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Abstract 
 

This master9s thesis employed Design-Based Research (DBR) to investigate how the 

development of teaching tools could support art teachers in Nordic countries to incorporate 

diversity, equity, and inclusion (DEI) in fine arts classrooms. This study identified discrepancies 

between governmental goals promoting inclusive education and cultural competencies and 

teachers9 reported lack of diversity integration and formal DEI training. In response, a set of 

lesson plans and accompanying teaching tools were developed through an iterative DBR process 

consisting of four phases which were tested with teachers to elicit feedback. User feedback 

indicated that the teaching materials were useful, particularly for novice teaching and that 

experienced teachers appreciated the ability to edit and adapt the materials to suit their own 

needs. However, more scaffolding and resources are needed in order for teachers to feel 

comfortable presenting activism and DEI topics with students. The research concludes that while 

adaptable teaching tools that highlight diverse artists are beneficial, consistent DEI integration 

requires teacher training, resources, and potentially mandates to ensure consistent equitable 

teaching practices.  

 

Keywords: DEI, diversity, equity, inclusion, art education, Nordic exceptionalism, Design-Based 

Research (DBR), Culturally Responsive Teaching (CRT), multicultural education, curriculum 

development, lesson planning  
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Introduction 
 

 DEI is a common acronym for the words: Diversity, Equity, and Inclusion. The term is 

utilized in business, non-profit, educational, and governmental settings, attempting to create 

company policies that are equitable for both employees and customers. DEI policies have also 

come under fire recently from right-wing political parties claiming that such policies produce 

reverse-discrimination. However, many scholars in the field of education argue that DEI is a 

requirement for ensuring schools are safe spaces for students and teachers alike. According to 

Villegas & Lucas (2002), <there is no more pressing issue in teacher education than the 

preparation of teachers to work with diverse students and communities= (cited in Miller Dyce & 

Owusu-Ansah, 2016, p. 327). While the students in our classrooms are diverse in a myriad of 

ways including racially, culturally, linguistically, religiously, socio-economically, etc. the teacher 

workforce is primarily made up of white middle-class women (Miller Dyce & Owusu-Ansah, 

2016). There are a variety of theories and methods developed in the field of education to address 

this: culturally responsive teaching, multicultural education, transformative learning theory, 

inclusive education, student-centered pedagogy, cultural competency, and more. This thesis relies 

on the framework of Diversity Pedagogy Theory by Sheets (2009), which embeds diversity, 

equity, and inclusion into the foundation of teaching practices.  

The idea for this project arose during a previous internship where I worked at a university 

college in Denmark teaching pre-service art teachers. How to incorporate DEI in art education 

was a constant conversation with students who were looking for practical advice and tools for 

their future classrooms. As we will see in Phase 1 of the Research Design, interviews were 

conducted with different Nordic art education stakeholders that reveal just how little diversity, 

equity, and inclusion are integrated in the field despite there being a desire to do so. Thus, this 

project seeks to create meaningful teaching tools that increase diverse representation in the art 

education curriculum within the Nordic region. Utilizing the Design-Based Research framework, 

teaching materials were created and tested with stakeholders. The resulting tools include editable 

digital presentations, written lesson plans, suggestions for critical analysis activities, and 

additional relevant resources. Through the creation and reiteration of such teaching tools, this 

project seeks to examine the following: How might the development of teaching tools help 
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support the professional development of teachers in Nordic countries to incorporate DEI in fine 

arts classrooms? 

 

State of the Art 

 

<... the capacity to make visual art that could be judged as beautiful, and the capacity to judge the 
truthful beauty of visual art, was presumed to be a refined property of whiteness itself.= 

(Denmead, 2024, p. 49) 

 

During the semester prior to this research project, I was an intern at a university college 

in Denmark working within an art teacher training program. In this internship role, I had the 

opportunity to teach classes to pre-service art teachers and work on a research project which 

sought to map the field of art education training programs in Denmark. During this internship, I 

gathered field research in the form of semi-structured interviews, student surveys, informal 

conversations, and observations. The field research pointed to a very specific request from the 

students: they want more practical tools on how to incorporate diversity and inclusion within 

their future classrooms. As this is a topic I am familiar with based on my academic and 

professional interests and experiences, DEI (diversity, equity, and inclusion) within the field of 

art education was a frequently discussed topic during the classes I taught. At the end of our final 

class together, one student said something along the lines of, 8everyone is always talking about 

diversity in education, but I don9t feel like our program actually prepares us on how to address it 

or what that looks like in practice.9 This sentiment envelopes what much of the student feedback 

was during the classes I taught, which is that students want to incorporate DEI initiatives in their 

work as teachers, but lack the practical know-how to do so.  

During my time teaching as an intern, I worked with students to identify some 

meaningful ways to incorporate DEI in the art classrooms. We discussed the very practical 

element of ensuring that there are various skin tones for racially diverse students to accurately 

portray themselves with different art tools; Crayons, markers, paint, etc. We also talked about 

including the study of artists from various backgrounds, including those from underrepresented 

and minority communities. For example, are the artists selected for use within the art education 

curriculum primarily white, male, cis-gender,, able-bodied, and from a Western country? How 

might including artists from diverse backgrounds increase inclusion within the art classroom?  
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The requests made by future art teachers during my previous internship is what led to the 

topic of this research project and identified a key point of tension within current art education 

dialogue: What does diversity, equity, and inclusion look like in art education? What is it in 

practice? More specifically, what does it look like within the context of the Nordic region? 

Diversity, equity, and inclusion are terms that are often linked together as the acronym 

DEI and are, thus, deeply connected to one another. According to The Oxford Review, <Diversity 

refers to the differences between people within any group or organisation= and can include 

differences in things such as race, gender, ethnicity, disability, economic status, age, religion, and 

more (What is DEI?). Inclusion goes beyond diverse representation and involves <creating 

environments where diverse perspectives and individuals are actively sought out, heard, and 

integrated= (What is DEI?). To describe the difference between the terms 8diversity9 and 

8inclusion,9 Vernā Myers, a lawyer and inclusion strategist, coined the phrase <Diversity is being 

invited to the party; Inclusion is being asked to dance= (Kraehe, 2019, p. 4).  

8Equity9 is sometimes used interchangeably with 8equality,9 though this paper makes an 

important distinction between the two. Equality refers to everyone getting equal access (to 

opportunities, resources, etc.), while equity acknowledges that people have different starting 

points and therefore their needs are different depending on the privileges they enjoy or the 

injustices they face. A popular illustration from the Interaction Institute for Social Change is 

used to visually represent the difference between the two terms (Illustrating equality vs equity). 

In the image, a fence is blocking participants from viewing a sporting event. Equality ensures 

that each person, regardless of their age or height, receives one box to stand on. Each participant 

received the same accommodation, however, it only removed the barrier of viewing over the 

fence for one person. Meanwhile, equity ensures that each person receives different 

accommodations in order to remove the barrier. For one participant, a box is not needed because 

they are tall enough to see over the fence. For the next, one box is sufficient. And for the final 

participant, two boxes are needed to stand on in order to remove the barrier so that they can see 

the game over the fence.  
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Fig. 1 - Equality vs. Equity | Interaction Institute for Social Change | Artist: Angus Maguire 

 

 

 In some versions of this image, there is a third illustration which shows no fence or 

barrier which the illustrator refers to as 8liberation.9 Of course, eliminating barriers is ideal. 

However, this paper recognizes that there are barriers, especially in terms of educational systems 

and the different barriers students face based on a variety of factors including race, language, 

gender, socioeconomic status, and more. Hammond (2018) argues that schools are inequitable by 

design and that students who struggle in school are disproportionately students of color and 

students from low socio-economic backgrounds, which is entirely due to the educational 

system9s lack of equity and not because students are incapable (p. 42). More specifically within 

the field of art education, Bailey (2023) points out the white power structure within art education 

due to the very history of the field itself being inherently eurocentric (Denmead, 2024). 

Historically, schools have been used as a tool for oppression rather than liberation and this paper 

recognizes the non-neutral history of educational systems in general and art education more 

specifically. 

 

<We live in a world where the constant is change, change that is accelerated by global and 
technological flows, fueling a tremendous influx of diversity into our living/geographic spaces 
and sociopolitical infrastructure. Cultures that make up our cities and neighborhoods are also 
increasingly diverse and dynamically in flux through migrant and immigrant flows.= 

(Lum & Wagner, 2019, p. 1) 
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As globalization and immigration continue to trend upward, the demographics of our 

cities and neighborhoods are changing and, often, are becoming more and more diverse (Sanchez 

Sorondo et al, 2007). In part due to the technological advances in transportation and 

communication, as well as immigrants seeking better opportunities in the global north, often due 

to a history of exploitation and colonization of the global south, the movement of people across 

international boundaries has greatly increased in recent years and shows no signs of slowing 

down (Sanchez Sorondo et al, 2007, pp. 25-28). Despite increased immigration leading to more 

diversity across the globe, it is not without its challenges. Lum & Wagner (2019) explain that 

governments and organizations must actively put forth laws and mandates to ensure that diverse 

voices are represented and <to assist with removing barriers for a more accessible, equitable, and 

inclusive society= (Lum & Wagner, 2019, p. 1). In addition to ensuring that diverse voices are 

represented, teachers themselves should also be <culturally competent, sensitive, responsive, and 

effective,= especially when working with diverse populations (Miller Dyce & Owusu-Ansah, 

2016, p. 328). In order to embrace diversity and address the challenges that arise, teachers need 

to be equipped with the tools needed to teach in a way that reflects our diverse world. 

 Art has a unique capability to address issues of diversity, equity, and inclusion due to its 

inherent political nature. Desai (2020) argues that art cannot be separated from politics and 

Kantawala (2023) points out that artists regularly engage with social change, pointing to the 

connection between artists and social justice issues of the times. Despite the resistance against 

DEI efforts, art continues to be a medium through which artists use their power and platforms to 

push for change. As Kantawala (2023) writes, <artists and their works have consistently 

encouraged critical examinations... Art, in its countless forms, serves as a powerful medium. It 

rewrites and reclaims diverse racial narratives, especially during tumultuous times= (p. 7). The 

political nature of art and the frequency which artists use their work to shed light on social issues 

places art educators in a unique position to address issues of DEI within their classrooms and 

curricula.  

