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Chapter 1: The National Art Education 
Association: Antecedents and Origins

Mary Ann Stankiewicz

Any story can be told from several perspectives. In his 
chapter on the birth of the National Art Education Association 
(NAEA), John Michael (1997a) described organized art educa-
tion as an offshoot of the industrial revolution, as were the 1870 
Massachusetts Drawing Act and the 1873 founding of the first 
school to prepare specialist art teachers. “As the number of art/
drawing teachers increased, it was only natural that teachers 
began to realize they could do more if organized as a group than 
they could individually” (Michael, 1997a, p. 1). On the other 
hand, when art and industrial drawing teachers began conven-
ing, philosophical differences sometimes outweighed similar 
interests, pedagogical problems, and techniques (Saunders, 
1989). Rather than smoothly advancing the field under one 
unified professional group, art educators formed multiple 
organizations: some affiliated with schools or existing teach-
ers’ associations, others organized geographically, and several 
created to formalize distinctions between fine and industrial 
arts. Saunders (1986) explained that, to become national, a 
voluntary organization needed coast-to-coast representation, 
recognition as an authority in its field by other organizations, 
and acknowledgment of the field’s importance by significant 
numbers of people. 

My version of NAEA’s history begins from art educators’ needs 
for social and professional networks, their desires to learn and 
to share knowledge with others. Political scientist Robert D. 
Putnam (2000) described social capital as “connections among 
individuals—social networks and the norms of reciprocity and 
trustworthiness that arise from them” (p. 19). Professional asso-
ciations encourage members to build social capital within an 
occupational context, and they perform several other functions:

• What the professional association supports serves as a 
working definition of the field, its knowledge base, beliefs, 
and values.

• A professional association convenes forums for discussion 
and continues these conversations in publications for 
members and the public.

• A professional association establishes a structure within 
which members can bond.

• A professional association supports and disseminates 
research to advance the field and inform practitioners and 
the public. 

• A professional association presents a unified voice for the 
field, in part by conserving the field’s history.

Eastern and Midwestern art educators began telling histories 
of the field at the end of the 19th century (Bailey, 1900; 
Goodnough, 1895). The Eastern region was the first to compile 
an edited history (Ebken, 1960). In 1963, Robert J. Saunders, 
Connecticut’s art director, received authorization from NAEA’s 
Executive Council to write a history of the Association. At 
that time, art education leaders like Royal Bailey Farnum, who 
wrote the historical chapter for the Eastern Arts Association 
(Ebken, 1960), were still alive. Saunders (1966) was able to 
borrow personal correspondence from Farnum—material that 
is now lost. When Michael began looking for NAEA’s predeces-
sor organizations, he contacted individual state and regional 
groups to request primary sources (Michael, 1995). Although 
the Pennsylvania State University holds NAEA records in its 
Special Collections, gaps exist in the stories of the four regional 
associations. Only two state associations had archivists during 
the 1990s. 

Today, digital electronic technologies offer instant access to 
complete academic journals or ephemera that might phys-
ically reside in only one location. Once a journal has been 
scanned, the digital file can often be searched for key words, 
enabling a researcher to quickly find relevant pages. On the 
other hand, gaps continue to exist. Digitized copies of the first 
three volumes of an art education journal published for only 
5 years may be easily found and downloaded to a personal 
computer, while the last two volumes seem to exist only in 
one Midwestern university library (Witter, 1894–1899). I have 
been fortunate to be able to build this chapter on foundational 
work by Saunders, Michael, and others who contributed to 
the 50th-anniversary history of NAEA (Michael, 1997b). My 
challenge has been not to repeat their work, but to reinterpret 
events and ideas for the 21st century.

From Artists to Art Educators
We might trace NAEA’s antecedents to the early days of the 
republic when artists’ clubs provided mutual support, drawing 
classes, and social opportunities. However, the first organization 
specifically formed for teachers of visual arts was established 
in Boston nearly a decade after the Civil War. Massachusetts 
enacted the first North American public policy for art education 
in May 1870, when state legislators passed a bill that mandated 
“drawing” be included among required subjects in public 
schools and, in its second section, obligated municipalities 
with more than 10,000 residents to provide “free instruction 

https://libraries.psu.edu/findingaids/1067.htm
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in industrial or mechanical drawing” to persons over age 15 
(Bolin, 1990, p. 66). The civic leaders and businesses whose 
petition led to this legislative act had not specified what kind 
of drawing should be taught. Legislators added the words 
“industrial or mechanical” before the final vote, instigating phil-
osophical differences Saunders (1989) saw as factors slowing 
art educators’ organizational efforts. Technical drawing offered 
economic benefits to workers and the state, but persons aspiring 
to higher social status wanted to learn drawing as a cultural 
accomplishment. As a result, when cities established free draw-
ing classes, they offered both freehand and technical drawing. 
Whereas women tended to enroll in freehand drawing classes, 
men filled the technical drawing classes. Adult students clam-
ored for advanced technical drawing even though many had no 
experience with freehand drawing. Confusion over exactly what 
kind of art education public money should provide contributed 
to criticism of Walter Smith, the English art master hired as 
Massachusetts’ first state art director and as art supervisor for 
Boston’s public schools (Stankiewicz, 2016). 

The first North American school established to prepare special-
ist teachers of art opened in Boston in 1873. Smith, found-
ing principal of Massachusetts Normal Art School (MNAS), 
adapted the 23-stage curriculum used in London’s South 
Kensington school of art to teach three languages of visual art: 

(1) constructive drawing, which included mechanical drawing 
and was a prerequisite for technical education; (2) decorative 
drawing, sometimes called “ornament” or “design,” which 
adapted motifs from nature or invented patterns; and (3) repre-
sentational drawing, which focused on naturalistic renderings 
of objects in perspective, light, and shade. By the end of the 
century, each drawing language was associated with specific 
types of work. The conventions and mathematics of construc-
tive drawing enabled engineers and architects to invent, plan, 
and guide construction. Designers created flattened, decora-
tive forms as surface patterns for fabrics, carpets, and other 
household goods. Representational drawing was associated 
with an emerging world of fine art, a connection that would 
expand when abstraction—based on ideals of significant form 
and principles of design—pushed fine arts beyond naturalism 
(Shiner, 2001). 

For the next half century, multiple organizations for teach-
ers of drawing, visual arts, and related subjects grew in the 
contexts of these three functions and the two major rationales 
for art instruction—economic and cultural—reflected in 
Massachusetts’ 1870 art education policy.

Early Organizers and Associations
Almost forgotten today, Walter S. Goodnough helped orga-
nize several early professional associations for art educators. 
A Boston native, Goodnough (1897) claimed to have been the 
first student to select his seat when Smith unlocked the MNAS 
doors. About a year later, Goodnough helped form the first 
professional organization for North American art educators, 
the Massachusetts Art Teachers’ Association (MATA). Fifty 
students signed the organization’s constitution, signifying 
support for several goals: to advance art education in America 
through lectures, to acquire books and periodicals for an art 
library, and to collect and exhibit artworks relevant to either 
fine or industrial art education. In time, the association hoped 
to publish an art journal and promote social networking among 
members (“Massachusetts Art Teacher’s Association,” 1874). 
While their goals were ambitious, the first members devoted 
their time to research, writing, and sharing papers on topics 
assigned for 2nd-year examinations. Their study guide, The 
Antefix Papers (Perkins, 1875), included advertisements for 
local art-related businesses in the front and back of the bound 

n  My version of NAEA’s history begins 
from art educators’ needs for 
social and professional networks, 
their desires to learn and to share 
knowledge with others.
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volume, anticipating the close relations between art educators 
and commercial firms developed in later associations. 

Both men and women, art supervisors for urban school 
districts and art education faculty in postsecondary institu-
tions, were active in early organizations; states and regions 
often had one person or a core group who organized several 
associations. Initiating a pattern that would continue into the 
mid-20th century, voluntary associations for art educators 
formed as independent, geographically grounded groups, or 
as special-interest affiliates of larger organizations for general 
educators. MATA fits into the first category, as does the 
Massachusetts Industrial Art Teachers Association founded in 
late 1882, which met annually for about 8 years. On the other 
hand, the Drawing Department of the New England Conference 
of Education Workers, which began meeting monthly in Boston 
in fall 1892, was affiliated with a regional association for class-
room teachers and administrators. Another independent group, 
the Connecticut Valley Art & Industrial Teachers Association, 
founded at Hartford in October 1887, was active for about 
5 years. Its goals were to study relationships among various 
branches of industrial arts, including art instruction for kinder-
garten; to encourage discussions on methods of art instruction; 

and to promote public interest in art education (Farnum, 1914). 
These local, state, and regional associations gave art educators 
opportunities to learn from each other, discuss variations in 
instructional practices, develop leadership abilities, and explain 
to others the importance of art teaching and learning in schools 
and community organizations. 

The National Educational Association (NEA; later, National 
Education Association) Department of Art Education was the 
first national organization for art educators and the Western 
Drawing Teachers’ Association (WDTA) the first sustained 
regional group. Stakeholders—persons interested in art educa-
tion—also formed other organizations to support art education 
during the Progressive era (roughly 1890–1920). This period of 
“dramatic technological, economic, and social change” through 
industrialization, urbanization, and immigration revealed 
problems of increasing crime, urban degradation, “inadequate 
education,” a growing wealth gap, and political corruption 
(Putnam, 2000, p. 368). Women and men, inspired by British 
social theorists John Ruskin and William Morris, sought to 
use visual arts for social reform. Their voluntary associations 
reflected a range of justifications for the significance of visual 
arts education: a support for learning across school subjects, 

Massachusetts Normal Art School alumni benefited from 
the social networks they formed as students when they 
constructed later professional associations. For exam-
ple, Goodnough was a founding member of the National 
Educational Association’s (NEA; later, National Education 
Association) Department of Art Education, president of 
that department in 1886 and again a decade later. After 
moving to Brooklyn in 1890 where he supervised public-
school art, Goodnough became president of the New York 
State Art Teachers’ Association (formed in January 1893). 
He was invited to help plan the Eastern Drawing Teachers’ 
Association in 1899, and later served on the executive 
committee of the merged Eastern Art and Manual Training 
Teachers Association. 

Another alumnus, Eugene C. Colby of Rochester, organized 
the New York State Art Teachers’ Association with art teach-
ers who attended the state’s annual teachers’ meeting. Walter 
Scott Perry, who graduated with Goodnough in 1876 and 
became director of the fine arts department at Pratt Institute, 
was among those who asked the NEA to form a depart-
ment of art education, becoming the fourth president of the 
department in 1887. Perry served as the seventh president 
of the Eastern Art Teachers’ Association in 1906. Langdon S. 
Thompson, who studied briefly at MNAS, served as the first 

president of the NEA department. Otto Fuchs was among the 
early MNAS faculty; in 1882, he served as acting principal 
before moving to the Maryland Institute. Fuchs would become 
the first president of a short-lived Southern Art Teachers’ 
Association. Another graduate, Albert H. Munsell, who taught 
at MNAS from 1881 to 1918, was president of Massachusetts 
Industrial Art Teachers’ Association, based in Boston, at the 
end of the 19th century. Munsell developed a color theory 
still used today and was a frequent conference speaker 
(Michael, 1997a). Josephine C. Locke completed Class B at 
MNAS in 1881 and participated in the organizational meeting 
for the NEA art department. She served as secretary during 
the department’s 1st 2 years, and as vice president in 1888. 
Supervisor of drawing in Chicago’s public schools, Locke 
spoke at the first meeting of the Western Drawing Teachers’ 
Association in May 1894. Henry Turner Bailey, who gradu-
ated in 1887, was a leader in several local associations and 
became president of the reorganized Eastern Art and Manual 
Training Teachers’ Association in 1909–1910. Royal Bailey 
Farnum, a 1906 graduate, returned to the school as president 
and became a national leader during the interwar years, 
forming the nationwide Federated Council on Art Education. 
Farnum served as Eastern Arts Association president (1916–
1917), and wrote the first history of that organization (1960). 
Similar networks of art educators emerged in other regions.

