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Abstract 

 

Colorful Marks: Past and Present Perceptions of the Development and 
Use of the Colored Crayon 

 

Amelia Kate Fleming, MA 

The University of Texas at Austin, 2017 

 

Supervisor:  Paul E. Bolin 

 

This study investigated how the crayon has become a staple in schools and 

American childhood since its introduction in 1903 by the company of Binney and Smith 

(Crayola). At the dawn of the 20th Century Edwin Binney and C. Harold Smith began 

investigating the materials found within schools and seeking opportunities to improve the 

waxy sticks. The company’s most notable product was the Crayola, which has not only 

become synonymous with the word crayon but has found a deeply rooted place in 

America’s history. The goal of this research was to provide a narrative for a material that 

is often overlooked but utilized in classrooms, specifically art settings, throughout the 

United States. It also considers how the Crayola Crayon has impacted art education 

curriculum and speculates about the future implications of this common drawing 

implement.  

This study used historical interpretation of archive data from the Archives Center 

at Smithsonian Institution’s National Museum of American History in Washington, DC. 
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An investigation of archived data, antiquated textbooks, creativity resources, and other 

available ephemeral items shed light on individuals and resources that have been 

overlooked since the Crayola Crayon’s inception. Using historical investigation, two sets 

of data were put forth and explored through information gathered from the archive and 

other available sources. First, study was made into the historical evolution of the Crayola 

Crayon and the many advances made by Binney and Smith in efforts to support their 

product. Second, a detailed investigation was made into the available classroom 

textbooks and curriculum centering around the crayon, including auxiliary creativity 

resources. This research concluded with a reflection detailing the challenges that occur 

when conducting historic research and some avenues of the Crayola Crayon that are yet 

to be explored.  
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Chapter 1:  Scribble1: Introduction to the Study 

Black, blue, brown, green, orange, red, violet and yellow—this is likely the first 

set of color crayons we encounter. At a very young age, a loved one may have wrapped 

your tiny fingers around these wax and pigment mark makers, encouraging you, a 

toddler, to color and draw, to make lines and scribbles. It may have taken several 

attempts, but eventually streaks of color flew across the paper and your face lit up with 

delight.    

Crayons have become synonymous with childhood. They are easily described as a 

small drawing or writing material that leaves a colored wax marking on a surface 

(ranging from paper to walls). Individuals are typically exposed to crayons early in life, 

beginning when fine motor skills are developing. Recently, adult coloring has even 

become a trend, enabling individuals to de-stress, reminisce about childhood, and take a 

break from our overloaded world of digital technology.  

The crayon has taken many forms in the last century, but there is much 

speculation about its initial origin. In 1903, the company Binney and Smith introduced 

the Crayola (which would eventually become the company name) for drawing purposes 

in a pack of eight colors (Crayola, n.d.). Today, Crayola is not just known for its wax 

crayons, but is regarded as a leader in childhood imagination and creativity, and the word 

                                                
1 The titles of each chapter are an homage to the work of Viktor Lowenfeld and his contributions to the 
field of art education and his work studying the artwork of children. 
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alone is synonymous with crayon. As a material that is easily recognized by not only 

sight but also smell and touch, crayons offer a sense of nostalgia for those beyond the age 

of utilizing them. However, as common place as the crayon may be, there is little 

information available about the events surrounding their creation and the shape they have 

taken today.  

This study answers questions surrounding why crayons were created, how they 

gained such popularity, and how they have stayed relevant to our world for more than a 

century. Furthermore, this investigation explores the role crayons have played in the 

evolution of the American school system and childhood development. If you were to 

view a supply list for children entering kindergarten through fifth grade, it is likely that 

crayons are on the list. As crayons became a product with a large market and wide area of 

distribution, Binney and Smith played a critical role in promoting the popularity of the 

crayon. In 1998, the Archives Center at the National Museum of Natural History acquired 

a large collection of records from the company, spanning from 1897 to 1998. Through 

critical analysis of the archived content located there, I used Binney and Smith (Crayola) 

as the central focus in this study. In addition, I aligned major social and educational 

movements in the United States with the different developments of the color crayon, from 

various shapes of the crayons to the naming of colors. I investigated which came first: the 

colored crayon material or the need for it, and how that priority of object or demand 

changed over time. Additionally, I explored the evolution and development of the crayon 
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in order to better understand how accessible this creativity tool is for children in 

American schools today.  

CENTRAL RESEARCH QUESTION 

The following questions motivated and directed this research: 

What forces (inventions, policies, development of materials, etc.) influenced the 

public’s perception of the crayon from its inception as a modern-day drawing implement 

in 1903 to its place in schools and society today?  Specifically, what role did Binney and 

Smith (Crayola) play in facilitating the development of the colored crayon? 

PROBLEM STATEMENT 

In our complex and active world today, it is easy to overlook some of the basic 

and taken-for-granted objects that make up our lives. This appears to be the case as we 

carry out the business of our daily activities, and also captures a description of 

experiences found in many locations of art education. Places where art education occurs 

(schools, museums, libraries, homes, etc.) are filled with an abundance of things, as art 

education is primarily an object-based field of study and instruction.  

Paintbrushes, scissors, adhesives, paints, and a plethora of objects are common 

tools of the trade. However, as the art education world is comprised of a vast number and 

variety of things, too often we fail to pause, investigate, and contemplate the origins and 

historical pathways of their existence. Where do these objects come from? Why have 
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they been designed and constructed in a particular way? What earlier forms did they 

take? What stories surround their development in the past and use today? In addressing 

these far too often overlooked questions, this study provides opportunities for educators 

(especially art educators) to slow down and consider the complexities of a ubiquitous art 

material found within a vast number of educational settings: the colored crayon. With the 

crayon being such a large part of many people’s formal and informal education, it is 

surprising how little we know about the origin and early history of this object. This lack 

of knowledge about a foundational object within art education reflects a problematic 

condition found within the field: the lack of historical interest and/or curiosity displayed 

by art educators. To exemplify and address this condition, I believe it is important for our 

lives as individuals, and for the field as a whole, that we know more about the past 

development of common objects of art instruction and creation. In order to gain a more 

comprehensive and rich understanding of the cause and effect associated with art-based 

curriculum and the materials required to successfully implement art instruction in the 

classroom, this study addressed this problem through a historical look at the development 

of what may be argued to be the most common—and thus perhaps the most overlooked—

of all art supplies: the colored crayon.  
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MOTIVATIONS FOR RESEARCH 

As a child, I always seemed to have everything I needed: food, clean clothes, a 

place to sleep at home, a supportive and encouraging family, and the means to 

successfully thrive at school. Each year, I arrived on the first day of school, dressed in 

new clothes with a backpack (likely embroidered with my name and rugged from use) 

stuffed with all the necessities and snacks. Life was a dream, where I had plenty more 

than I needed and certainly more than I deserved. Around the third grade, I began to 

notice that I was bringing multiple supplies to school. My bag was packed with at least 

two of everything from crayons to markers, as well as scissors and glue. My momma had 

written my name on one of everything and all the others were left blank. These extras 

were added to the class materials or inscribed with the name of another student, and I 

never thought about these materials again. When it came to field trips, Momma would 

send extra money to ensure that everyone in my grade was able to attend. In all honesty, 

as a child I hardly noticed these small acts as my mother was very furtive. I was unable to 

separate what I had from what others had, and just assumed that all of my classmates 

went home to similar environments. I now know that was untrue.  

