainstormed that painting 
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I don't believe in free tuition for everybody. So 
I have proposed debt-free tuition, which I 

think is affordable and I would move a lot of 
the Pell Grant and other aid into the arena 
where it could be used for living expense. 

-Hilary Clinton, New Hampshire Democratic Primary Debate, 
Dec 19, 2015 

“This is the thing they always do on the left. 
She has to figure out who to raise taxes on — 
so this is about making doing business in 
America even more expensive — raising taxes, 
and then taking all that money and pouring it 
into an outdated higher education system” 
-Marco Rubio during an interview with Fox
News 

Clinton's bold proposal is 
emblematic of the rising economic 
populist tide in American politics.” 
-Adam Green, Progressive Change
Campaign Committee co-founder 

“I don't think taxpayers should be paying to send 
Donald Trump's kids to college.”  
-Clinton in response to Sanders’ Free college proposal 

We don’t need more top-down 
Washington solutions that will raise 
the cost of college even further and 
shift the burden to hardworking 
taxpayers. –Jeb Bush via his website 

!

Hillary Clinton I’ve frozen in-
state tuition rates for four 
years, while you charged colleges 
225K+ just to show up. –SW  
-Scott Walker via Twitter
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with water could emphasize the idea of impermanence. Alyssa expanded upon Tina’s 

concept of students painting with water by exploring the idea of impermanence in her art 

lesson entitled Dried Up: 

• “My assignment allows students to think deeply about something they would
want to change in their lives, such as something they wished would never happen,
or something that bothers or scares them. Student will paint whatever that feeling
is onto a piece of cardboard, using just water and a paintbrush. When someone
puts water onto cardboard it quickly dries up and erases. When something
happens in our lives we may wish that it could have been erased from our
memory and never thought of again. Or if you are scared of something, you may
wish that you did not have this fear and hope to face it one day. This assignment
will hopefully make students feel differently about things in their lives and may
help them overcome their fears. This assignment may even allow students to free
themselves from things going on in their lives.” (Alyssa, lesson plan three, 2016)

Alyssa wrote about how student engagement in her art lesson might have impact 

extending beyond making an art project. Thus, she reconceptualized the role of 

elementary art education by proposing that student art could actually disappear in order to 

contain impact with potential lasting impact. Alyssa altered the multimodal designs for 

learning from Tina’s original concept. No longer was the idea a large, public engagement 

of risk-taking and movement. Instead, Alyssa’s lesson plan was a small-scale private 

expression of emotion. Alyssa’s elementary art lesson plan also incorporated the 

multimodal theory classification of a sign of learning by offering the potential of long-

term learning that could result from engagement in the endeavor.  

Tina, on the other hand, didn’t expand upon her own action painting with water 

concept, but instead based her art lesson plan upon her classmate Heidi’s culmination 

project. Heidi had addressed personal fears in a conceptual installation artwork involving 

one hundred participants writing their fears upon a kite to create a group performance art 

piece. In Heidi’s concept, fears were identified and harnessed with the intent that 
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participants might realize the commonality of some fears, and the engagement could 

potentially promote participant ability to confront their fears. Tina modified Heidi’s 

lesson plan activity for classroom use and also incorporated math components: 

• “Students will create kites and design them with words and/or symbols
representing their fears. Students will then ‘fly’ their kites by having the teacher
hang them off the ceiling.” … “The feedback that I received was that it was a
good idea to turn Heidi’s conceptual idea into a classroom activity. I also received
some feedback that it would be good to incorporate a discussion about fear and
what this activity represents. For younger students I could find a book that talks
about fear, and share why it’s okay to have these fears. I did a step-by-step
example of how to measure out the kite, and I received feedback that this was a
good idea to help teach math concepts.” (Tina, lesson plan three, 2016)

Tina’s lesson plan illustrates the curricular influence that the course culmination art 

projects were able to generate. These are additional examples of ways that the 

multimodal theory categories of designs for learning as well as media and affordance can 

be utilized to analyze the educational potential of multimodality.  

As in the culmination art projects, the top issue that participants addressed in their 

lesson plans was self-identity. Cindy adapted Nancy’s culmination art project into a self-

identity art lesson plan. Nancy had designed a conceptual mural that invited viewers to 

consider friendships that extend beyond people their own age, to include friendships with 

neighbors, grandparents, and pets. Cindy expanded upon Nancy’s friendship concept, 

focusing her lesson plan upon friendships that are demonstrated between animals. Cindy 

used this idea to prompt students to identify positive human traits that can be observed in 

animal behaviors. She introduced a video of animals exhibiting fun-loving human traits, 

such as can be accessed through YouTube. Watching the video introducing the art lesson 

was intended to evoke emotions of affection and friendship, and as Cindy reflected, the 

video actually made some of her peers cry. Through use of visual, technological, and 
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kinesthetic modalities, Cindy’s art lesson promoted empathy for animals and positive 

self-identify by inviting students to recognize positive animal traits that they and their 

classmates also possess. Cindy’s art lesson plan encouraged symbolic representation of 

individually identified traits and reconceptualized ways to teach self-identity and 

empathy that extends beyond reading or talking about these topics.  

These samples illustrate ways that preservice elementary educators were able to 

adapt issues-based multimodal concepts and design elementary art education 

engagements for their own use. These examples showcase the depth that preservice 

elementary educators were able to translate one of their peer’s idea into a meaningful 

elementary art lesson plan. Other participants in the study opted to design elementary art 

lessons based upon concepts from their own culmination art projects. 

Reconceptualizing Own Culmination Art Project 

The issues-based multimodal culmination projects and lesson plans by both Paula 

and Rita were previously analyzed in the multimodal theory section of this chapter. Both 

of these participants chose to expand upon their own original concepts when designing 

their third and final elementary art lesson plan. Eleven other participants also employed 

their own concepts for elementary art instruction, and I example two those to further 

analyze ways that participants were able to reconceptualize elementary art education as 

well as the modalities they chose through which to work. 

In Dawn’s culmination artwork addressing bullying, she photographed hurtful 

words written upon the human body. She expanded upon a peer’s suggestion that 

removing the words could be a powerful action. Dawn’s subsequent lesson plan involves 

pairing two students to share “school-appropriate” hurtful words that had been said to 
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them. Note that the participants were well aware that no words that cause harm to others 

are school-appropriate, yet Dawn argued that examining words that students may have 

heard said of them or other students in a school setting could focus upon the harm that 

hurtful words can inflict. Once identified and approved by a supervising adult, Dawn 

planned that hurtful words could then be written on the students’ hands with easily 

removable media. Dawn’s lesson plan called for students to photograph each other’s 

hands before removing the words. The students would then brainstorm positive words 

about each other and their classmates and repeat the photographic rendering, with the 

intent to replace negative emotions with positive ones. Dawn’s peers noted that seeing 

hurtful words written on young hands would have a jarring impact, and replacing them 

with positive words may help illustrate the power of words.  

Clearly, if implemented in an elementary classroom situation, Dawn’s proposed 

elementary art assignment would need the assistance of close adult supervision. Despite 

nagging concerns about the potential negative impact of an art project that examines 

hurtful words, participant perception of the need to confront hurtful words is pertinent to 

the study. Examining what preservice elementary educators understand as important to 

address in today’s elementary education curriculum is very relevant. 

Sam addressed poverty in his culmination art project, creating a short story and 

collecting imagery from the Internet to make a visual presentation to accompany his 

creative writing. He shared with the class his vision of a future writing project that would 

be a socially conscious engagement. He described an undertaking where student poems 

or short stories about an issues-based topic would be compiled and possibly sold at 

school events to benefit a local organization such as a food pantry. He shared his thoughts 
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that an art engagement such as this would be a way that students could create positive 

impact through caring. Multimodal theory classifications of media and affordance, 

ensemble, designs for learning, and signs of learning are all evident in Sam’s elementary 

art lesson plan and future aspirations. 

Sam is a student that I mentioned frequently in my fieldnotes because although he 

was willing to try anything assigned him, he readily identified that he had artistic 

trepidation. Sam described himself as “not good at art” and shared that he had difficulty 

even writing his name with a pencil. Sam was an afterschool basketball coach, and he 

clearly possessed kinesthetic and linguistic modal skills. Sam’s fine motor skills with 

drawing tools, scissors, and paper folding made me ponder the degree that his artistic 

apprehension was overriding his creative ability. Because the course culmination project 

encouraged choices of modalities, Sam was able to apply his creative writing skills to the 

assignment and he flourished. The execution of his artwork did not equal the emotional 

impact of the story that he wrote, however, the purpose of the culmination art assignment 

was to engage in voluntary risk-taking, develop a concept, and to write about the process. 

Given these criteria Sam excelled, and he was able to translate his own culmination 

project idea into an art lesson plan. Examples such as these show how participants were 

able to alter their own concepts into elementary art education lesson plans. The 

multimodal theoretical category of signs of learning continues to be evident in activities 

such as this that promote making personal meaning through art creation.  

Lesson Plan Analysis Summary  

Each of the participant lesson plans, whether inspired by their own or a peer’s 

issues-based multimodal concept, illustrate participant ability to reconceptualize 
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elementary art education. The lively class discussions that followed both the presentation 

of the culmination art projects and the teaching of the final lessons plans indicated that 

ideas shared in class generated additional multimodal and reconceptualized ideas. 

Participants designed lesson plans that expanded beyond the creation of physical art 

objects to include artmaking in order to create personal meaning. The design of art 

engagements such as these noticeably evolved from participant earlier envisioning of 

elementary art education. Their final course elementary art lesson plans readily utilized 

multimodal issues-based concepts.  

Analysis of ways that preservice elementary educators were able to 

reconceptualize and translate concepts using various modalities indicates that actions 

taken during the study supported their ability to do so. The degree that voluntary risk-

taking and multimodality allowed for the growth in confidence through which 

participants learned to make and teach art is difficult to ascertain. However, through 

assignments completed during the course, participants were able to create elementary art 

lesson plans that maximized their own instructional strengths. My goal in teaching 

participants to design lesson plans that maximize their own instructional strengths is to 

increase the likelihood that they will eventually teach the outstanding lesson plans they 

created to elementary students they will work with. 

Research Sub-question Four: Participant Insights 

This dissertation is entitled, Facilitating Voluntary Risk-taking and Multimodal 

Art Instruction: Insights Gained from Preservice Elementary Educators. Of primary focus 

was gaining insight from participants in the study in order to apply this knowledge to 

better educate those going into the field. Therefore, my fourth sub-question asks: 
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What insights do preservice elementary educators share that may impact future 

art education preparatory courses?  

Preservice elementary educator perspective is provided within each chapter of this 

dissertation in order to support of thematic sections as they are introduced. Participant 

observations are important to the discussion of the implications of my research study, 

therefore, are largely discussed in Chapter Six. In this section I review the importance of 

participant-provided data. 

Observations that participants in the study share allow for a perspective beyond 

that of the researcher to be a part of the data. Including their perceptions allows for their 

position in the educational process to be considered. Participant insights offer opportunity 

to inform myself as a preservice art educator as well as potentially provide useful data to 

other instructors of similar preparatory courses, those going into the field of elementary 

art education, and individuals who administer programs that support fine art education.  

In my researcher fieldnotes, I observed that participants were willing to share 

insights about many topics. They discussed the role of both traditional and contemporary 

forms of art throughout the study, and the resulting consensus was that all forms of art 

should be valued for use in elementary art education. Throughout the study, participants 

showed tacit knowledge that art could contain concept, and they responded positively to 

the unit of study that combined issues-based art and multimodality to explore a concept. 

Several participants expressed their appreciation that elementary art education could 

extend beyond creating something aesthetically pleasing, to include addressing topics of 

societal importance. In the post-course questionnaire, students noted the importance of 

presentation in the creative process, commenting that the reason for artmaking should 
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also incorporate ways to share art. This observation was also evident in student written 

reflections about the culmination project presentations and the educational value that this 

assignment contained.  

Kim shared with me her interest in expanding her elementary education degree 

into an art education focus. The complexity of concept that she applied her art 

assignments, lesson plans, and reflections indicated her conceptual understanding of the 

nuances of art education. She wrote about her prior art education focus and frustration: 

• “I didn’t feel like I had artistic license when I was taking art in school. I think that
even my other artistic outlets, like band or dance, focused more on how to do
something ‘right’ over how to create art.” (Kim, fieldnote 2, 2016)

Kim was impacted by the powerful ways that art education could extend beyond learning 

about art techniques and processes into the ability to promote self-expression. Other 

students also noted their increased appreciation of the process of making art over the 

necessity to create a particular art product.  