Preservice Social Networks and Professional Associations
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a means for genteel refinement, and a model for middle-
class values and virtues. Many cities formed public school art 
societies or public education associations with art committees; 
a frequent goal was collecting reproductions of well-known 
artworks to decorate schools. Women interested in education 
matters, including many teachers, organized the Public 
Education Association of New York, which collected pictures 
and sponsored free lectures (Levy, 1899). Walter S. Goodnough 
chaired the Brooklyn Institute of Arts and Sciences section 
on art education, which sponsored exhibitions of artworks 
for schools. Cleveland art teachers formed an Art Education 
Society with the goal of raising money to purchase reproduc-
tions of the best art from all ages to be placed in schools (Levy, 
1899). Some organizations, like the Chicago Public School Art 
Society, were organized by upper-middle-class women whose 
activity in women’s clubs followed the Progressive belief that 
women should contribute to social betterment through cultural 
activism. John Cotton Dana, director of the Denver Public 
Library, collaborated with women’s club members to advance 
art in schools. The city’s Board of Education installed casts and 
printed reproductions in specially repainted rooms of the public 
library during the summer of 1897 (Levy, 1899). These varied 
professional and community-based organizations supporting 
art education at the turn of the 20th century demonstrated 
Progressive attempts to reform and improve American society 
through volunteer efforts for art education.

 National Educational Association  
Department of Art Education, 1883–1909

When the NEA met in July 1883 in Saratoga Springs, New York, 
a Department of Art Education was organized as the associa-
tion’s sixth department. NEA members were introduced to art 
education in 1872 when Walter Smith spoke on “Drawing in 
Graded Schools” at their 12th conference in Boston. From the 
start, art educators who belonged to the NEA presented papers 
on industrial drawing and economic benefits of art, Smith’s 
languages of constructive and decorative drawing, the study 
of representational drawing, goals of genteel refinement, and 
cultural approaches to art education. An Industrial Department 
was organized at the 1875 NEA conference during the pres-
idency of William Torrey Harris, later federal commissioner 
of education and a strong advocate for art education. When 
the Department of Art Education was organized, Langdon S. 
Thompson, professor of industrial art at Purdue University 
in Lafayette, IN (who had been president of the Industrial 
Department in 1879), was unanimously elected temporary chair 
and then first president. In Saratoga Springs, organizers devoted 
considerable time to discussing future relations “between the 
new department and the Department of Industrial Education,” 
which had held its first regular sessions in 1876, the year the 
Philadelphia Centennial Exhibition demonstrated America’s 
growing prowess in arts and technology (NEA, 1884, p. xx). 

The new department formed its first committee to conduct 
research on industrial drawing for public schools: what 
currently existed, what a graded course might look like, how 
future teachers should be taught, and how the subject might 
be taught at all levels of schooling (NEA, 1885). Committee 
members Walter S. Goodnough and Josephine C. Locke, 
among others, reported results the following summer in 
Madison, WI. The committee collected demographic infor-
mation on art teaching in about 70 cities from New England 
west to Minnesota, Iowa, and Missouri, and in 40 normal 
schools from Maine south to Alabama and west to California. 
Committee members prepared recommendations for a course 
of study, printed and distributed for discussion during the 1884 
meeting, perhaps the first example of national guidelines for 1935 Western Art Association Annual Dinner.

n  When NEA met in Denver in 1909, the 
departments of art education and 
manual training held a joint session 
and decided to merge… because the 
new department could encompass 
multiple fields identified as fine and 
industrial arts.
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art instruction based on research. Not only did the NEA art 
department support art education research, it also pioneered 
exhibitions of student work during conferences. An exhibit 
of form study, drawing, and color work in Madison showed 
what was being taught across the nation. Printed proceedings 
from annual NEA conferences included reports from this first 
committee and later researchers, such as the 1902 Committee of 
Ten on Elementary Art Education. 

Blurred boundaries between industrial art educators and more 
culturally focused art educators continued into the early 20th 
century. Industrial art educators tended to be male and describe 
their work as manual training, or industrial or vocational 
education. Beginning about 1889, NEA’s Industrial Department 
changed its name to the Department of Manual and Industrial 
Education (Bennett, 1899). Ten years later, this was shortened 
to Department of Manual Training, and the independent 
American Manual Training Association, established in 1893, 
changed its name to the Eastern Manual Training Association, 
confirming the regional focus of the men involved. Both men 
and women supported cultural art education, although women 
sometimes predominated when fine arts were emphasized, or 
when the emerging fields of art education and home economics 
overlapped. When NEA met in Denver in 1909, the depart-
ments of art education and manual training held a joint session 
and decided to merge, partly to follow NEA’s plan to reduce the 
number of departments, but also because the new department 
could encompass multiple fields identified as fine and indus-
trial arts, including home economics, domestic arts, domestic 
science, and household arts, all of which were struggling for 
positions in school curricula.

Four Regional Art Education 
Associations

By the end of the 19th century, attempts 
had been made to establish art education 
associations in what would become the 
four NAEA regions. Although the Eastern 
Arts Association (EAA) would become the 
second continuously operating regional, 
proposals for both a Southern Art Teachers 
Association (1898) and a Pacific Coast 
organization of drawing teachers (1897) 
were documented in the first nationally 
disseminated art education journal. Directed 
to teachers of visual arts, manual training, 
and penmanship, Art Education: A Journal 
Devoted to Manu-Mental Training was 
an indirect result of the Chicago World’s 
Fair. Founding editor James Clell Witter 
published the first issue in 1894. The pages 

of this journal reveal how active late-19th-century art educa-
tors were, how art education spread into the public school 
systems of industrial cities, and how various stakeholders (e.g., 
women’s clubs) collaborated with art supervisors and teachers 
to advance the cause. Each region faced its own challenges in 
building professional networks and associations. As a result, 
each regional organization had its own character while sharing 
common themes with other regions. The journal Art Education 
became the primary source for reports on conferences and full 
or condensed papers. 

Western Drawing Teachers’ Association (WDTA)
Both the American Manual Training Association and the 
WDTA were outcomes of a series of international education 
congresses held in conjunction with the World’s Columbian 
Exposition, popularly known as the Chicago World’s Fair. The 
1893 World’s Fair was planned to celebrate the 400th anniver-
sary of Columbus’s 1492 voyage and show off the bustling city 
of Chicago. The Fair displayed high culture and popular culture 
in two distinct areas: The White City and the Midway Plaisance. 
The White City—named after the plaster-based material known 
as “staff ” that covered buildings designed to evoke European 
Beaux Arts architecture—was the site of the Manufactures and 
Liberal Arts Building, the Palace of Fine Arts, and other official 
displays symbolizing national power and progress. The only 
building at the fair designed by a female architect, the Woman’s 
Building illustrated the progress of women over 4 centuries, 
although women planners disagreed on whether their contri-
butions should be segregated from or integrated with men’s 

The Woman′s Building at the 1983 Chicago World′s Fair had exhibition space as 
well as an assembly room, a library, and a Hall of Honor.
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achievements (Weimann, 1981). Near the Woman’s Building 
was an entrance to the Midway Plaisance, site of the first Ferris 
wheel as well as of ethnological displays considered scientific at 
the time, but today understood as racist exploitation of people 
from small-scale societies. Racial stereotypes colored displays 
for new, branded products, such as Aunt Jemima pancakes, with 
a spokesperson based on a minstrel show character performed 
by Nancy Green, a formerly enslaved woman. Although art 
education entered Northern public schools to address economic 
challenges faced by industrial states during Reconstruction, the 
World’s Fair marked expansion of Jim Crow laws—statutes in 
both Southern and Northern states intended to reduce or erad-
icate the civil rights of formerly enslaved people and all African 
Americans. The White City of the fair signified both growing 
racism and White Americans’ aspirations to high culture.

American art educators attended the fair, lured by educational 
displays, fine-art exhibits, and the wealth of material culture 
shown by European and Asian nations. Many educators 
traveled by train to attend the series of conferences planned 
in conjunction with the fair, which replaced the 1893 NEA 
summer meeting. The conference organizer, William Torrey 
Harris, had been superintendent of schools in St. Louis during 
the 1870s and U.S. Commissioner of Education from 1889 
to 1906. Harris actively supported art education and manual 
training, framing both within an idealism derived from the 
German philosopher Hegel. Harris planned 15 educational 
congresses, about half focused on established branches of 
general education. The rest addressed newer departments, such 
as the Congress of Art Instruction, July 26–28, at the Chicago 
Art Institute; and congresses on kindergarten education, vocal 
music, technical instruction, industrial and manual instruction, 
physical education, and experimental psychology applied to 
education. Educators who identified with industrial or techni-
cal drawing and manual training in wood and metal organized 
nationally in advance of other art educators, although both 
groups joined early organizations in the Northeast.

A few weeks after the art education sessions of the International 
Congress of Education, William S. Mack, former super-
intendent of schools in Aurora, IL, helped organize an 
August 10 gathering of teachers and others at the Chicago 
Manual Training School. As a branch manager for the Prang 
Educational Company, a nationwide publisher and dealer in 
art supplies for schools, Mack was one of several early WDTA 
leaders affiliated with commercial interests. Josephine C. Locke 
and Lucy Fitch Perkins also worked for the Prang Educational 
Company. Bonnie E. Snow of Aurora, IL, and later Minneapolis, 
coauthored Prang high school texts as well as books on indus-
trial art and color; she became president of the WDTA in 1897. 

WDTA membership was open to supervisors of drawing, 
manual training teachers, kindergarteners (as kindergarten 
teachers were labeled), superintendents of schools, principals, 
grade teachers, and all who loved art. Leaders were typically 
urban school district administrators or higher education 
faculty. Men and women who served as district art supervisors, 
or more rarely state art directors, were accustomed to serving 
as friendly advisors to art teachers who often felt lonely and 
isolated (Kirby, 1923). Thus, they would have understood—
perhaps even better than higher education faculty—the impor-
tance of professional organizations in helping art teachers feel 
valued and understood. 

Women were prominent leaders during the Western associ-
ation’s 1st decade; nine of the first 10 presidents were female. 
After the WDTA expanded to include manual training 
teachers, five of the next 10 presidents were female. Isolated 
female art teachers might have few peers in a school district 
while facing rigid expectations for personal character and 
professional conduct. Joining a local women’s club provided 
access to a social network of middle-class women, many with 
postsecondary educations. Within the clubs and in commu-
nity service projects, women developed organizational and 
leadership potential. During the fifth WDTA conference in 
Detroit, Josephine C. Locke proposed a successful resolution 
that women’s clubs across the country take up school deco-
ration as part of their community work. Lucy Fitch Perkins, 
attending the WDTA as a representative clubwoman, affirmed 
women’s clubs’ keen interest in this subject. For example, the 
Illinois Federation of Women’s Clubs prepared and distributed 
a circular on school decoration. One aim was for children who 
attended beautiful schools to inspire their parents to make more 
beautiful homes (WDTA, 1898). 

Along with the usual four officers (president, vice president, 
secretary, and treasurer), the WDTA specified that each state 
should have a corresponding secretary and treasurer posi-
tion charged with enrolling new members, collecting and 

n  Although art education entered 
Northern public schools to 
address economic challenges 
faced by industrial states during 
Reconstruction, the World’s Fair 
marked expansion of Jim Crow 
laws.
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forwarding dues to the general secretary and treasurer, and 
corresponding “with supervisors and all others interested in the 
work, doing all possible to awaken and foster a local interest in 
the cause” (Western Arts Association, 1899–1962). The records 
do not specify whether these state offices had to be held by two 
people or might be one person. 

The association changed its name twice: first in 1904, when 
manual training teachers’ interest in the group’s work resulted 
in broadening the name and scope to the Western Drawing and 
Manual Training Association (WDMTA). A second change, to 
the more inclusive Western Arts Association in 1919, reflected 
expansion of fine art ideals, industrial arts, and vocational 
education. The first WDTA Bulletin, published in 1894 as a 
report on the annual conference, included addresses from 
general sessions and section meetings. Many male art educa-
tors in the region belonged to the Manual Training Teachers’ 
Association, but as the MTTA strengthened its presence in east-
ern states, Midwestern membership declined. The 1904 merger 
of the Western art teachers with the MTTA brought male and 
female art educators together into a larger, stronger organization 
where meetings typically included sessions on art and drawing, 
manual training, and home economics. When the Western 
Arts Association resumed meeting after the First World War, 
art teachers were likely to emphasize household arts, printing, 
vocational education, or fine arts as a focus for practice. 