 Race and racism are not as frequently discussed in the Nordic region as compared to 

countries like the US and UK, in part due to the idea of <Nordic exceptionalism= (Sandset, 

2018). Nordic exceptionalism, when it comes to race, is the notion that the Nordic countries were 

not (or less) involved in colonialism compared to other imperialist countries and, therefore, are 
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exempt from having to discuss race and anti-racism. Instead, Nordic exceptionalism paints the 

Nordic countries as distant outsiders to the race conversation, essentially arguing they are 

post-racial societies (Kallio-Tavin et al., 2018). However, as Loftsdóttir et al. (2012) points out, 

<the Nordic countries were not by any means merely bystanders in the formulation of th racist 

theories and explanations of world difference= (p. 5). In fact, history of the Nordics shows us that 

citizen contributed to racist ideologies, racist classifications of people, colonizing and treating 

Indigenous communities as second-class citizens, and racial discrimination within the legal 

system (Loftsdóttir et al., 2012, p. 5-8). Kallio-Tavin & Tavin (2018) and Sandset (2018) also 

argue that Nordic exceptionalism is a false narrative and that there are countless instances of 

non-white folks experiencing explicit and implicit racism in the Nordic countries, as either 

immigrants or even when they themselves are born there, of mixed-Nordic race, are fluent in the 

language, serve in the military of a Nordic country, just to name a few examples. As this project 

seeks to address diversity within the Nordic region, the concept of Nordic exceptionalism is 

important to keep in mind throughout the analysis of the collected data.  

 This leads to an important note about my own positionality within this project. Being 

from and having taught in the US, race and DEI efforts are perhaps more widely discussed due to 

the country9s deeply rooted history in colonialism, imperialism, and racism. Additionally, my 

academic, professional, and personal journey have been embedded with these topics. I have an 

unofficial minor from my B.A. in Caribbean studies which focused on the colonization and 

exploitation of the islands. I am a white teacher with a decade of experience teaching art in a 

large, urban city in the South who served at a primarily Black and Latinx school. I have 

experience writing culturally relevant art curricula and highlighting diverse artists for the 

communities I taught. I have received specific training in Cultural Proficiency & Inclusiveness 

and have facilitated trainings with school staff in order to encourage DEI efforts on my school 

campus. This is not an attempt at <stealth narcissism,= as Denmead (2024) puts it, as a way to set 

myself apart from other white folks (p. 56). Rather, I want to acknowledge that through 

education and training I have a desire to interrogate whiteness and implicit biases to then utilize 

the inherent privileges I have to demand a more just and equitable educational system. My being 

a white western woman produces inherent blind spots for me, and in this there is a constant 

tension within my work as an educator to push DEI forward. And, yet, I have a personal and 
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professional responsibility to help further the field of art education towards equity and, for me, 

that includes increasing diverse representation within curricula.  

 

Research Design 
 

Philosophy of Science 

 

This study utilizes Design-Based Research, referred to as DBR, as a framework for 

working with the intersection of curriculum design and DEI in the Nordic context. DBR seeks to 

both investigate a problem and design a tool to serve as a solution to the problem (Buhl et al., 

2022). As Stompff et al. (2022) explain, design-based research, also called design inquiry, 

provides a research situation <whereby design is no longer considered an activity separate from 

research= (p. 1). Instead, one is actively engaged in both design work and research work 

simultaneously. As I sought to design a set of teaching and learning resources to help address 

diversity and inclusion in Nordic art classrooms, my aim was to step into the role of both 

researcher and designer, without prioritizing one over the other.  

John Dewey introduced an epistemology which Stompff et al. (2022) breaks down into 

three key points as it applies to design inquiry. One, that imagination is instrumental in research 

so that one can observe current patterns, imagine new solutions, and then test. Second, that 

researchers are not neutral spectators but that they are actively experiencing and engaging within 

the experiment. Third, that practice and theory work together in partnership, there is no hierarchy 

between them. This project embraces these three key points by embedding imagination, active 

engagement, and practice-plus- theory throughout the research process.  

Another key component of DBR is that a solution is designed and tested. However, DBR 

seeks to address complex problems without simple solutions. As Buhl et al. (2022) explains, very 

little can be learned by using DBR to address easily solvable and superficial problems. Instead, 

<engaging in difficult problems is likely to contribute to more learning, even though their 

solution might seem a bit distant= (p. 208). Embracing this idea, to welcome complexity rather 

than shy away from it, was fundamental to this project so that the design could result in 

meaningful theory generation. Furthermore, the iterative nature of DBR means accepting that 

things will not go to plan is oftentimes helpful in this kind of research. As Buhl et al. (2022) 
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assert, <the whole point of testing a design is to learn from how it impacts upon practice, we 

learn from such activities as long as they do not proceed as planned. As soon as a design 8works9, 

we resort to concluding, and cease to make further iterations= (p. 208).  

The feedback from students of art education prior to this research project indicates a 

desire for practical tools to help incorporate DEI in their art classrooms. In collaboration between 

DBR9s solution-oriented approach paired with the current trends of DEI within the field of 

education, this project seeks to utilize the DBR framework to create teaching tools that will 

contribute to the landscape of art education within the Nordic context.  

 

Design-Based Research 

 

This study draws upon Buhl and Skov9s (2024) Process Model for Visual Design, an 

iterative and cyclical process of the four different DBR phases that build upon one another (Fig. 

1). Each phase includes various methods to produce data, elicit feedback from potential users, 

and reflect in order to prepare for the next phase. 

 

Fig. 2 - Process model for visual design © Mie Buhl 
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Utilizing Buhl & Skov9s model, a similar graphic was created to illustrate the specific processes 

followed for this study (Fig. 3). Phase 1 is the Thematic Outset, where the problem is further 

explored to gain a better understanding of the topic. Phase 2 is a Design Proposal, where the first 

draft of the tool is designed in a collaborative way. Phase 3 is the Intervention which is when the 

tool is tested with external stakeholders to better understand its strengths and weaknesses. Phase 

4 is the Visual Design, where there is a reflection of the process, drawing on new knowledge and 

considering how the product might be further iterated. Each phase will be discussed in further 

detail below, providing more context for each methodology. Additional sections will describe the 

findings of each phase and how they were used to shape and influence the design of the lesson 

plans and teaching materials. 

 

Fig. 3 - Adaptation of Buhl9s Process Model for Visual Design © Jessica Foster 
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Phase 1 - Thematic Outset (Exploring and Framing) 

1. Literature and Theories: Understanding what is already understood and written about 

within the field is an important starting point in Phase 1 of the DBR process. In fact, 

Wacquant (2002) argues, <far from being antithetical, vivid ethnography and powerful 

theory are complementary and . . . the best strategy to strengthen the former is to bolster 

the latter= (p. 1524, as cited in Bailey, 2018, p. 51). Therefore, this project began by 

understanding what researchers had already written about the problem and issues I sought 

to address in order to bolster my other research methods. I began by researching what is 

already said about diversity, equity, and inclusion efforts in education both on a global 

and Nordic scale. Many scholars argue that schools, education systems, art education, and 

art history are fundamentally inequitable, which draws attention to the tension between 

ideals and realities within the field. Then, the theory of Diversity Pedagogy Theory 

(DPT) forms the foundation of this research project (Sheets, 2009).  

2. Field Research: The field research conducted for this study occurred during an internship 

at a university college in Copenhagen that educates future teachers. The fieldwork data 

was compiled prior to this thesis but informed and helped develop the thesis topic and 

research question. As Bailey (2018) asserts, <A primary goal of field research is to 

understand people9s culture and experiences in a particular setting by interacting with and 

observing them and participating in parts of their daily lives over a long period of time= 

(p. 2). During my time at the university college, I held a workshop and taught several 

classes for students in the art teacher training program over the course of four months. In 

this section of Phase 1, I summarize the findings found through informal conversations, 

field notes, and surveys. This section covers what students communicated both to me 

directly and through anonymous forms the topics they found interesting and wished to 

learn more about. Based on my internship experience working with students of art 

education, their interests and feedback inspired this thesis project. 

3. Interviews: Seven semi-structured interviews were conducted for this study. Those whom 

I interviewed, which I will refer to as <informants= to protect their anonymity, work in 

various fields related to art education in the Nordic region. Some, for example, work at 

education-based governmental agencies while others are art teachers in Denmark and 
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Finland. Each interview lasted between 25-70 minutes and the questions were sent to the 

informant ahead of time. Drawing on Brinkmann & Kvale (2018), I utilized an interview 

guide for each informant as a tool to guide the interview towards my research topic while 

still allowing for flexibility in order to allow the informant to steer the conversation. The 

interview guides can be found on Appendix A. Each interview was transcribed and 

thematically coded, a thematic analysis with transcription excerpts can be found on 

Appendix B. According to Braun & Clark (2022), coding qualitative data such as 

interview transcriptions allow the researcher to easily sift through large quantities of data 

in order to identify patterns and to organize and report on the data. Seeing as the 

numerous interviews produced many pages of transcriptions, only the thematic analysis 

and specific excerpts that are cited in this paper are included in Appendix B.  

 

Phase 2 - Design Proposal (Ideation and Designing)  

1. Ideation and Sketching: The creation of radical ideas and quickly sketching them without 

overthinking is the first method of Phase 2. As Hartson & Pyla (2012) put it, <idea 

creation gives a new creative idea time to blossom before it is cut at the stem and held up 

to the scale= (ch. 71). For this reason, no idea is too 8out-there9 and the more ideas the 

better. In this stage, ideas about artists to collaborate with, lesson plan structure, and how 

to organize the materials were considered. The brainstorm created lists, drawings, and 

notes which were then further refined for next steps.  