In high school, I apprenticed at a local elementary school for about two years. My 

role was to assist the lead teacher in what was needed. I became experienced at bulletin 

board design, organizing and cleaning (or better described as, picking the dried glue off 

the caps), maintaining a straight and cooperative lunch line, collecting facts in classroom 
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arguments, and working with struggling students. The majority of my last year was spent 

with John, a young boy who had fallen behind in all subjects and came from a home life I 

was unfamiliar with and knew little about. I began working with him regularly and the 

more attention and encouragement I gave him, not only did his schoolwork improve but 

we began to see changes in his behavior. Often times I would arrive and John would rush 

over to me and share a test grade or completed homework assignment. The experience 

with this student, along with my mother’s compassion, serve as the foundation for my 

beliefs surrounding education and the starting point that drives my passion to impact the 

quality of education today.  As a teacher, I have worked with students who possessed 

unlimited resources at home and other students that received practically none. During my 

search for existing research surrounding the colored crayon, it was often unfruitful but led 

me to children’s books about school supplies and essays that touched on the memories of 

school supplies. Robert Fulghum (2004) captured my attention in a collection of essays 

about lessons learned in kindergarten, and one in particular about crayons: 

Maybe we should develop a Crayola bomb as our next secret weapon. A 
happiness weapon. A beauty bomb. And every time a crisis developed, we would 
launch one. It would explode high in the air — explode softly — and send 
thousands, millions, of little parachutes into the air. Floating down to earth — 
boxes of Crayolas. And we wouldn’t go cheap, either — not little boxes of eight. 
Boxes of sixty-four, with the sharpener built right in. With silver and gold and 
copper, magenta and peach and lime, amber and umber and all the rest. And 
people would smile and get a little funny look on their faces and cover the world 
with imagination. (p. 161) 
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These words are idealistic when thinking about peace and wars. But if we put this 

philosophy into the ideas surrounding education, I see possibility. With children 

becoming adults that are a product of their circumstances, each child should receive 

access to a wide range of resources that enable and not limit their learning and overall 

capabilities. Opportunities among people are not equal, and are frequently determined 

even before birth. Not all school subjects are treated with the same importance or even 

valued in similar ways, even though each area of study could lead students to a fruitful 

future. One of the first materials a child is introduced to is the crayon. They are given in 

singles, restaurants provide them to accompany a child’s interactive menu, you can find 

bins full in medical waiting rooms and at the center of melting craft fads. So, how is it 

these small waxy sticks are mass produced and found almost everywhere, but many 

children do not have access to them?  

My personal hope is that through researching the changing nature of the crayon, 

new light can be shed on the role that school supplies play in learning outcomes and the 

assessment of classroom lesson plans. This information could, in return, generate new 

efforts to ensure that all students and classrooms have the materials needed to not only 

matriculate through school but to overcome any circumstance they face in life.  

As a trained artist that frequently ignores rules in my experience of creating, I 

strive to be an art educator not confined by art. Instead, I set out to explore how I can use 

my love of art and education to make the most beneficial waves in the world around me. I 
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am certain this can be achieved, at least in part, through a greater understanding of school 

supplies and the role they play in the lives of people. 

HYPOTHESIS 

My hypothesis for this study is that the Crayola was developed in effort to make 

an affordable colored drawing material available to school teachers and school aged 

children. The common crayon was invented in response to the genuine need of them by 

school teachers and children, and continues to remain in pertinent supply more than a 

century later. Furthermore, I speculate that the crayon’s evolution as a product aligns 

with various movements in education and art education and reflect, in some way, 

economic trends found in the United States. Because of this, I showcase how the crayon 

originated from a creative need, and has over time been used for both monetary gain and 

the advancement of childhood learning. 

DEFINITION OF TERMS 

Art—Any means of creating. This includes but is not limited to: drawing, coloring, 

painting, photography, music, performance, sculpture, dance, theater, etc. Unless 

specified, the term art is used in the general sense.   

Class Set—In the bounds of this study, class set refers to one supply purchased in bulk 

for a class of approximately thirty students.  
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Crayon—In the larger sense, a crayon can be classified as a pencil or stick of colored 

chalk or wax. For this study, crayon refers to a stick of colored wax used for creating.  

Supply/Supplies—A means of referring to any materials used in school classrooms.  

Crayola—A term that is often interchanged for crayon, but used here only to refer to the 

invention of the material introduced by Binney and Smith in 1903. This term is, unless 

noted, used to identify the company known now as Crayola.  

Binney and Smith—A company founded in 1885 and known for its art products. The 

company officially became Crayola LLC in 2007, but for this study is referred to as 

Binney and Smith throughout, in order to avoid confusion unless otherwise noted.  

LIMITATIONS OF THE STUDY 

For this investigation, I focused only on the crayon and allowed the archived 

Binney and Smith records to act as my primary data source. This boundary was set 

because of speculated evidence that the company served as an originator to the 

widespread use of the common color crayon in schools and childhood creativity. I did not 

limit my investigation to a specific time frame, and thus began with the 1903 introduction 

of Binney and Smith’s Crayola eight pack, the first commercially produced set of colored 

crayons in the United States. As I researched, I found every possible avenue of 

investigation to be fascinating, but restricted the included findings to new crayon 

developments (i.e., shapes, colors, pack size, etc.) dating from 1903 to the present. This 
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led my inquiry to examine the context surrounding the release date of new crayon 

products and changes made to them. Learning more about the time frame (1903 to the 

present), I chose to seek only information prevalent to United States’ current events, 

trends in education, and the direction of art education at a particular time under 

investigation. An analysis of this content became the lens through which I generated 

speculations about the motivation for the evolution of the colored crayon.     

BENEFITS TO THE FIELD OF ART EDUCATION 

An investigation into the books and articles focused on the history of art 

education reveals an overlooked gap in their content. With a present focus on research 

surrounding various artists, educators, movements and techniques, there is little 

discussion of the materials used by these artists and educators. The materials our students 

(and artists) create with seem to have just appeared in hand, with little to no discussion of 

their development over time. But that is not the case. Thinking in the ways of Marcel 

Duchamp, I choose to view the crayon as art, “since the tubes of paint used by the artist 

are manufactured and ready made products we must conclude that all the paintings in the 

world are ‘readymades aided’ and also works of assemblage” (Stiles & Selz, 2012, p. 

974). By researching the color crayon, my purpose is to open doors for further 

exploration into the origin of materials that have aided all the artworks, lesson plans, new 

materials, and other overlooked common supplies used by artists, teachers, and students 
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today. This research has the potential to provide greater recognition and understanding 

about how our current materials and supplies (especially the colored crayon) will 

continue to develop and remain applicable in the flux of education, as well as social, 

political, artistic, developmental, and other shifting trends that surround it and its use.  