Eastern Art Teachers’ Association (EATA)
In 1898, Solon P. Davis, president of the Connecticut Valley 
association, invited art supervisors in Eastern states from Maine 
to Florida, and west to Pittsburgh and Cleveland, to meet in 
Hartford where they organized the EATA. During a second 
meeting in Brooklyn on February 10, 1899, participants drafted 
a constitution and issued invitations to a third meeting at 
Pratt Institute and the Brooklyn Institute of Arts and Sciences, 
May 25–27, 1899, publicizing the event through newspapers 
in major eastern cities. In the EATA’s 1st year, 208 members 
joined. Davis was chair; James Hall, supervisor of drawing in 
Springfield, MA, was secretary; and Alfred Vance Churchill 
of Columbia University was treasurer. Eastern region leaders 
worked in both public schools and higher education. More men 
than women served as officers, although women maintained 
a strong presence. Urban art supervisors with administrative 
experience were more active than specialist art teachers from 
rural communities. The initial membership fee was $1.50, with 
annual dues of $1 (Farnum, 1960).

The Eastern Arts Association was the first NAEA region to 
publish a written history. In 1960, Vice President Ruth M. 
Ebken edited Prospect & Retrospect, celebrating the associa-
tion’s 50th anniversary. In his essay for the book, Royal Bailey 

The College Art Association
College art instructors, especially those in professional 
art and architecture schools, met within the WDMTA as 
the University Round Table. Because the cultural study 
of art including theory, history, and studio was new in 
higher education, they wanted a professional organiza-
tion independent from secondary art teachers (Burke, 
1942). In May 1907, a Committee on the Condition of 
Art Work in Colleges and Universities was created at 
the joint meeting of the WDMTA, Eastern Art Teachers’ 
Association, and Eastern Manual Training Teachers 
Association in Cleveland. Members included chair John 
S. Ankeney of the University of Missouri, Edward J. Lake 
of the University of Illinois, and William Woodward of 
Tulane University. After surveying colleges and univer-
sities throughout the United States, Woodward (1908) 
concluded that solving the problem of art education in 
universities required unity among faculty teaching art in 
higher education (Ball, 2011). 

Maintaining ties with school art educators, Ankeney 
served on the advisory committee for the 1908 London 
art education congress. In his chapter for the U.S. report 
on art education (Haney, 1908), Woodward shared 
results from the questionnaire sent to White and Black 
colleges and universities, although he noted responses 
from Black institutions were fragmentary. He found signif-
icant instruction in art history and art technique, with 
drawing frequently required for entrance to architecture 
programs and sometimes for engineering and related 
majors. Woodward argued that art schools affiliated with 
colleges and universities offered a broader, more liber-
alizing environment than normal schools or art schools 
without university connections.

Like Woodward, Holmes Smith (1913) of Washington 
University in St. Louis, who would become the first 
College Art Association president, argued for an organi-
zation of college art workers when WMDTA published the 
committee’s final report after the 1910 annual meeting. 
The group planning the CAA met in tandem with the 
WMDTA for the next few years: at the University of Illinois 
at Urbana-Champaign in 1911, the year CAA was officially 
established; and at the Cincinnati Art Museum in 1912, 
where the constitution was signed and the first officers 
elected. The new organization held its first indepen-
dent meeting at the Carnegie Institute in Pittsburgh in 
December 1912. 
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Farnum, EAA president 1916–1917, acknowledged the years 
from 1899 to 1910, but described this as a “prehistoric decade” 
necessary to establish “a sound foundation” for EAA (Farnum, 
1960, p. 12). His account traced the real history of EAA to May 
1909 when EATA merged with the Eastern Manual Training 
Teachers Association (EMTTA), adopting a new constitution 
and new name: Eastern Art and Manual Training Teachers 
Association. 

This merger resulted from a spring 1905 joint meeting of EATA 
and EMTTA in Trenton, NJ, where Charles R. Richards of 
Teachers College proposed cooperation between the two asso-
ciations. Each association appointed a committee to consider 
possible options. Although members of both groups favored 
a merger, the process took several years, partly due to low 
attendance by art teachers at joint meetings held in New York 
City (1906, 1908) and Cleveland (1907). In 1908, the art teach-
ers canvassed by mail agreed almost unanimously to merge, 
but one more meeting—Pittsburgh in 1909—was necessary 
before both associations officially adopted the new EAMTTA 
constitution. 

During the early 20th century, boundaries between manual 
training, industrial education, home economics, and visual 
arts education were fluid. Art educators spoke at manual 
training conferences, often advocating expressive self-activity 
or linking the child’s development of industrial conscious-
ness to scientific racism (Haney, 1903). Henry Turner Bailey, 
former Massachusetts state art supervisor and editor of School 
Arts Magazine, became first president of the new EAMTTA’s 
600 members. Subsequent presidents demonstrated the close 
connections between art and vocational education in the 
early 20th century. Arthur Davis Dean—advocate for voca-
tional education as a means to keep children from dropping 
out of school, contribute to the betterment of society, and 
adapt schooling to fit economic and social needs—followed 
Bailey as EAMTTA president, 1910–1911. The third presi-
dent, C. Valentine Kirby, directed art education in Buffalo 

and Pittsburgh public schools before becoming Pennsylvania’s 
state art supervisor in 1920. When the name Eastern Arts 
Association was adopted in 1915, subgroups included 
Household Arts, Domestic Science, School Gardens, and 
Manual Arts, among others. 

To broaden opportunities for leadership, EAA added an 
executive committee (i.e., Board of Council) to support the 
officers and the editors of the annual convention proceedings 
in their work. Council members served rotating terms of no 
more than 3 years, sustaining institutional memory as well as 
introducing new points of view. With the Council and editorial 
board, EAA might have had 18 or more people contributing to 
planning. EAA claimed credit for many regional innovations: 
excursions to local attractions, local conference planning 
committees, and a formal presidential address (Farnum, 
1960). When EAA instituted gold and silver awards in 1938, 
the gold award recognized Royal Bailey Farnum’s significant 
contributions to art education associations.

Pacific Arts Association (PAA)
California art educators introduced the notion of a professional 
association for Pacific Coast states in the late 1890s, attempting 
to build on two factors: art teachers’ membership in the state 
teachers’ association and broad interest in drawing as a foun-
dation for manual training. During the 21st meeting of the 
California State Teachers’ Association in San Francisco in late 
December 1897, Professor Arthur Bridgman Clark of Stanford 
chaired a “drawing round table,” one of several sessions on 
manual training (California, 1898, p. 82). After Clark suggested 
forming a permanent organization of drawing teachers, a 
five-person planning committee was appointed. Committee 
members faced challenges due to the long distances California 
teachers traveled to attend meetings, and Clark’s absence while 
on sabbatical in the east in fall 1898. However, a Department 
of Manual Training and Drawing was on the program for the 
December 1900 California Teachers’ Association conference. In 
addition to speakers and roundtables, the department spon-
sored an exhibit of manual, technical, and art work by pupils 
(“California Teachers’ Association,” 1900, p. 29). 

The next organization intended to bring together art educa-
tors throughout the Pacific West was formed in March 1924, 
a result of the third in a series of conferences convened by the 
California State Board of Education to follow the model of 
Eastern art education conventions: 1920 in Berkeley, 1922 in 
Los Angeles, and 1924 in San Francisco (Clark, 1926; Michael, 
1997a). The organizing committee based the PAA constitution 
on the EAA’s recently revised document. Potential members 
were invited from eight states west of the Rocky Mountains: 
Washington, Oregon, California, Idaho, Nevada, Utah, Arizona, 
and Montana (Clark, 1926). New Mexico and later Alaska 

The SHIP 
The cooperation between art educators and businesses 
interested in art education when the WDTA was established 
was formalized in the early 1920s. In 1923, businesses 
exhibiting at the WAA meeting in St. Louis organized into 
“the SHIP,” a name that Arthur D. Dean, second president of 
the EAMTTA, suggested (Farnum, 1960, p. 15). In 1924, the 
SHIP saw action at the Atlantic City EAA convention. William 
H. Milliken, Jr., of Binney & Smith, Inc., was active on the EAA 
Council and in the SHIP; convention photographs he took 
from the 1950s into the 1960s document the growth of NAEA.
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and Hawaii also joined the PAA. A mimeographed pamphlet 
circulated in December 1924 encouraged “all who feel the 
importance of robust art” to attend the first conference in San 
Francisco (Musselman, 1953, p. 13). Most participants were 
Californians, and the pamphlet reproduced curriculum plans 
from Los Angeles and San Francisco. Teachers received leaves 
of absence and sometimes financial support from their schools 
to attend early PAA conferences. 

A spectacular natural environment as well as the idealism of 
Western settlers encouraged interest in art on the Pacific coast. 
Proximity to the Pacific rim made Asian arts—from Japanese 
tea gardens to paper tourist arts—accessible. Similarly, access 
to the southern border with Mexico encouraged influences 
from Aztec and other indigenous arts (Clark, 1926). Many 
Pacific region artists were active in the Arts and Crafts move-
ment; others were noted painters, printmakers, or architects 
like Clark. Louise Pinkney Sooy, first woman president of the 
PAA (1928–1929) after Clark, had studied with Arthur Wesley 
Dow. She taught art and costume design at the University of 
California, Los Angeles. An active printmaker and Los Angeles 
public school art supervisor, May Gearhart was the fifth PAA 
president (1931–1932). She had taken a summer course with 
Dow and attended the School of the Art Institute in Chicago. 
Walter F. Isaacs, first chair of the University of Washington art 
department, followed Gearhart as PAA president (1932–1934). 
His paintings were shown at New York’s Museum of Modern 
Art (MoMA) and collected by the Seattle Art Museum. 

Committed artist–educators contributed their talents to the 
PAA’s successful first meeting in San Francisco in March 1925. 
Plans for a second conference in Los Angeles included joint 
presentations by art teachers and professionals in applied arts, 
as well as a visit to a motion picture studio (Clark, 1926). To 
encourage membership up and down the coast, the PAA rotated 
annual meetings among northern, central, and southern loca-
tions. To help connect Pacific art teachers with those in the East 
and Midwest, the PAA joined the Federated Council on Art 
Education when it formed in 1925. 

The PAA passed a resolution in March 1927 requesting that 
the California state superintendent of education and state 
board of education create the office of State Commissioner of 
Art Education, a proposal repeated into the 1950s. Other PAA 
policy recommendations included requiring at least 1 year of 
high school art for admission to all California state teachers’ 
colleges (Musselman, 1953). Given the number of California 
leaders and their support for state policies, the PAA was some-
times confused with the California Art Teachers Association. 
The first meeting outside California was in Seattle in April 
1928. Due to the Depression, no meeting was held in 1933. By 
1934, when federally funded New Deal projects were reviving 

art education programs, the PAA yearbook published repro-
ductions of student artworks. During the Second World War, 
regional meetings were again suspended.

Southeastern Art Association (SAA)
Like the EAA, both the SAA and the PAA had late-19th-century 
antecedents. William Woodward of Tulane University and other 
Louisiana art educators established a short-lived Southern Art 
Teachers’ Association about 1899 (Michael, 1997a). Invited to 
teach fine arts and mechanical and architectural drawing at 
Tulane in the mid-1880s, William established a professional 
undergraduate major in architecture 2 decades later. Ellsworth 
Woodward moved to New Orleans a year after his older 
brother, joining Tulane’s art department. In 1889, Ellsworth 
was appointed art instructor at Sophie Newcomb College, the 
female coordinate branch of Tulane. From 1891 to 1931, he 
directed the college’s school of art, including its art education 
program. Ellsworth and Mary Sheerer managed the Sophie 
Newcomb Pottery, an award-winning arts and crafts ceramic 
studio that trained women to produce nationally distrib-
uted ware (Megraw, 2005). By 1895, William was president 
of a recently organized Louisiana art teachers’ association 
(Fraternal, 1895).