Throughout the study, I continued to note that participant insights focused upon 

the interdisciplinary potential of every engagement, both during class discussion as well 

as in participant-designed lesson plans. Whether or not interdisciplinary requirements 

were assigned, the participants brainstormed integration potential in one another’s 

endeavors. I initially promoted this form of discussion in class, but it quickly evolved to 

be the lens that the participants themselves applied to each engagement. Their shared 

commentary in class, through peer feedback, and by individual written reflections that 

invariably incorporated how they might integrate the ideas they learned into eventual 

elementary classroom use. It is important to again note the desire that preservice 

elementary educators posses to make art education instruction have interdisciplinary 
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connection. When instructing preservice elementary educators, this instructional need is 

worthy of consideration in order to offer purposeful coursework for their art education 

training.  

Chapter Five Summary

Chapter Five presents analysis of data that were collected while facilitating 

voluntary risk-taking and multimodality with preservice elementary educators. Data from 

the initial course questionnaire establish an understanding of preservice elementary 

educators’ self-reported comfort levels at the beginning of the study. These data were 

compared to participant post-course data, and the results indicate increases in both 

comfort making art and comfort in teaching art. Noticeable increases in participant-

reported comfort in these two areas are also reflected in their oral comments and written 

fieldnotes.  

I examine the research data as they relate to reconceptualist theory and 

multimodal theory. Ways that preservice elementary educators engaged in the disruption 

of the stasis cycle of art education was found in participant verbal and written responses 

to experiential artmaking activities as well as evident in their art lesson plan designs. 

Participants shared their insight about reconceptualized roles that bookmaking and issues-

based instruction might provide their classrooms.  

Multimodal theory offers a systematic way to analyze art education research. It 

was utilized to examine student culmination artworks and the subsequent elementary art 

lesson plans that these artworks inspired. Analysis of two participants’ coursework 

illustrates ways that multimodal theory criteria can be applied. Additionally, elementary 

art lesson plans focusing upon issues-based instruction and multimodality illustrate ways 
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that participants were able to translate concepts presented in class in innovative ways. 

Finally, insight gained from participants holds the potential to impact future educational 

practices in preservice elementary art education training. Preservice elementary 

educators’ perspectives provide implications of the study, and are further discussed in 

Chapter Six and Chapter Seven. 
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CHAPTER SIX: DISCUSSION 

The first five chapters of this dissertation describe the research I conducted while 

teaching an art methods course to preservice elementary educators, and in Chapter Six I 

relate my research to the literature in the field. Because I investigate ways to address 

artistic trepidation with preservice elementary educators, also I argue that it is important 

to disrupt the stasis cycle of how elementary art education is taught at the university 

level. Because of this, I present the findings from my action research study with art 

education practitioners and researchers in mind.  

Disrupting the Stasis Cycle of Art Education 

In my study I found that the stasis cycle of art education was disrupted when 

preservice educators expanded upon their own prior elementary art experiences through 

the introduction of voluntary risk-taking and multimodality. Participants reported that 

these two instructional strategies represented new art educational approaches from their 

prior instructional training. I concur with Gude (2000) when she states that emerging 

teachers tend to imagine an art education curriculum that is based upon their prior early 

art instruction recollections. Gude poses the question that if a preservice art education 

course was the last art class that future educators were to take, what would they need to 

know? This question prompts a reconceptualization of art education course content in 

order to prioritize what preservice art educators most need to know. Like Gude, I 

question if what is being introduced to students in an art preparatory course covers what 

they most need to learn in order to be art educators. I prompt instructors of preservice 

elementary educators to consider instructional methods that lend purpose to art methods 

coursework. 
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Preservice Elementary Art Education with Purpose 

Scholarship supports my belief in the necessity to adapt preparatory curriculum to 

meet contemporary instructional needs (Galbraith, 1990; Grauer, 1998; Miraglia, 2008; 

Pinar et al., 2004). Additional scholars advocate that not only must instruction meet 

contemporary instructional needs, but it must also contain purpose (Keifer-Boyd, Trauth, 

& Wagner-Lawlor, 2015). Data from my study contribute insight into both the necessity 

that instruction should reflect contemporary instructional needs as well as the need for 

what is taught to contain purpose. I agree with Stewart and Walker (2005) who point out 

that in order for students to value what they learn, they must see connections that are 

relevant to their own lives. In order to discuss ways that the instructional strategies of 

voluntary risk-taking and multimodality might help to provide purpose when teaching 

preservice elementary educators how to teach art, I revisit the curricular needs of this 

population of student that came to light during my research.  

Preservice Elementary Educators’ Instructional Needs 

It is important to recall that the instructional needs of preservice elementary 

educators may differ from the needs of students who are specifically learning to become 

art specialists (Grauer, 1998; Kowalchuk & Stone, 2003; Miraglia, 2008). Recent 

scholarship on differences between these two groups of art education students was 

difficult to obtain, thus I advocate for additional research in this area. In my study I do 

not extend my investigation to include the needs of students who are specializing in art 

education, because that would be an entirely different investigation. However, I point out 

that there are important potential differences between these two groups of students. This 

is important to note because regardless of the eventual certification those individual 
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students are seeking they are frequently taught together. To clarify, in many higher 

education institutions these two populations of students are taught within the same 

elementary art education courses. Instructors of both groups of students likely realize 

these differences, yet may not implement ways to accommodate the different populations. 

Findings from my study may further inform curricular decisions to help bridge the needs 

of student groups who are taught simultaneously as well as in separate courses. 

Findings from my action research study bring to light the specific educational 

needs I found in preservice elementary education majors that may differ from what art 

education majors require. The specific needs I identify from data collected from 

participants in my study are discussed in this section. It is because of these perceived 

differences between preservice elementary education and preservice art education 

students that I argue that when providing art education for students learning to become 

elementary classroom generalists, those who educate them should strive to meet their 

instructional needs. Because the range of art education experience and levels of comfort 

found in the participant group in my study is comparable to what I have observed while 

teaching prior university-level elementary education art preparatory courses, I posit that 

findings from my research are generalizable to comparable other preservice elementary 

educators as they learn ways to teach art. Therefore, I discuss my research from the 

position that my findings might contribute to curricular considerations for use in similar 

art education preparatory courses.  

Interdisciplinary Instructional Needs 

Like other art education scholars (Feret & Smith, 2010; Marshall & Donahue, 

2014; Sandell, 2009), my study reflects the elementary educational trend toward 
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interdisciplinary instructional units. Time and again participants in my study shared their 

intent to integrate art with other disciplines. This was evident in participant reflective 

writing and comments during class. Participants identified future instructional purpose 

for class activities and concepts introduced, and every participant at one time or another 

individually reflected upon ways they might incorporate course content into their 

classroom teaching.  

As an art education instructor and researcher, I recognize that preservice 

elementary educators approach an art methods course with specific interdisciplinary 

intent. Consequently, I advocate for curriculum that promotes connection to 

interdisciplinary content in order to provide purposeful preservice elementary education 

instruction. Like Marshall (2005), my findings support the stance that arts integration 

practice promotes learning by catalyzing understanding and creativity. As previously 

introduced, arts integration transforms a STEM school curriculum into a STEAM 

program (Keifer-Boyd et al., 2015), and both STEM and STEAM designs are 

increasingly found in school systems. Preservice elementary educators in my study were 

aware of STEM and STEAM curriculum, and this knowledge caused them to be highly 

receptive to learn more about arts integration.  

In order to assist my students in making interdisciplinary connections, class 

assignments prompted use of issues-based instruction combined with learning about ways 

to introduce contemporary art as a catalyst. Contemporary art had direct connection to the 

study of multimodality, thus the approaches became closely intertwined. There is a 

significant body of research on teaching preservice educators using issues-based and 

contemporary art instruction (Bastos & Zimerman, 2015; Griffiths, 2009; Marshall & 
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Rossman, 2011). My research contributes knowledge by adding multimodal elements to 

issues-based instruction and contemporary art education topics. I found little 

investigation combining issues-based instruction with multimodality with the intent to 

teach it to preservice elementary educators. Issues-based instruction and multimodality 

are evident in writing by scholars who explore art and visual culture education (AVCE) 

(Duncum 2004; Keifer-Boyd, 2004). This topic is further explored later in this chapter. 

Jeffers (2002) and Franco, Ward, and Unrath (2015) explore instruction of 

preservice teachers while addressing social issues through art, but their writings do not 

investigate the potential role that multimodality can provide that endeavor. Actions in my 

study combined issues-based instruction, contemporary art, and multimodality in order to 

examine ways that these three approaches as instructional strategies can be utilized to 

further interdisciplinary connections.  

Needs Due to Artistic Apprehension 

My study contributes to research addressing artistic apprehension that preservice 

elementary education students might possess when learning ways to teach art. Literature 

in the field of art education exists about instructing preservice teachers in general and the 

trepidation they feel when making art and teaching art (Chang, Lim, & Kim, 2012; 

Hausman, Hosert, & Brown, 2015; Kowalchuk & Stone, 2003). My research further 

inspects methods designed to increase their artistic comfort. My research uncovers what 

occurred when preservice educators learned through engagement with multimodality and 

created art lesson plans that explored modes of expression.  

My research supports the stance of Szekely and Bucknam (2012) who discuss the 

importance of increasing creative comfort when teaching art education to future teachers. 
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Findings from my research expand upon scholarship about preservice elementary 

educators’ artistic trepidation. I found preservice educator pre-course attitudes about 

artistic comfort to be similar to those found in Miraglia’s (2008) research. I identify with 

Miraglia’s use of the term crisis of confidence that she uses to describe the apprehensions 

experienced by preservice educators. Participants in my study reported similar 

apprehension about teaching art as a subject and they identified their lack of confidence 

when using various art materials. They discussed their search for perfection and their fear 

of failure, and also admitted to fearing course evaluation and how it might impact their 

grade. I perceive that fears such as these are major contributors to preservice elementary 

educators’ artistic trepidation and can impact their comfort in making art, teaching art, 

and even learning about art.  

While I was the instructor of prior preservice elementary educators, students 

raised the issue of their frustration about how difficult artmaking can be. Prior students 

noted that frustration they felt was at odds with their belief that art should be fun and 

easy. Although participants in my study only hinted at this topic during my formal 

research, this is a future issue worthy of investigation. I believe that perception that art 

should be easy, yet often is difficult, may relate to preservice elementary art educators’ 

artistic trepidation, and is also a topic that I did not find recent scholarship.  

I believe the search for perfection is an aspect of artistic apprehension that is 

similar to research by both Bask (2012) and Clifford (1991). I saw evidence of 

perfectionist tendencies in my participants and I believe that procrastination due to 

perfectionism may relate to artistic trepidation with preservice elementary educators. 

From findings in my study, perfection may also hold a connection to impermanent art 
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that is prevalent in today’s contemporary culture. For example, participants explored 

elementary art lesson concepts that involved water and evaporation that reflected 

understanding that an artwork did not need to be a concrete object but could also explore 

a concept. From participant in-class commentary, artworks that did not strive for 

perfection and were impermanent in nature held appeal. This causes me ponder the 

cultural acceptance of fleeting digital communication as indicative of growing cultural 

acceptance of temporary and potentially imperfect artforms. For example, performance 

art and installation artforms are meant to be temporary and are highly dependent upon the 

reaction of the audience. In this way of thinking, I suggest that artistic trepidation in 

preservice elementary educators might be explored when perfection and permanence are 

removed from artmaking entirely. 

Fear of failure. Researchers note that artistic trepidation is often closely linked to 

fear of failure (Hanawalt, 2015; Parker & Stanworth, 2005; Warrell, 2013). Scholarship 

offered by Bayles and Orland (1993) guide my investigation into artistic trepidation and 

fear. Bayles and Orland recognize the role that fear plays in artmaking and they identify 

obstacles to artmaking that are rooted in fear. Roadblocks that these authors example 

include an individual’s perception that they lack talent, their own expectation of 

perfection, and the discomfort they experience due to uncertainty. I found these same 

roadblocks present with preservice elementary educators whom I investigated.  

Smith and Henriksen (2016) contribute scholarship on how to harness fear of 

failure in art education. They write about instructing a teacher preparatory course where 

they address fear of failure with their students by confronting ambiguity and uncertainty 

in artmaking. In the same way that I advocate, Smith and Henriksen incorporate the 
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acceptance of mistakes and multiple solutions when teaching art educators to accept 

potential failure as part of the creative process. My research findings add to the 

conversation about “failure” by illustrating ways that preservice elementary educators 

were successfully able to confront fear of failure through voluntary risk-taking and 

multimodality. Like Smith and Henricksen (2016), actions taken during my investigation 

reinforced participant recognition that creative endeavors involve taking risk that may not 

always result in anticipated outcomes. An important course action was requiring students 

to reflect upon assignment outcomes, causing them to analyze their reactions to both 

anticipated and unanticipated results. 

If it is true that fear of failure is a common roadblock that preservice elementary 

educators encounter, then I contend that it should be addressed to best prepare them to 

benefit by taking an art education course. Findings from my research contribute 

knowledge about instructional methods that are effective with this population of student. 

I advocate for a redefinition of failure as it pertains to art education and I observe that one 

way to assist students to redefine failure is to reframe artmaking as experimentation. 