As an artist and educator currently working and studying in the field, I found that 

conducting research in the archives and developing a more full historical understanding 

of the crayon has led to new insights and possibilities for teaching, and I hope the same 

for others as well. It is my goal that this leads to the opening of new doors that enable 

children to use materials in innovative ways, leading them to new material exploration 

and development and potentially helping to determine enriched means for wider 

distribution of crayons and other artistic materials.  

CONCLUSION OF CHAPTER ONE 

 This chapter introduced the reader to the crayon as a subject of research and 

investigation. Having identified the central research question, problem statement, 

motivations for research, hypothesis, definition of terms, limitations, and benefits to the 

field of art education, the following chapters explore the data associated with the 

questions posed in this chapter. The next chapter, Chapter 2: Pre-Schematic: Review of 

Pertinent Literature, explores existing information surrounding the foundation of Binney 

and Smith, a brief history of art education in the United States, children’s books focusing 
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on the crayon, strategies for examining and coding copious amounts of data, visual 

imagery, and material culture. Chapter 2 serves to provide a platform on which my 

findings gain support. The third chapter, Schematic: Methodology, details my experiences 

undertaking a historical study and my means of collecting data through the investigations 

of archives and available ephemera. Through chapters four and five, Dawning Realism: 

Crayola Crayons and Pseudorealism: Crayons & Curriculum, I detail my findings which 

resulted in the outlining of my speculations surrounding the genesis of the colored 

crayon. These chapters also explore the role of the crayon and its historical and current 

place within school curriculum and creativity resources. In Chapter Six: Period of 

Decision: Conclusions, I provide final commentary for this study and pose potential areas 

for future research that emerges from it.  

 
 

 

 

 

 

 

 

 

 

 



 

13 
 

Chapter 2:  Pre-Schematic: Review of Pertinent Literature 

This study has been my first experience with historical research. For this reason it 

took me several attempts to understand the possible avenues for investigation. 

Throughout the last year, I have explored a comprehensive history of art in education and 

schools, material culture and the role of school supplies in pedagogy, best practices for 

analyzing visual content such as advertisements, as well as effective strategies for coding 

large fields of data. Additionally, I have compiled what I determined to be pertinent facts 

surrounding the company of Binney and Smith (Crayola) in relation to the development 

and success of the colored crayon, as well as children’s literature featuring the common 

drawing implement we call the crayon. Having determined to narrow the focus of my 

research to the crayon, my struggle has been in determining what is literature and what is 

data. The following literature review introduces what I found to be a starting point for the 

extensive research, data collection, and analysis that made up this investigation.  

BINNEY AND SMITH 

 Prior to undertaking this study, the name Binney and Smith was unrecognizable to 

me. Yes, it had been printed on the majority of crayon boxes used throughout my life, but 

I simply never noticed the company name.2 Within the parameters of this study, these two 

                                                
2 Binney and Smith officially changed the company name to Crayola in 2007, however newly 
manufactured boxes of crayons often list the original namesake on the back.   
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names are exceedingly important as they represent the company that is today, Crayola. 

Thus they are the creators of the common color crayon, as well as many other advances 

in tools for childhood (and adult) creativity. This company is well known today for its 

colorful contributions, yet its beginning was much different.  

Peekskill Chemical Works  

 In 1860, Joseph W. Binney, settled near Peekskill, New York after fighting in the 

Crimean War and studying in both England and Germany (Kitchel, 1961). Upon settling 

in Shrub Oak, New York (today, housing around 2,000 residents and nestled 

approximately 50 miles from New York City), J.W. Binney began a family and started a 

business. Peekskill Chemical Works was founded in 1864 and “produced pharmaceutical 

charcoal, and this initiated the first black in the B & S line” (Kitchel, 1961, p. 5). At the 

modest plant, they used whale oil to manufacture small quantities of lamp black3 as well 

as ground and packaged hardwood charcoal (Oswald, 2011). By 1867, J.W. Binney 

moved his family and the company offices to New York City, where his business was 

established as a distributor of “charcoal, lamp black, paints, and imported colors” 

(Kitchel, 1961, p. 5)4. Prior to the family’s move, Edwin Binney was born in 1866.  As 

                                                
3 Lamp black is created by collecting the soot when burning fat, oil, tar, and other substances. Its texture is 
similar to very finely ground charcoal.  
4 After surveying many different sources about the company’s early history, various dates are noted for 
advancements. For example, The Story of A Rainbow, produced by Binney and Smith INC., contradicts 
dates on Crayola’s company website’s history page. I speculate that the information and dates have been 
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young Binney was transitioning from childhood to life as an adult, his father’s business 

was flourishing. The company’s new black pigment was being used in a variety of items, 

from shoe polish to printer’s ink (Hall, 2005). J. W. Binney’s nephew, C. Harold Smith, 

was born in London, England in 1860, and at the time Binney was establishing his 

business Smith was adventuring around the globe.  

As the two young cousins came of age, the emergence of their partnership began 

in 1879 when Smith came to the United States. With Binney at age thirteen and Smith at 

age nineteen, the two began to learn the inner workings of Peekskill Chemical Works 

under the leadership of J. W. Binney. Kitchel (1961) writes of these years, “Joseph 

Binney gave these two young men a rigorous training in salesmanship for the various 

pigments and colors in the line he was developing” (p. 7). After only five years, with 

Binney still in his teens, J. W. Binney retired, leaving his business to both his son and 

nephew.  

Binney and Smith 

 Under the new name, Binney and Smith, the twenty-one-year-old company took 

direction from two vastly different young men. As new developments in natural gas and 

oil were being discovered, the company began producing stove and shoe polish, printing 

                                                                                                                                            
collated to highlight only the most pertinent facts and in efforts to make the information more streamlined 
for online viewers. 
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ink, marking inks, and black crayons with this new blacker and more valuable, black 

pigment (Kitchel, 1961, p. 7). McGrath (1983) elaborates, stating: 

It was common knowledge in the nineteenth century that lampblack could be 
derived from almost anything that would produce smoke, but until 1879 no one 
realized that burning natural gas produced a very high quality, durable carbon 
black…. The oil drillers manning the rigs in the Pennsylvanian fields considered 
natural gas a nuisance. Their business was to produce petroleum and they allowed 
the “waste gas” to blow off into the air. But one oil-rig operator, a man named 
Drew, recognized the value of the waste substance and built a small “smut mine” 
to convert it into carbon. (p. 50) 
 

With this discovery happening soon after the young men became partners, they set up a 

meeting with the man named Drew and made plans to begin using his equipment to 

produce this advanced black pigment. This enabled Binney and Smith to increase 

production and begin improving current products while working with various industries 

to find new uses for this material. In Top Sellers, U.S.A. (1983), McGrath constructs brief 

histories for products that have become staples in the United States, and includes several 

key elements of Binney and Smith’s history: “It was expensive to make the new carbon 

black, but it sold well and won prizes in the numerous competitions that Binney & Smith 

entered around the turn of the century” (McGrath, 1983, p. 51). The colored crayon 

emerged as a Binney and Smith product. For a company that has not only become 

globally well known for one of its products, and even changed the company’s name to 

Crayola, it has played a role in many other well-known manufacturing advancements of 

the twentieth century.  
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Following the success of the 1903 introduction of the Crayola crayon, the 

company created two divisions: Pigment and Crayon. The Pigment Division handled all 

areas related to the industrial pigment industry, and the Crayon Division oversaw all 

areas of the creative and educational industries. As the company grew and generated the 

two divisions, the overall leadership was directed from both men: Binney and Smith. 