In spring 1897, William initiated plans for a Southern Art 
Teachers’ Association (“In the Field,” 1898), which met during 
the Southern Educational Association (SEA) convention 
in New Orleans in late December 1898 (“A Southern Art 
Teachers’ Association,” 1899). Otto Fuchs of the Maryland 
Institute in Baltimore was unanimously elected president. 
Ellsworth helped organize an exhibit of work by Southern 
artists at the city’s Fisk Library, one of several exhibits held in 
conjunction with SEA. In spite of the reported success of this 
meeting, no mention of an art education department appeared 
in SEA proceedings until 1907, when a Drawing and Manual 
Training Association was listed. 

Over the next few years, this department’s name and leadership 
shifted, reflecting the same overlaps between drawing, manual 

n  The [Pacific Arts Association] 
passed a resolution in March 1927 
requesting that the California state 
superintendent of education and 
state board of education create the 
office of State Commissioner of Art 
Education, a proposal repeated into 
the 1950s. 



14 NAEA History / 75 Years

Stankiewicz

training, and art education found in other regions. By 1908, 
when the SEA met in Atlanta, a Department of Drawing and 
Manual Arts had been added, with Elizabeth Getz of Atlanta 
as president. That year, Ellsworth Woodward was secretary 
of the Department of Industrial Education; in 1910–1912, he 
was president of SEA’s Department of Drawing and Manual 
Training. The SEA Department of Art and Drawing continued 
until 1912; by 1913, it was no longer listed, but the Department 
of Industrial Education, in existence as early as 1899, continued. 
Ellsworth Woodward remained active as a leader of Southern 
arts groups into the 1920s.

E. E. Lowry of the Department of Art at the University of 
Tennessee, Knoxville, was the first president of the SAA 
when it met in Spartanburg, SC, in April 1931. Unlike its 
regional siblings, the SAA used the singular “Art” in its title. 
The majority of members were female. Annie May Holiday 
of the University of Georgia’s art department followed Lowry 
as president, the first of six women who would lead the 
SAA during its 1st decade. George S. Dutch, the SAA’s third 

president (1934–1935), headed the art department at George 
Peabody College in Nashville, TN. Dutch was active in the 
Western region as well, serving as WAA president in 1927, and 
continuing as secretary–treasurer into the 1950s (Jacobs & 
Francis, 1985). He served on NAEA’s standing committee for 
constitution study during the mid-1950s. Some southeastern art 
educators chose to participate in regional associations outside 
their geographical area to resist pervasive segregation.

Efforts for National Associations
By the end of World War I, “art education” was replacing “draw-
ing” as the preferred label for a wide range of school activities: 
drawing, painting, and constructive and decorative design; “art 
appreciation” applied to fine and industrial art (Sargent, 1919). 
When Royal Bailey Farnum, principal of MNAS, wrote federal 
reports on art education (1923, 1926), he identified two strong 
motives for postwar art education: (1) to relate art and industry 
and (2) to meet a need for discriminating taste and apprecia-
tion. During the 1920s, industrial and commercial art gained 

Before the Civil War, slaveholders actively prohibited enslaved 
people from learning to read or write. “No art or culture was 
permitted to touch their lives as both had in Africa” (Kluger, 
1975/1977, p. 28). From the 1880s into the early 20th century, 
after Reconstruction failed, Southern states adopted new 
constitutions and passed Jim Crow laws to prevent African 
American citizens from voting and to enforce segregation in 
schools and other public places (Kluger, 1975/1977). The 1896 
Supreme Court decision in Plessy v. Ferguson established the 
doctrine of separate but equal, “opening the way to the segre-
gation of virtually all aspects of southern life” (Painter, 2010, 
p. 234). While White art educators might choose to identify 
with industrial or fine arts, almost any art found in turn-of-the-
century schools for Black youth was industrial. Unlike forms 
of industrial art education found in White schools, which were 
based on ideals of craftsman as artist and art as the center of 
education, art education in segregated Black schools “made 
social adaptation and industrial efficiency the core of its 
design” (Anderson, 1992, p. 15). 

Educational segregation continued until the Supreme Court 
1954 decision in Brown v. Board of Education ruling so-called 
“separate but equal” schools unconstitutional because the 
doctrine violated the full citizenship and equal protection for 
African Americans promised by the 14th Amendment. It would 
be another decade before the Civil Rights Act officially ended 
segregation in public spaces. Resistance slowed school inte-
gration, which reached a high in the late 1980s (Frankenberg 
et al., 2019). Schools today are as segregated as they were 
during the 1960s (Rooks, 2017). 

When the SAA held its first conference in 1931, all the states 
represented in the SAA—and some in other regions—required 
segregation in public schools, as well as in housing, restau-
rants, public accommodations and transportation. According 
to Kluger (1975/1977), 17 states required racial segregation 
in public schools in the early 1950s: Alabama, Arkansas, 
Delaware, Florida, Georgia, Kentucky, Louisiana, Maryland, 
Mississippi, Missouri, North Carolina, Oklahoma, South 
Carolina, Tennessee, Texas, Virginia, and West Virginia.

White and Black art educators in segregated states could 
not meet together in hotels, schools, or on campuses; they 
could not share meals in restaurants. Frances Euphemia 
Thompson, an African American art educator who taught at 
Tennessee State University, belonged to both the SAA and 
the EAA during the early years of NAEA, but by 1960 was 
no longer an SAA member (Stankiewicz, 2013). When Leon 
L. Winslow, Baltimore’s director of art education, proposed 
holding the 1954 EAA conference in his city, he learned the 
hotel followed policies common in Baltimore and Washington, 
DC: The management would permit Black members to attend 
conference sessions, meal functions, and banquets with White 
members of the association, but would not provide sleeping 
rooms nor allow them to enter hotel bars and restaurants. The 
EAA decided not to hold the conference in Baltimore because 
these discriminatory restrictions contravened its democratic 
practice (EAA Council Minutes, 1951–1952). 

Segregation and Art Education Associations
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popularity. Art education was frequently justified in relation to 
serving community needs and appreciating functions of visual 
arts in daily life, although interest in self-expression was grow-
ing, especially in Progressive schools. 

During the 2 decades before NAEA was established in 1947, 
three different organizations attempted to claim primacy as 
the national organization for the field. The Federated Council 
on Art Education (FCAE) tried to unify over a half-dozen 
arts groups around needed research and advocacy for visual 
art education. Lack of impact caused FCAE to give way to the 
National Association for Art Education (NAAE), based in 
New York City and managed by one dedicated volunteer. Even 
though NAAE named nationally known figures to its advisory 
board and promised to cooperate with the established regional 
arts associations, most members lived east of the Mississippi. 
Western art educators grew tired of feeling ignored. The third 
organization, based at MoMA in New York, continued into the 
early years of NAEA. Part model for inviting contemporary 
artists and popular intellectuals to be major conference speakers 
and part competitor for the travel funds and scholarship of art 
educators in higher education, the National Committee on Art 
Education (NCAE) flourished under a strong leader but lacked 
the democratic breadth of NAEA.

During transitions from the FCAE to the NAAE and then to 
the art department of the NEA, art educators worked through 
several issues relevant to establishing one national association. 
By the mid-1930s, the four regional associations had estab-
lished annual conferences that attracted art teachers to cities 
with cultural resources. Each regional had its own character 
based on demographics and cultural geography. For many art 
teachers, even trying to attend a regional conference would 
have been difficult during the Depression and Second World 
War. On the other hand, art educators like Royal Bailey Farnum 
of the FCAE, Raymond P. Ensign of the NAAE, and Victor 
D’Amico of the NCAE were regional and national leaders 
who understood the benefits a national organization might 
provide art educators. Farnum envisioned an organization with 
a structure similar to the American Federation of Arts—that 
is, convening representatives from a range of preexisting arts 
associations, each of which had some stake in advancing art 
education in schools and communities. Ensign volunteered 
to guide a more comprehensive group that had individual 
members but also collaborated with regional groups. D’Amico 
wanted an avant-garde group, philosophically unified around 
values of Progressive art education and opposed to commercial-
ism, contests, and constraints on self-expression. 

School district administrators would have been familiar with 
the NEA, even though its focus on education in public schools 
was narrower than the broader cultural visions of the FCAE 
and the NAAE. Individual art teachers, when they could 

afford it, might be more likely to get school district approval to 
attend NEA conventions and participate in that association’s 
art department. For the FCAE and the NAAE, art education 
was not limited to K–12 schooling and preparation of K–12 
art teachers, but encompassed art in higher education—art 
schools, college and university art programs—and community 
arts initiatives such as museums and their art education efforts, 
as well as adult education and other programs for informal, 
lifelong learning in art.  

Federated Council on Art Education (FCAE), 
1925–1936
The administrative progressives who formed the FCAE in 1925 
wanted “to bring national unity and closer communication 
between the most prominent art education organizations in 
the country” (Saunders, 1978, p. 18). As a federation, the FCAE 
united several organizations around problems of art education 
between the First and Second World Wars. The FCAE traced 
its origins to resolutions passed at the 1924 WAA convention 
in Dayton, OH. Farnum invited three representatives from 
seven associations: American Federation of Arts, American 
Institute of Architects, Association of Art Museum Directors, 
College Art Association, Eastern Arts Association, Pacific Arts 
Association, and Western Arts Association (FCAE, 1926). 
The first officers included President Royal Bailey Farnum 
representing the EAA; Vice President Mary C. Scovel from 
the Art Institute of Chicago representing the WAA; Secretary 
Leon Loyal Winslow of Baltimore representing the American 
Federation of Arts; and Treasurer James C. Boudreau of 
Pittsburgh, also representing the EAA. 

The FCAE formed working committees to achieve three 
purposes: to initiate investigations and research studies in the 
field of art education, to make recommendations based on 
conclusions from such studies, and to publish any findings. 
Although those active in the FCAE acknowledged the need for 
art education advocacy, the Council focused its energies on 
investigating, fact finding, and recommending policy. The first 
committees examined: (1) elementary school art, (2) junior 
high school art, (3) senior high school art, (4) college art and 
training of art teachers, (5) art schools, and (6) art education 
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in museums—all relevant concerns today. A seventh commit-
tee studied terminology, attempting to define and standardize 
common terms to unify the field and bring order out of chaos. 
This desire for order was typical of administrative progressives, 
art educators who wanted to pin down just what counted as art 
education. The FCAE report on terminology explained that the 
term “art education,” widely used by groups dealing with prob-
lems of visual art in schools, could encompass fine and indus-
trial art, “painting, sculpture, architecture, the arts of industry, 
commercial art, and frequently many other specific phases of 
art” (FCAE, 1929, p. 6). 

As a clearinghouse discussing but not solving numerous prob-
lems during various conferences, the FCAE’s findings carried 
weight only when supported by constituent organizations: 
“Quick results must not be expected, for time is necessary to 
develop any program as vital as the one it proposes” (“Items 
of Interest,” 1925, p. 3). If the FCAE succeeded, art would no 
longer be regarded as a fad and frill, schools would not select 
art teachers on the basis of their hobbies, students would 
experience continuity from one year to another, and superin-
tendents would understand why art should not be cut from 
the curriculum (“How May Art Come Into Its Own?,” 1925). 
Although the FCAE’s intentions were good, there is no evidence 
that resolutions based on its reports informed any state or 
national policy decisions. 

Farnum dropped his EAA membership in 1935, disappointed 
at how ineffectual the regional association’s efforts for policy 
change had been. In an attempt to build a more effective 
organization, Farnum invited male and female leaders to his 
summer house in Connecticut “for a weekend for deliberation 
and discussion” (Saunders, 1978, p. 18). Following that weekend, 
a letter suggesting how a more effective national art education 
association might be organized was sent to officers of the FCAE’s 
member organizations. The secretaries of each organization 
received extra copies for distribution to their most influential 
members; over 2,000 copies were distributed during July and 
August 1935. Responses were rapid and encouraging; art-edu-
cation-related businesses supported the plan, as did educators. 
Based on this positive response, Farnum convened the last 

meeting of the FCAE in late December 1935 (Saunders, 1978). 
During the 2-day meeting in New York, members voted to end 
the FCAE by December 1936 and merge with a new national 
association for art education. Although this new association had 
a brief life, the regional arts associations endorsed it.  