Confronting fear of failure through experimentation. Participants in my study 

were able to equate artistic experimentation with the experimental process that is 

commonly accepted in the field of science (Ball, 2014). Anderson and Milbrandt (2002) 

suggest that engaging in the experimental process of artmaking is a way to build artistic 

confidence. Actions taken during my research further tie art instruction to experiential 

learning through the use of voluntary risk-taking. Through my investigation, I contribute 

to experiential learning scholarship (Kolb & Kolb, 2005; Oxendine, Robinson, & 

Willson, 2004) by applying an art education lens.  
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This is in keeping with recent writing of scholars such as Flanagan (2009) and 

Graham (2015) who tie experiential learning to play and creativity. I observed that when 

participants viewed artmaking as an experiment that may or may not succeed, they were 

able to resituate their expectations of success and perceptions of failure. Participants 

indicated that they were able to shift their beliefs about artmaking to include viewing it as 

a positive form of experimentation through risk-taking. I allege that this shift in thinking 

helped participants in my study to perceive time spent experimenting as time well spent. 

Experimentation may well have helped participants to recognize the instructional value of 

the alternate solutions that resulted. This experimental mindset seemed to particularly 

resonate with preservice elementary educators because they recognized that their future 

teaching assignments might likely include science instruction as a subject rich in 

experimentation. 

Fear of assessment. As in Payne’s (2012) research, course assessment was 

another participant-reported apprehension when taking an art course. As Payne 

discovered, findings in my research also reveal that preservice elementary educators can 

benefit from an approach that invites exploration without pressure of assessment because 

it allows the maker to take risks while doing so. My course grading philosophy for 

assigned art projects seemed to assist participants to engage in voluntary risk-taking. 

They were awarded participatory grades for experimenting with ideas and materials, and 

assessment was not impacted by the aesthetic success of art pieces that were created. 

Participants reported that the low-stakes aspect to grading artmaking activities in this way 

helped to increase their comfort with the experimental approach of the course. I conclude 

that assessment based upon willingness to experiment instead of upon artistic merit has 
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the potential to encourage voluntary risk-taking as a way to confront artistic trepidation 

when instructing preservice elementary educators how to teach art. Participants in my 

study voiced that this grading practice allowed them to reexamine their perception of 

failure and also modeled how they might evaluate elementary artmaking in their future 

classrooms.  

Other fears in artmaking. Other participant-identified factors relating to fear 

and artistic trepidation align with Clifford (1991) who wrote about both extrinsic and 

intrinsic causes of fear. Participants in my study related discomfort they experienced 

about their fears of being judged by their peers as well as their fears of not meeting their 

own personal criteria of perfection. I observed that preservice elementary educators 

possessed instructional backgrounds that prepare them to teach disciplines that have 

correct answers. Because art education is inclusive of multiple solutions, it can require a 

different mindset for preservice elementary educators than what they are accustomed to. I 

suggest that for some students, uncertainty within the creative process prompt fears about 

artmaking and the search for perfection.  

During my study preservice educators were reminded of the many modalities of 

artmaking that are available as well as the subjective nature of art. I argue that those who 

teach art to students of any age should stress how artmaking is an individualized process 

that can result in countless different solutions. I observed that openness to multiple 

solutions helped participants to revisit concepts of failure, while being increasingly open 

to engagement in voluntary risk-taking.  
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Need for Contemporary Cultural Connections 

Results from my research support scholarship promoting the integration of 

contemporary art with other course disciplines. I agree with Walker (2006), who states 

that in order to rethink art education, it is key to link learning to contemporary culture. 

Contemporary culture is actively found virtually everywhere (Bastos & Zimmerman, 

2015; O’Donoghue, 2015; Sullivan, 2002), and is represented through numerous creative 

modalities (Marshall & Donahue, 2014). Findings from my research align with Hanawalt 

(2015) indicating the need to provide preservice elementary educators with support in 

making relevant contemporary connections.  

Need for Multimodal Connections  

Multimodal literature originated with linguistics studies but it is increasingly 

bridging into other areas of education (Bezemer & Jewitt, 2010; Dieterle & Vie, 2015; 

Jewitt, 2008). A multimodal approach to art instruction resonated with preservice 

elementary educators, particularly when the intent was to learn how to use it for 

integration practices. Similar to my research, Whitin and Moench (2015) conducted a 

study focused upon the use of multimodality while instructing preservice educators how 

to integrate art into a language arts class. As was my intent, Whitin and Moench looked at 

ways that they could support their preservice students’ use of multimodal communication 

in order to impact their future teaching. Actions taken during my study prompted 

participants to design multimodal elementary art lessons that allowed for the integration 

of subject matter beyond language arts. 
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The Role of Voluntary Risk-taking in Art Education 

Similar to the voluntary risk-taking intent of my investigation, Hausman, Hostert, 

and Brown (2015) write, “Educators should move students out of their own comfort 

zones and into momentary feelings of insecurity inherent with the unknown so they can 

access creativity as unpredictable acts that operate beyond or against proposed 

assignments" (p. 75). Voluntary risk-taking is found in scholarship offered by Lupton and 

Tulloch (2002) and Parker and Stanworth (2005), but their insight originates outside of 

art education research. Art education scholars frequently touch upon the topic of taking 

creative risk but few of them focus upon it as a purposeful instructional strategy. Jones 

(2015) explores contemporary social learning practice that is evident in technological 

sharing and is inclusive of risk-taking, but is not specifically directed toward preservice 

elementary education.  

My research most similar to the previously mentioned Smith and Henricksen 

(2016) study investigating fear in artmaking, and their research is also applicable to 

voluntary risk-taking as they advocate for the embrace of learning that can result from 

failure risked during creative expression. Salazar (2013) studies the benefits that students 

identify while taking an art course, finding that learning to take creative risk was 

something that was valued by study participants. I found similar receptivity to my 

invitation to students to engage in voluntary risk-taking and the benefits they reported 

from risk-taking undertakings during the course.  

In my research study voluntary risk-taking was essentially used as a “catch 

phrase” to remind participants that taking a risk in artmaking was an integral part of the 

creative process, but that they had control over the amount of risk they wished to explore. 
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I observed that participants seemed willing to take creative risk when I emphasized that 

taking a risk was not forced upon them, but was instead a voluntary action. I contend that 

this mindset helped preservice elementary educators to confront artistic trepidation 

through voluntary risk-taking in order to help them to gain access to their creativity.  

The Role of Multimodality in Art Education 

An implication from my research is the successful results that occurred while 

consciously encouraging voluntary risk-taking through use of multimodality when 

teaching preservice elementary education students. Art education scholarship 

acknowledges various modalities that can be employed to create art (Hochtritt & 

Tupuola, 2012; Lu, 2013; Powell & Lajevic, 2011; Shin, 2010; Stokrocki, 2007; Whitin 

& Moench, 2015).  My research differs by examining what happens when preservice 

elementary education students are encouraged to investigate multimodality as an 

instructional strategy. By introducing multimodality as a way to make art and teach art, I 

found that participants were able to successfully translate course concepts into the design 

of individually relevant multimodal elementary art lesson plans.  

I perceive considerable art instructional potential for the incorporation of 

multimodality to instruct preservice elementary educators. My research findings add to 

the existing scholarship recognizing various modalities as found in AVCE literature. 

Scholars writing about AVCE (Freedman, 2015; Hicks, 2004; Rolling, 2008) 

acknowledge an inescapable AVCE presence in today’s students’ lives. Preservice 

educators as well as the students they will instruct have been exposed to visual culture 

and multimodal communication their entire lives. AVCE includes modalities such as 

visual, audio, kinesthetic, and linguistic (Duncum, 2004) and student familiarity with 
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various technologies and modalities inside and outside the classroom makes it an 

inescapable presence (Hammond, 2012). Tapping into participant multimodal knowledge 

and examining what they share during the process provide insights into ways to best 

instruct preservice elementary educators. 

Participant Insights 

A discussion about the information that participants shared during this research 

study has educational value because it contributes their individual experiences during the 

research process. Art education scholars investigate what preservice educators contribute 

to the classroom learning process by reporting student insights (Buffington & Wilson 

McKay, 2013; Powell & Lajevic, 2011; Smith & Henricksen, 2016). Data from my 

research add twenty-three participants’ perspectives about instruction that facilitates 

voluntary risk-taking and multimodality. Knowledge gained from my study may inform 

future art preparatory courses, if only to confirm similar observations made by instructors 

of comparable courses. Chapter Seven expands upon implications found within the 

insights that were offered by participants in the study, especially those that pertain to 

voluntary risk-taking, multimodality, and reconceptualization of the stasis cycle of 

elementary art education. 

Chapter Six Summary 

In this chapter I discuss how my action research study relates to literature in the 

field of art education and multimodal literature. My study expands upon the notion of 

specifically engaging in voluntary risk-taking in attempt to address artistic trepidation in 

preservice elementary educators. Findings from my study contribute scholarship 
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pertaining to how voluntary risk-taking and multimodality can serve as instructional 

strategies in art education.  

I identify the specific instructional needs that emerged from this group of 

preservice elementary education students that are similar to needs found by other 

researchers. Like other art educational research with preservice elementary educators, I 

identify the need to make contemporary cultural connections and I connect this need to 

instruction of multimodal ways through which to do so. Finally, Chapter Six looks at the 

role that voluntary risk-taking and multimodality can play while instructing preservice 

elementary educators to disrupt the stasis cycle of art education. There is a small body of 

art education research that specifically combines voluntary risk-taking and 

multimodality; therefore, findings in my study contribute knowledge to the field. In 

Chapter Seven, I present implications from the study and offer recommendations that are 

informed by my investigation.  
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CHAPTER SEVEN: IMPLICATIONS AND RECOMMENDATIONS  

I offer results from my research to potentially inform future cycles of action 

research. Knowledge gained from my investigation is intended to benefit participants in 

this study, inform my own teaching practice, and contribute information that may prove 

useful to instructors of preservice elementary educators as well as those who work with 

and administer elementary art education policies. 

In concluding my research study, I revisit my primary research question that asks: 

Given that preservice elementary educators possess a wide range of prior arts 

education and levels of comfort when making art and teaching art, in what ways 

might voluntary risk-taking and multimodality decrease artistic trepidation and 

assist them to reconceptualize elementary art education. 

In this final chapter, I further discuss insights that participants volunteered during the 

investigation that pertain to topics in my primary research question. I also present 

implications from the study and offer my recommendations as the researcher.  

Insights About Artistic Comfort and Trepidation 

It might appear that addressing preservice elementary educators’ artistic comfort 

by encouraging them to take voluntary risk is at odds with the intent to decrease their 

artistic trepidation. These two concepts seem to be at different ends of the comfort 

spectrum. Ironically, I found that acknowledgement of the presence of risk in artmaking 

proved to be a successful instructional approach. Use of concepts such as granting artistic 

license and equating artmaking to experimentation resulted in participant-reported 

decreases in artistic trepidation. These thought processes reportedly assisted students as 
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the study progressed, but at the outset of the study, many participants focused on their 

perceived lack of artistic ability. 

In the initial questionnaire respondents identified their perceived lack of drawing 

and artistic skills and I noticed that some participants carried forward their belief that 

realism was the measure of whether or not one possessed artistic skill, even though many 

of them admitted to knowing that might be an outdated perception. Additionally, some 

participants verbally stated their belief that teachers were supposed to be experts in what 

they taught, and because they did not possess artistic ability they perceived that they 

would not be effective at teaching art. Participant beliefs such as these raise two topics 

that I recommend are introduced in preservice elementary art methods courses. First, I 

find there is a need include basic drawing techniques in order to increase student 

instructional comfort and confidence with artmaking. Second, I contend that preservice 

elementary educators should be prompted to question their belief that art educators must 

possess particular skills in order to effectively teach artmaking.  