With the focus of this study being the colored crayon (through the scope of Binney and 

Smith), it is important to acknowledge that the company was also involved in the 

development and manufacturing of other common place materials5. Much of the 

company’s original success had little to do with artistic or creative materials. 

Alternatively, Binney and Smith were in the business of capitalizing profits and often 

sought to improve processes they were already involved with. Moreover, the bulk of the 

company’s long-term success has been a direct product of J. W. Binney’s decision to 

establish the partnership between his son and nephew (figure 1). Today, it is the 

founder’s guidance and two young men’s differing strengths and hobbies, that serve as 

the foundation for the company’s prosperity. Kitchel (1961) illustrates the working 

balance between the two men, writing:  

                                                
5 In the second decade of the 20th Century, the Pigment Division was involved with a tire 

manufacturing plant in West Virginia, B. F. Goodrich Company (Kitchel, 1961). Prior to the 
collaboration with the tire company, the average tire was approximately one hundred dollars and had 
white-walls. After the two companies joined forces, they developed the original version of the tire we 
use today (McGrath, 1983). It was all black and half the price of its predecessor (Kitchel, 1961).  
Outside of the company’s work with black pigments, they were also a leading contributor in the 
popularity of red barns with the production of red iron oxide paint (Lemieux & Smith, 2010).    
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The balance of the 19th century saw the two partners busily engaged in quite 
different phases of the business. Mr. Smith was traveling widely throughout most 
countries of the world, introducing the new American gas carbon and 
demonstrating its advantages in most of the paints, varnishes and other protective 
finishes where, up until that time, local pigments of one kind or another had been 
used….While Mr. Smith was absent on these various missions, Mr. Binney was 
busy in this country expanding the company’s representation and becoming 
closely allied with all of the important consumers in the United States. (pp. 8-9) 
 

 

Figure 1: Founders of Crayola Crayons. (Binney & Smith, INC. [B&S], 1947, p. 39) 

 
In the following sections, I provide information about Edwin Binney and C. 

Harold Smith and their individual contributions to the company.  

Edwin Binney 

 The son of an immigrant father and entrepreneur, Edwin Binney was integral to 

the daily operations of the company. Kitchel (1961) writes: 

Here in America, Mr. Binney was cultivating different lines which were later to 
mean so much to this company. He took care of the company’s finances and 
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accounting, thus enabling Mr. Smith the freedom required for his travels. Mr. 
Binney was a quiet man and had a keen understanding of and feeling for his 
fellow man. He loved his garden and all outdoors, and his perception of color 
proved later to be of exceptional value when crayons came into the picture. (p. 9) 
 

Aside from Binney’s logistical support of the company, his personal interests aided the 

expansion of products being developed and offered by the business. Unlike the lack of 

personal information available about his older cousin, there is much information available 

regarding Binney’s personal life in the United States.  

 As a dedicated partner in the family business, Binney’s intrinsic passion was 

directed toward the outdoors. I speculate that his desire to stay in the United States and 

sustain the business was driven by his desire to cultivate and enjoy outdoor spaces. One 

year after inheriting Peekskill Chemical Works, Binney married Alice Stead in 1887. The 

two had four children, and “early in his married life he left the city and took up residence 

in Connecticut where he became one of the early commuters” (Kitchel, 1961, p. 28).  At 

their home in Old Greenwich, “the lot on the shore which he purchased, though small, 

was still large enough for a garden of vegetables and flowers” (Kitchel, 1961, p. 28). 

From the original edition of The Story of A Rainbow (1947), the couple’s neighbors 

described them as “that crazy young couple from the city” (p. 17). This was the result of 

Binney’s choice to drive into the city daily and the proximity of the house from the road 

and community. Today, the drive would take approximately one hour by automobile or 

train. Binney “believed in enjoying what was around him,” and devoted his time outside 
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the office to cultivating vegetation and flowers around his home and eventually the 

community (B&S, 1947, p. 18).  

Kitchel (1961) notes that Binney sought to create a farm, and before finding 

success in Florida he had a failed attempt renovating a plantation in North Carolina (p. 

29). With each of these endeavors, the Binney family named their properties and had 

“Binneywood” in North Carolina and Florindia Farms in Florida (Kitchel, 1961, p. 29). 

Kitchel (1961) further explains Binney’s “boundless desire to make things grow,” stating:  

His search for a better climate took him to Florida, and in the early “teens” he 
settled near Fort Piece. The country back of the coast line was mostly flat and 
marshy, subject to floods during the rainy season. The soil, however, appeared to 
be excellent for agriculture. Mr. Binney initiated a drainage district where, by the 
digging of a network of canals, the excess water could be drained off and kept 
under control. This brought the land into usable shape and it proved ideal for 
citrus culture. Today Fort Pierce is an important shipping point for Indian River 
products noted throughout the country for their flavor and excellence.6 Mr. 
Binney developed several groves, and his “Florindia Farms” is still one of the 
most important producers. (p. 29) 
 

Binney continued to see potential areas of growth and improvement for the citrus fruit 

industry of the region, and explored possible avenues for this agricultural market. This 

investigation eventually led to his development of a port project that resulted in 

refrigerated train and truck cars to transport fruit (oranges and grapefruits) without it 

spoiling (Kitchel, 1961, p. 29). In his later years, Binney spent much time in Florida at 

                                                
6 Today, 2017, Indian River Products is a different company than referenced here, but still produces orange 
products from Florida.  
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Florindia, and eventually developed a nearby area with restaurants, commercial activities, 

and private residences (Kitchel, 1961, p. 30).  

 With Binney spending large quantities of time in Florida and becoming very 

involved in the community, he was still an active member of Old Greenwich in 

Connecticut. While in his 60s, he purchased a pitiful piece of land in the area which was 

thought to detract from potential growth. Binney worked to revitalize the area and created 

a park that he donated to the community. The town accepted and chose to coin it, Binney 

Park. Binney Park exists today and is connected with Binney Kitchel Natural Park, which 

is named for both the Crayola co-founder and his son-in-law, Allan F. Kitchel (“Binney 

Park,” n.d.).  

 Kitchel married Helen Binney, who would become both a mother and politician. 

Helen inherited her father’s love for the outdoors and her largest political campaign was 

directed in opposition to billboards placed along roads and highways throughout the 

1930s (Woodside, 2015). Her husband, A. F. Kitchel, began working with his father-in-

law in 1909, and held various roles including President of the company (Kitchel, 1961). 

An observation noted during this study is that Kitchel was also the author of the final 

edition of The Story of a Rainbow. Within the pages of his text there is no information 

about Alice and Edwin’s children and no mention of his relation to the founder, aside 

from being a business partner.  
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Edwin Binney and his wife also had two other daughters, Dorothy and Mary. 