2. Mock ups: A mock up is a tangible prototype that potential users, in this case visual art 

teachers, can use to provide feedback to the designer. Rather than the idea existing 

through words spoken, written, or otherwise, the idea is an actual object that users can 

experience. Brandt (2005) characterizes mock ups as <things-to think with= and serves as 

an object that can spark dialogue and further understanding between the user(s) and 

designer(s) (p. 1). The mock up for this project included lesson plans and accompanying 

teaching materials which were compiled digitally within a Google Drive. A copy of the 

lesson plans and teaching materials can be found in Appendix C.  

1 Due to the online format of this textbook, page numbers were not available. Cited content can be found in Chapter 
7, part 6 of Hartson & Pyla (2012).  
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3. Artist Communication: Once the artists were determined through the previous methods, 

the three selected artists were emailed and invited to co-create the lesson plans and 

teaching materials. As Flys & Matamala (2024) assert, although co-creation is a term 

often used in various settings, its meaning can vary across disciplines (p. 110-111). For 

this reason, it9s important to be explicit about the ways in which co-creation is being 

used. For this study, the invitation to co-create was intended as a joint collaboration 

between researcher and artist to develop and refine the lesson plans and accompanying 

materials. In this way the researcher contributes knowledge of curriculum development in 

educational settings while the artist contributes knowledge of their artistic practice and 

methods. The artists were contacted via email in the beginning of Phase 2 as the 

brainstorm and ideation turned into mock ups.  

 

Phase 3 - Intervention (Testing of Design) 

1. Test the Product: An important part of the design of this study is that the lesson plans 

were tested with users. In this case, users were the five teachers who were interviewed in 

Phase 1. As Brandt (2005) argues, designers must be in dialogue with the problem 

throughout the design process because, <one can9t solve problems by asking questions 

alone but constantly choose and work with a possible solution and let it 8talk back9= (p. 

3). By engaging with potential users, dialogue with the problem was possible. It should 

be noted, however, that in this study the feedback came from teachers reviewing the 

materials but not testing out the materials with students. This is because of time 

constraints and the time frame being at the end of the school year. It would have been 

ideal for teachers to use the materials with students and then provide feedback, but since 

this was not possible, teachers provided valuable written feedback based on their 

experience in the field.  

2. Interview Users and Garner Feedback: Due to time constraints, teachers were sent an 

email with guidelines for providing feedback so that they could do so via email in their 

own time rather than scheduling another interview. Towards the end of the school year, 

teachers are incredibly busy and I wanted to be flexible to their needs. Each user was sent 

an email that included a description of and instructions for accessing the materials, a list 

of questions to guide their feedback, and a due date for their feedback. A copy of this 

14 



email can be found in Appendix D. In agreement with Doncaster (2014), obtaining 

open-ended feedback was the goal of this method despite it being difficult to obtain due 

to the lack of control. For this reason, the feedback guide utilized a few of Doncaster9s 

key points including: giving detailed instructions, opting for fewer well-crafted questions 

rather than many, and focusing on the wording and order of the questions (ch. 22). Users 

sent their feedback responses in their own time via email and their correspondence was 

organized in a document also found in Appendix D.  

 

Phase 4 - Visual Design (Finalizing and Reflection) 

1. Generate Theory: In order to determine the theoretical knowledge which is generated 

through the DBR process, it should be considered how the research project can be applied 

in other situations outside of the project9s specific focus. In their review of 36 published 

research papers on DBR, Henriksen & Ejsing-Duun (2022) point out that, <details on 

how to expand implementation are scarce… Little emphasis was found on dealing with 

sustaining or diffusing DBR outcomes beyond the original project and context= (p. 243). 

However, few of the projects they reviewed were able to expand implementation and they 

designated the relative impact into four categories which are outlined in the following 

table: 

 

Table 1: Suggested strategies for expanding impact (Henriksen & Ejsing-Duun, 2022, p. 243) 

 

2 Due to the online format of this textbook, page numbers were not available. Cited content can be found in Chapter 
2 of Doncaster (2014).  
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As the table indicates, <project foci= is where the impact of the study stays within the 

boundaries of the project itself. Beyond the project foci, there is <sustained 

implementation,= <expansive implementation,= and <adaptive implementation= 

(Henricksen & Ejsing-Duun, 2022, p. 243). The outcome of this particular project will be 

further addressed in later sections. 

2. Future Iterations and Scalability: Due to the circular and iterative nature of DBR, it is 

expected to begin the design process again and continually refine the visual design. Thus, 

in this phase it is discussed how the design can be improved for further iterations even if 

additional iterations are outside of the scope of this particular project.  

 

Limitations 

 There were some limitations to this study which include the amount of time and 

availability teachers have, artist9s busy schedules, language barriers, and access to art teachers. 

Methods such as interviews require time on behalf of the subjects and the teachers who 

volunteered to participate in this study had limited time to dedicate to being interviewed and 

reviewing lesson plans and learning materials. Additionally, this study was intended to engage in 

a co-creation process with the artists so that they might participate in the creation of learning 

content related to their artistic works, but the artists contacted have very busy schedules and were 

not able to accommodate interviews or a co-creation process. Email exchanges, in some cases, 

took place of interviews and offered valuable insights nonetheless.  

Due to the nature of this project taking place in the Nordic region, people with multiple 

linguistic backgrounds were interviewed and involved in the project. However, I am not fluent in 

any of the Nordic languages and, therefore, all communication both written (i.e. emails, lesson 

plans) and verbal (i.e. interviews) were conducted in English. This posed some challenges for 

some interview subjects, as the same words can have different meanings depending on one9s 

linguistic background. Additionally, my interpretation of the interview data may be imperfect 

due to the varying levels of comfortability and practice in the English language between the 

various participants in this project. Likewise, I use American English which can be quite 

different from other versions of English, such as British English, and this may also play a role in 

how I interpret language-based data.  
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Lastly, in order to gain contact with teachers to participate in this project, it was 

necessary to utilize the universities9 and their professors9 contacts. Due to being new to the 

region, my relationships with teachers to participate in this project relied on an intermediate 

person to connect us with one another. This led to contacts of art teachers who are quite 

established in the field, who offered valuable insight. However, there were not any novice 

teachers involved in this project, which is a limitation considering the lesson plans were designed 

with novice teachers in mind. Additionally, it is a small sample size of five teachers: two from 

Finland and three from Denmark. These limitations should be taken into consideration when 

interpreting the data and analyzing the methods.  

 

The DBR Process 
The following sections will address each phase of the Design-Based Research process 

and which methods were used, data collected, findings, and an analysis leading to the next phase. 

This cyclical and iterative DBR method contains four phases that repeat in order to further better 

the design of the product, in this case, a mini-curriculum containing three lesson plans and 

accompanying teaching materials.  

 

Phase 1 - Thematic Outset 

 

During Phase 1 of the DBR process, I sought to define the domain-specific thematic 

outset of my design by: reading and understanding literature and theories, reflecting on the field 

research conducted during my internship semester, and conducting interviews with various 

stakeholders. The goal of Phase 1 is to dig deeper into the context of the research question in 

order to better understand the problem and inform later phases. In the following section, I will 

describe the methods used and their findings, which will then lead to the design principles 

outlined in Phase 2.  

 

Literature and Theories 

 Prior to digging deeper into the literature, it is important to address a limitation based on 

language that impacted this study. There are numerous articles and journals published about 

Nordic education in various languages but this project is limited to accessing only English 
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language literature. Therefore, this should be considered and noted as a limitation of the research 

as this section may have been more robust if I had greater access to the Nordic languages.  

On both global and local scales, equity in education is a prevalent topic in current 

research. The Sustainable Development Goals, commonly referred to as SDGs, are a set of 17 

global goals adopted in 2015 by the United Nations which <are an urgent call for action by all 

countries - developed and developing - in a global partnership= (United Nations, n.d.-a). The 

goals seek to <provide a shared blueprint for peace and prosperity for people and the planet, now 

and into the future= (United Nations, n.d.-a). Goal number four (SDG-4) specifically seeks to 

<ensure inclusive and equitable quality education and promote lifelong learning opportunities for 

all= (United Nations, n.d.-a). Some of the targets and indicators of SDG-4 include increasing 

equitable access to education regardless of gender, dis/ability, ethnicity, or country of origin.  

 In the context of the Nordic region, the Nordic Council of Ministers is <is the official 

body for inter-governmental co-operation in the Nordic Region,= which includes Denmark, 

Finland, Iceland, Norway, Sweden, Faroe Islands, Greenland, and Åland (The Nordic Council of 

Ministers). They have a set of 10 Priorities which outline their goals in order for Nordic citizens 

to <have the knowledge and skills to cope with a more complex future= (10 priorities). Priority 

number two is <Promoting early, intersectoral and inclusive initiatives in the education system,= 

further elaborating that <... the goal is to include all children and young people - regardless of 

their background= (10 priorities). Through the United Nations9 SDGs and the Nordic Council of 

Ministers9 10 Priorities, educational practices which promote equity and inclusion are clear goals 

both on a global and, more local, Nordic context. However, it should be noted that these are 

goals and ideals to work towards, indicating that there are faults in the current state of education.  

 According to teacher educator and education consultant Zaretta Hammond (2018), 

educational systems are <inequit[able] by design= (p. 42). To specify further into the field of art 

education, Bailey (2023) writes about the white power structure in art education in which, 

<whiteness dominates in the field of art education in terms of curricula, hires, conference 

presenters, and leadership positions= (p. 221). The prevalence of whiteness in art education and 

the historical exclusionary practices within education in general is something that should be 

addressed, according to these scholars. Denmead (2024) elaborates further, arguing that our 

understanding how to make, appreciate, and learn about art reinforces norms about people9s 

relative worth due to the eurocentric nature of the arts. In Kallio-Tavin & Tavin9s (2018) article, 
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Representations of Whiteness in Finnish Visual Culture, the authors break down how racist 

imagery is present in popular Finnish brands despite the <image of Finland as innocent and pure - 

disconnected from practices of colonialism, racism, and exclusion= (p. 70). They go on to 

explain that there is a lack of critical race discussions in the Nordics compared to the US, UK, 

the Netherlands, and other countries which have more obvious connections to colonization and 

that, ultimately, Finland and other Nordic countries lack an <academic focus on the critical 

analysis of whiteness and race= (p. 73). This points to the concept of Nordic exceptionalism, 

where the Nordic countries are cast as outsiders to the conversation of racism.  