Basic Drawing Instruction Insight 

Although the majority of participants in my study did not identify themselves as 

artistically talented, I found that they were receptive to learning drawing techniques that 

they could teach to elementary students. When the participants were introduced to even 

the most basic concepts of contour line drawing and contour shading, many voiced 

pleasure at being able to draw better than they thought they could. Participants reflected 

upon the fact that they had not previously been taught basic drawing skills, and I deem 

that this accounts for the artistic trepidation that some of them identified. After the first 

two in-class instructor demonstrations of drawing techniques, participants reflected upon 
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the helpfulness of direct observation as well as noted the usefulness of identifying actions 

as a sequence of steps. Participant observations remind me of the positive impact that 

basic art instructional practices offer to preservice elementary educators who may lack art 

education background:  

• “During previous art classes I was never really taught how to shade when
drawing, and I feel that shading is what turns a drawing from 2D to 3D. I was
really amazed at how my drawing turned out. Previous classes always told me that
I couldn’t do it, or could not do it to the standards of the art teacher.” (Dawn,
fieldnote one, 2016)

• “Growing up, I have always been surrounded by art but never learned such
simple but effective techniques to improve my drawing skills. It was interesting to
me because although this directly ties to art for me personally; it made me think
about how it is so important to never skip over small details when teaching
children. If I had learned how to shade and contour properly as a child, my
drawing skills would be far greater than they are now and would most likely be a
second nature. Because I was never exposed to that, I am almost starting from
scratch and re-learning. When teaching students any subject, I want to remember,
and all teachers to remember, that even the tiniest of details matter and can make
a world of difference. While teaching my students I would like to encourage
students that think that art is not ‘their thing’ to have an open mind because that
could open a door that they never even knew was there.” (Emma, fieldnote one,
2016)

In order to increase individual confidence in drawing, I found it helpful to

introduced basic graphite pencil drawing techniques and observation skills before 

expanding my instruction to include participant choice of alternate drawing materials and 

artistic styles. Introducing basic drawing techniques appeared to meet the needs of those 

students who were initially apprehensive about taking an art class because it allowed 

them to produce realistic results during the course initial drawing activities. By first 

teaching drawing techniques to enhance realism, I then observed that participants were 

able to transition into abstraction and use of a variety of art materials. In addition, some 

participants shared that modeling ways to teach basic drawing skills served as a refresher 
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for those who already possessed some degree of artistic comfort but had not engaged in 

artmaking for a period of time. In a course designed to ready elementary educators to 

instruct art, I recommend incorporating introductory drawing exercises in attempt to 

provide a crucial foundation to increase both artistic skills and confidence before moving 

to more conceptual risk-taking art endeavors. 

I found that what might seem like basic art instruction can be very difficult for 

some preservice elementary educators. In my research fieldnotes I frequently pondered 

Sam’s self-reported lack of artistic ability because he introduced an interesting 

perspective into the topic of drawing and fine motor skills. He clearly struggled with 

activities that required fine motor skills and he completed much of his written 

coursework using his laptop computer. This preservice educator possessed strong 

academic and athletic skills and he identified his inability to draw, both verbally and in 

writing:  

• “Drawing is the artform that I am weakest at because I can barely write my name
neatly, so it is even more difficult for me to draw anything and have it look nice.”
(Sam, initial questionnaire, 2016)

During a class activity, I overheard Sam talking to his tablemates as he observed his lack 

of control when working with a pencil. This initiated a discussion with Sam and the three 

other students in his group. They claimed that they had other friends who also expressed 

having difficulty with drawing and with their handwriting.  

This conversation provides participant insight into the impact that keyboarding 

and digital technology might exert on fine motor skills that are often required for 

artmaking. I recommend that art instructors recognize that as students increasingly utilize 

digital devices to complete their schoolwork, the decline in use of traditional writing 
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instruments may impact the refinement of fine motor skills, especially in those 

individuals who do not enroll in art education courses. As society shifts to increased use 

of digital technology, the loss of fine motor skills may hold potential ramifications for art 

instruction, and I argue that this underlies continued need for basic drawing instruction.  

Dispelling the Need for Mastery Insights 

 During class demonstrations, I stressed that art instructors not fully complete a 

project when showing students the intent of an assignment. Participants quickly realized 

how a demonstration could introduce art materials and the intent of an artistic 

undertaking while leaving interpretation of multiple solutions up to the individuals 

making the art. This helped participants to realize that as elementary art teachers, they did 

not necessarily need to possess mastery of materials in order to teach art lessons. 

Participants pointed out that the need to refine their instructional skills was more 

important than the requirement to refine their artmaking skills to assist their future 

elementary students to come up with original solutions. 

Participants verbally expressed the relief they felt upon realizing that they did not 

necessarily need to be experts in artmaking to successfully teach art education. I suspect 

that the realization that an art instructor does not necessarily need to be able to 

demonstrate how to make an art project may have contributed greatly to the increase in 

participant self-reported comfort over the course of the semester, and I recommend that 

this stance be emphasized when instructing preservice elementary educators with little art 

education background. 
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Insights About Voluntary Risk-taking 

My study began by with the introduction of experiential learning through 

voluntary risk-taking as an instructional strategy. Participants reflected upon how risky 

artmaking could be and they commented that even drawing on a piece of paper might 

pose a risk to some individuals. Both intrinsic and extrinsic fears emerged in participant 

accounts about artistic apprehensions experienced during the study. Some participants 

recounted the trepidation they faced by having others see and judge their artwork and 

expressed concern about their ability to teach art. Some reflected that anticipating 

personal disappointment during artmaking was more worrisome than their concern about 

having others see them fail. Participants also shared their fears about not being able to 

fulfill their own personal expectations when making art. All of these fears relate to the 

risk that is inherent to the artmaking process. 

Participant positive responses to the challenge to take voluntary creative risk went 

beyond my expectation and the practice appeared to resonate with the group. The concept 

of artistic license was previously described as granting the “right” to change art .This 

granting of permission for creativity proved to be a successful approach that frequently 

reemerged in participant reflections about how they were able to engage in voluntary 

risk-taking. Voluntary risk-taking was essentially a theme throughout the study, and 

artistic license became a parallel concept. Artistic license helped to lay a foundation for 

increased comfort making creative choices as well as giving a nod to experimentation and 

this mindset contributed to my investigation.  

As a group, the participants were familiar with the potential pleasant unexpected 

results that could occur from willingness to take risk during artmaking. For example, I 
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was surprised by the class awareness of the televised art instruction of Bob Ross and 

what he terms as a happy accident. A happy accident, according to Ross, is an artist’s 

receptivity to working with unexpected results during artmaking. Despite having died in 

1995, Ross continues to have video sales and active social media, YouTube, and website 

presence. In fact, Ross’s Facebook page had over 1.5 million “likes” as of 2016, and may 

help to explain participants’ familiarity with his teaching. Due to technological 

modalities, Ross’s identification of potential positive that can result from art engagement 

that might involve taking a risk continues to have instructional impact with students 

today.  

To further examine participant commentary about voluntary risk-taking, I revisit 

Paula’s written reflection. She expressed her disappointment at how her early course 

abstract art project turned out and she acknowledged that she initially selected subject 

matter that she thought would be easy. Paula indicated that she planned to challenge 

herself more in the future, stating she would rather aim high and risk failure instead of 

aim low and still fail. Paula seemingly took her early reflection to heart, as she showed 

enormous growth in confidence over the course of the study and challenged herself to 

increasingly engage in voluntary risk-taking. Her culmination artwork was the 

photography project entitled One Word that I chose in order to illustrate ways that 

multimodal theory can be applied to the research data. 

Teaching as an Act of Risk-taking 

 Focusing upon their future roles as educators, participants often reflected that 

teaching itself is a creative act that involves taking risk. Some participants voiced their 

perception that risk-taking as an educator posed a potential loss of control and a venture 
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into the unknown. They also commented on experiencing the discomfort of potential 

failure with every teaching endeavor in which they engaged, whether in an art course or 

in other course requirements.  

Risk-taking in Course Endeavors 

I suggest that willingness to engage in voluntary risk-taking assisted participants 

in conceiving and executing their successful course culmination art projects. Each 

participant came up with strong solutions to the assignment. Participant willingness to 

risk failure, on both internal and external fronts, resulted in successful artistic and 

personal achievement. The participants’ reflections about their culmination project and 

their comments in class reported positive reactions to engaging in voluntary risk-taking 

assignments. 

This raises the question of whether or not making art requires risk-taking. As an 

art educator, I know that it is possible that artmaking not require an individual to take a 

risk. Artmaking can consist of reproducing something that has come before, or can 

involve following an art lesson step-by-step to predictable results. These types of 

activities do not involve taking much risk. However, I posit that making authentic art 

does require taking risk and involves the creator to venture beyond predictable outcomes. 

From my background as an artist and an art educator, I find that a true act of creativity 

encompasses the expression of personal ideas as well as the exploration of materials and 

concepts that are new to an individual. Art instruction that is inclusive of objectives such 

as these inherently contains elements of risk; yet, can result in learning through the 

process of artmaking.  
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Recognizing and accepting the presence of risk in creative endeavors is 

paramount to my research. Participants commented that they perceive that a purpose for 

art education is to foster individualistic thinking, and that being an individual is to risk 

being different from everyone else. Recall that self-identity was a primary theme that 

participants chose to examine. This focus is strengthened by participants’ reflections that 

an important role of art education in the elementary classroom is learning to appreciate 

one’s own individuality as well as the unique characteristics that others possess. 

Fostering appreciation of individuality is an important educational goal, and I posit that 

increasing student willingness to risk thinking differently helps them to achieve that goal. 

Risk-taking as Researcher 

As the researcher in this investigation, I confronted risk-taking as well. 

Relinquishing control of concepts and materials that were covered while teaching a 

preservice elementary art course was an instructional risk. Anchoring a research study on 

an investigation that encouraged risk-taking held unknown ramifications for me as a 

researcher. I endeavored to report the insights of twenty-three participants over a 

semester-long period of time, and the magnitude of this undertaking was a research risk. I 

risked emotional distress and potential professional failure if I was unable to identify 

significant findings within the data. Ways that multimodality can be utilized for 

education evolves daily, thus the multimodal aspect of my research also held personal 

risk. I risked not being able to inspire participants to engage with modalities to create a 

culmination artwork; because “selling the concept” with participants was the biggest 

challenge that I perceived I would face during the study. I am eminently glad that I 

undertook a research investigation that linked voluntary risk-taking to multimodality. The 
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adrenalin rush of engaging in risk-taking has lasting impact on how I perceive things in 

my life, from risks that are evident in small everyday decisions, to the voluntary risk-

taking that I increasingly incorporate into my teaching and my artmaking.  

It is my observation that today’s society is increasingly adverse to risk-taking, and 

this warrants continued research. I know individuals who fear making a wrong decision 

and this often causes them to not make any decisions at all. As a society, I perceive a 

retreat from things that we fear contain the potential for failure and we avoid 

experimental actions that may not result in immediate success. When instructing 

preservice elementary educators how to instruct a subject that they are unfamiliar and 

uncomfortable, I suggest that engaging in voluntary risk-taking acknowledges underlying 

fear and encourages individuals to step outside of barriers that they and society erect.  

Insights about Multimodality 

I implemented multimodality as a method to help participants get beyond artistic 

trepidation. I observed an impressive growth in individual participant artistic ability and 

confidence from the beginning of the study to the end and I attribute much of their artistic 

growth to course assignments allowing for a choice of modalities. Because of multimodal 

choices, participants were able to generate artwork and elementary art lesson plans that 

appeared to be well beyond what their initial classroom art engagements and prior art 

education background indicated that they were capable of creating. My perception of 

participants’ increased capability was not only based upon my observations of their 

artistic growth, but was also supported by their self-reported increase in comfort in using 

a variety of modes of expression in artmaking. Data from my study invite a vicarious 



245 

look at a semester-long engagement and offer the potential instructional benefits that can 

result when including multimodality into preservice elementary art education. 

I believe that today’s society reflects a multimodal culture that increasingly values 

individual interests and skills. Therefore, my investigation inspected ways that 

multimodality prompted participants to employ their individual skills for art education. I 

found that inspecting the modalities that preservice elementary educators explored during 

the research study heightened their awareness of their own diverse interests and abilities. 

As I previously mentioned, the topic of self-identify held particular relevance to this 

group of students, and although many chose to explore the issue in their assignments, 

each chose different modalities to explore the topic. This illustrates the individual 

versatility that multimodality offers to art education. When designing artwork and lesson 

plans for the course, individual preferences and potential future application guided their 

choices. Just as instructional outcomes differed from course activities, the modalities that 

each participant selected to employ varied as well, and I suggest that this is a desirable 

consequence. Findings from my study reinforce my contention that instructing preservice 

elementary educators through choices of modalities is a way to contribute purpose to 

their art instruction.  

I advocate for the instructional benefit that can be gained by tapping into 

preservice elementary art educators’ existing multimodal skills and individual 

motivations. I argue that doing so engages abilities that they already possess and are 

familiar with to adapt for art education. I anticipate that by honing multimodal skills, 

participants may eventually utilize some of the lesson plans they designed in the course in 

their future instructional practice. Participant written reflections claimed their intent to do 
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so. I found myself surprised at participant receptivity and ability to adapt issues-based 

multimodal culmination project concepts into viable multimodal elementary art lesson 

plans. The ability to make multimodal translations such as this indicates that each 

participant has the ability to do so at a future date. 

Insights About the Stasis Cycle of Art Education 

During the study preservice elementary educators frequently focused upon their 

future instructional intents and actively sought to find out about themselves as individuals 

and as educators. Participants reflected upon their changes in perception about 

elementary art education. Ultimately, introducing preservice elementary educators to 

alternative instructional strategies assisted them to realize that they could relinquish 

control over an art lesson by creating open-ended engagements for their students. 

Disrupting the stasis cycle of elementary art education prompted participants to 

reconceptualize ways to instruct and assess artmaking endeavors. They pointed out that 

the various instructional strategies aided them in making arts integration connections.  