Dorothy became a prominent figure in Florida and spent much of her time at the family 

home there (“Dorothy Binney,” n.d.).  Daughter, Mary, married a tree surgeon (arborist), 

James A. Davey (“Edwin Binney,” n.d.). Their only son, Edwin “June” Binney, Jr., died 

at age 26 as an accomplished swimmer and professor at Yale (“Edwin Binney,” n.d.). 

Young “June” also receive a Ph.D. from Yale in 1925 and worked in geology (“Alumni: 

Edwin,” n.d.). With success seeming to be an inborn trait of the Binney family, Alice 

Stead Binney was not an exception.  

 From interpretations made of many publications and websites, it appears Alice 

Binney has received little acknowledgement. She is credited with coining the term 

“Crayola,” yet Mrs. Binney is otherwise an invisible character in the story that is Binney 

and Smith. In addition to her combining words to created the now famous word and 

company title, she was known to generate many words in a similar manner (“Edwin 

Binney,” n.d.). Born in London, Alice Stead Binney became a school teacher and served 

as the inspiration for several of the educational developments made by her husband’s 

company, including the reworked slate pencil (Stiles, 2016). Apart from her role as wife 

and mother, Mrs. Binney was a published author and poet and in 1902 released The 

Legend of Laddin’s Rock. In recent years, this text has been scanned and is now available 

for purchase through major online retailers in a manner that represents its original 

version. Woodside (2015) writes of Mrs. Binney as a former school teacher who “wrote 
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and published songs reflecting her lighthearted love of nature and children.” She died in 

1960 following the death of her husband in 1934. Alice Stead Binney is described as a 

woman sharing similar traits as her husband, however she does not find the same 

acknowledgements and recognition. Her husband’s gravestone bequeaths him as 

“beloved husband and father, loyal friend—good citizen, to know him was to love him.”  

C. Harold Smith  

 Prior to relocating to the United States in 1879, Smith had found a deep love for 

travel and “took keen enjoyment from many unusual adventures” (Kitchel, 1961). 

Throughout his life and work with the company, it seems Smith rarely worked in the 

United States but did reside in New York City for the entirety of his life in the States 

(Kitchel, 1961, p. 28). Aside from his travel interests and skills as a businessman, there is 

little information about C. Harold Smith, including his first name. Smith married a 

woman named Paula in 1886, and the two had a son and daughter (Slater, 2016). Their 

daughter, Bertha, married Robert M. Hillas who spent several years as Director of Binney 

and Smith during the 1950s (Kitchel, 1961). Sidney Vere Smith, their son, began working 

with his father in 1912, and in 1947 took over management of the Crayon Department 

(Kitchel, 1961). Additionally, S. V. Smith served as Chairman to the Board of Directors 

beginning in 1935 and held both roles until his death in 1953 (Kitchel, 1961). Slater 

(2016) allots a chapter to C. Harold Smith’s skills as a listener, writing:  
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As Smith traveled the country selling pencils, he listened to school teachers. He 
asked what other educational supplies they needed. Many teachers told him that 
they had a problem with chalk. It created a lot of dust whenever they wrote on the 
blackboard. Smith brought the news back to the company. Binney immediately 
began experimenting with new ways to make chalk. (p. 10) 
 

Thus, Smith was the ideal salesman, continually seeking opportunities to grow the 

company without limitations. Smith is also credited as the “prime introducer of American 

carbon black to most…countries,” and made both acquaintances and friends worldwide 

(Kitchel, 1961, p. 28). Following his years of travel and salesmanship, it seems natural 

Smith turned to writing. As he continued working with the company until his death in 

1931, he also wrote four books in his latter years. These publications detailed both his 

world travels and American business philosophy (Kitchel, 1961). In 1961, copies of these 

books were available at the offices of Binney and Smith through the corporate 

Secretary’s office (Kitchel, 1961).   

HISTORY OF ART IN AMERICAN EDUCATION 

When reviewing the written (available) history of how art came to be in American 

schools, there is a consistent wave of change. Elliot Eisner (1972) writes, “art was not so 

much taught as caught” (pp. 49-51). Truer words could not be spoken about my own art 

education philosophy or the steady flux in teaching practices originating from ideas of the 

loudest scholars and most influential businessmen. Often times, the views of one 

individual have survived decades while other philosophies gained smaller followings or 
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were proven ineffective. A simple survey of my graduate cohort’s views highlights the 

many approaches when it comes to the field of art education, ranging from methods of 

instruction and the importance of the arts in childhood (and adult) development. 

However, these varying approaches have helped to shape the thoughts, ideas, and 

practices of learners and instructors teaching both children and future educators. At 

different times throughout history, many philosophies of art education have been 

simultaneously believed and practiced. To gain a better understanding of these trends, I 

have separated the eras of art education and included influential people, philosophies, 

materials, and publications of the time up to the 1903 introduction of the Crayola Crayon.  

Until 1830s 

 One of the first written commentaries on the role of arts in society and education 

comes from Benjamin Franklin, at the forefront of American education. Efland includes 

the following words from Franklin: 

As to their studies, it would be well if they could be taught everything that is 
useful, and everything that is ornamental. But art is long, and their time is short. It 
is, therefore, proposed that they learn those things that are likely to be most useful 
and most ornamental; regard being had to the several professions.  
(1749/1931/1990, p. 45) 
 

Eisner (1972) sums Benjamin Franklin’s views on the arts, “to be used as a tool for 

improving the skills of the professional and the quality of the crafts necessary for life” (p. 

29). In earlier years, around the mid 1600s, general education had been used to promote 
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Puritan beliefs and practices. In that time, the arts were frequently segmented into two 

areas, “fine” and “useful,” leaving the fine arts untaught in schools and giving practical 

application the predominant role in the lives of citizens (Eisner, 1972). Returning to the 

writings of Franklin, he continues to classify drawing skills with specific examples of 

their potential benefits to the professions: 

Drawing is a kind of universal language, understood by all nations. A man may 
often express his ideas, even to his own countrymen, more clearly with a lead 
pencil, or bit of chalk, than with his tongue. And many can understand a figure, 
that do not comprehend a description in words, though ever so properly chosen. 
All boys have an early inclination to this improvement, and begin to make figures 
of animals, ships, machines, etc. as soon as they can use a pen, but for want of a 
little instruction at that time generally are discouraged, and quit the pursuit.   
Drawing is no less useful to a mechanic than to a gentleman. Several handicrafts 
see to require it; as the carpenter, ship-wright’s, engraver’s, painter’s, carver’s, 
cabinet-maker’s, gardener’s, and other businesses. By a little skill of this kind, the 
workman may perfect his own idea of the thing to be done, before he begins to 
work; and show a draft for the encouragement and satisfaction of his employer. 
(Franklin, 1749/1931) (Efland, 1990, pp. 45-46) 
 

Franklin’s writing illustrates a beautiful tale of drawing and the benefits and role it could 

have in a fruitful profession, yet not all his beliefs were enacted or practiced. Arthur 

Efland (1990), refers to this as his “innovative side,” and notes that his ideas on practical 

education did take effect but not until the next century (p. 46).    