 In an attempt to address some of these issues within the field, different scholars suggest 

similar approaches. Hammond (2018) argues that the initial steps of acknowledging implicit bias, 

white privilege, and microaggressions at school is important but further steps need to be taken by 

educators in order to facilitate changes in schools (p. 41). One way she suggests doing this is by 

implementing Culturally Responsive Teaching (CRT), which is an approach that challenges how 

<educators think about and do their work in partnership with students as learners= (p. 43). She 

also notes that it9s important to not oversimplify CRT and to deduce it to something that is an 

easy, quick solution. Rather, CRT is an approach which is embedded into curricula, classroom 

management, and is relationship-based and student-centered.  

 Culturally Responsive Teaching is one of the cornerstones of Sheets9 (2009) Diversity 

Pedagogy Theory (DPT) which is the primary theory driving this research project. DPT is a 

framework developed by curriculum and instruction expert Dr. Rosa Hernández Sheets (2009) 

that asserts that culture and learning are inextricably linked. DPT is composed of eight 

<dimensional elements,= and each dimensional element has both teacher-oriented and 

student-oriented versions. The teacher-oriented dimensions are called <Teacher Pedagogical 

Behaviors= and the student-oriented dimensions are called <Student Cultural Displays.= The 

table below indicates the eight dimensions, some of which will be foundational to the design of 

the lesson plans and teaching tools.  
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Table 2 - Diversity Pedagogy Dimensions (Sheets, 2009, p. 13) 

 

 

Field Research 

 This project is an extension of field research conducted in the fall of 2024 during an 

internship at a university college in Denmark working with an art teacher training program. The 

methodology of the fieldwork primarily consisted of participant observation, field notes, and 

informal conversations. Additionally, one semi-structured interview, sketching, and eliciting 

student feedback through questionnaires and feedback forms were also used. A summary of the 

relevant data collected is as follows, and helped shape this project in its initial phase.  

 First, students of the art teacher training program expressed a specific desire to gain more 

practical advice from their teacher education courses based on both informal conversations with 

students as well as feedback forms. In fact, on the post-workshop feedback form, four out of five 

students made additional comments mentioning the activities and tangible tools presented during 

the workshop (Appendix E). Some examples of such tangible tools include visual critical 

analysis strategies, printables for the classroom, and specific activities with instructions and/or 

printable assignments were helpful takeaways from both the workshops and classes I led.  

 Second, students showed immense interest in learning how to integrate social-emotional 

learning (SEL) in their art teaching practice. During a three-hour workshop I taught, feedback 

forms indicate that seven out of 11 respondents noted social-emotional learning as their biggest 

takeaway. Sprenger (2021) argues that educators can greatly impact their students by teaching 

SEL skills such as empathy, self-awareness, decision-making, and being in community with 
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people from various backgrounds (p. 1-2). SEL skills are directly tied to DEI initiatives, and the 

two are often packaged together.  

 Third, students expressed explicit interest in learning more about diversity efforts through 

their teacher education program and how to address increased diversity within their future 

classrooms. As diversity increases globally, DEI policies in schools become more important to 

protect students of all backgrounds from unjust treatment and the student teachers I worked with 

are taking note. Art education has a unique opportunity to help address DEI initiatives, which 

may account for why so many students at the university college are interested in learning more 

about how to incorporate it into the subject of fine arts. Desai (2020) argues that art education is 

inherently political and that the history of art education9s focus on individuality is a colonial 

approach to the subject. As a counternarrative, she suggests a turn towards social justice art 

education, which, <... is grounded in the desire to create awareness about sociopolitical issues, 

challenge common sense attitudes, mobilize civic participation, take action to shift unequal 

power relations in our society, and work to change policies= (Desai, 2020, p. 13). This concept of 

social change is something that artists regularly engage with, as Kantawala (2023) writes, art 

<consistently encouraged critical examinations and challenges to the prevailing definitions, 

standards, and purposes of art relevant to their respective times. Art, in its countless forms, 

serves as a powerful medium. It rewrites and reclaims diverse racial narratives, especially during 

tumultuous times…= (p. 7). Art9s unique capabilities to serve as a medium for social justice and 

DEI further illustrate its use within teacher training programs.  

 

Interviews 

Seven interviews were conducted for this study and each of the individuals I spoke to are 

connected to art education in the Nordic region in some format. Each interviewee will be 

appointed as a respondent and a letter, to indicate each person I spoke to and their background. It 

should be noted that, as a geographical outsider, I gained many of these contacts through my 

professors who are local experts in the field of art education. A brief description of their 

professional position and time in the field can be found on Table 3, below. Each interview was 

conducted on zoom, transcribed, and then a thematic analysis was conducted on the transcription 

data. The thematic analysis and a condensed version of the transcriptions are on Appendix B.  
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Table 3 - Interview Informant Professional Background 

Informant A  Position: Senior Advisor at the Finnish National Agency for Education. 
The National Agency for Education is tasked with updating and 
maintaining the national curriculum and learning standards. Informant A 
has been in this role for nearly 20 years. 

Informant B  Position: Senior Advisor at the Nordic Council of Ministers. Informant B 
is new to this role, having previously worked for the Finnish National 
Agency for Education. The Nordic Council of Ministers works out of 
Copenhagen, Denmark and the informant works on education 
development projects related to the Nordic region.  

Informant C Position: Professional Consultant for the Danish Ministry of Children and 
Education and Visual Arts Teacher. Informant C works at the Danish 
Ministry 20% of the time and teaches at a secondary school for 80% of 
the time. They are new to the role with the ministry but worked closely 
with the predecessor for a decade. Currently lives and teaches in a rural 
area in central Denmark.  

Informant D  Position: Visual Arts Teacher. Informant D teaches grades 3-7 (ages 9-14) 
in the capital region of Denmark. They have been teaching visual arts in 
Denmark for nearly 30 years. 

Informant E Position: Visual Arts and English Teacher. Informant E teaches at the 
lower secondary level in the capital region of Denmark. They previously 
taught music and have taught in various countries including Singapore 
and Hungary. They have been teaching for nearly 10 years, but are newer 
to teaching visual arts.  

Informant F  Position: Visual Arts Teacher. Informant F teaches at an international 
school in Helsinki and has been teaching art there for nearly 20 years. 
They teach all grade levels and are also part of an international school 
network across multiple countries.  

Informant G  Position: Visual Arts Teacher. Informant G teaches at a public visual 
arts-specific upper-secondary school in Helsinki and has been teaching 
there for six years.  

 

The interview data provides some background into art education in the Nordic context, 

specifically in Finland and Denmark. For one, there is a lot of freedom for how teachers conduct 
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their classes and lessons. For both Finland and Denmark, there are guidelines and frameworks 

from governmental agencies for what is expected that students should learn at the various 

educational levels, but there is a freedom of methods as to how to help students achieve the 

learning goals. Informant D indicates that over the three decades they have been teaching, there 

has been more freedom to teach what and how you want than ever before, and even suggests that 

it is maybe <a little bit too loose= (Appendix B, p. 7). Informant C suggested that teaching in 

Denmark is far more open than teaching in the US, for example, because a lot of trust is placed 

on teachers (Appendix B, p. 8). All five teachers, Informants C, D, E, F, and G each state that 

they make their own lesson plans and have the freedom to choose what and how they teach. 

There is one exception, in which Informant F has a list of artists, decided by the international 

school network, that must be taught in the final year of secondary school (Appendix B, p. 8-9). 

The previous grade levels have no such requirement at Informant F9s school.  

Each of the five teachers I interviewed create their own lesson plans and learning content 

for their visual art classes. Informant E explained that many novice teachers look to sites like 

Pinterest and Facebook for inspiration for their lessons and class projects (Appendix B, p. 

10-11). Additionally, there are two online platforms used in Denmark which are paid for by the 

school district that provide pre-made lessons and materials teachers may choose to use. However, 

Informant E finds them helpful, but restrictive and prefers to make their own from scratch.  

Due to the fact that each teacher who participated in the interviews writes their own 

lesson plans, they were able to provide valuable insight into what might be helpful in developing 

lesson plans and teaching tools for this project. All of the Danish art teachers, Informants C, D, 

and E, suggested creating lesson plans that are flexible due to the teachers needs. This is because, 

as stated in the interviews and data collected during field research as well, that while upper 

secondary visual art teachers are often qualified and educated in the arts, visual art teachers at the 

primary level have the highest percentage of under-qualified teachers in Denmark. For example, 

it is often the case that someone is teaching visual art who has not received any training in the 

subject. For these reasons, the Danish teachers I interviewed suggested creating in-depth lesson 

plans with detailed, step-by-step guides for someone who may not be trained in fine arts, despite 

that the interviewees themselves likely will not require such detailed information. Instead, all 

teachers, including those from Finland, agreed that including lots of photos, videos, links, and 

resources would be helpful to all teachers. Informant D suggested ensuring that the presentation 
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and other materials are editable, so that teachers can adjust and customize the teaching tools 

(Appendix B, p 12-13). Additional suggestions include integrating praxis, theory, and analysis 

(Informant C), art history (Informant F), and have clear goals and include options for 

differentiation (Informant E).  