Data I collected point to the positive impact that disrupting the stasis cycle of 

elementary art education had on participant art projects, lesson plans, and concept 

development. I observed participant success when they combined multimodality and 

issues-based instruction to make interdisciplinary connections that they were then able to 

translate into teachable elementary art lesson plans. The ability to learn from one another 

and adapt the type of modalities through which an art lesson might be taught examples 

how participants were able to reconceptualize art instruction and adapt it for their own 

use. 
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Data from my research might remind instructors of preservice elementary 

educators that these students do not necessarily have broad prior art education 

experience. I believe that this lack of training makes it increasingly important that 

preservice elementary educators are encouraged to reconceptualize art education. I 

recommend one way to do this is to acknowledge their need to integrate art education 

with other elementary disciplines. Participants in my study reported their perception that 

there would likely be too little time in the school week to set aside separate class time for 

art instruction alone. My years as an elementary art educator suggest that whether or not 

this is true is largely dependent upon individual teaching assignments and school 

systems. Regardless, inclusion of quality art integration instruction assists preservice 

elementary educators to learn how to instruct art in an interdisciplinary manner if they so 

choose. 

Insights about Prior Knowledge and Experience 

Recognizing that preservice educators may lack prior arts background, it is 

important to acknowledge that these individuals possess creative skills that they can 

employ for art education. The information gained through this investigation substantiates 

my belief that preservice elementary educators possess multimodal skills that they may 

not have previously considered as artmaking and art educational abilities. I propose that 

learning ways to develop individual multimodal capabilities provides preservice 

elementary educators with purpose in their art instruction. I observed that through 

voluntary risk-taking and multimodal instructional practices, participants were able to 

create artwork and design elementary lesson plans that far exceeded their self-identified 

abilities at the beginning of the study. 
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It is my instructional experience that during a semester-long art education course, 

it is only possible to introduce preservice elementary educators to a portion of what I 

believe they should know about art education as a subject. This time constraint is a real-

world limitation. Findings from my study demonstrate how encouraging students to 

develop their prior knowledge and experience by expanding upon creative modalities of 

their own choosing enables them to be introduced to a great deal of information in the 

limited timeframe of a semester course and is most is applicable to their individual use.  

Insights About Participant Duo Roles 

During my action research study, as both the instructor and researcher, I noticed 

that participants fluctuated between two different roles. At the beginning of the course 

participants were initially in the role of students learning to become elementary 

classroom teachers. From participant in-class commentary and written fieldnotes, it was 

apparent to me that they transitioned from the role of student into the role of elementary 

educator as the course progressed. Their perception of their role as educator was also 

evident in the future instructional potential that they associated with their artmaking 

assignments. Sometimes participants reverted to the role of student; yet, they primarily 

approached the course through the mindset of their future role as an elementary educator. 

When educating preservice teachers at this stage in their degree preparation, I 

recommend that instructors who educate preservice elementary education students 

perceive them as educators in their own right. I maintain that these students bring tacit 

knowledge as well as inner motivations and strengths, and that these abilities can 

contribute to the knowledge gained by their instructors and their peers alike.  
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Insights About Art Education Reconceptualization 

Some participants stated that learning about issues-based instruction and 

multimodal skills caused a shift in their thinking about artmaking. Some offered how they 

perceived a shift in thinking about artmaking from making something aesthetically 

pleasing to the creation of something with personal meaning. I previously mentioned a 

participant who shared that her prior arts instruction involved learning how to do 

something correctly, such as in her dance and music classes. She wrote that her prior 

artistic experiences did not promote experimentation and individual solutions, and she 

now wished to perpetuate a new way of thinking about how she taught art.  

I previously discussed a participant who struggled with fine motor skills. This 

student’s lesson plan designs and ability to teach them demonstrated strong instructional 

skills, but he openly indicated that he intended to leave art instruction up to those more 

able. However, once multimodal art instruction was incorporated into the course, he was 

able to reconceptualize ways that he might teach art. Findings such as this prompt me to 

recommend that preservice elementary educators be instructed in ways to reconceptualize 

art education. 

Not all participants had prior elementary art backgrounds to compare and 

reconceptualize. Several participants expressly recognized the gaps in their art education 

and stated that after taking they class, they now aspire to increasingly incorporate art into 

their curriculum. One participant took a social justice stance, reflecting that she wished to 

improve upon what her own elementary instruction lacked. She stated that she grew up in 

a low socioeconomic public school system and the classrooms rarely provided basic art 

supplies for students to use. She shared her intent to raise funds for basic art supplies if 
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the school she is teaching lacks these items. In these instances, participant 

reconceptualization reflects the desire to advocate for elementary students to have access 

to art education and materials.  

Participants claimed an increased appreciation of the benefits gained by 

presenting art that they created, writing that it was important to showcase the ideas of 

others in the class in order to inspire broader thinking. Other students offered ways they 

reconceptualized elementary art education:  

• “I had never really thought that art would have different teaching styles, or even
additional styles, from a ‘traditional’ classroom, however, I understand now that
teaching art can have a large range when it comes to instruction.” (Ann, fieldnote
one, 2016)

• “I am interested to see how elementary students would react to projects such as
the issues-based artworks presented in class. I think a lot of these ideas would
challenge them to think deeper about who they really are as a person.” (Nancy,
fieldnote four, 2016)

• “Emphasizing meaning while making art really ‘grew me’. It changed the way I
think about art.” (Gina, fieldnote four, 2016)

• “Everyone chose such different topics, it was almost upsetting to see that there
were that many issues in the world to talk about. However, all of the topics gave
me great ideas for lesson plans.” (Tina, fieldnote four, 2016)

Choice-based instruction was also a reconceptualized concept, and participants

contended that their own elementary art education instruction largely consisted of step-

by-step instruction in how to make identical art projects. Allowing students to choose 

from a selection of approved assignment was a leap in artistic freedom that participants 

reported never before experiencing. As discussed previously, most but not all participants 

reported preferring the open-ended nature of artmaking that choice-based instruction 

offered.  
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Reconceptualizing ways that future elementary educators art taught to integrate 

quality art lessons benefits the elementary students of tomorrow. This recommendation is 

not intended to replace art education courses taught by fine arts specialists, but it does 

acknowledge the current educational reality that many elementary classroom teachers are 

required to be the primary art educators for their students. I contend that assisting 

preservice elementary educators to integrate art strengthens the likelihood that they will 

incorporate art education into their classroom instruction. 

Recommendations for Further Research 

As part of an action research cycle, recommendations that emerge from the study 

may inform future actions. Knowledge gained from participant reflections may shape 

future curricular content of courses such as Creative Arts Methods. The majority of states 

in the United States require elementary and secondary education students to enroll in at 

least one fine arts course in order to obtain elementary teaching certification. Findings 

from my research offer the potential to shape curriculum for preservice education courses 

that instruct students who are not necessarily specializing in art education. I propose that 

research that inspects effective ways to meet the instructional needs of preservice 

elementary educators may also be of assistance to those who educate them.  

As a researcher I find there is need to further investigate artistic trepidation with 

preservice elementary educators. Data from this study could be strengthened by 

subsequent formal research to compare findings about voluntary risk-taking in art 

education with different groups of participants. It would be interesting to compare how 

the actions taken during my study might impact a group of students who are learning to 

be art education specialists.  
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Scholarship that links art education to learning through engagement in games and 

play might provide thoughts about risk-taking as it pertains to teach preservice 

elementary art educators art instruction methods. In my study I introduced voluntary risk-

taking as a playful challenge and I removed the potential negative consequence of 

experimentation. This practice afforded participants the opportunity for a continual “do 

over” that parallels risk-taking in video games. Participant-shared comments about 

voluntary risk-taking and multimodality suggest that there is more that can be discovered 

about how voluntary risk-taking might impact artistic trepidation with preservice 

elementary educators.  

Multimodal theory was a theoretical tenet that I utilized for data analysis and was 

an examination of curricular potential rather than a pedagogical investigation. During my 

study I compiled data communicated to me through multimodal ways. Because of this, 

use of multimodal theory was effective to research multimodality as an instructional 

strategy. Use of multimodal theory in my study expands the use of the theory from its 

origin in linguistic studies into an art education research application. It would be 

engaging to investigate multimodal formats that findings from my investigation could be 

conveyed. 

The action research cycle holds implications for possible future investigation of 

topics uncovered during my study. A longitudinal investigation that inspects how risk-

taking and multimodality impact preservice educators’ actual elementary classroom 

practice would also be informational. It would be interesting to know whether or not the 

instructional strategies from the study had long-range impact on the participants’ teaching 

practices. It would also be revealing to know if participants eventually used any of the art 
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lesson plans they designed during the course; and if so, what their experiences were after 

teaching these concepts to elementary students.  

Another topic for future research is an examination of preservice elementary 

educators’ attitudes about the probability that they will be required to teach art. Because 

many elementary schools do not have a full-time art specialist, elementary educators are 

often required to assume the role of art teacher. Knowledge that this is likely to be 

required of them appears to correlate to preservice elementary art educators’ instructional 

artistic trepidation, and further investigation into this issue could be informative.  

Conclusion 

It is my intent that the action research cycle I describe in this dissertation might 

inform teachers of students of all age groups about the many ways that arts education 

enhances lives. Elliot Eisner (2005) advocates for the value of art by pointing out the 

unique potential that art possesses. 

In the end, the arts make three things possible. First, they develop the mind by 
giving it opportunities to learn to think in special ways. Second, they make 
communication possible on matters that will not take the impress of logically 
constructed language. Poetry, after all, was invented to say what prose can never 
say. Third, the arts are places and spaces where one can enrich one's life (p. 10) 

Meaningful communicative connections can be enhanced through multimodal methods, 

such as in Eisner’s example of how poetry has the power to express more than mere 

words can. This aptly illustrates why art expressed through multimodal methods holds art 

educational potential. My action research study set out to examine ways that the stasis 

cycle of art education might be reconceptualized through use of voluntary risk-taking and 

multimodality.  
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Many United States elementary teacher preparation programs require a course in 

fine arts education; therefore, continued research into ways to meet preservice elementary 

educators’ needs contains merit. Preservice elementary educators in my study confirmed 

their need to learn how to integrate art education into their elementary curriculum. If this 

is true for all preservice elementary educators, I maintain that art educational instruction 

at the university level has the responsibility to assist with this complex challenge. One 

way to do so is to place emphasis on voluntary risk-taking and multimodality in order to 

provide an innovative and contemporary way to teach arts integration to preservice 

elementary educators.  

I suggest that use of these instructional strategies could have success in similar 

preservice elementary education art courses. In my research design, voluntary risk-taking 

served as a form of experiential learning and was identified as the initial instructional 

strategy. Another strategy introduced in my investigation was choice-based instruction 

that emphasized both multimodality and issues-based instruction. From my instructional 

experience I find that students of all ages choose what they learn in a course, regardless 

of what the instructor believes they are teaching. Choice of modalities to address issues-

based topics can provide creative opportunities that are most purposeful to each 

individual student.  

Participants in my study reported that multimodality as an instructional strategy 

helped them to expand their perception of art education to include a wide range of 

modalities. Multimodality promotes the realization that individuals possess creative skills 

that they may not have been aware of. Findings from my investigation indicate that 

preservice elementary educators’ generational perspective allows them to be attuned to 
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multimodal artforms that can include various uses of technology. Preservice elementary 

educators’ accessibility to technological tools and multimodal skills will likely continue 

to grow at an exponential rate; therefore, learning how to teach using multimodality has 

practical application to their future teaching careers. 

Educators learning to become elementary classroom generalists naturally wish for 

the instruction they take away from an art preparatory course to have applicability to their 

future teaching practice. By participating in my study students in the course were assisted 

in artmaking and lesson plan development that they may choose to incorporate into their 

future teaching practice. Topics that preservice elementary educators investigated 

introduced the class to numerous definitions of what constitutes art and ways that 

contemporary artists challenge societal issues through their art. It is possible that 

participants will continue to engage in voluntary risk-taking as they reconceptualize their 

view of elementary art education to include multimodality as an educational tool. It is 

conceivable that some of the participants in my study and those who read this dissertation 

will in time also contribute to future art education scholarship; and if so, this would be 

the ultimate successful outcome from my research exploring voluntary risk-taking and 

multimodality with preservice elementary educators. 
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APPENDIX A – COURSE SYLLABUS  

Creative Arts Methods: ARE 361 - University of Arizona - Tucson 

Spring 2016 (3 Credits)   
Monday: 10:15 am – 1:45 pm – Gallego Intermediate 
Instructor: Bonnie Halsey-Dutton 

Email:  bhalseydutton@email.arizona.edu 
Office Location: Harvill 126D (Back-up meeting location) 
Office Hours: After Class on Mondays (Also available by appointment) 

Please visit with be before or after class or by e-mail.  I will check my e-mail frequently 
and respond.  If you do not receive a response, please assume I did not get your e-mail. 