Circa 1830s – 1880s 

 Moving forward in time, various individuals are labeled as important or key 

players within the field of art education. Eisner (1972) lists both William Bently Fowle 
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and William Minifie as having views similar to those of Franklin, with a priority placed 

over the simply-ornamental. Fowle, of Boston, worked as a publisher of the Common 

Schools Journal from 1842-52 and “provided enormous leadership in the field of 

education” (Eisner, 1972, p. 31). Minifie, an architect from Philadelphia, was hired to 

teach drawing at the Boys High School in Baltimore. His philosophy was based on the 

idea that, “drawing can and should be taught as a science and not as picture making” 

(Eisner, 1972, p. 33). In 1849, Minifie published a textbook which became a standard 

resource in the field of art education, focused on geometrical drawing (Eisner, 1972). 

Continuing with the belief that art should be used for practical needs, William 

Bartholomew, an art teacher in the Girls’ High School of Boston, was an early advocate 

of including drawing in schools. I speculate that Bartholomew was also in the position to 

incorporate the ornamental arts into his teaching practice at the girls’ school. Eisner 

(1972) highlights the various themes practiced by Bartholomew as he was attempting to 

have drawing courses available in all schools:  

First, and perhaps foremost, art (conceived primarily as drawing) was to be used 
to meet the practical needs of life. It was not—except in some girls’ schools for 
the upper classes—to be used as a cultural nicety or for learning how to paint a 
pretty picture….A second theme that emerged during the first half of the 
nineteenth century was the belief that art can be used as a vehicle for increasing 
the skills of writing….A third theme began to emerge during the 1850’s. It dealt 
with the industrial uses of art. (pp. 33-34) 
 

Through a series of textbooks, Bartholomew prescribed the specific tools and methods 

needed to master industrial drawing skills and advocated for providing art education in 
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schools.7 Another individual seeking to include drawing in schools was Horace Mann, a 

formally educated lawyer and member of the Boston elite. Mann became the first 

Secretary for the Massachusetts Board of Education in 1837, and “felt that the common 

school was the mediating link between himself, as a member of the small, privileged 

minority that ran Boston, and the unlearned masses” (Efland, 1990, p.76). Efland (1990) 

continues to describe Mann, stating: 

He [Mann] felt that the school, operating under the authority of the state, was an 
instrument of universal enlightenment. Mann was often described as a crusader 
working to create a nation of literate and well-behaved citizens. With his wife, 
Mary, Mann traveled throughout Europe to learn first-hand of the methods used to 
advance common schooling, methods quite at variance with the traditional means 
of the grammar and Latin schools. State-supported schools and the advanced 
methods coming from Pestalozzi and from Prussian normal schools, he felt, could 
succeed in achieving a literate, moral, pious, industrious society. Mann did not 
teach or originate a system of drawing, but he was a strong advocate for the 
subject. (p. 76) 
 

As many individuals around this time were seeking to include drawing in the schools, 

Efland (1990) provides information about failed attempts to do so and public perception 

of drawing, offering: 

Many of these artists attempted to introduce drawing directly into the common 
schools….Though these artists did much to dispel the notion that only the talented 
few could benefit from instruction, they did not succeed in establishing drawing 
in the public schools. It was still deemed a luxury for those who could afford 
lessons, not a subject worthy of public expense. (p. 92) 
 

                                                
7 Images and more information pertaining to the instruction style of Bartholomew’s textbooks can be found 
in Chapter 4 of this study.  
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Eisner (1972) explains that in 1870 the first law was passed to mandate the 

teaching of drawing within the Massachusetts public schools. However, at this time there 

was a lack of teachers and skills needed to provide adequate instruction in this area. In 

1871, Walter Smith was invited to relocated to America from England and become the 

first art supervisor of Boston (Efland, 1990). Following his emigration, Smith also 

became a “founder and first head of the Massachusetts Normal Art School, now The 

Massachusetts College of Art,” and the first art education supervisor for the state of 

Massachusetts (Efland, 1990, p. 96). Within these various roles, Smith worked to 

formalize what he referred to as “Industrial Drawing” and his vision for implementing it 

in the Boston schools. Eisner (1972) details Smith’s views, stating: 

For Walter Smith the art of drawing and the art of writing had certain parallels—a 
theme already articulated by Franklin, Fowle, and Mann. As writing has its 
alphabet and grammar, so too does drawing have an alphabet—the straight line 
and curved—and its form. As Smith saw it, the problem in the teaching of 
drawing was not one of providing special teachers but of preparing lessons that 
were so clear and precise that teachers—even those without training, in art—
could teach the student by using a series of graduated exercises. (p. 37)8  
 

Throughout the next few years, Smith worked to give lectures, publish articles, and 

generate textbooks that explicitly showcased his vision for art education. In 1875, Smith 

became affiliated with Louis Prang and the Prang Educational Company. Smith became 

one of Prang’s first authors and together they published several manuals for teaching 

drawing in the public schools (Efland, 1990). Smith’s time in the Boston area ended in 

                                                
8 An example of Smith’s prescribed methods for drawing can be found in Chapter 5 of this study.  
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1881 after two years of  public complaints about him and his drawing techniques; this 

also followed a feud over textbooks with Prang (Efland, 1990).  

In the subsequent years, the field began to hear female voices in support of 

drawing in schools. In efforts to move forward in discussing historical characters and 

features of art education, I provide information pertaining to the years prior to Smith and 

the Massachusetts Drawing Act. Stankiewicz (2001) writes about the role of copying in 

art education, which ran in contrast to drawing for deeper artistic understanding. In doing 

so, Stankiewicz discusses the work of Mary Ann Dwight. At this time, female teachers, 

known as preceptresses, commonly collected engravings from peers and produced copies 

for their students to do the same (Stankiewicz, 2001). Dwight felt differently, and thus 

argued: 

One could not learn to draw in haste and that schools that skimped on the basics 
did their students disservice. She explained that, in order to ennoble, elevate, and 
expand mental capacity, the study of art must be based on scientific principles 
discovered in the unchanging laws of nature.  

Dwight connected drawing for vernacular gentility with drawing for 
technical literacy through her emphasis on a scientific basis for drawing 
instruction and the potential of art for economic advancement as well as mental 
refinement. (Stankiewicz, 2001, pp. 5-6) 

 
Early art education texts are prone to disregard the role of women in the field and the role 

they played in advocating for the arts in education. Of the books I have selected to use in 

this section of Chapter 2, some do acknowledge this problematic oversight. Efland (1990) 

states: 
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It has only been in recent times that writers on the history of art education have 
recognized that women, by virtue of their greater likelihood of having some 
knowledge of art, became major promoters of the teaching of art. By the 1890s 
women were using art to teach morality, especially in the school decoration and 
picture study movements, but before these art appreciation movements could take 
hold, public attitudes toward art had to be altered. (p. 142) 
 

Two such examples of this exclusion of women from art education history, specifically 

discussion of Mary Ann Dwight can be noted in the published books of Eisner (1972) and 

Korzenik (1985). In addition to establishing a school for art preparation in Connecticut, 

Dwight also wrote and published various articles promoting her views on the role of art 

in education. Stankiewicz (2001) describes one of Dwight’s arguments from 1857, 

saying, “one could not learn to compose an original essay by copying essays from a 

book,” and then continues to explain that writers must learn the fundamentals (grammar, 

spelling, elements of composition, etc.) in the same way students must learn the elements 

of drawing in order to succeed (p. 6).  