When asked about diversity and inclusion in art education, the responses varied among 

interviewees. Informants C and E both indicate that while the curriculum guidelines from the 

government do not explicitly address diversity, individual teachers can choose to incorporate it in 

the classroom. Informant C suggests that incorporating diversity happens <naturally= because the 

art world is diverse. They go on to state that,  

<... in Copenhagen… for sure there9s these… diversity focus but if you come to where I 
live [rural central Denmark], it9s not much of a focus and… I mean it in a good, positive 
way that it9s not a problem and you can just do it if you want to, but you don9t have to 
talk about it all the time. So I hope you understand this in a positive way, even though 
I9m not explaining it so well= (Appendix B, p.13-14). 

This quote indicates that the perceived importance of diversity and inclusion may vary 

geographically for Informant C. From a governmental standpoint, Informant C states that while 

the visual arts curriculum has not been updated in Denmark since 2017, there is an update being 

worked on for the near future that will have some key focus areas including environmental 

issues, connecting with the natural world, and student well-being (Appendix B, p. 14-15). 

Diversity and inclusion are not one of the key focus areas. Informant A shared that the upper 

secondary visual arts curriculum in Finland is tasked with connecting to students9 cultural 

identities and that the most recent reform introduced the concept of transversal competencies, 

including ethical + cultural competence and global + cultural competence, which they suggest 

can be indirectly identified as a form of diversity and inclusion (Appendix B, p. 15-16). While 

the Nordic Council of Ministers mentions numerous inclusion efforts within the Nordic region, 

Informant B clarified that there is not yet a unified approach to diversity and inclusion efforts 

and that each country and region may approach the topic in different ways and may even 

interpret the term <inclusive education= differently (Appendix B, p. 16). They also shared that 

there is a social sector program related to inclusion for those with physical disabilities, but no 

current initiatives which focus specifically on inclusive education more broadly.  

While most of the teachers I interviewed viewed diversity and inclusion as something 

that happens naturally, Informant F is an exception. They described to me in detail the process by 
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which the artists to be studied, which is mandatory in the final year of secondary school, are 

selected by the international school network. The teachers are invited to send a proposal each 

year of suggested artists to study, and then a <mysterious group of experts= makes the final 

selection (Appendix B, p. 9, line 3). The informant noticed a trend towards overrepresentation of 

white men in the final selections and began keeping data on the demographic statistics of the 

artists selected each year. The data over those years was: 

 

Table 4 - Male vs. Female Artists (International School Secondary Curricula) 

Year Male Artists % Male Female Artists % Female 

2016 34 89.5% 4 11.5% 

2017 49 83% 10 17% 

2018 38 93% 3 7% 

 
After reviewing the data, Informant F sent in a new proposal in 2020 which included a 

note drawing attention to these statistics and the lack of diverse artists in past years. To make a 

point, they included no white male artists in their own proposal to the selection committee, 

instead submitting women artists and artists of color. Additionally, they suggested more 

gender-neutral language, such as using the term <humankind= rather than <mankind= in the 

curricula. While they did not receive a direct response to the proposal nor were any updated 

guidelines issued addressing the points brought up, the following year9s artist representation was 

more diverse. Informant F was the only teacher interviewed who could cite specific actions they 

had taken to address diversity in their classroom. In comparison, Informant E said that diversity 

is good, but if you9re going to teach Cubism, for example, you will inevitably teach Picasso, a 

white European male artist.  

Furthermore, Informant F suggests that while individual teachers can and do diversify 

their classrooms, they believe that systemic change requires regulations and demands from 

higher authorities and DEI plans with accountability standards. Currently, teachers at their school  

receive no training on how to approach diversity and anti-racism and have to seek out 

opportunities themselves. As such, the abilities of each individual teacher to address these issues 

will vary. They add that teachers should organize in unity and ask for training opportunities to 

25 



build competency in these areas, especially as Nordic classrooms continue to become more 

diverse. Additionally, Informant F discussed the possibility of incorporating diversity trainings 

within teacher training programs and possibly even mandating it at the government level.  

 

Analysis of Phase 1 Findings 

 In summary, the literature study conducted in Phase 1 clearly indicates that equity and 

inclusion are goals both within the global context, via the United Nations, and within the Nordic 

context, via the Nordic Council of Ministers. However schools are inequitable by design 

(Hammond, 2018) and the field of art education is eurocentric and dominated by whiteness 

(Bailey, 2023). While strides have been made in increasing diversity, equity, and inclusion in the 

field of art education, there is still plenty of room to grow. Culturally Responsive Teaching 

(CRT) practices, specifically, and Diversity Pedagogy Theory (DPT), more broadly, are 

meaningful tools towards building a more diverse and equitable teaching method in art 

education. As Hammond (2018) points out, CRT is not some sort of quick and easy solution. 

Rather, racism, implicit bias, and microaggressions are complex issues especially in educational 

settings and require robust counter-approaches. By incorporating DPT9s dimensional elements 

into the design of the curriculum will help to embed DEI approaches into the teaching materials 

developed for this project. 

 The fieldwork conducted during the previous internship semester illustrates that students 

of art education are seeking practice tools and activities as they grow in their profession. 

Additionally, an interest in social-emotional learning and how to address and incorporate 

diversity are the key points based on student conversations, feedback forms, and questionnaires. 

As Kantawala (2023) argues, art has unique capabilities to address these issues. Therefore, a set 

of teaching tools developed for teachers who are both new to the field and those who have lots of 

experience but are looking to incorporate more DEI into their classrooms.  

 The interview data shows that there are some similarities between the Danish and Finnish 

approach to diversity within art education. First, teachers in both countries agree that the national 

curriculum and standards are very open and teachers enjoy a freedom of methods when 

conducting their classes. In general, teachers prefer to create their own lesson plans and rarely 

use the teaching materials created by others, except for novice teachers who might utilize 

district-purchased materials or find projects on social websites such as Pinterest or Facebook. 
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Teachers are also in agreement that searching and citing photos and other media for presentations 

is a time consuming task, and stated that providing lots of media such as photos, videos, links, 

and additional resources in the lesson plans would be beneficial.  

Based on the interview data, it is evident that while there are varying degrees of 

comfortability in the subject of diversity, equity, and inclusion, there is a need for this type of 

work within art education. On one hand, some informants made statements such as <I don9t plan 

for diversity= and that they just let it happen <naturally,= which indicates that diversity is not at 

the forefront of lesson planning and curriculum development in art education for those 

individuals. Miller Dyce & Owusu-Ansah (2016) argue that diversity education does not happen 

naturally and that teachers must be explicitly taught through critical strategies how to address 

diversity and corresponding issues within their classrooms. Recall when Informant C insinuated 

that diversity is a Copenhagen problem, but not really a conversation that needs to be had in 

more rural areas of Denmark. This sentiment alludes to the antiquated idea that addressing 

diversity, equity, and inclusion is just for inner-cities, rather than for everyone. Additionally, this 

points to the concept of Nordic exceptionalism, in which the Nordic countries are exempt from 

having to discuss race and anti-racism and, ultimately, outsiders to the DEI conversation due to 

the false claim that the Nordics are full of <good citizens= incapable of racism (Loftsdóttir, 2012, 

p.2).  

Additionally, Informant E mentioned that they prioritize teaching different materials and 

techniques rather than different artists, and then went on to describe the exception being when 

teaching a specific art period, citing Picasso as the obvious choice for Cubism. This type of 

sentiment reinforces the eurocentrism of art history and fails to recognize the strong influence of 

African art on Picasso, Cubism, and countless other <European= art movements. As Murrell 

(2008) writes, <In the contemporary postcolonial era, the influence of traditional African 

aesthetics and processes is so profoundly embedded in artistic practice that it is only rarely 

evoked as such.= Denmead (2024) also writes that the history of Europeans attempting to go to 

some <primitive= state by looking to African and Indigenous art is entirely problematic, while 

also dismissing the ways in which non-male non-white artists contributed to the field. When it 

comes to curricular choices within art education, no choice is neutral and by using the lens of 

Diversity Pedagogy Theory we can push back on the narrative of white, eurocentric art history 

which dominates the field.  
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Even interview respondents who do plan for diversity agree that more DEI resources in 

art education is an important topic. While Informant G acknowledges that the art education 

curriculum is historically male and white dominated and that while one lesson plan won9t 

produce systemic change, lesson plans are in essence a <shadow curriculum,= and the images that 

students see and the artists they learn about through lesson planning efforts have the capacity to 

produce positive change even if national curricula remain broad with no specified DEI efforts in 

place (Appendix B, p. 17). Therefore, the importance of increasing diversity with lesson plans is 

a supported approach to the problem for some teachers who are aware of the lack of diversity. 

Keeping in mind that this is the same teacher who made explicit statements against racism in the 

interview, attended an anti-racist teacher training, and ensured artists from diverse backgrounds 

were represented in their curricula. Therefore, even those who are already doing DEI work 

within art education still argue that there should be more readily available tools to expand the 

work.  

 Comparing the feedback during previous field research with students of art education and 

most of the teachers and employees of government entities interviewed, a conclusion may be 

drawn regarding a difference in generations. Generally, the students of art education in the 

university college are younger, in their 20s or so, while most of the people interviewed for this 

project had decades in the field, indicating a generational gap. While most of the younger 

students of art education were explicitly asking for ideas and resources to incorporate DEI in the 

field, there was a more mixed response from the teachers who have more experience and are a bit 

older. However, it is important to keep in mind that a limitation of this study is the small sample 

size of interview participants, and it is therefore difficult to draw concrete conclusions.  

 While Respondent F points out that lesson plans do serve an important role in the ability 

to support DEI within art educational settings, it9s also true that lesson plans featuring diverse 

artists alone do not automatically drastically change a learning environment to be equitable or 

inclusive. As both Respondent F and Miller-Dyce & Owusu-Ansah (2016) argue, more needs to 

be done to educate teachers in their pre-service training programs, continued professional 

development throughout teachers9 careers, and guidelines or mandates from governmental 

agencies to ensure diversity, equity, and inclusion are at the forefront of educational expectations. 