Dr. Lisa Hochtritt: Any questions or concerns regarding the research study: 
lhochtritt@email.arizona.edu 

Course Overview 

Prepare elementary education students to teach art in the self-contained classroom. 
Various art education methodologies will be explored through participating in classroom 
activities; creating and sharing art lesson plans, and presenting art lessons to the class. 
This class is meant to build on the theoretical base each student has already acquired in 
previous art classes. The course will study multimodality as an instructional tool and 
explore concepts of voluntary risk-taking as a method to increase creative comfort. The 
culminating benchmark assignment will be a portfolio compilation of student created 
lesson plans and project samples. The focus in creating the portfolio is to aid the student in 
successful implementation of a standards-based art curriculum within an elementary 
classroom setting.  

Information contained in this syllabus, other than grade or absence policy, may be subject 
to change with advance notice as deemed necessary by the instructor. 

Required Text: Exploring Studio Materials by Hafeli (15 edition) ISBN 
9780199975556– available at UA Bookstore 

Syllabus, class calendar, and other materials are available on the d2l site: 
http://d2l.arizona.edu.   You should check this site weekly for updates  

Course Materials – Bring to class each day. The purpose of these supplies is to have 
what may be needed at hand as you conduct peer teaching, and to utilize in class and at 
home for projects.   

• 11 x 14” or larger sketchpad – 80 – 140 lb weight smooth paper, suitable for
drawing and watercolor painting.  (Recommend: Strathmore 300 Series Bristol
Board)

• Sharpie Permanent Fine Tip Marker – Black
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• 2 or more pencils, hand sharpener and an eraser: Basic #2 pencil plus an Ebony
brand pencil (or #6B) You do not need a full set of drawing pencils.  Any type of
eraser you bring is fine.

• Ruler & scissors (We will likely have these in the classroom, so bring if you have
them already)

• Set of colored pencils (8 or more colors – Crayola brand recommended)
(sharpened)

• Watercolor paint set (Student grade – Crayola recommended) with paintbrush.
Additional brushes are optional

• Small plastic water container (can be something such as a yogurt cup)
• Small bottle of Mod Podge (Matte finish preferred)
• Large Glue Brush (a Foam Brush would work; a bristled one preferred)
• Set of colored pencils (8 or more colors – Crayola brand recommended)

(sharpened)
• Watercolor paint set (Student grade – Crayola recommended) with paintbrush.

Additional larger brushes are recommended.
• Small plastic water container (can be something such as a yogurt cup)

Resources 
You will be asked to research topics online and prepare and print hard copies of lesson 
plans using instructor-provided format as part of your homework. You will develop 
rubrics as well.  You will create samples of the lessons you design, so additional art 
supplies may be required. Digital files of your lesson plans and rubrics will be posted and 
shared with your classmates via D2L.  Access to a digital camera will be helpful in 
documenting process in some of the assignments. 

Course Objectives 
Through this course you will: 

• Explore a number of art education approaches
• Understand the developmental stages of art making as well as develop strategies

to work with a variety of student learning abilities
• Utilize terminology, materials and practices in art education
• Explore state and national content standards for art education and how to apply

them
• Research, develop, instruct and share lesson plans and assessment rubrics
• Create useable project samples for the classroom and build a resource library
• Develop assessment methods and classroom strategies for use in the art classroom
• Create art and gain comfort in mentoring others in art instruction
• Culminate with a benchmark assignment consisting of a portfolio to aid in

teaching art in the elementary classroom

Standards Addressed in the course: 
Content specific standards will be introduced and explored including: 
National Art Education Visual Art Standards 
Arizona Department of Education Visual Art Standards 
Discipline Based Art Education Standards 
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District specific Visual Art Standards if applicable 
Common Core Standards and how the Visual Arts can be used to strengthen content and 
facilitate high-order skills. 

Accessibility and Accommodations 
It is the University’s goal that learning experiences be as accessible as possible.  If you 
anticipate or experience physical or academic barriers based on disability or pregnancy, 
please let me know immediately so that we can discuss options.  You are also welcome to 
contact Disability Resources (520-621-3268) to establish reasonable accommodations. 
Please be aware that the accessible table and chairs in this room should remain available 
for students who find that standard classroom seating is not usable. 

Class Expectations 
Class will begin on time: make sure you are ready; cell phone turned off 
Check D2L and your e-mail for updates/announcements the day before each class 
Turn your work in on time; late assignments will result in a loss of points.  A late 
assignment is of no use to the class for which it was assigned to be presented to.  Points 
for in-class work cannot be made up.  There will be an opportunity for one x-tra credit 
assignment during the course.  Bonus points may be awarded for exceptional work on 
assigned projects.  

Come prepared: you will learn as much from one another as you will from me; share your 
insights 

Content Advisory: It is the course goal for the lessons to be appropriate for the 
elementary classroom.  Please see me as soon as possible if you have any concerns.  

Grading Policy 
This course is a highly performance-based course. Participation during class discussion 
and studio activities is expected and will be included in the course grade. (If you are not 
in class, no participation points can be earned, obviously.  Additionally, if you miss part 
of the class you will not have earned full points). Grading criteria will be assigned which 
will vary by project, as different assessment models will be utilized during the course.  
The course grade will be derived from daily assignments which will consist of but not be 
limited to: student-designed lesson plans, assignments, providing hard copies to share in 
class, sharing of ideas with the class in digital format, online research samples, class 
participation, and in-class presentations to classmates.  

The final exam for this course will consist of an educational portfolio of student work 
throughout the course including but not limited to: lesson plans, rubrics and project 
samples from the course.  This final project is considered the course Benchmark 
Assignment. 

Instructor Comments and Grading 
Students will be exposed to content-based art education in the elementary classroom 
through use of a variety of materials, visuals, and technology. This will be achieved 
through class lecture, class discussion, studio activities as well as requiring students to 
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assume the role of instructor. Students will conclude the class with a portfolio of lesson 
plans and samples that can be used in the elementary classroom as well as to aid in future 
employment applications. The class will explore a wide variety of concepts during the 
semester; therefore an understanding of topics introduced is evaluated above artistic 
achievement in this course.   

The course is largely performance based, thus student involvement and participation in 
class and activities is expected and evaluated. Keeping of samples is encouraged. Daily 
points are awarded for homework, participation, and presentations.  Being on time with 
assignments and present in class is necessary for full points. The final for the course will 
be a portfolio, which will be a compilation of lesson plan assignments and project 
samples from the course. 

UA standardized departmental syllabus content is adhered to in this course. 
The Benchmark Assignment is a performance based assessment that evaluates your 
progress toward meeting the Arizona Professional Teaching Standards: InTASC 
standards; NET*S Standards; and the University of Arizona Professional Standards. In 
order to pass this course, you must pass the Benchmark Assignment.  Even if you receive 
passing grades on all other assignments, if you fail the Benchmark Assignment, you will 
fail the class.  Passing the Benchmark Assignment means you have met the objectives of 
the social mediacourse, which are tied to the Arizona Professional Teaching Standards: 
InTASC standards; NET*S Standards; and the University of Arizona Professional 
Standards.  Failing the Benchmark Assignment means that you have failed to 
demonstrate mastery of objectives of the course, which are tied to Arizona Professional 
Teaching Standards: InTASC standards; NET*S Standards; and the University of 
Arizona Professional Standards. 
Students in the Elementary Education Program are assessed on Arizona Department of 
Education Professional Teaching Standards which are based on the Interstate Teacher 
Assessment and Support Consortium (InTASC) Standards; the International Society for 
Technology in Education National Educational Technology Standards for Teachers 
(ISTE NETS-Teacher); and the University of Arizona Teacher Preparation Programs 
Professional Standards as well as other national standards.  The Standards work in 
concert.  By addressing them, graduates of the Elementary Education Program 
demonstrate that they are professionals and are prepared to participate in the very 
important process of educating young children. 

Arizona Professional Teaching Standards: InTASC Standards 
• Standard #1: Learner Development. The teacher understands how learners grow
and develop, recognizing that patterns of learning and development vary individually
within and across the cognitive, linguistic, social, emotional, and physical areas, and
designs and implements developmentally appropriate and challenging learning
experiences.
• Standard #2: Learning Differences. The teacher uses understanding of individual
differences and diverse cultures and communities to ensure inclusive learning
environments that enable each learner to meet high standards.