National Association for Art Education (NAAE), 
1935–1938
The NAAE was organized with two goals, “to enhance appreci-
ation of art and to develop taste” so the average citizen would 
recognize good design and color in the everyday environment 
(Tompkins, 1936, p. N7). Raymond P. Ensign, EAA secretary, 
former director of the Newark School of Fine and Industrial 
Arts, and former dean of the School of the Art Institute of 
Chicago, was the NAAE’s executive director. He “volunteered 
to put his time and money into helping the organization get 
started” (Saunders, 1986, p. 6) and established headquarters 
in New York City. The board of governors included the usual 
officers: Royal Bailey Farnum, president; Alfred G. Pelikan 
of Milwaukee Art Institute and Elizabeth Wells Robinson, 
Director of Art Education for Chicago public schools, vice 
presidents; Forest Grant, New York City public schools’ 
director of art, secretary; and James C. Boudreau, director 
of fine and applied arts at Pratt Institute in Brooklyn, trea-
surer. The NAAE’s objectives included selling art education to 
school superintendents, helping high school students select art 
schools, improving professional art standards and art teacher 
training programs, raising community awareness of how art 
contributes to current life, initiating research, and establishing 
a central bureau to supervise funds for research and guid-
ance. The NAAE wanted to influence legislation related to art, 
special education, and art school accreditation. The aim of 
encouraging every small-town art teacher through a central-
ized national organization was ambitious, especially for a 
group founded in the midst of the Great Depression and based 
on the East Coast. 

In spring 1935, NAAE leaders attended the joint conference 
in Nashville of the WAA and the recently formed SAA, as 
well as the EAA conference in New York. Reassured that the 
NAAE did not want to supersede but rather to coordinate their 
work and prevent duplicated efforts, all three regional groups 
became affiliated organizations. NAAE established a bulletin, 
published as a six-page section of The Art Digest, a New York–
based magazine. The 10 issues published between June 1936 
and June 1937 disseminated news about professional organi-
zations, conference speeches, policy decisions, book reviews, 
and community art projects. By September 1936, the NAAE 
had formed a 43-member advisory council of well-known art 
educators and persons with related interests as a way to “foster, 
promote, and develop art in American Education” (Saunders, 
1978, p. 19). 

n  The NAAE wanted to influence 
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Although Clara P. Reynolds, director of art in Seattle, was 
on the NAAE board, there is no evidence that the NAAE 
approached the PAA for endorsement. Grace M. Baker, head of 
the Department of Fine and Applied Arts at the State College 
of Education in Greeley, CO, agreed to share membership lists 
from the NEA art department with the NAAE. However, she 
reminded Farnum that art educators in the far west believed 
easterners overlooked their interests. Although the NAAE 
initially planned to convene a national congress every 2 or 3 
years with more frequent regional meetings, the organization 
itself lasted less than 3 years. Saunders (1978) placed the end 
of this organization in June 1938 when, over protests from 
Farnum, the NAAE disbanded and the NEA art department 
became the de facto national association for art educators.

National Committee on Art Education (CAE), 
1942–1964
Victor D’Amico, head of education at New York’s MoMA, 
formed the CAE as an avant-garde group for artists and educa-
tors in 1942. Sponsored and hosted by MoMA, the Committee 
was “a noncommercial, gadfly group committed to innova-
tive philosophical concepts in art education” (Freundlich, 
1985, p. 329). An indirect outcome of D’Amico’s work for the 
War Veteran’s Art Center (later the People’s Art Center), the 
committee reflected his grounding in Progressive education 
(Creative Arts Bulletin, 1951). The CAE sought to develop a 
sound philosophy of creative education, avoiding both indoc-
trination and laissez-faire methods, and to improve art teaching 
from preschool through college by emphasizing the complexity 
of art education (Sahasrabudhe, 1997). The CAE changed its 
name to the NCAE in 1957, reflecting the belief that the nation’s 
creative power and creative youth depended on art teachers in 
schools. As D’Amico, who led the group throughout its exis-
tence, explained in an autobiographical lecture the Committee’s 
revolt against “entrenched forces in art education… became a 
national influence for creative art” (D’Amico, 1974, p. 13). 

The CAE first met on the weekend of January 23–24, 1943. 
Beginning with a dozen members, the Committee grew to 
over a thousand, mostly art directors and supervisors, artists, 
and higher education faculty. Members were expected to 
actively support D’Amico’s resistance to commercial interests 
and to emerging plans for a potential merger of the NEA’s art 
department and the four regional art associations (Newsom & 
Silver, 1978). With Dorothy Knowles, his assistant at MoMA, 
as secretary–treasurer, D’Amico provided continuous guidance 
as the NCAE aimed for “national involvement and regional 
participation without political jostling for office” (Freundlich, 
1985, p. 329). 

During the NCAE’s early years, programs were shaped by the 
aftereffects of World War II and visions of a bright new future. 

Conferences featured contemporary artists, films on art and 
education, and exhibitions of children’s artwork; meetings 
included small-group discussions, special exhibitions, visits 
with artists, and “direct involvement with the world of art” 
(Freundlich, 1985, p. 329). Speakers brought exciting new 
ideas from many disciplines: authors Herbert Read and Lewis 
Mumford, artists Ben Shahn and Robert Motherwell, photog-
rapher Paul Strand, anthropologist Margaret Mead, poet 
Archibald MacLeish, architects Walter Gropius and Richard 
Neutra, architectural critic Aline Saarinen, art historian Meyer 
Schapiro, and others. Most meetings were held at MoMA, 
but in December 1951 August Freundlich at the University of 
Arkansas hosted the first in a series of regional meetings. 

NCAE conferences, newsletters, and other publications took 
stands on issues affecting art education. In 1955, the committee 
sent a critical letter to the Milton Bradley Company, rebuking 
them for an advertisement identified as “creative art ideas” but 
showing a step-by-step method of making a turkey (Freundlich, 
1985, p. 331). The NCAE was critical of competitions in 
children’s art and of paint-by-numbers kits. The organization 
supported continued artistic involvement for teachers of art, 
research in art education, government support of the arts, and 
using the new medium of television to teach creative activity. 
Although the number of art teachers had increased as a result of 
more children in schools, more widespread teaching of art had 
not necessarily led to better teaching. Questions about the role 
of the art teacher as consultant and how using art activities in 
other subjects influenced a child’s creative growth had become 
serious concerns. Another concern was whether an increasing 
tendency to stress psychological rather than aesthetic elements 
of art was leading teachers untrained in psychology or psychi-
atry to try diagnosing children through their art. The NCAE 
sought to promote study and research, as well as organize 
opposition to commercial enterprises encroaching on the field 
(Freundlich, 1985). The committee focused on intrinsic func-
tions of art rather than art as therapy or correlated with school 
subjects, reflecting D’Amico’s belief that a layperson’s role in art 
should be enjoyment and kinship with professional artists. 

Although D’Amico remained director of the NCAE, the orga-
nization weakened as NAEA grew. Chairs and assistant chairs 
were appointed to plan and host conferences starting in the 

n  Although the number of art teachers 
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late 1950s. Two NCAE leaders died: Viktor Lowenfeld, who 
had hosted the March 1956 conference at the Pennsylvania 
State University, and Charles Cook, executive director of the 
University Settlement, who had been one of the first members. 
MoMA announced establishment of the Institute of Modern 
Art, a separate nonprofit intended to expand some department 
of education activities in late 1960. As director of this new 
institute, D’Amico continued to manage the NCAE, the People’s 
Art Center, and the Children’s Carnival of Art. In March 1964, 
D’Amico announced that the NCAE needed to reorganize and 
study its future, not to set itself apart from other organizations, 
but because recent developments in the field called for “‘new 
thinking and vital action’” (Freundlich, 1985, p. 333). In its 
June 1965 newsletter, the NCAE announced the formation 
of the Institute for the Study of Art Education, successor to 
the NCAE. The ISAE was smaller in scope than the NCAE 
had been, but it functioned until about 1976, continuing after 
D’Amico retired in 1969. 

D’Amico’s strong leadership and personalized philosophy of art 
education had dominated the NCAE. With gentle guidance, 
he introduced contemporary artistic and intellectual ideas into 
art teaching at all levels: the NCAE “served as a stimulus and 
often role model for other professional groups in the field” 
(Freundlich, 1985, p. 333). After MoMA withdrew its support, 
institutions of higher education—where many members 
worked—were unable to support the group. The NCAE folded. 
About the same time, the four regionals were fully enfolded 
into NAEA, and national conventions replaced every-other-
year regional meetings. D’Amico’s focus on one approach to 
art education may have informed decisions to keep NAEA free 
of partisan philosophies and open to all flavors of art educa-
tion. The NCAE skewed toward an elite art world and research 
universities, rather than toward the K–12 public school teach-
ers who belonged to the NEA. As Logan (1975) explained, 
NAEA had “a different, larger, more politically-based function” 
when it was established as a national organization for art 
teachers (p. 17). 

National Education Art Department, 1933–1950s
The NEA initially established its Department of Art Education 
in 1883, at a time when special subjects with practical conno-
tations such as drawing, manual training, home economics, 
and industrial education overlapped and might be taught by 
teachers with similar preparation. Drawing and design were 
often justified as necessary first steps for shop work with wood 
or metal, successful home décor, and technical drawing applied 
to industries. NEA conventions offered art educators opportu-
nities to meet colleagues in multiple departments; many state 
art education organizations developed from discussions during 
state teachers’ association conferences. For example, the first 
Missouri art education conference, chaired by John S. Ankeny, 
Director of Art Education in Carthage, was held during the 
state teachers’ conference in late 1898 (“In the Field,” 1899). 

The 1909 convention met in Denver, where the departments of 
art education and manual training held a joint session focused 
on art as related to industries. Arthur B. Clark, head of the art 
department at Leland Stanford Junior University (who had 
been trying to start an association of art teachers in California 
since 1897), discussed the topic from the standpoint of art. A 
committee appointed to examine advantages and disadvantages 
of the two departments merging recommended fusing the two 
in order to reduce the number of NEA departments. The new 
department encompassed home economics, domestic arts, 
domestic science, household arts, fine arts, and industrial arts. 
Although the name Department of Arts and Industries was 
recommended, the group was identified as the Department 
of Manual Training and Art Education at the 1910 meeting in 
Boston. By then, both the Western and Eastern arts associations 
had reorganized similarly with both art teachers and manual 
training teachers as members. 

Growing national interest in vocational and industrial educa-
tion would culminate with passage of the Smith-Hughes 
National Vocational Education Act in 1917. Not only did this 
act provide federal funds to promote education in agriculture, 
trades, and industry, but it encouraged segregating vocational 
education from other elements of the comprehensive high 
school. Before the First World War, uniting art education with 
manual training and industrial arts seemed to offer the advan-
tage of attracting a broader base of practitioners. However, 
when art education became secondary to vocational education, 
it was so marginalized that a history of the NEA’s 1st century 
ignored the existence of the Department of Art Education 
(Wesley, 1957). As World War I started, NEA’s Department 
of Manual Training and Art Education disappeared into the 
Department of Vocational Training and Practical Arts; the title 
was shortened to Department of Vocational Education in 1919. 

n  When art education became 
secondary to vocational education, 
it was so marginalized that a history 
of the NEA’s 1st century ignored the 
existence of the Department of Art 
Education (Wesley, 1957).  
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Over a decade passed before the NEA established a new depart-
ment of art education. Elizabeth Wells Robertson, art supervi-
sor for Chicago Public Schools, had been organizing sessions 
on art education since 1931 when the NEA met in Los Angeles. 
She presented petitions with 1,235 member signatures to the 
NEA Representative Assembly during its annual convention 
in Chicago 2 years later. The Assembly voted to approve the 
new department on July 6, 1933, “because art is an important 
subject, necessary to the development and culture of the child-
hood of America, and because this is a particularly important 
period in its life” (NEA, 1933, p. 310). Robertson was elected 
first president of the new department, which met twice a year: 
during the winter with the American Association of School 
Administrators, a practice common to other school subject 
departments; and during the annual summer NEA conven-
tion. After Grace M. Baker, chair of the division of art at State 
College of Education in Greeley, CO, became president in 1936, 
the art education department published a Bulletin summariz-
ing its conferences. The Bulletin was free to members; others 
could purchase a copy for $.40, later raised to $1. The theme of 
the June 1937 meeting in Detroit was “How Education in the 
Arts Contributes to a Better Democracy.” During the banquet, 
representatives from the four regional arts associations and the 
2-year-old NAAE delivered greetings to their NEA colleagues. 