Lesson plans are a helpful tool, but teachers must be trained in how to use the tools correctly.  
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Phase 2 - Design Proposal 

 

In Phase 2 of the DBR process I created a design proposal to share with the stakeholders 

using the information gathered in Phase 1. First, a set of design principles were set based on the 

feedback from the previous phase, then the ideation process began with sketching and 

brainstorming solution ideas. Once artists were selected, they were contacted with an invitation 

to co-create the lesson plans and materials. Then, mock ups were created digitally so that users 

can test the product in Phase 3.  

 

Design Principles 

 As a result of the data compiled in Phase 1, a series of design principles were set forth for 

the lesson plans. As Baumgartner and Bell (2002) outline, there are three key principles to focus 

on in the design process: the audience, the selected model, and the characteristics of the design. 

The audience for the lesson plans for this project are visual arts teachers in the Nordics, 

specifically for a Danish and Finnish audience. Additionally, the guiding educational theory 

behind the lesson plan development is Diversity Pedagogy Theory, and the instructional design 

model follows Bloom9s Taxonomy, which will be discussed in further detail. Lastly, the 

characteristics of the design are in response to the interview data: 

1. The lesson plans and resources will be available in an open-source format so that teachers 

and others can make copies of the materials and edit to suit their specific needs. 

2. Lesson plans are written in detail for a novice teaching audience, with the understanding 

that veteran teachers may skip the written instructions and choose to use the images and 

resources instead.  

3. Include many images, videos, links, resources, assignments, and printables with citations.  

4. Each lesson plan will be designed for different age levels to offer something for all grade 

levels in primary and secondary school.  

5. Each lesson plan will include the study of a contemporary Nordic artist from a 

marginalized background, to illustrate the diversity currently present in the region. 

6. Each artist will be contacted to collaborate in the process of co-creating the curricula so 

that they have a voice in the way that their work is represented and to avoid the <stealth 
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narcissism= Denmead (2024) explains can occur when white educators attempt to create 

the future of art education without centering whiteness.  

  

During Phase 2 of the DBR process, three lesson plans with accompanying teaching tools 

were developed through ideation, sketching, and creating mock ups of the materials. Ideation and 

sketching were used to work through initial brainstorming sessions to develop rough drafts 

(Hartson & Pyla, 2012). Mock ups were then created as a <thing to think with,= so that an actual 

prototype could be sent to users to test out in Phase 3 (Brandt, 2005). Each lesson plan begins as 

an artist study of a contemporary Nordic artist from a marginalized background. Each of the 

three artists were informed of their involvement in the project and invited to view the materials, 

provide feedback, and interview. Each artist responded differently and, therefore, the level of 

artist involvement varies between the lesson plans. However, each artist gave their explicit 

consent to be included in the lesson plans for this project. Additional literature from the field of 

curriculum studies and art education helped shape each lesson plan and the teaching tools to 

ensure that they align with current best practices.  

 

Ideation + Sketching 

 The search for artists to study in the lesson plans began by considering which 

marginalized groups to focus on. For this project, artists from cultural backgrounds in which they 

are the racial and/or ethnic minority were selected. This is based on interview feedback stating 

that Nordic artists of color are often overlooked and face underrepresentation in the world of 

visual arts, especially in the Nordic region. Additionally, one criteria is that the artists be 

contemporary, meaning that they are currently living and making work today. As Denmead 

(2021) points out, Western European Enlightenment thinkers represented Black, Indigenous, and 

Asian people as set back in history and this extends to art history as well. He states, <setting the 

chronometer of history at zero is fundamental to the pedagogic formation of White subjectivities 

at the heart of various colonial and neocolonial projects= (p. 132). Rather than the study of 

people of color from the past, contemporary artists were selected to embrace what Denmead 

(2021) calls <resisting the single narrative= which <extends to decolonizing curriculum and 

pedagogy in visual art settings= (p. 136). Three artists were selected for this project: 
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1. Inga-Wiktoria Påve is Sámi, which is the indigenous tribe within northern Finland, 

Sweden, and Norway. She is a multimedia artist who works primarily in drawing and 

painting.  

2. Jeannette Ehlers is an Afro-Danish artist whose sculptures, installations, and 

performances draw attention to the colonial history of Denmark, specifically within 

Trinidad and the Caribbean in general.  

3. Inuuteq Storch is a Greenlandic Inuit photographer and archivist. His work addresses the 

lack of indigenous representation in historical photography within Greenland, which has 

been colonized by Denmark.  

The selection process was determined by their breadth of work, accessibility to photos and/or 

videos of their work via websites and social media, and to help create a wide variety of curricular 

connections, age levels, topics, and art media. The selection process is inherently biased, and 

should be taken into account as well. Each time myself, or any teacher, makes a decision about 

which artists to highlight and bring forth, others are left behind.  

 The artist selection was a part of the brainstorming process, by which many different 

ideas for different artists were charted and decided on. Once the artists were selected, a deep dive 

of their work was done to understand the context of their current and past artworks, their 

processes, and key themes of their work as a whole. Ideas of what the creative output from 

students might be were also charted. This was first done on paper, then on the computer to begin 

uploading links and other digital sources. Examples of the sketching and ideation process can be 

found on Appendix F. Utilizing my past experience in curriculum development, I drew on 

previous knowledge and the feedback from teachers in Phase 1 to plan out the content with a 

methodical approach, considering both the teacher and the student9s needs.  

 Through this process of ideation and messy brainstorming, the lesson plan content was 

further refined by determining the project outputs and appropriate age groups. Based on the 

content of the artists9 work, the lesson plan featuring Inga-Wiktoria Påve is a painting project for 

ages 5-10, the lesson plan featuring Jeannette Ehlers is a performance work for ages 10-14, and 

the lesson plan featuring Inuuteq Storch is a personal archive collection for ages 14-18. 

Additionally, each lesson plan contains both an aspect of creation, perceiving, and reflecting. 

According to the resource, Planning Curriculum in Art and Design, <humans interact with art and 

design in primarily two ways - producing (creating) and responding (perceiving and reflecting) - 
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and through these modes, students develop and demonstrate their understandings= (Pontius, 

2013, p. 67). In this ideation and sketching exercise, determining how students will produce a 

creative output and also perceive and reflect upon the artist9s work and their own was crucial 

towards preparing for the next stage of designing mock-ups.  

 Additionally, the Diversity Pedagogy Dimensions (Sheets, 2009) were considered 

throughout the lesson planning process. Specifically, #1 Diversity/Consciousness of Difference, 

#6 Culturally Inclusive Content/Knowledge Acquisition, #7 Instruction/Reasoning Skills, and #8 

Assessment/Self-Evaluation are dimensional elements that were explicitly addressed.  

Mock Ups 

 The mock ups were created within a Google Drive format in order to promote 

adaptability, which is something that the teacher interviews revealed. For example, teachers can 

create a copy of each document, and then change, delete, and add their own content using what is 

provided as a base. There are three main folders with the title of each artist, and each folder 

contains a written lesson plan with suggested activities, timelines, and references; A presentation 

that correlates with the lesson plan; And a sub-folder containing resources, such as descriptions 

of activities, relevant articles, and videos. 

 

Fig. 4 - Artist-Specific Lesson Plan Folder 

 

As Brandt (2005) notes, these mock-ups serve as a prototype, a <thing to think with,= 

which teachers could explore, interact with, and try with their students. Rather than existing only 
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as an idea or sketch, they were created with the user in mind and, thus, the mock-ups for each 

artists9 learning materials were created with age-appropriate fonts, resources, and language in 

mind. The aesthetic style of each presentation is different depending on the associated age group, 

and the teaching content designed for art teachers at the novice level while recognizing that 

experienced teachers may use and adapt the content to suit their needs and teaching style.  

Every teacher lesson plans a bit differently, because every teacher, classroom, district, 

and group of students are different. The way that I lesson plan is deeply connected to my 

previous experience teaching in a large school district in an urban city in the US South. When 

attempting to lesson plan for a new and different audience, I focused on Bloom9s Taxonomy 

through Anderson et al.9s (2001) updated version which organizes different ways of cognition 

into a scale from lower-order to higher-order thinking. Lower-order thinking constitutes 

exercises such as remembering facts and summarization. Higher-order thinking involves 

analyzing, evaluating, and creating. This is not to say that lower-order thinking based on Bloom9s 

Taxonomy is invalid or unimportant. Rather, the lesson plans flow in a way that presents 

information for students to build upon the lower-order thinking and then begin to analyze the 

artist9s work, create their own artwork, and self-evaluate as well. In this way, the materials are 

scaffolded using Bloom9s Taxonomy to reach the higher-order thinking skills.  

The teacher interviews from Phase 1 revealed that finding, vetting, and compiling 

resources is a time consuming task that teachers said would be helpful to include in the lesson 

plan materials. Therefore, each lesson plan contains a folder with various additional resources 

that might be helpful in carrying out the project. Some examples include critical visual analysis 

activities from Project Zero from Harvard University (PZ’s thinking routines toolbox), activism 

topics to explore (Liz et al. 2023, pp. 223-224), a fact sheet of Indigenous issues (United 

Nations, n.d.-b), an archives for artists handout (Archives for Visual Artists), performance art 

teacher guide (UCLA), additional videos from the artists, and pre-made but editable reflection 

worksheets. An example of what the additional resources folder looks like is below, where the 

numbers in the title correlate to the activities in the order that they are presented in the lesson 

plans. All of the lesson plans, presentations, and additional resources can be found in Appendix 

C.  

 

Fig. 5 - Additional Resources Folder 
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Artist Communication/Involvement 

In order to aid in the desire to co-create the lesson plans with the artists themselves, each 

artist was sent an email with information about the project and the inclusion of their work in 

lesson plans. They were also invited to view the materials, provide feedback, and interview. The 

hope was that the artists might be willing to participate in the creation and editing of the lesson 

plan pertaining to their artwork so that they could provide valuable input in ensuring that their 

work was presented in a way that aligned with the artist9s intentions and ideas. As Denmead 

(2024) argues, it9s always risky and sometimes counter productive when white people and 

scholars are the ones trying to envision the future of art education without whiteness at its center. 