 Occurring only a few years later, Mary Dana Hicks became another prominent 

female in art education. By age 14, Hicks had been widowed and left with a child and 

little money, which led her to begin teaching drawing in her home (Stankiewicz, 2001). 

Stankiewicz (2001) writes that Hicks was the drawing teacher for the Syracuse public 

schools “by 1868,” however it is unclear what year she began teaching in schools and 

there is minimal information about her in other texts (p. 16). Hicks’ teaching practice 

closely followed the prescribed style of Walter Smith, and in 1879 (at age 43) she moved 
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to Boston to work with Prang Educational Company (Efland, 1990). Efland (1990) 

illustrates her views, stating: 

She compared normal schools, which based the study of form on abstract 
geometric shapes, with schools that introduced the shapes through presentation of 
miscellaneous objects. In her view the latter method thwarts the child’s ability to 
develop a clear understanding of the object as representative of universal form. 
She used the example of a child who is engaged in comparing a sphere with a 
cube. (p. 129) 
 

Hicks’ philosophies were linked with the gifts of Froebel and the kindergarten 

movement. This movement began around the 1830s and was developed with play being a 

key element (Efland, 1990). Mid-century, the movement lost momentum with the men of 

art education, but would resurface a bit later and have a more lasting impact on 

education.  

 Efland (1990) describes the kindergarten movement in the United States as being 

led by a “dauntless” group of women who worked feverishly to explore and implement 

kindergarten as an accepted component of American education (p. 125). The original 

kindergartens were private and non-English speaking, being established by German 

speaking immigrants with knowledge of the movement from their previous country 

(Efland, 1990). Elizabeth Peabody also working in the Boston area, and became taken 

with the ideas of Froebel and kindergarten. Stankiewicz (2001) writes that “she 

[Peabody] argued that kindergarten should be the first grade of primary art education,” 

and that it would establish a foundation for students to become successful in drawing in 
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Massachusetts (p. 50). Along with the persuasive arguments from Peabody, she also 

introduced the first English-speaking kindergarten in 1860 (Stankiewicz, 2001).    

Circa 1880s – 1900s 

 Throughout the final decades of the 19th century came many advances in the field 

of art education. Several of the aforementioned individuals continued to develop their 

philosophies or had their theories and practices explored further. Many of the most 

prominent art museums in existence today were founded at this time, along with art 

departments in a number of notable universities. G. Stanley Hall shifted the focus of 

education from the type of student schools could produce to center more attention on the 

importance of the child.  

 In late 1880s, Hall “compiled an inventory of the contents of the minds of 

children of average intelligence entering primary schools,” with the aid of Boston 

kindergarten teachers (Stankiewicz, 2001, p. 18). Hall’s arguments were among the first 

to suggest that in order to understand the evolution of human nature, the study of human 

development must be researched and that the mind of a child is different from that of an 

adult (Efland, 1990). Stankiewicz (2001) shares that Hall’s views “taught educators that 

children’s thoughts, feelings, and impulses should be valued” (p. 19). It seems a 

warranted speculation that many key educators involved in the arts, specifically industrial 

drawing at the time, would have acted in opposition to Hall’s philosophies. Hall’s beliefs 
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and the initiation of the child-study movement did not influence art education until the 

start of the new century. In the following years and decades, the role of art in education 

has continued to remain in flux with the introduction of various theories, political 

influences, and discoveries in education and child development.     

CHILDREN’S LITERATURE AND THE CRAYON 

Today, there are a variety of children’s books centered on the crayon. From 

animate crayons to children with crayons as friends, these books are intended to illustrate 

prominent themes in education. These themes range from encouraging creativity to 

developing problem solving skills and exploring other subjects in a livelier and more 

relatable manner for young audiences. The crayon holds a place of nostalgia for many 

adults through the senses of smell and touch, thus it is possible these books may replace 

the sensory memories associated with crayons for future generations. Reflecting on the 

initial years of the common crayon, as presented in popular and modern texts, the content 

is less about techniques for using crayons and more about lessons that can be learned 

from a material most (if not all) children have scribbled with. To ground this assumption, 

Stiles (2016), shares that “the Crayola brand name is recognized by more than 98 percent 

of American people” (p. 12). This shift in focus for crayons to be included in children’s 

literature also aligns with the introduction of online resources to enhance learning 
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outcomes when using these books, and provides supporting evidence to illustrate the shift 

in perception toward the wax crayon.  

It is worthwhile to explore a few of these children’s books. Harold and the Purple 

Crayon was published in 1955 by author Crockett Johnson. The book tells the adventure 

of a young boy who brings his imagination to life with his big purple crayon. Not only is 

this a short picture book for children, but it has been used in classrooms to teach creative 

thinking strategies and inspire imagination for decades. Various online resources provide 

(free) supplementary guides for teachers to lead students in discussion and activities 

related to this brief book. Scholastic, a company founded in 1920 as a magazine, now 

publishes books and educational materials worldwide. Additionally, the company 

provides yearly opportunities for scholarships through the Scholastic Awards for 7th-12th 

grade students excelling in arts and writing. Weston Woods (2008), part of the Scholastic 

family, offers a guide that details activities for teacher and student use before and after 

reading the book: 

As the story moves along, Harold and his crayon move along too. Harold draws 
what he desires, finds himself in difficulty, and draws his way out of his 
dilemmas.  

This story is a wonderful exploration of the powers of imagination. It also 
serves as an example for children about how problems can be solved through 
perseverance and creative thinking…. [Before reading] If you had a magic purple 
crayon, what would you draw? What could you draw to make your neighborhood 
a better place? Your city? Your state? Your world?…. [After reading] Offer some 
situations to the children. Harold is flying a kite. The kite gets stuck in a tree! 
What can Harold draw? 
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Following the discussion prompts, the teaching guides tend to provide various opening 

and closing activities for students to work with tactility. When the crayon is the (or a) 

central focus of the storybook, it also holds a place in the activities. This teaching guide is 

primarily for very young learners, but the activities and themes included here could easily 

be adapted for use with older grade students. Additionally, this guide is not intended for 

an arts classroom but for a general classroom learning environment. Yet, the contents 

could be adapted for use in an art classroom.  

 While turning the focus to a more modern text for children, Drew Daywalt’s 2013 

book, illustrated by Oliver Jeffers, The Day the Crayons Quit, enables a child’s crayons 

to have personalities and feelings. Throughout the book readers see letters written by a 

boy’s (Duncan’s) crayons, where they express feelings of misuse, overuse, stereotyping, 

and simply being overlooked. Accompanying the letters are crayon drawings made with 

the picketing crayons who are on strike. Thus, the child’s text becomes less about crayons 

and more about the use of colors and encourages children to consider how and why they 

use certain colors within their artworks. Not only does the book ask children to consider 

color with the use of crayons, but it combats big ideas, such as stereotyping, in tangible 

ways for young learners. As an art educator, these are themes I find to be most prevalent 

in the text and the motifs to use when generating a lesson plan and applicable project to 

support the book. Another possibility would be to include other themes from the book 
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that could contribute to teaching big ideas about current events to young learners and 

potentially aid older students in becoming more aware of social prejudices.  