When the department met in Atlantic City in March 1938, 
Elizabeth Wells Robertson chaired a panel on “What a National 
Art Education Association Should Do for the Nation’s Schools.” 
Royal Bailey Farnum presented a nine-point plan for organiz-
ing a national association with a research program, probably 
based on his experiences with the FCAE and the NAAE. Other 
speakers were concerned that two separate national groups 
would weaken each other. Clara MacGowan of Northwestern 
University noted that people in higher education were inter-
ested in the NEA art department, which had a national scope 
and was  

ready to promote all the needs in the field of art 
education. Mr. Farnum stated “I stand ready to support a 
national body that aims to accomplish the functions set 
forth provided it is promoted in a single comprehensive 
professional organization whose scope will comprehend 
all the needs of the field of art education.” (National 
Education Association Department of Art Education 
Bulletin, 1938, p. 60)

Farnum repeated his proposal at a follow-up meeting in New 
York City in June (Saunders, 1978). 

Clara MacGowan, the new department president, agreed on 
the need for one national organization, but argued that should 
be the NEA department. First, the department was the only 
national art education organization in the United States and 

was “strictly professional” (National Education Association 
Department of Art Education Bulletin, 1939, p. 7), a phrase 
implying a narrow focus on public school teachers and their 
training. Second, unlike teachers in other fields, art teachers 
had failed to move beyond local or regional perspectives; art 
education had no national publication and lacked support for 
research. Third, the NEA department was growing; the current 
membership (546 members) was double the previous year’s. 

Discussions about the national role of the NEA art department 
continued into the early 1940s while Marion E. Miller, direc-
tor of art for the Denver public schools, was president of the 
department (Miller, 1943, 1944a, 1944b, 1945). Miller (1943) 
emphasized art education as social service, part of the fight for 
freedom during the war and significant in daily life. By 1946, 
the membership list was down to 127 names, and the depart-
ment’s expenses exceeded income, so Miller tried to build 
membership by loaning packets of visual resources to members. 
Her interest in distributing teacher resources (e.g., war post-
ers, photographs of regional crafts) anticipated later NAEA 
initiatives.

In 1939, Miller met with WAA and EAA leaders in San 
Francisco to discuss affiliating the four regional art associations 
with the NEA art department. She argued that art educators 
had to coordinate their scattered efforts: “The machinery for 
coordination exists, but its use will have to be extended and 
improved” (Miller, 1944a, p. 24). She proposed forming “a 
unified, effective organization” large enough to wield nation-
wide influence and to serve the needs of regional groups 
(Miller, 1944b, p. 31). First, the art department’s board should 
add one representative from each regional association; second, 
the new group should employ a full-time executive secretary. 
Third, members should elect the NEA art department “pres-
ident from among the past presidents of the regional associ-
ations,” giving the regionals a stronger position and building 
on previous experience (Miller, 1944b, p. 31). Fourth, they 
should change the national meeting schedule, perhaps meet-
ing with NEA in alternate years and independently in others. 
Fifth, change to a shorter name. Sixth (and last), maintain a low 
membership fee of $1 and encourage every art teacher in all 
state and regional associations to join. Miller’s recommenda-
tions anticipated decisions that would be extensively discussed 
when art educators formed NAEA. 

n  By 1946, the [NEA Art Department] 
membership list was down to 
127 names, and the department's 
expenses exceeded income.



20 NAEA History / 75 Years

Stankiewicz

The First President’s Efforts for the  
Birth of NAEA

Both Saunders (1966, 1986, 
1989) and Michael (1997a) have 
described the facts of NAEA’s 
founding in 1947. The Association’s 
birth, however, was protracted; into 
the mid-1970s, the constitution 
identified it as a department of the 
NEA. When NAEA moved from 
Washington to Reston, VA, the 
Executive Director had to request 
dispensation from NEA rules that 
all affiliates maintain office space in 

the Washington building. From Saunders’ perspective, NAEA 
took 37 years to become fully independent of the NEA (1986, 
p. 11). NAEA’s first President, Edwin Ziegfeld, led the team of 
birth coaches.

According to Ziegfeld’s 1972 autobiographical lecture at Miami 
University in Oxford, OH, his interest in having one national 
organization for art educators was piqued during his World 
War II military service. An Army officer he worked with on 
educational programs asked why art educators did not know 
important people in their field, unless they worked nearby. 
The officer used the example of the Music Educator’s National 
Conference, which gave music educators across the country 
opportunities to know the field’s leaders. Depressed by this 
encounter, Ziegfeld was interested when, in 1946 after his 
return to Teachers College, Marion Quin Dix, director of art 
in Elizabeth, NJ, and chair of the EAA’s Professional Relations 
Committee, asked him to represent EAA when the four 
regional art associations met with the NEA art department 
in Atlantic City to plan a national organization. Dix; EAA 
president Italo de Francesco; and Idella Church, president of 
the NEA art department, invited the presidents of state and 
regional art education associations to a breakfast meeting on 
March 4, 1947 (Michael, 1997a; Saunders, 1986). 

The meeting lasted most of the day; Ziegfeld arrived toward 
the end. Dix appointed Ziegfeld chairman pro tem, because he 
was considered free of regional bias (Michael, 1997a). Although 
Ziegfeld belonged to the EAA, he had worked with the 
Owatonna Project in Minnesota in the Western region; contrib-
uted to the 40th National Society for the Study of Education 
Yearbook, Art in American Life and Education (Whipple, 1941); 
and coauthored a widely used textbook, Art Today, with Ray 
Faulkner of Stanford (Faulkner et al., 1941). Administrative 
work during his naval service had given Ziegfeld a broader 
perspective and more experience planning complex projects 
than many art educators. 

Fears that the EAA would dominate any national organization 
led to sometimes heated discussion about managing member-
ships and relationships between the regionals and a national 
(Saunders, 1986). One director of the NEA’s art department 
walked out. Not only was the EAA the largest regional, but 
it published an annual bulletin and maintained offices at 
Kutztown State Teachers College, where de Francesco headed 
the art and crafts department. Ziegfeld (1972b) recalled that 
most of those in Atlantic City agreed on the need for a strong 
national association, but some disagreed, citing potential loss 
of power for the regional associations. Given this concern, 
one proposal was for small national meetings attended by 
selected representatives from each regional, similar to the 
FCAE’s structure as a federation of affiliated organizations. A 
second proposal was to offer all members of the four regionals 
membership in the new national, but require them to actively 
opt in. Ziegfeld defended his third option: Any art educator 
who joined one of the regionals would automatically become 
a member of the new national. From his perspective, the first 
two proposals would result in an ineffective national associa-
tion, little different from the current situation. Like Miller, he 
believed active regional leaders should be tapped for national 
leadership. By the end of the day, all present agreed to unify, but 
postponed settling final details until the NEA met in Cincinnati 
in July. 

From March through July 1947, a Reorganization Committee 
appointed by NEA department head Idella Church reviewed 
ideas, perspectives, and potential actions in preparation for 
meeting in Cincinnati. From Church’s point of view, the goal 
was “strengthening this department,” however, “an outgrowth 
of this meeting was the merger of these four regional orga-
nizations into the NAEA” (NEA, 1948, p. 296). By late that 
year, Articles of Confederation had been drafted with the 
provision that once two regionals accepted the document, the 
new National Art Education Association would come into 
existence. The SAA polled its members by mail and received a 
positive vote. The EAA convened a special meeting in fall 1947 
at Cooper Union where spirited discussion led to acceptance, 
and the WAA joined soon after. The PAA, the most geograph-
ically isolated, was the last regional association to join. Edwin 

Edwin Ziegfeld.

n  NAEA should publish and advise 
others on art-education-related 
publications, support better quality 
art materials, and “define and 
encourage studies and research 
related to art education” (Ziegfeld, 
1947, p. 3). 
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Ziegfeld was elected interim president; Sara Joyner, the state art 
supervisor of Virginia, was interim vice president; and Italo de 
Francesco, chairman of the art department at Kutztown State 
University, interim secretary–treasurer. Having recently lost 
his wife, de Francesco poured his energy into establishing an 
office for NAEA at Kutztown and publishing the first journal 
(Ziegfeld, 1972b). A constitution Ziegfeld drafted was ratified 
at the summer NEA meeting in Cincinnati, when the interim 
officers were elected as the first slate of officers. Although a 
national meeting was held in Chicago in 1950 in conjunction 
with the WAA conference, the first fully national convention 
was held in New York City in 1951 (Michael, 1997a).

When the dust settled, the regionals had affiliated with the 
national association (i.e., with the NEA art department) 
but retained separate membership lists. Thus, individual art 
educators might join their regional, the national, or both. 
Active members were defined as those belonging to the NEA 
as well as NAEA, which was identified as an NEA department 
(“Constitution and By-Laws,” 1949). Into the 1960s, some 
art educators attended NAEA banquets during annual NEA 
conferences, typically held in late June or early July. Regional 
conferences would be held in even-numbered years, while the 
national would convene in odd-numbered years, a practice 
continued until 1973–1974, about the time regional association 
offices closed. This change coincided with moving the NAEA 
executive office out of the NEA building in Washington to 
temporary quarters in Reston, VA. 

As late as 1950, NAEA faced political tensions among the 
regionals, the NEA, and state associations (NEA, 1950). After 
Ziegfeld was elected first NAEA President, he attended all 
regional meetings (mostly at his own expense) to argue the 
importance of a strong national association. He advocated for 
the new organization in both NEA and NAEA publications. For 
example, in the Bulletin of the NEA Art Department (Ziegfeld, 
1947), he offered three reasons for establishing a national orga-
nization. First, the war years had demonstrated the importance 
of technicians’ knowledge in math and science, but had shown 
little need for artists. Second, American schools faced a teacher 
shortage as well as insufficient financial support. Third, Ziegfeld 
predicted major changes in education personnel, administra-
tion, supplies, curriculum, and buildings, which would require 
greater spending during the next decade than ever before. He 
believed change would be accelerated in the postwar period; 
therefore, art educators must be ready to strengthen the position 
of art in schools, not merely maintain it. From his perspective, 
the NEA art department had limited usefulness and lacked 
national support. Therefore, NAEA should represent art in total 
education. The Association’s public relations services should 
include officially representing art teachers at important educa-
tion meetings, being a conduit to inform administrators of art 

needs; fostering programs on art at NEA and other important 
educational meetings; cooperating with other groups; and 
promoting legislation favorable to art education. NAEA should 
publish and advise others on art-education-related publications, 
support better quality art materials, and “define and encourage 
studies and research related to art education” (Ziegfeld, 1947, 
p. 3). Ziegfeld (1972a) reiterated the two major categories of 
problems in the premiere issue of Art Education: first, the need 
to work together to unify four independent organizations with 
their own institutional cultures, to supplement but not supplant 
local concerns, and to recognize the entire field as each art 
educator’s domain. Second, NAEA should address professional 
problems by expanding the arts into new areas, finding new 
means to improve art instruction, and embedding art more 
firmly into education (Ziegfeld, 1972a). 