He warns to steer clear of <stealth narcissism= where white folks claim anti- or non-racism to set 

themselves apart from other whites. It is for this reason that the artists were invited to co-create 

the lesson plans of their own work, so that I as a white person did not misrepresent their work or 

infuse my inherent implicit bias into the materials. Additionally, part of the Design-Based 

Research process includes collaborating with external stakeholders to contribute their specific 

knowledge and skillset to the project.  

However, in the end, each of the artists were unfortunately unable to contribute to the 

lesson planning process. Two artists responded to the requests directly and expressed excitement 

in their work being included in the project and encouragement for its completion. They both said 
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that they wished they were able to commit to co-creating or at least reviewing the materials 

before the due date, but their work schedules were too busy. Another artist9s agent contacted me 

and expressed a similar sentiment, that they would be unable to participate due to their busy 

schedule. This is understandable, as artists often are working through multiple deadlines and the 

length of this project was relatively short. It is possible that with more notice, artists might have 

a greater possibility of participation in such a co-creation endeavor in the future.  

 

Analysis of Phase 2 Findings 

 The six design principles created in response to the thematic outset from Phase 1 guided 

the work through Phase 2 to create the design of a set of tools for teachers to use that may help 

them incorporate the study of diverse artists in their work with students. Although there was 

some hesitancy on my end in creating teaching materials as an outsider, I relied on the teacher 

feedback from Phase 1 along with my professional experience in curriculum development to 

create a digital mock up that can be edited and transformed by users.  

 Unfortunately, the three artists selected were unable to participate in the co-creation 

process due to their busy schedules. As co-creation was a design principle in order to avoid 

<stealth narcissism= (Denmead, 2024), it is a weakness of this project that it was not possible to 

engage with the artists in that way. By choosing to highlight individuals from marginalized 

backgrounds within the Nordic region and include them within the process, an attempt was made 

to decenter myself, a white educator. Additionally, by attempting to co-create and ask for their 

consent for their work to be used, a dialogue between researcher and artists was forged, whereas 

most artists who have lesson plans written about them and their work are rarely consulted 

beforehand.  

 

Phase 3 - Intervention 

 

Phase 3 includes testing the product developed in Phase 2 with users to elicit feedback for 

future iterations and generate new knowledge. The feedback from the intervention in Phase 3 

guides the research into Phase 4 where the design is further reflected on.  
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Testing the Product 

 During Phase 3 of the DBR process users were invited to test out the lesson plans and 

teaching materials and provide feedback to improve on the initial iteration. The Google Drive 

folder containing the materials for each of the three artists were sent to the five art teachers who 

were previously interviewed (Informants C, D, E, F, and G). During their interviews in Phase 1, 

each teacher gave consent to be sent the materials and agreed to take the time to review them 

and/or try them out with students if time allowed.  

 As it was agreed beforehand, teachers did not have the time for additional interviews, so 

in lieu of a one-on-one virtual or in-person interview, teachers provided written feedback via 

email. The email containing the resources was sent shortly after our initial interviews were 

completed and a due date for feedback was set. Additionally, in the email there were questions to 

guide a semi-structured response so that teachers could share their thoughts while also ensuring 

the responses were aligned with the research aims (Brinkmann & Kvale, 2018). A full transcript 

of the email sharing the material and eliciting responses can be found on Appendix D.  

 

Table 4 - Semi-Structured Email Interview Guide 

● What is your initial impression of the materials you reviewed? 
● What do you like about the lesson plans and teaching tools? Is there anything included that you might 

benefit from? 
● Do the lesson plans and teaching tools help you feel better equipped to teach about diverse artists in your 

classroom? Why or why not?  
● What do you feel is missing from the lesson plans and accompanying teaching tools? What could I add 

to make your experience with them better? 
● Do you think the artists and lessons would be of interest to your students? Why or why not? 
● Any other thoughts, feelings, feedback, or concerns.  

 

 

Interview Users 

Each of the five teachers provided written responses and feedback to the teaching 

materials: Three Danish teachers and two Finnish teachers. Due to the timeframe of this project 

aligning with the end of the school year, no teachers were able to test out the learning materials 

with students, though a number of them said that they would like to the following school year. 

Therefore, all of the written feedback is based on the teachers9 response to the materials, rather 

than students.  
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 A thematic analysis of the responses, which can be found on Appendix B, was conducted 

in order to code the feedback and make note of overarching trends (Braun & Clarke, 2022). In 

general, the feedback was positive and teachers appreciated the combination of lesson plan, 

accompanying presentation, and folder of resources as a bundled set of materials. Additionally, 

respondents reported that the lessons were suitable for both art teachers and general education 

teachers alike. Similarly, they found the lesson plans helpful for novice teachers with the 

step-by-step instructions and additional resources, while they themselves as experienced teachers 

would use them with minor adjustments. Teachers used words such as <inspiring,= <excellent,= 

<relevant,= <interesting,= and <exciting= to describe the materials as a whole and three of the four 

respondents said that they plan on using one or more of the lesson plans in their future teaching 

practice.  

 Four of the five respondents zeroed in on the Jeanette Ehlers lesson plan which is 

designed for ages 10-14 and for which the artistic output is a live or recorded performance piece 

centering on a social justice topic of the students9 choice. This was somewhat random, as there 

were no directions to focus on a specific lesson plan within the feedback request email. 

Unfortunately, there was no specific feedback for the other two lesson plans focusing on 

Inga-Wiktoria Påve (ages 5-10) or Inuuteq Storch (ages 14-18). Some respondents mentioned 

that they chose to focus on the Jeanette Ehlers lesson plan because they were already familiar 

with her, or because they teach the same age group, or because they were interested in the 

concept of teaching performance art.  

 Teacher respondents gave some specific feedback on how the Jeanette Ehlers lesson plan 

might be improved based on their experience and expertise in the field. One respondent 

suggested providing resources for helping guide students through difficult and emotional topics, 

since the lesson is centered around student-selected social justice issues. They pointed out that 

while some students may have discriminating beliefs, other students might have experience of 

receiving prejudice and bullying, so building sensitivity awareness could be beneficial in this 

lesson. Additionally, another teacher explained that students they have worked with in the past 

find performance art to be very abstract and while some enjoy that aspect, other students seem to 

hate it. A few respondents suggested the lesson plan could use more scaffolding to make the task 

of creating a performance piece more manageable for students, such as giving specific 

constraints to the assignment, incorporating more examples into the presentation, or providing 
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cards with sentence stems to help students brainstorm ways to create and critique performance 

artworks.  

 

Analysis of Phase 3 Findings 

 Based on the feedback art teacher respondents provided, it is clear that while there were a 

lot of positive impressions overall, there is still room to improve upon the lesson planning 

design. The feedback can be categorized into two types: usability feedback and content feedback.  

 Teachers appreciated the usability of the product and the ability to edit and change the 

learning materials based on their specific needs. While the teachers are experienced and made 

mention of wanting to use the materials themselves, they also noted that they were detailed 

enough for a novice teacher to use the materials as well.  

The content feedback is mostly focused on the Jeanette Ehlers lesson plan as that is the 

lesson most respondents took a closer look at. The suggestions from teachers are incredibly 

relevant and should be taken into consideration for further iterations. For example, editing the 

presentation to include more examples of performance art, creating printable cards for 

brainstorming purposes, and providing ideas for constraints of the final product. Based on the 

feedback, this lesson should also include information on how to facilitate critical conversations 

about social justice with students and age-appropriate resources for combatting discrimination 

and prejudice in the classroom.  

 Another solution could be to adjust the age group for the Jeanette Ehlers lesson plan. As 

much of the feedback regarding concerns with the Jeanette Ehlers lesson plan was centered 

around the specific age group, it might be more age-appropriate to complete this lesson plan with 

older students, 14-18 for example. However, simply adjusting the age group does not negate the 

other points of improvement previously addressed.  

 In relation to gathering feedback in general, clearly the data collection is skewed towards 

more heavily providing notes on the Jeanette Ehlers lesson plan and very little on the other two. 

Going forward, each respondent could be assigned a specific lesson plan to focus on while still 

having access to the others in the process. This way, there would be an in-depth analysis of each 

lesson plan, while also providing teachers with all of the teaching materials.  
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Phase 4 - Visual Design 

 

After testing the design in Phase 3, the resulting information guides Phase 4 through three 

key elements to consider: what might be changed for future iterations, how might the tool scale 

and be applied to different scenarios, and a discussion of the theory that has been generated 

through the DBR process.  

 

Future Iterations 

 In addition to the feedback from teachers described in the previous section, there are 

some supplementary changes that would make the product more accessible and useful for future 

audiences. First, the issue of language must be addressed. The current iteration only exists in 

English which is a fact that prohibits its use in a wider context. Due to the internationality of this 

project, it could be translated into all of the Nordic languages to make it more linguistically 

accessible for both teachers and students. According to The Nordic Council of Ministers, the list 

of both official and cultural languages include: Danish, Finnish, Faroese, Greenlandic, Icelandic, 

Sámi, and Swedish (The Nordic languages). While this was beyond the scope of possibility for 

this particular project, it would be greatly beneficial to offer the materials in multiple languages. 

 Second, future iterations could include testing the materials with students and gaining 

their insight as well. The scope of this project was to create materials for teachers, but all 

teaching tools are essentially for the benefit of students and, therefore, it would be helpful to 

know what students liked or what they would change. By teaching with the materials, this might 

also lead to more in-depth analysis from teachers when they have the opportunity to use the 

product rather than imagining using it.  

Third, future iterations should be tested with novice teachers since the lesson plans and 

materials were created with them in mind. Due to the limitations of this project, all of the 

teachers involved in this project have several years of experience in the field who provided 

valuable feedback. However, being able to test and elicit responses from the target audience of 

the lesson plans would be ideal in further iterations of this design and the DBR process.  