260 

• Standard #3: Learning Environments. The teacher works with others to create
environments that support individual and collaborative learning, and that encourage
positive social interaction, active engagement in learning, and self-motivation.
• Standard #4: Content Knowledge. The teacher understands the central concepts,
tools of inquiry, and structures of the discipline(s) he or she teaches and creates learning
experiences that make the discipline accessible and meaningful for learners to assure
mastery of the content.
• Standard #5: Application of Content. The teacher understands how to connect
concepts and use differing perspectives to engage learners in critical thinking, creativity,
and collaborative problem solving related to authentic local and global issues.
• Standard #6: Assessment. The teacher understands and uses multiple methods of
assessment to engage learners in their own growth, to monitor learner progress, and to
guide the teacher’s and learner’s decision making.
• Standard #7: Planning for Instruction. The teacher plans instruction that supports
every student in meeting rigorous learning goals by drawing upon knowledge of content
areas, curriculum, cross-disciplinary skills, and pedagogy, as well as knowledge of
learners and the community context.
• Standard #8: Instructional Strategies. The teacher understands and uses a variety
of instructional strategies to encourage learners to develop deep understanding of content
areas and their connections, and to build skills to apply knowledge in meaningful ways.
• Standard #9: Professional Learning and Ethical Practice. The teacher engages in
ongoing professional learning and uses evidence to continually evaluate his/her practice,
particularly the effects of his/her choices and actions on others (learners, families, other
professionals, and the community), and adapts practice to meet the needs of each learner.
• Standard #10: Leadership and Collaboration. The teacher seeks appropriate
leadership roles and opportunities to take responsibility for student learning, to
collaborate with learners, families, colleagues, other school professionals, and
community members to ensure learner growth, and to advance the profession.
NETS-T
• #1: Facilitate and Inspire Student Learning. Teachers use their knowledge of
subject matter, teaching and learning, and technology to facilitate experiences that
advance student learning, creativity, and innovation in both face-to-face and virtual
environments.
• #2: Design and Develop Digital Age Learning Experiences and Assessments.
Teachers design, develop, and evaluate authentic learning experiences and assessment
incorporating contemporary tools and resources to maximize content learning in context
and to develop the knowledge, skills and attitudes identified in the NETS*S.
• #3: Model Digital Age Work and Learning. Teachers exhibit knowledge, skills
and work processes representative of a innovative professional in a global and digital
society.
• #4: Promote and Model Digital Citizenship and Responsibility. Teachers
understand local and global societal issues and responsibilities in an evolving digital
culture and exhibit legal and ethical behavior in their professional practices.
• #5: Engage in Professional Growth and Leadership. Teachers continuously
improve their professional practice, model lifelong learning, and exhibit leadership in
their school and professional community by promoting and demonstrating the effective
use of digital tools and resources.
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University of Arizona Professional Standards 
Teacher candidates at the University of Arizona demonstrate a commitment to their 
academic program and to education by: 
attending, being on time, and being prepared for scheduled classes and field experiences; 
having a professional appearance; 
communicating professionally and respectfully orally and in writing with peers, 
colleagues, instructors, K-12 students, teachers, administrators, families, and community 
members; 
looking beyond self and respecting differences of race, ethnicity, language, social class, 
national allegiance, cultural heritage, disability or perceived disability, gender, and sexual 
orientation; 
accepting and acting upon reasonable criticism; 
understanding and respecting others’ perspectives; 
questioning and testing their assumptions about teaching and learning; 
separating personal and professional issues; 
exhibiting their knowledge through inquiry, critical analysis, and synthesis of the subject; 
maintaining or exceeding the minimum grade point average of 2.5 G.P.A. 
University Policies 
Behavior in an Instructional Setting:  It is assumed that students will not demonstrate 
disruptive behavior.  See http://policy.arizona.edu/disruptive-behavior-instructional for 
more information.  This includes: 
Possession of drugs, alcohol or firearms on university property is illegal. 
Smoking and soliciting are not allowed in classrooms.  Eating and drinking only allowed 
with prior approval of the instructors. 
Pets, telephones, pagers and other electronic devices that distract students are not allowed 
in classrooms. 
Students creating disturbances that interfere with the conduct of the class or the learning 
of other students will be asked to leave and campus police may be contacted. 
The classroom should be a safe place; therefore, we expect students to respect the 
teaching/learning environment and each other.  We do not tolerate any form of 
harassment. 
All cell phones, pagers, and other electronic devices should be turned off in the 
University and school classrooms.  If you have an emergency situation, you may set your 
phone on vibrate and step out of class to receive a call.  This exception must be explained 
to the instructors prior to the class. 
Student Code of Academic Integrity:  See 
http://deanofstudents.arizona.edu/codeofacademicintegrity for more information.   
Integrity is expected of every student in all academic work. All student’s submitted work 
must be his or her own.  It is expected that all papers and lesson plans be original (i.e., 
created by the student), typed, neat, proofread, and grammatically correct. Plagiarism in 
any form will not be tolerated.  It is assumed that the Student Academic Code of Integrity 
will be adhered to. Integrity is expected of every student in all academic work.  The 
guiding principle of academic integrity is that a student's submitted work must be the 
student's own. Academic dishonesty will not be tolerated under any circumstances, and 
will result in a failure to pass this course. Misrepresenting the words or ideas of another 
as your own is called plagiarism. The key to avoiding plagiarism is to develop good 
judgment in the fair attribution of words and ideas. You must credit the source whenever 
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you (a) directly quote the words of another or (b) reference a specific idea, argument, or 
fact from a given source.  You should err on the side of caution and cite the source of any 
specific ideas, concepts, or facts that you use.  Conduct prohibited by the Code consists 
of all forms of academic dishonesty.    
Threatening Behavior by Students: See http://policy.web.arizona.edu/threatening-
behavior-students for more information. 
The University seeks to promote a safe environment where students and employees may 
participate in the educational process without compromising their health, safety or 
welfare. The Arizona Board of Regents’ Student Code of Conduct, ABOR Policy 5-308, 
prohibits threats of physical harm to any member of the University community, including 
to one’s self. Threatening behavior can harm and disrupt the University, its community 
and its families. 
 “Threatening behavior” means any statement, communication, conduct or gesture, 
including those in written form, directed toward any member of the University 
community that causes a reasonable apprehension of physical harm to a person or 
property. A student can be guilty of threatening behavior even if the person who is the 
object of the threat does not observe or receive it, so long as a reasonable person would 
interpret the maker’s statement, communication, conduct or gesture as a serious 
expression of intent to physically harm. 
Special Needs and Accommodations 
It is the University’s goal that learning experiences be as accessible as possible.  If you 
anticipate or experience physical or academic barriers based on disability, please let me 
know immediately so that we can discuss options.   
Students who need special accommodation or services should contact the Disability 
Resources Center, 1224 East Lowell Street, Tucson or 621-3268 or email: 
uadrc@email.arizona.edu or http://drc.arizona.edu/. You must register and request that 
the Center or DRC send me official notification of your accommodations needs as soon 
as possible.  
Please plan to meet with me to discuss accommodations and how my course requirements 
and activities may impact your ability to fully participate. The need for accommodations 
must be documented by the appropriate office. 
Please be aware that the accessible table and chairs in this room should remain available 
for students who find that standard classroom seating is not usable. 
Optional: Social Media:   Because you are in a professional program, your on-line 
presence is as important as your in-person presence.  The University of Arizona has 
Social Media Guidelines that are informative and can help you be more informed when 
using social media.  Please review: http://www.hr.arizona.edu/social_media_guidelines. 
Department of Teaching, Learning and Sociocultural Studies 
Position Statement on Social Justice 
Adopted March 25, 2014 
The members of the TLSS community are committed to providing equal opportunity and 
nurturing an academic climate dedicated to social justice.  
Injustice takes many forms. Oppressive acts are sometimes overt, but most are subtle, and 
are difficult to document. These hidden forms of discrimination are identified in the 
literature as microaggressions, often resulting from unexamined attitudes and beliefs. 
Macroaggressions are expressions of both the overt and systemic forms of injustice.  
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Our commitment to social justice reflects an orientation to our goals and practices in 
education and ultimately, an orientation to life that values a diversity and inclusion of 
viewpoints and experiences of all people as valuable contributors to the experience of 
schooling and society. This stance recognizes that individuals bring a variety of 
linguistic, social, and cognitive strengths from their families and communities into the 
classroom; we view these strengths as assets. 
We value and honor human diversity. 
We recognize that all relationships include dynamics of power. We are committed to 
relating to each other with conscious awareness and sensitivity to these power dynamics.  
We pledge to contribute to expanding the linguistic and cognitive strengths that learners 
possess and bring with them to the classroom.  
We understand that systemic policies, traditions, and laws along with personal beliefs, 
experiences and attitudes affect personal relationships and equitable treatment and 
opportunity for all.  
We strive to provide a context where we all have the venue, the opportunity, and the 
confidence to express our experiences and that these experiences will be heard 
constructively, critically, and with sensitivity. 
Hence, we are not color blind. We will not erase who someone is in the name of equality, 
nor deny the historical, material and emotional impacts of racialized and gendered 
identities, and colonial legacies. 
We stand alongside and speak out with our colleagues, staff, students, and community 
members when any of us or others experience micro- or macroaggressions. 
We recognize that those of us who enjoy privileged status due to our racialized, gendered, 
heteronormative, or otherwise privileged aspects of our identities may be unaware of the 
ways this privileged status marginalizes others. We pledge to listen to our colleagues, 
students, staff, and community members when any of us or others make efforts to remain 
diligent in maintaining awareness of micro, macroaggressions, and raise our awareness 
around issues of invisibility, marginalization, normativity, power, and privilege.  
We view these goals as both crucial and ambitious. The entrenched nature of oppression 
requires both institutional restructuring and new social discourses. Therefore, our stance 
on disrupting existing and persisting inequities requires attention to micro and macro 
level interactions. Every interaction is an opportunity for disrupting processes of 
marginalization, whether overt or subtle, both through person-to-person exchange and 
through resisting oppressive structures and systems. We commit to holding one another 
and ourselves accountable, through our research and practice, to rejecting entrenched 
inequalities, and to cultivating new discourses as groundwork for imagining new social 
worlds.  

UA Grade Policies: 
To earn a passing grade in your courses, you must successfully complete the associated 
classroom experience.  Successful completion involves completing your classroom hours 
every week and making up missed hours; receiving positive evaluations from your 
cooperating teacher regarding your classroom performance and professionalism; and 
completing all required classroom assignments. 
The Benchmark Assignment is a performance based assessment that evaluates your 
progress toward meeting the Arizona Professional Teaching Standards: InTASC 
standards; NET*S Standards; and the University of Arizona Professional Standards. In 
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order to pass this course, you must pass the Benchmark Assignment.  Even if you receive 
passing grades on all other assignments, if you fail the Benchmark Assignment, you will 
fail the class.  Passing the Benchmark Assignment means you have met the objectives of 
the course, which are tied to the Arizona Professional Teaching Standards: InTASC 
standards; NET*S Standards; and the University of Arizona Professional Standards.  
Failing the Benchmark Assignment means that you have failed to demonstrate mastery of 
objectives of the course, which are tied to Arizona Professional Teaching Standards: 
InTASC standards; NET*S Standards; and the University of Arizona Professional 
Standards. 

Attendance Policy: 
In teacher preparation courses at the College of Education, we focus on your learning.  
To lay a strong foundation for your development as a professional in four semesters is a 
challenge.  Time in academic courses and time in classrooms is at a premium, and we 
strive to engage you fully in both.  Our courses integrate knowledge and practice and are 
performance-based.  We model practices for you to learn and ask you to demonstrate 
your understanding of the content.  
Because courses are preparation for your career as teachers, being dependable, 
responsible, and punctual are behaviors that you must exhibit.  The children whom we 
teach as well as their families and the community expect this of us when we are in 
schools, and so the faculty in the College of Education expect this of you during the 
semesters you are in the program.  Being dependable, responsible and punctual are signs 
of the professional behavior we expect you to demonstrate while at the College of 
Education and throughout your professional career.  We have high expectations of you, 
possibly higher than you have experienced before the program. 
In accordance with the University of Arizona Academic Policy for class attendance, the 
following guidelines are in place: 
Plan to be in class and in your classroom every day scheduled at your site.   
Any personal events you have, such as doctor's appointments, vacations, family events, 
or hours at work, should be planned to for Fridays or after your course and classroom 
times have ended.  Personal events should not conflict with coursework and classroom 
hours.  
All holidays or special events observed by organized religions will be honored for those 
students who show affiliation with that particular religion.  
These absences, as well as other excused absences, require the completion of the 
Exception to Attendance form, with proper explanation of why the absence merits 
exception.  
Absences pre-approved by the UA Dean of Students (or Dean's designee) will be honored 
(for example, absences required of athletes). 
Arriving to class on time and being prepared are professional behaviors.  We will start 
class promptly each day. If you arrive more than 5 minutes late, or leave more than 5 
minutes early, this will be noted.  
Three or more late arrivals or early departures may constitute an unexcused 
absence.       
We know that unexpected events occur.  You are allowed one excused absence from 
class for illness or personal emergency.   The reason for the excused absence must be 
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justifiable and for the most part unplanned and unavoidable, for example a car accident or 
an unexpected illness that results in an emergency room visit. 
In order for the one absence to be excused, you must: 
notify your instructor or mentor teacher and site coordinator within 24 hours. 
complete and provide the site coordinator with the Exception to Attendance form. 
make arrangements for another student to gather handouts and take notes for you if you 
are missing coursework. You are responsible for catching up on any missed material. 
Make arrangements to make up the hours of fieldwork if you are missing being with your 
mentor teacher. 
Multiple absences may indicate issues that need to be addressed because they may reflect 
a lack of professionalism.  More than one excused or any unexcused absences will result 
in a conference with the instructor(s).   
In addition, prior to or after the conference, a “Referral for Performance Concerns” may 
be completed and a meeting with the instructor(s) and the Program Director will be 
scheduled.  The referral and subsequent meeting are to address and find a possible 
resolution to the absences.   
Multiple excused or unexcused absences may result in lowering your grade by one full 
letter. For example, if you were receiving an A in the course, the highest grade you could 
receive is a B.  
Multiple excused or unexcused absences may result in a failing grade for the course, 
unless a valid and justifiable reason has been provided, or as per University policy, 
“excessive or extended absences from class is sufficient reason for the instructor to 
recommend that the student be administratively dropped from the course.” 
Attendance during your fieldwork is critical.  Your mentor teacher and students depend 
on you. 
Your arrivals and departures along with attendance will be noted on a time sheet in the 
classroom.   
If your tardies, early departures and absences in applications exceed the attendance policy 
described above, your grade may be lowered to a full grade in EACH of your 
courses.  For example, if you were receiving a B in each of your courses, you would 
receive a C in EACH of your courses.  

     All Grades will follow University of Arizona Grading Standards:  Incompletes (I) will 
not be given in this course. 

A 90-100% Excellent:  all course work is performed at a clearly outstanding level 

B 80-
89.9% 

Good:  all course requirements are met at a level measurably above average 

C 70-
79.9% 

Satisfactory:  all course requirements are met at a satisfactory and average level.  
This is the standard of competence. 

D 60-
69.9% 

Poor:  all course requirements are met, but the level is below average 

E 0-59.9%
Failure:  either not meeting all of the course requirements, but doing so 
inadequately or both.  E is a failing grade and results in no credit given for the 
course. 



266 

Important Dates: 2015 University Calendar: 
January 13, 2016 -  U of A  - Classes Begin  
January 18, 2016 -  Martin Luther King Jr. Holiday: No Classes 
March 21 – 24, 2016 –Sunnyside’s Spring Break Labor Day – No Class 
May 4, 2016  Last Day of Classes  
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APPENDIX B- CONSENT FORM 

The University of Arizona Consent to Participate in Research 

Study Title: Contemporary Art Instruction through Multimodality: 
Insights Gained from Preservice Elementary Educators 

Principal Investigator: Bonnie Halsey-Dutton 

This is a consent form for research participation.  It contains important information 
about this study and what to expect if you decide to participate. Please consider the 
information carefully. Feel free to discuss the study with your friends and family and to 
ask questions before making your decision whether or not to participate. 

Why is this study being done? This research proposal is undertaken to gain the insights 
of preservice elementary educators as they learn ways to integrate art into elementary 
lesson plans. Student reflection will be sought to determine if engaging in a sequential 
educational process impacts their reported comfort in making and teaching art. Issues 
addressed through contemporary art and exploration of various creative modalities will 
be required of all students in the course. Responses offered by those consenting to 
participate in the study will be analyzed after the course concludes. Data from this study 
will be utilized for research in the principal investigator’s doctoral dissertation.  

What will happen if I take part in this study? 
Data collected will be taken from regular classroom assignments and therefore will not 
require additional time involvement from participants. Data will be gathered through 
course questionnaires, images or depictions of student art projects, student reflections, 
student designed and peer-taught taught lesson plans, and instructor field notes. No 
identifying images of students are requested. Participants retain copyright of all original 
art but allow for reproduction of their artwork and publication of their statements by the 
principal investigator. 

How long will I be in the study? 
There will be a course questionnaire at the beginning of the semester and data will be 
collected periodically throughout the course. Research will conclude at the end of the 
Spring 2016 course ARE 361.  

How many people will take part in this study? 
This will be a blind study, meaning instructor will not know who consented to 
participate until the final grades are posted for the course.  The study will only be 
conducted with class members in ARE 361. 