Reflecting on the 1st quarter century of NAEA, Ziegfeld 
stressed that the new association’s accomplishments could not 

be minimized. Art educators, with a near consensus, had 
gone on record in supporting a strong national association: 
they were clearly ready to relinquish a part of the autonomy 
of the regional associations in order to create a strong 
national organization. (1972a, p. 8) 

When the first issue of Art Education was published, the coun-
try was still recovering from “its prodigious effort in World War 
II” (Ziegfeld, 1972a, p. 8). Millions of men and women were 
returning to civilian life. Some returned to lives interrupted 
by war; others built new lives. Veterans started or returned to 
college on the GI Bill. Some veterans, like Ziegfeld, continued 
careers in art education started during the 1930s. Younger vets 
completed graduate degrees, gradually becoming leaders in 
the field (Logan, 1975). In spite of differences, people shared 
the feeling of having been through a shattering experience of 
destruction, division, and hate that cost lives and energy. It 
was exciting to be part of the revitalized postwar period when 

n  Ziegfeld (1972a) reiterated the 
two major categories of problems 
in the premiere issue of Art 
Education: first, the need to work 
together to unify four independent 
organizations with their own 
institutional cultures, to supplement 
but not supplant local concerns, 
and recognize the entire field as 
each art educator’s domain. 
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According to art education historian Fred Logan, one of NAEA’s 
early achievements was leadership “in scholarly research in 
art education,” a relatively new aspect of the field (1975, p. 
17). Formal research was characteristic of the postwar move-
ment of art education into higher education. Ziegfeld (1949) 
completed the first postwar review of art education research, 
while presiding over NAEA and helping organize international 
art educators. He noted the return to peace increased interest 
in the arts, as well as greater interest in personality develop-
ment and adjustment through art. He identified three other 
trends: the place of art in general education, the role of art in 
advancing international understanding, and use of art muse-
ums as means of education. Ziegfeld’s commitment to research 
may have contributed to the fact that one of NAEA’s first four 
standing committees addressed policy and research and was 
charged with laying out programs for needed research. 

The idea of research had a long history in the field, although 
definitions and preferred methods changed over the decades. 
When the MATA began as a student organization sharing 
mutually helpful research, the MNAS students wrote essays as 
study guides for themselves and future art educators. From the 
1930s into the 1940s, reports on art education research were 
published in the American Educational Research Association 
(AERA) journal, Review of Educational Research, under the 
headings “Fine Arts” (Garrison, 1934, 1935), “Art” (Faulkner 
& Myers, 1941; Mitchell & Smith, 1937; Tannahill & Kurzband, 
1934; Whitford, 1937), “School Instruction in Art” (Munro, 1946), 
or “Art Education” (Ziegfeld, 1949). This journal was designed 
as a “periodical reference work, regularly summarizing recent 
findings in educational research” and providing comprehensive 
bibliographies (Mershon & Schlossman, 2008, p. 330). The 
Review of Educational Research’s editorial board appointed a 
subcommittee to commission each issue and selected authors, 
each of whom covered one of 15 subjects in a 3-year cycle. 
Reports on art education research reflected the era’s emphasis 
on psychometrics and adopted the neutral tone expected to 
demonstrate objectivity. 

During a period when education research was moving away 
from Progressive social goals and adopting a more narrow, 
professional focus, these studies reflected changing aims 
for art education (Mershon & Schlossman, 2008). The Great 
Depression stimulated interest in the functions of visual arts in 
daily social life (Tannahill & Kurzband, 1934). Much research in 
the early 1930s focused on standardized tests of art abilities 
grounded in psychology, especially studies of intelligence 
and personality. By the late 1930s, measurement of abilities 
and interests was giving way to investigations of qualitative 
aspects of art experience (Mitchell & Smith, 1937). Many studies 
were identified as curriculum research, addressing correlation 
between art and other subjects, creativity, and social functions 
of visual arts. Increasing enrollments in master’s and doctoral 
degree programs contributed to the growth of art education 
research during the years before World War II. Because 
these articles were published in journals read by education 

researchers across a range of fields, they had the potential 
to introduce a broader audience to issues in art education. 
Journals created after NAEA was founded were more internally 
focused, examining the meaning and value of research within 
the field. 

The EAA was the first regional to organize a research commit-
tee to enhance understanding and enrich theory and practice 
in the field. In April 1958, the EAA Bulletin focused on research 
under guest editor Robert D. Goldman, department head 
for fine and industrial arts at Abraham Lincoln High School 
in Philadelphia. Goldman (1958) described a meeting of the 
committee where members argued over perennial questions: 
what constituted appropriate research for art education, 
whether results were conclusive, and if reported studies would 
be helpful to members. Another Bulletin devoted to research 
was published 4 years later, focused on the teaching process 
(Brittain, 1962). By this time, five of the six men on the commit-
tee were in higher education; the sixth was a state art director. 
In both Bulletins, all authors were male, reflecting the gender-
ing of research in the postwar years.

In 1951, NAEA published its first Yearbook (Young, 1951); the fifth 
and seventh yearbooks were edited by Manuel Barkan of The 
Ohio State University, chairman of NAEA’s Research Committee 
(Barkan, 1954, 1956). Other committee members included Reid 
Hastie, University of Minnesota; Jerome Hausman, Ohio State; 
Edith Henry, art supervisor for Denver’s public schools and PAA 
president; and Vincent Lanier, University of Southern California. 
The majority of authors were men affiliated with higher 
education. Three years later, the first issue of NAEA’s journal of 
research and issues, Studies in Art Education, was published 
with Jerome Hausman as the first editor. Hausman (1958) also 
wrote one of the last Review of Educational Research reports 
on research in graphic and plastic arts.

One of the first research studies completed under the aegis 
of NAEA was an analysis of art teacher supply and demand 
(Howlett, 1952). Howlett surveyed state departments of 
education, teacher agencies, college and university placement 
departments, and research departments in other education 
associations, sending over 300 letters and receiving responses 
from 74% of her contacts. She learned that the supply of new 
art teachers exceeded demand for the most part; the exception 
was for elementary art teachers, who were in short supply 
as Baby Boom children entered school, creating a bulge that 
would move upward over the next decade or more. Before the 
war, when art teachers had been in short supply, people had 
been hired with weak qualifications. Howlett recommended 
improving the education of preservice students so they could 
be more flexible in accepting positions and eager to improve 
their qualifications through professional development. One 
of her conclusions was that NAEA needed to work with other 
art education associations and assume leadership in raising 
awareness about the lack of high-quality art education, even in 
the face of an oversupply of art teachers.

Research in Art Education 
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art departments were expanding. NAEA was born at a time 
“when creative energies could be devoted to humanizing and 
constructive ends” (Ziegfeld, 1972a, p.8).

Soon after NAEA was established, the International Society 
for Education Through Art (InSEA) was formed. The United 
Nations charter had been signed in San Francisco in 1945; the 
following year, UNESCO was established as the cultural arm of 
the UN. Ziegfeld (1947) believed international leadership, as 
well as national leadership, was necessary for art education. In 
the summer of 1951, he was appointed to represent the United 
States at a UNESCO conference on the teaching of the visual 
arts in general education in Bristol, England. Having recently 
concluded his NAEA presidency, Ziegfeld was well prepared to 
become the first president of InSEA, 1954–1960, when it was 
established after the Bristol conference.  

Achieving Independence as a Professional 
Association 

Although formed in 1947, NAEA did not become fully inde-
pendent until a number of issues had been negotiated. Each 
regional had its own constituency and organizational culture, 
and elected their own boards of directors. Each issued its own 
publications and convened a regional meeting in even-num-
bered years. The regionals continued to collect dues; the 
Western and Eastern regions maintained substantial bank 
accounts into the 1960s (Dorn, 1997). By 1962, three regionals 
had transferred membership records to the national office in 
the NEA building; the Eastern region continued to maintain 
its own list. Charles Dorn, who became the executive secretary 
that year, described NAEA as “still five associations” (Dorn, 
1997, p. 72). The continuing power of the regionals contrasted 
with limited resources in the national office, where the NEA 
provided a small office space and some services. Three dollars of 
the $8 each member paid in dues were designated for the exec-
utive office, supplemented by income from national conferences 
in odd-numbered years. 

In addition to refining working relationships between the 
national and the regional organizations, NAEA needed to 
establish independence from the NEA. Originally a professional 
organization connecting teachers, school administrators, and 
higher education faculty, with most leaders drawn from the 
last two categories, the NEA transformed itself into a union 
during the early 1960s and 1970s. Before the first art depart-
ment folded about 1910, classroom teachers generally belonged 
to state or local teachers’ associations rather than the NEA. 
After World War II, more educators joined the NEA as well as 
the rival American Federation of Teachers, affiliated with the 
nation’s largest collection of unions, the American Federation 
of Labor-Congress of Industrial Organizations (Putnam, 2000). 

Postwar inflation led teachers to strike for higher pay; 100 
strikes involved over 20,000 teachers between 1942 and 1959 
(Donley, 1977, p. 13). Teachers struck for bargaining rights, 
better personnel policies, and increased school budgets. From 
Dorn’s (1997) perspective, the NEA, affected by “teacher mili-
tancy,” “evicted the NAEA and its sister departments” from the 
Washington, DC, building (p. 73). 

Starting in the late 1960s, the NEA encouraged teachers 
to distinguish themselves from management. The associa-
tion revised its constitution in the mid-1970s; teachers took 
command while what had been departments for school 
superintendents, elementary and secondary principals, and 
subject-matter specialists established independent professional 
associations with their own tax-exempt status (Urban, 1989). In 
order to apply for an IRS ruling that NAEA was a tax-exempt 
501(c)(3) independent of the NEA (Weaver & Glassie, 1962), 
the Association had to clarify its organizational aims and 
professional relationships. The attorneys NAEA consulted 
recommended that the Association take a stronger position on 
defining policies and setting standards for art education, offer 
more leadership training, establish a plan for archiving records, 
and provide more direction to state associations (Weaver & 
Glassie, 1962).

To respond to these challenges, NAEA formed a constitution 
study committee. When the committee met at the University of 
Chicago in August 1963, Ivan Johnson, NAEA President, 1955–
1957; Ralph Beelke, NAEA Executive Director, 1958–1962; 
and Charles Dorn, who would become the second Executive 
Director (1962–1970) and then serve as President (1975–1977), 
guided decisions leading to centralized control of finances 
and formation of a representative assembly (now Delegates 
Assembly) where state associations and interest groups had a 
voice (Johnson, 1997). The study committee suggested includ-
ing a representative of the commercial firms known as the SHIP 
on the Board, and discussed broadening membership to include 
studio teachers and museum personnel (Constitution Study 
Committee, 1963). 

n  Postwar inflation led teachers to 
strike for higher pay; 100 strikes 
involved over 20,000 teachers 
between 1942 and 1959 (Donley, 
1977, p. 13). Teachers struck for 
bargaining rights, better personnel 
policies, and increased school 
budgets.  
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Although members accepted this 1963 constitution, problems 
soon arose. By late 1966, few states had unified with national, 
so bookkeeping remained complicated. Three years later, the 
Executive Director proposed a plan for uniform dues so any 
member could pay one comprehensive fee to belong to state, 
regional, and national associations (Johnson, 1997). Finances 
remained a problem through the late 1960s, as did lack of insti-
tutional isomorphism (DiMaggio & Powell, 1983); that is, the 
structures of the state and regional associations did not match 
the national structure. This lack of alignment contributed to 
confusion, redundancy, and inefficiency. A new constitution 
adopted in 1971, but developed over the previous 5 years, 
addressed many of these problems, strengthening NAEA’s 
position as the national professional association for art educa-
tors. The fund-raising campaign for a new building, initiated 
by President William Bealmer during the Dallas convention in 
April 1971, was followed by ground-breaking in Reston 5 years 
later. Construction was completed early in 1977 and the NAEA 
building was dedicated in April, marking the Association’s full 
independence.

While NAEA negotiated these internal issues, the federal 
government began paying more attention to the humanities, 
arts, and education. Although the U.S. Office of Education 
had been established within the Department of the Interior in 
1867, it was not until 95 years later that the Cultural Affairs 
Branch was established to represent the arts in education. 
Kathryn Bloom, who had known Edwin Ziegfeld when both 
worked for the Owatonna project, was appointed head of the 
U.S. Department of Education Arts and Humanities Program, 
serving from July 1963 to September 1968. The Arts and 
Humanities Program “was actively engaged in a program of 
research support for arts educators” from 1963 to 1968 (Hoffa, 
1977, p. 66). Since the National Committee on Art Education 
folded in summer 1965, NAEA was the go-to organization to 
cosponsor some of the 15 research conferences held between 
October 1964 and November 1966. Although these conferences 
were disappointing as catalysts for research, they were effec-
tive in identifying critical problems for future investigation by 
scholars who were NAEA members (Hoffa, 1970). 