 Lastly, additional iterations may benefit from a pre- and post- feedback form for teachers 

and students to fill out before and after teaching the specified lesson. As evidenced in the 

interviews, there is a wide variety of comfortability in teaching diversity within fine arts 
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classrooms and tailoring the feedback guide may lead to more thorough responses. Additionally, 

with a pre- and post- lesson form for students, it could help assess how the lessons impacted 

feelings of inclusivity and equity within the classroom and lead to more concrete data about the 

impact of the mini-curriculum developed.  

 

Scalability 

 Due to the nature of the Google Drive platform, the lesson plans and learning materials 

are inherently adaptable. In this sense, teachers could translate the materials on their own if 

needed, edit the slides in the presentation to match their own aesthetics, and opt to change the 

learning exercises to better suit their teaching style. As Clark et al. (2006) point out, <the 

automation or one-size-fits-all model does not fit when scaling up in education because a 

pedagogical strategy that is successful in one particular classroom setting with one particular 

group of students frequently will not succeed in a different classroom with other students= (p. 

27). This is because every classroom, teacher, and set of students varies and will have different 

needs. For example, promoting scalability requires considering class sizes, student motivation, 

teacher preparation, and learner academic achievement (Clark et al., 2006, p. 32). Empowering 

teachers with the option to adapt and change the materials to their liking may help with 

scalability. The positive feedback from teachers based on the usability of the product suggests 

that teachers are more likely to utilize a resource that they can personalize to their own classroom 

and teaching style. Therefore, ensuring that lesson plans and materials such as those designed in 

this project may have a greater possibility to scale when teachers can customize them.  

 

Generate Theory 

 As evidenced by the feedback gathered in Phase 3, there is a need and appreciation for 

such teaching tools within the field of art education in the Nordic context. In the initial 

interviews, teacher respondents reported that they do not use lesson plans from sources other 

than themselves, even if there are resources available and provided by their school districts. 

However, upon receiving the materials developed in this project, the majority of teachers 

reported that they plan on using the materials with students in future classes. With adaptability 

and scalability in mind, it is possible for teachers to tailor the materials to their specific contexts, 

whether that be varied class sizes, age groups, teaching languages, and personal aesthetics.  
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 Due to the iterative process, it is an expectation of the DBR framework that the first 

version will require further rounds of iteration, testing, and processing feedback to continually 

improve. In this sense, the materials would benefit from another round or two of the DBR 

process. Additionally, users offered meaningful suggestions for improving the Jeanette Ehlers 

lesson plan that would lead to a further adaptation of the materials. However, based on the 

feedback from users, it is clear that adaptable lesson plans and accompanying teaching tools 

featuring diverse artists are appreciated by fine arts teachers in the Nordics.  

 Lastly, referring back to Henriksen & Ejsing-Duun9s (2022) table with suggested 

strategies for expanding the impact of DBR projects, I argue that this project falls into the 

<expansive implementation= category which <provide[s] presentations, designs, or training 

efforts to provide opportunity for others to implement the solution in new contexts= (p. 243). 

Rather than this project only existing within the project foci, the resulting materials can be shared 

and used with others outside of this project. The digital teaching materials will be published on 

my website so that teachers can use, edit, and share the teaching tools freely. 

 

Discussion 
 

 During this project, I had the following question in mind: How might the development of 

teaching tools help support the professional development of teachers in Nordic countries to 

incorporate DEI in fine arts classrooms? Based on the findings throughout the DBR process, it is 

evident that teachers appreciate pre-made lesson plans featuring diverse contemporary artists, 

especially when they are editable and can be easily customized. Even though most of the 

teachers interviewed initially reported that they do not use lesson plans created by anyone other 

than themselves, 80% of the teachers agreed that they plan on using the materials developed 

during this project in the future. When lesson plans are well-developed and customizable, 

teachers may be more willing to rely on others for teaching materials, so long as they are not 

<copy-paste= Pinterest lessons (Appendix B, p. 13).  

 However, this project also brings attention to the fact that teachers need more training and 

resources for addressing DEI issues in their classrooms and curricula. On one hand, the 

government entities interviewed indicate that art education should incorporate student identities 

and cultural competencies, and, yet, teachers report a lack of diversity and representation within 
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the art curriculum. Similarly, the respondent from the Nordic Council of Ministers points out that 

different countries interpret the meaning of <inclusive education= in different ways, meaning that 

there is no consensus of what the term means or what it looks like in practice. There is a clear 

discrepancy between what the government is expecting on the national curriculum guidelines 

level and what teachers are actually doing in their classrooms. As Respondent F illustrates, they 

had to seek their own diversity training outside of the educational system because it was a 

self-identified area of growth for them, not because it was a requirement or even elective 

professional development opportunity. The concept of Nordic exceptionalism plays a role in this 

discrepancy, as there is plentiful research on the importance of DEI in the field of education, yet, 

there is a lack of guidance, requirements, and resources provided to the teachers who contributed 

to this project. Additionally, some teachers stated that while DEI is good in theory, they did not 

plan for diversity within their classrooms, or felt that diversity is something for people in other 

places but that it is not needed where they live. The idea that the Nordics are a post-racial haven 

of good citizens where DEI is unnecessary is a fallacy of Nordic exceptionalism.  

 This sentiment connects to the suggestions from teachers for improving the lesson plans, 

specifically the one featuring artist Jeanette Ehlers. The concerns from teachers about addressing 

activism topics with students of that age sheds light on the need for teaching materials for both 

teachers and students about how to facilitate such conversations and handle issues as they arise 

in constructive, honest, and courageous ways. Developing professional development 

opportunities and tools for teachers and students in the Nordic region to explore DEI further, in 

addition to the art lesson plans, may be beneficial.  

 Touching on another important point in this project: the empirical data from the teacher 

interviews illustrates that diversity, equity, and inclusion are not at the forefront of the lesson 

planning process for most (but not all) of the teachers interviewed. At the same time, DEI efforts 

are a major focus in art education research specifically, and in education research more broadly. 

While the sample size of teacher respondents for this project is small, it does point to a tension 

between current trends in the field and what teachers in the Nordic region are, and aren9t, doing 

about DEI in their classrooms. Whether because of Nordic exceptionalism, the belief that 

diversity is a city problem (Appendix B, p. 14, lines 20-25), it is clear that some teachers believe 

that DEI is not something they need to intentionally plan for. However, when offered 
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customizable, diverse lesson plans that touch on DEI topics, teachers are receptive to use the 

materials.  

 This project also touches on an important truth about teaching. Lesson plans are simply 

tools, the teacher is what makes a lesson magic. I do believe that increasing diversity within the 

art education curricula is inherently beneficial to the field. However, there is no way of 

determining how a lesson plan will impact a teacher9s practice or how those lesson materials will 

be presented to students. Therefore, it is difficult to track student feelings of diversity, equity, or 

inclusion as a result of more diverse curricula. By creating more diverse content for teachers to 

use, one can hope that there will be increased feelings of DEI in classrooms. As Respondent F 

mentioned, there would need to be more training and potentially mandates in order to ensure 

teachers are including diverse representation and other DEI efforts. However, as we can see in 

the Phase 1 interviews, teachers in the Nordic region receive a high level of trust from the 

government and their communities and, therefore, have a freedom of methods in the way they 

teach their content. As Respondent F described lesson plans as <shadow curriculum,= I hope that 

this project serves as a contribution to the field by empowering teachers to incorporate more DEI 

approaches within their classrooms.  

 

Conclusion 
 The research question guiding this thesis was: How might the development of teaching 

tools help support the professional development of teachers in Nordic countries to incorporate 

DEI in fine arts classrooms? Through the Design-Based Research iterative process, a set of 

lesson plans and teaching tools featuring diverse, underrepresented, contemporary artists from 

the Nordic region was created to aid Nordic teachers. There were a number of aspects teachers 

liked about the materials and some critical feedback was received in order to further iterate and 

improve the teaching tools.  

 Teachers appreciated the teaching materials9 usability in that the format allows for 

customization and editing to tailor the product to each teacher, classroom, and student learner. 

Despite initially stating that they did not use lesson plans designed by anyone but themselves, 

teachers were receptive and even excited about the materials designed, indicating that by 

providing quality content and leaving enough room for customization, even experienced teachers 

might rely on outside lesson plans.  
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 However, some of the materials do require additional amendments, which would be 

addressed in future iterations of the DBR cycle. Some of those updates include providing 

materials to better equip both teachers and students for tackling sensitive topics such as human 

rights and activism. Furthermore, providing more options for scaffolding the performance art 

assignment with the Jeanette Ehlers lesson plan to help guide students and teachers who are new 

to the medium would be a beneficial revision.  

 Additionally, more would need to be done beyond expanding access to diverse lesson 

plans and teaching tools to ensure that DEI is incorporated with Nordic art education classrooms. 

As it currently stands, there are no requirements to include diversity and inclusion from a 

government or school district standpoint. Therefore, teachers are left to decide for themselves if 

and how to incorporate the topic within their classes. As the informant from the Nordic Council 

of Ministers highlighted, there currently is not a defined consensus of what <inclusive education= 

is within the Nordic countries. Using current research in the field of art education on the 

importance of incorporating DEI and how to do so would benefit these efforts. As the teacher, 

Informant F, points out, it might be necessary for there to be mandated classes at the university 

level for teacher education programs, and mandates or guidelines from the government to ensure 

that diversity, equity, and inclusion are brought into the curriculum.  

 Further research in this topic could include additional iterations of the materials, 

including translating the materials for the various languages within the Nordic region. Testing the 

materials on students and eliciting their feedback would also be crucial, as students should be at 

the forefront of educational research. Similarly, increasing the sample size of teachers and 

including novice teachers to provide feedback would benefit this topic. Lastly, as co-creation 

with the artists was a key goal of this project but was not possible within the given timeframe, 

the ability to work with artists to garner their feedback would be incredibly insightful. Working 

with artists, teachers, and students to create lesson plans and teaching tools centered on the artist 

studies of diverse artists from marginalized backgrounds is a direction to take this project further.  
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