Can I stop being in the study? 
Your participation is voluntary.  You may discontinue participating in this study at 
any time by contacting Dr. Hochtritt by email:  lhochtritt@email.arizona.edu  Her email 
is also on the course syllabus, and your decision to discontinue participation will not be 
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disclosed. Any data gathered from your participation will not be included in the research 
findings. 
Student note: Regardless of participation, there will be no penalty or loss of any usual 
benefits.  
 Your decision will not affect your future relationship with The University of Arizona. If 
you are a student or employee at the University of Arizona, your decision will not affect 
your grades or employment status. 

What risks, side effects or discomforts can I expect from being in the study? 

The assignments given in class pose no known health risks to participants. The products 
used in the course are deemed safe for elementary classroom use industry-wide. Any 
identified allergens to students in the course will be prohibited from being brought into 
the classroom.  
The anticipated emotional risk to participants is not viewed as different than a typical 
experience in an art methods course. The study will inquire about emotions tied to 
creative risk-taking during art making and activities will be undertaken to increase 
artistic comfort. 

What benefits can I expect from being in the study? 
Because elementary school classroom educators often also fulfill the role of art teacher, 
this study may help participants to more closely reflect upon course undertakings. 
Participants may feel satisfaction from knowing that their responses may contribute to a 
larger and evolving body of knowledge.  

What other choices do I have if I do not take part in the study? 
Class members may choose not to participate in this study although they will be required 
to complete the same coursework as those who participate. Those not participating will 
not be penalized or suffer benefits to which they are otherwise entitled. 

Will my study-related information be kept confidential? 
Participants taking part in the study agree to the following:   
Data collected through the previously listed processes may be collected and identified by 
first initial and last name in doctoral or published form of the study. This is requested in 
the event of unforeseen future publication requirements.  A permanent address is 
requested at the bottom of this form to enable future contact for publishing requirements 
and to provide participants copies if so. 

Your records may be potentially reviewed by the following groups: 
• Office for Human Research Protections or other federal, state, or international

regulatory agencies
• The University of Arizona Institutional Review Board
• The University of Arizona College of Fine Arts

Who can answer my questions about the study? 
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For questions, concerns, or complaints about the study you may contact Dr. Lisa 
Hochtritt (lhochtritt@email.arizona.edu). 

For questions about your rights as a participant in this study or to discuss other study-
related concerns or complaints with someone who is not part of the research team, you 
may contact the Human Subjects Protection Program at 520-626-6721 or online at 
http://orcr.arizona.edu/hspp.  If you are injured as a result of participating in this study or 
for questions about a study-related injury, you may contact the same. 

An Institutional Review Board responsible for human subjects research at The 
University of Arizona reviewed this research project and found it to be acceptable, 
according to applicable state and federal regulations and University policies designed to 
protect the rights and welfare of participants in research. 

Signing the consent form 
I have read (or someone has read to me) this form, and I am aware that I am being asked 
to participate in a research study.  I have had the opportunity to ask questions and have 
had them answered to my satisfaction.  I voluntarily agree to participate in this study.  

I am not giving up any legal rights by signing this form.  I will be given a copy of this 
form. 

Printed name of subject Signature of subject 

AM/PM 
Date and time 

Optional 

Participant Permanent Address 

Non-UA email contact 
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APPENDIX C – INITIAL COURSE QUESTIONNAIRE 

Name:___________________________________ Date:_________________________ 

The following questions are being asked in order to establish a baseline of information 
for use in the course and for data collection purposes. Even if you did not consent to 
being part of the doctoral research study, this questionnaire provides information that will 
better help me to teach you. Your individual answers have no bearing on your grade, but 
rather offer topics for future class discussions. Please add your answers to each question 
below, extending the length of the document. Please provide thorough answers and then 
post the document to your folder in D2L. 

1. What do you expect to learn in this course?

2. How do you personally define art?

3. How do you envision incorporating art into your future curriculum? Or do you?
(Please describe your ideas and reasoning)

4. Please list as many of creative art making modalities human beings utilize that
you can think of.

5. What forms of art making do you have experience with?

6. What art forms do you consider yourself best at? (And why?)

7. What art forms do you consider yourself weakest at? (And why?)

8. What forms of art creation would you LIKE to incorporate into your future
classroom if money/time/ability were not a factor?  (Please describe how you
envision you could employ them)

9. How much art training have you had K - now?  (List years in school that you had
an art class: please differentiate between elementary, middle, high school and
university)

10. Have you had art training outside of a school setting?  (If so, describe the art form
and experience, please.)

11. What art supplies are you most comfortable using when doing art on your own?

12. Can you describe apprehension you might feel (or not experience) regarding
taking this course and about making art?
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13. On a scale of 1 – 10 (1 being lowest, and 10 being highest) please rate your
personal comfort level in each of the following areas:

a. Making art -
b. Teaching art -
c. Talking about art -
d. Researching how to incorporate art with other disciplines -
e. Taking creative risk in art making -
f. Taking creative risk in teaching an art lesson -
g. Using a variety of modes of expression in art making –

14. Which do you personally prefer to teach: traditional or contemporary art and
why? (Please elaborate)

15. List socially relevant themes that you perceive as relevant and appropriate to the
age group of student that you intend to teach? (Identify that age group, please)

16. Please write in depth about 3 elementary art experiences that you would like to
emulate in your future classroom practice, and 3 art education practices that you
definitely do not wish to perpetuate.

1. 

2. 

3. 

1. 

2. 

3.
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APPENDIX D – LESSON PLAN TEMPLATE 

Lesson Plan Title: ___________________________________________ 
Teacher:  __________________________   Grade:_______     Timeline:   __________ 

• Project Description: Describe project and concepts studied:

• Objectives to be met:

• Elements & Principles emphasized

• Vocabulary introduced and emphasized

• Art History - Multicultural References -Visual Culture – Artist, movement,
cultural reference…Old to Modern examples if appropriate

• Integration - What other disciplines can be combined with this lesson plan

• Assessment Criteria: - List grading criteria (as communicated to students)

• Materials needed and Resources utilized – List any online or printed resources

• Main Steps necessary: Studio methods introduced and reinforced
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• Possible Accommodations:

• Enrichment Activities: What can students do who finish early?  Where can
project grow from here 

• Reflections after teaching the lesson
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APPENDIX E – COURSE CULMINATION ASSIGNMENT GUIDELINES 

In a challenge to apply things you have learned in class, this assignment is to design and 
create a conceptual artwork addressing a socially relevant issue utilizing a modality (or 
combination of modalities) of your choosing. This assignment involves the design and 
execution of an artwork, and is not necessarily created with the intent to teach it. For this 
artwork, you select a concept and way to express it. Upon conclusion, you will be asked 
to write reflective thoughts about the process and your project. You will share your 
concept and artwork with the class, the issue you addressed, and modality you expressed 
it through in your class presentation. Choose an issues-based topic, such as one 
suggested below and create your artwork exploring multimodality. This is open to 
interpretation: besides a drawing, painting or sculpture, you could create a rap, make a 
short video, dance, play an instrument, etc.  You have your choice of art materials. Have 
fun and take a low-stakes creative risk! Record your interpretation in some method that 
can be presented to the class and have a typewritten artist statement to hand in on 
______________________. An artist statement discusses what the artwork means and 
gives rationale.  “Google” Artist Statement or see: 
https://www.lightspacetime.com/newsletter/how-to-write-the-perfect-artist-statement/  

Choose an Issue 
Such As: 

Alienation 
Balance/Imbalance 
Bravery/Fear  
Conflict 
Globalization 
Human Diversity 
Humans vs. Nature 
Injustice  
Materialism 
Racial Injustice 
Self-Identity 
Social Justice 
War/Peace 

Explore Utilizing One or More Modalities: 

Visual –       Drawing, Painting, Sculpture, Video, Collage, 
Photography, Digital, Gaming 

Linguistic – Written word, Story, Poem, Words in art, Drama,
Theatre, Blog, Speech, 

Auditory –    Music, Vocal, Poetry Reading, Sound recordings 
Tactile–        Experienced through texture or touch, Sculpture 
Kinesthetic –Involving movement, Dance, Mobile, Mechanical, 

 Video or Movies 
Smell-            Scent, Food? 

Conceptual –Installation, public artwork, theatrical  
If you design something that you cannot build, for lack of 
time, money, tools, location, for example; create a rendering of 
your idea and thorough description of the concept.  Include 
specifics to your idea such as: materials, timeline, location for 
the artwork, and population to whom you are attempting to 
reach with your artwork’s message.  You could design an 
event, choreograph a dance, write a short story or play, design 
a building or exhibition… let your creativity RUN!  Be sure to 
list influences if you utilized resources in designing your 
concept.   
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60 points possible 

25 points 
10 points 
15 points 
10 points 

Grading Criteria: 

Conceptual idea utilizing both a topic & mode of expression 
Typewritten Artist Statement: handed in with the project 
Student reflection sheet  
Presentation of project to the class  
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APPENDIX F – CULMINATION ASSIGNMENT 
PROJECT REFLECTION SHEET  

Name:_______________________________________________________________  
Date:__________________________ 

Title of your artwork: 

Describe your artwork:  

What was your socially relevant issue and why did you select it?  

What modality (or combination of them) did you chose?  Why? 

While in the creative process, what choices/decisions did you make? 

What were your choices/decisions influenced by? 

In doing this assignment, what did you learn? 

In solving this problem, what else could you have undertaken? 

What did you like most about the process? 

What did you like least about the process? 

What would you change if you were to do this assignment again? 

What did you learn about yourself by doing this assignment? 

How might you use this issues-based multimodal form of instruction in a classroom 
situation? 

Other insights you would like to share about the process? 

Thank you all for being willing to step outside the comfort zone and explore concepts of 
issues-based exploration through multimodality in the art classroom!   
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APPENDIX G – POST-COURSE QUESTIONNAIRE 

Name:______________________________________________________			Date:_________________________	

Thank you for sharing your input during this course. Your answers to the questions below 
would likely have been different even a couple of days from when you first were asked 
them, let alone a semester later. I am not interested in your recall of what you originally 
put down, but instead I wish to know your current reflections upon the questions below. I 
wish to compare your overall perceptions about elementary art education: how your 
thoughts may have changed, as well as how they may have remained the same. 
Regardless if you did not consent to participate in the study, you are being asked to 
complete this questionnaire. Your individual answers have no bearing on your grade; it is 
a pass/fail assignment and I value your insightful reflections regardless. Please add your 
answers to each question below and then post the document to your folder in D2L. 

1. In what ways did this course meet or not meet your expectations?

2. How do you envision incorporating art into your future curriculum? Or do you?
(Please describe your reasoning and if you plan to incorporate it, give a few brief
examples how you might integrate art into your classroom)

3. It is assumed that you could list more art modalities at the conclusion of the class
than at the beginning of it. Please write about some multimodal approaches you
are inspired to explore in your teaching practice and how you might do so.

4. Did your comfort levels in making art and teaching art change over the semester
and if so, in what way?

5. We have examined several instructional strategies thus far in the course. Please
rank them in the order of which most effectively increased your artistic comfort
level in making and teaching art. (4 being the most influential, 1 being the least)

___ a. Experiential Learning: Learning through exploration of materials by
utilizing choice and taking creative risk in class and with homework 
assignments. 

___ b. Peer-teaching and learning: Design of your own lesson plans and/or 
participating in peer-led lesson plans 

___ c. Issues-based Instruction through Contemporary Art: Looking at issues 
addressed as concepts evident in Contemporary Art.  

___ d. Multimodality: Expanding art education practices into modalities that you 
are invested in; whether that be visual, auditory, kinesthetic, linguistic… 

6. What forms of art creation would you LIKE to incorporate into your future
classroom if money/time/ability were not a factor?  (Please describe how you
envision you could employ them)
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7. On a scale of 1 – 10 (1 being lowest, and 10 being highest) please rate your
personal comfort level in each of the following areas: this may have changed, or
may be the same.  There is no “right answer”

a. Making art -
b. Teaching art -
c. Talking about art -
d. Researching how to incorporate art with other disciplines -
e. Taking creative risk in art making -
f. Taking creative risk in teaching an art lesson -
g. Using a variety of modes of expression in art making –

8. How did choice of multimodal approaches impact your comfort level in making
art?

9. How did multimodality influence your lesson plan designs?  (Was adding this
consideration more difficult or easier to integrate art into a lesson plan?)

10. Which do you personally prefer to teach: traditional or contemporary art? (Please
explain your answer)

11. List socially relevant themes that you perceive as appropriate to the age group of
student that you intend to teach? (Identify that age group, please)

12. Please describe how looking at multimodality as a way in which to teach art
impacted you.  (Please give examples)
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APPENDIX H - CULMINATION PROJECT NOTES: STUDENT WORKSHEET 

Please out this worksheet during classmate presentations of culmination assignments and 
about the class discussion that followed. These notes may be used to help you design 
your issues-based elementary art lesson plan that must be based upon either your 
culmination project idea, or inspired by one or more of your classmates’ concepts. 

Student 
Presenting 

Issues-
based 
topic 

Modality 
chosen 

Interdisciplinary 
Potential 

Ideas sparked by this 
presentation 
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