In 1965, both the National Endowment for the Humanities and 
the National Endowment for the Arts were established, follow-
ing the model of the National Science Foundation, established 
in 1950 to support research and education in nonmedical fields 
of science and engineering. The National Endowment for the 
Arts’s early efforts supported visual artists through “artists in 
schools” programs; support for artist residencies continued into 
the 1980s (National Endowment for the Arts, 2002). When the 
arts endowment prepared Toward Civilization (1988), a report 
on the state of art education in the context of calls for educa-
tion reform, NAEA member Brent Wilson (1988) wrote the 
first draft, following in the footsteps of Royal Bailey Farnum, 
whose federal reports during the interwar years had relied on 
Farnum’s social network of multiple professional groups (1914, 
1923, 1926, 1932). When the National Endowment for the Arts 
and the Department of Education formed the Goals 2000 Arts 
Partnership in 1992, NAEA was the professional voice for visual 
arts educators. 

As NAEA built a publication program with a journal for all 
members, an internationally esteemed research journal, books, 
and other resources for art educators, the Association supple-
mented and replaced various commercial and other publica-
tions. For preservice art educators and experienced teachers, 
NAEA defined the field. NAEA “was designed to have no 
prevailing philosophy of art education,” but to be a platform 
for varied approaches and philosophies (Saunders, 1986, p. 
11). From Saunders’s point of view, this multipartisan openness 
might be NAEA’s greatest strength, allowing emergence of new 
perspectives through interest groups. One of the first interest 
groups, the Seminar for Research in Art Education (SRAE), 
formed following discussions during the 1965 Philadelphia 
convention about difficulties accessing research reports. 
SRAE met for the first time prior to the 1967 AERA meet-
ing in Chicago. Executive Director John Mahlman attended 
the second meeting the next year (also in Chicago), voicing 
concerns that SRAE might become a splinter group. Given 
a choice between affiliating with the AERA or NAEA, SRAE 
chose NAEA (Saunders, 1986) and was formally recognized 
as an interest group in 1970. The National Association of State 
Directors of Art Education was organized in 1966, followed 
by the Black Caucus (now the Committee on Multiethnic 
Concerns, COMC), and 5 years later the NAEA Women’s 
Caucus in the early 1970s. Unlike the Federated Council on Art 
Education, which attempted to generate a closed set of defining 
terms during the 1920s, NAEA was an open, healthy, “and fully 
representative national organization” whose policies encour-
aged “the diversified and pluralist interests and orientations of 
its membership” (Saunders, 1986, p. 14). 

The many local, state, and regional meetings convened by 
late-19th-century art educators anticipated the annual NAEA 

n  For preservice art educators and 
experienced teachers, NAEA defined 
the field. NAEA “was designed to 
have no prevailing philosophy of art 
education,” but to be a platform for 
varied approaches and philosophies 
(Saunders, 1986, p. 11).  
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conventions scheduled in major cities across the United States. 
The rotating schedule makes it possible for art teachers, art 
museum educators, preservice students, and others to partic-
ipate in the world’s largest art education conference when it 
is held near them. Just as art educators in the four regional 
associations learned about urban arts and cultural sites during 
visits to cultural sites during the 1920s and 1930s, today’s art 
educators take advantage of the many varied opportunities local 
committees plan when hosting a national convention.

During its first 3 decades, NAEA developed a somewhat 
complex structure within which members can bond with 
colleagues who share a geographical location, others who attend 
job-alike sessions, and still others who belong to interest groups. 
NAEA has moved from relying on print media sent by ground 

mail into the age of mass email blasts, regular digital updates, 
webinars, and a collaborative web space where any member can 
ask or answer professional questions. The very first art teachers’ 
association gave MNAS students opportunities to present and 
publish research papers. One of the first four standing commit-
tees of the newly formed NAEA focused on research. Although 
approaches to research have changed—expanding beyond 
psychometric studies to encompass varieties of arts-based and 
other types of qualitative research—research remains a central 
function of the Association. In recent years, the NAEA Research 
Commission has been striving to move research firmly into the 
center of NAEA’s institutional cultures. In its 75 years, NAEA has 
matured into the unified voice for art educators at all levels. This 
history documents and celebrates how far the field has come. n

Notes
1. Adding to the confusion, Google Books labels the digital version of Witter’s 

(1894) Art Education: A Journal Devoted to Manu-Mental Training as “the 
Journal of the National Art Education Association,” as does the HathiTrust 
digital library (without the original subtitle)—impossible, as NAEA was not 
founded until 1947. 

2. Goodnough became the art supervisor for public schools in Columbus, 
OH, where he helped organize industrial drawing classes and trained 
teachers in Troy, Circleville, Toledo, Avondale, and Wyoming, OH; and 
Meadville, PA. The founding director of the Columbus School of Art, 
Goodnough supervised art exhibits at the Ohio State Fair, leading to estab-
lishment of a permanent art museum in the city (“Walter S. Goodnough,” 
1894). 

3. Originally formed as the National Teachers Association in 1857 when 10 
state teachers’ associations issued an invitation for gentlemen in the field to 
unite, the NEA resulted from an 1870 merger of professional groups. 

4. One of the exhibit organizers, Mary Dana Hicks, later recalled that much 
of the work was crude, drawing was isolated from other studies, and theory 
was emphasized over practical skills (NEA, 1895). Students might be able 
to repeat principles of perspective theory orally, but were unable to draw 
actual objects in perspective.

5. Art teachers and others might have found these conference proceedings 
valuable sources for current trends in the growing field, but I have found no 
documentation on how widely NEA reports circulated and whether some 
or many art teachers were able to access them in libraries.

6. Born in Ohio in 1862, Witter graduated from Tulane University where he 
studied normal art, as art education was known. He taught drawing and 
penmanship at a private school in New Orleans before accepting similar 
positions in Lima, OH, and Bridgeport, CT. He brought these diverse na-
tional experiences to his editorial work, inviting well-known art educators 
to contribute to his journal (Witter, 1894). 

7. Lucy Fitch Perkins was an illustrator for Prang Educational Company in 
Boston, an instructor at Pratt Institute in Brooklyn, and a teacher and illus-
trator for Prang’s Chicago office for 10 years. Locke had been supervisor of 
drawing in St. Louis after her graduation from MNAS; by 1891, she was an 
art instructor at Cook County Normal School. She coauthored Prang books 
with Mary Dana Hicks.

8. Unfortunately, no copies of bulletins before 1902 exist, except for one copy 
each of 1899 and 1900. Beginning in 1902, the proceedings were bound and 
added to NAEA archives.

9. One dollar in 1900 was equal to just over $30 in 2019, so what seems a 
small amount to us may have been beyond the reach of many art teachers.

10. Born in upstate New York, Clark completed bachelor’s and master’s degrees 
in architecture at Syracuse University before he was hired as the first draw-
ing instructor at Stanford. While head of the university’s art department, 
Clark was active in the first NEA art department. He later played a leading 
role in organizing the PAA, serving as its first president (1924–1928).

11. Professor of art and architecture at Tulane, Woodward headed the art 
department and developed several local cultural organizations. With 
his younger brother, Ellsworth, William organized free art classes in the 
city under the auspices of the Art Association of New Orleans. Born in 
Massachusetts, both Woodward brothers studied at Rhode Island School 
of Design. William became interested in architecture when he studied art 
education at the MNAS. In 1897, the 11th annual exhibition of the Artists’ 
Association of New Orleans included paintings by William and Ellsworth. 
Kate L. Riggs, a graduate of Sophie Newcomb, served as secretary for the 
state art teachers’ association, as well as director of art education for the 
New Orleans city schools.

12. The SEA had been scheduled to meet in New Orleans in December 1897, 
but that meeting was postponed due to yellow fever. 

13. He was elected to chair the Southern States Art League when it formed in 
1921; in 1927, he was elected to his third term as president of the League.

14. Royal Bailey Farnum had been EAA president in 1916–1917, while he 
headed MNAS; he served on the EAA Council during the interwar period. 
In 1929, he was appointed educational director for Rhode Island School of 
Design. The author of four national reports on art education (1914, 1923, 
1926, 1932), Farnum was on the American Federation of Arts board and an 
advisor to the Carnegie Corporation’s fine-art initiatives, which provided 
initial funding for the FCAE. Farnum was not only nationally prominent, 
but he also understood national issues facing art education.

15. Saunders, for many years the state art consultant in Connecticut, began re-
search for his article while Farnum was still alive and able to loan personal 
correspondence.

16. Other board members represented a range of states: Helen E. Cleaves, 
director of art in Boston’s public schools; George S. Dutch, director of fine 
arts at Peabody College for Teachers, Nashville; Otto Ege, head of the teach-
er training department at the Cleveland School of Art; C. Valentine Kirby, 
Pennsylvania’s state director of art education; Walter H. Klar, supervisor 
of fine and industrial arts in the Springfield, MA, public schools; Clara P. 
Reynolds, director of art for Seattle public schools; Lillian Weyl, director of 
art for Kansas City public schools; and Leon L. Winslow, director of art for 
Baltimore public schools. 

http://www.in2013dollars.com/us/inflation/1900?amount=1
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17. Victor D’Amico studied at Pratt and Teachers College, Columbia, before 
teaching art in New York progressive schools and summer programs 
during the 1930s. He was a visiting faculty member at Teachers College, 
1936–1942, and served on the editorial board for the their publication, 
Art Education Today, 1935–1946. In 1936, the General Education Board 
of the Rockefeller Foundation invited him to conduct a national survey of 
art education in American schools. He found a depressing “wasteland of 
conventional methods” where creative expression was forced to compro-
mise with academic disciplines (D’Amico, 1974, p. 11). D’Amico served 22 
years as head of the art department at the Ethical Culture Society’s schools, 
1926–1948. He began educational work for young people at MoMA during 
evenings and Saturdays starting in 1937. From 1942 to 1969, he headed Mo-
MA’s educational programs (Sherman & Efland, 1997). In 1952–1953, the 
National Broadcasting Company asked D’Amico to develop an experimen-
tal television series for children and parents. The Enchanted Gate was based 
on his work with the Children’s Art Carnival featured at international trade 
fairs and the 1958 Brussels World’s Fair. The Carnival traveled to India and 
inspired the Harlem Carnival, sponsored by MoMA for 3 years.

18. Jean A. Graves has argued (2017) that MoMA canceled educational 
programs, reduced D’Amico’s staff, and reassigned office and gallery spaces 
due to tensions around social-class differences between educators and the 
museum’s administration, board, and curatorial staff.

19. Other panelists were Clara MacGowan, Sallie B. Tannahill, Shirley Poore, 
and Edith L. Nichols. Unfortunately, some respondents understood Farnum 
as proposing to shut down the NAAE, effective immediately.

20. Adjusted for inflation, $1 in 1939 would be equal to $17.95 in 2019.

21. Ziegfeld chaired this committee; members included Stanley Czurles, EAA; 
Sara Joyner, SAA; Daniel Mendelowitz, PAA; Marion Miller, former NEA 
Art Department president; Edith Mitchell, state art supervisor in Delaware; 
and Olga Schubkegel, WAA (Michael, 1997a). For lists of four bases and 
specific recommendations for the new NAEA, see Michael, 1997a, p. 18. 
He also lists members of the Cincinnati committee: Joseph Marino-Merlo, 
SAA; Italo de Francesco, EAA; Marion Quin Dix, EAA; Carolyn Howlett, 
WAA; Olga Schubkegel, WAA; Clifton Gayne, WAA; and Ziegfeld, chair. 

22. Frances Euphemia Thompson of Tennessee was among the African Amer-
ican art educators who attended this conference; she attended another 
NAEA convention in 1953; ca. 1963, she received an award from EAA for 
length of membership (Stankiewicz, 2013).

23. This contrasts with Farnum’s (1923, 1926) perspective on the post–World 
War I period, when increased interest in visual arts and broader under-
standing of their role in a capitalist, commercial culture helped popularize 
the importance of art education. 

24. Late-19th-century centralization of educational management and formal-
ized teacher training helped increase the number of female teachers. Dis-
tinctions between female teachers and male administrators led to bureau-
cratic hierarchies within the profession (Urban, 1989). These hierarchies 
were reflected in the roles of urban art supervisors, whose positions could 
be considered parallel to school principals, and classroom teachers of art.
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