Building on the success of the original book, Daywalt and Jeffers created The Day 

the Crayons Came Home in 2015, in which the story of Duncan continues. The 

companion book informs readers that all protesting crayons from the original book have 

found a resolution, but here introduces the idea of lost crayons. These vanished colored 

wax mark makers include broken and melted crayons, and even crayons that have been 

eaten or lost to the couch. Instead of letters, the crayons send Duncan postcards from the 

various places they have been left. This book could be used to explore invisible 

populations and how students treat one another along with a variety of artistic projects 

and themes. The accompanying teaching guide is used to teach literacy and has a limited 

teaching audience. Along with the books and teaching guide, there is a website dedicated 

to the various crayon books described here, but it offers very little (if any) project based 

learning. The comprehensive teaching guide is focused on literacy and prepared for 

elementary learners with the applicable Common Core State Standards that support the 

lessons. This guide does offer activities to foster school community and create with 

crayons through “color your school or library”:  

In The Day the Crayons Quit the crayons seem to be upset because they are being 
used for the same purpose. So free the crayons! Give them a chance to express 
themselves. Providing students and patrons with a large piece of craft paper, let 
everyone color a different part of a community wide mural. Use the colors in non-
traditional ways. Make the clouds purple and the sun blue! Let black do 
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something other than outline! When the mural is complete, hang it up in your 
classroom or library, with the headline WE SUPPORT THE CRAYONS! 
(Burinescu, 2015, p. 4) 
 

Further, the guide promotes school pride and comradery through “celebrate with a 

homecoming parade”:  

Read The Day the Crayons Came Home and plan a celebration to welcome the 
crayons back to Duncan’s room. Have students or patrons make signs welcoming 
each of the “lost” crayons home. Encourage students to dress head to toe in one 
color to represent the different crayons—a great way to recognize and celebrate 
diversity. (Burinescu, 2015, p. 5) 
 

However, the guide only requires children to use crayons in one lesson for 

kindergarteners and first and second graders. Outside this lesson and the above activities, 

only the crayon colors are considered and the lesson is exclusively about writing. Thus, 

for a book that appears to align so well with the arts classroom there is no evidence it was 

ever intended for such use. Is it possible that this book attempts to incorporate lessons 

into the general classroom that art education can also consider? For example, the role 

imagery can occupy in learning, emphasizing, and making many broad topics attainable.  

 In another book suited for very young learners, the crayon is used to explore 

friendship and promote sharing. Simon Rickerty’s (2014) The Crayon is “a colorful tale 

about friendship,” which features simple drawings and minimal text. There is no 

accompanying guide for teachers to generate a lesson, because the book clearly imparts 

wisdom toward readers. Rickerty (2014) offers the same knowledge for pre-school 

through second grade students that Fulghum (2004) shares in his essays about 
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kindergarten basics. When reviewing this text for color theory components, in an 

uncomplicated way Rickerty (2014) demonstrates how current colors can mix to generate 

new colors. For young learners, this text would also serve to assist in learning color 

names. This illustrated book accomplishes its goals of promoting friendship and being 

colorful.  

 Though this is a brief selection of children’s books, the selected serve as  

bookends for the usage of the crayon as a central focus and character study. Many other 

texts include the crayon as a player, but are not widely available to audiences. The above 

mentioned, apart from Rickerty (2014), can be found in the large majority of libraries, 

schools, and likely the classrooms and homes of many elementary aged children.   

MATERIAL CULTURE 

Material Culture is defined in various ways through the lens of multiple scholars 

and dating back as early as the 1870s. Bolin and Blandy (2003) define it as, “a descriptor 

of any and all human-constructed or human-mediated objects, forms, or expressions, 

manifested consciously or unconsciously through culturally acquired behaviors” (p. 249). 

When thinking of the crayon, it may be impossible to remember our first interaction with 

this waxy material, but even the smell can trigger memories. As material culture consists 

of practically everything, the circle of researchers seems somewhat small and each 

writing cites similar publications of peers or even the researcher’s previous findings. 
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Bolin (2012) writes of the commonality of many items around us and how we hold them 

dear, saying:  

The importance of these items [things we possess] is readily recognized as they 
are the things we frequently choose to keep close at hand, hold in esteem, or 
interact with on a regular basis…. The agreed upon appraisal of these artifacts is 
established and reinforced through cultural and social beliefs manifested by 
ourselves and by those around us. (p. 67) 
 

Bolin provides commentary regarding the role and value of material culture in art 

education, yet it is also important to consider the place of material culture in the broader 

scheme of education and American schools. For students, the value of objects will be 

found in various ways, just as it is for me. While considering the role tactile items play in 

global life, I am reminded of the common question, “If your house was on fire and you 

could only take one thing, what would it be?” I know my choice immediately, and it is 

not a box of crayons. This item that I am choosing to study (the crayon) holds significant 

meaning to me, but its meaning is found in the greater sense and not in the particular. 

There is not one specific crayon I am attached to; instead, my attraction to the crayon is 

due to the memory and possibilities they represent as a whole.  

 Artist, Sally Mann works as a photographer using her family and heritage as a 

reoccurring theme. In Hold Still: A Memoir with Photographs (2015), she comments on 

the way a photograph can hold memories captive and allow an individual to forget 

everything but what was captured by the camera. Her images have enabled fans to feel 

they know her children. This is an argument she strongly disagrees with, saying her 
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images, “represent [her] children at a fraction of a second” and don’t go beyond that. In 

viewing the crayon similarly, does children’s artwork push us to forget about the material 

used to create it (Mann, 2015)? Children’s artwork itself can also be seen as a product of 

material culture.  

CODING METHODS 

 Laurie Moses Hines (2012), writes about historical researchers as “detectives on a 

search in a relatively great unknown,” and that of the many avenues for gathering data, 

“the standard…is searching for and reading old documents” (p. 149). As the bulk of my 

data was the result of hours spent surveying antiquated documents and ephemera, 

determining what was and was not essential to my study, scanning individual pages and 

then attempting to make sense of it all—coding was crucial in helping me to sort and 

make sense of the data. In a discussion of coding, Saldaña (2013) writes:  

A code in qualitative inquiry is most often a word or short phrase that 
symbolically assigns a summative, salient, essence-capturing, and/or evocative 
attribute for a portion of language-based or visual data. The data can consist of 
interview transcripts, participant observation field notes, journals, documents, 
drawings, artifacts, photographs, video, Internet sites, e-mail correspondence, 
literature, and so on. (p. 3) 
 

In qualitative research, codes are researcher-generated and can be amended to better suit 

the needs of the study. These codes are used to classify findings and assist the researcher 

with triangulation, enabling multiple sources to be examined for commonalities and 

differences (Schensul, 2012). Saldaña (2013), breaks the coding process into various 
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cycles and includes data on analytic memos and post-coding/pre-writing practices. 

Initially coding can come across as an extra step or element of a process that simply takes 

time away from writing. However, when coding, researchers must “become both humbly 

and keenly aware not only of what [they are] doing but why,” and this knowledge most 

often comes through experience and trial and error (Saldaña, 2013, p. 40).    

 Stake (1995) describes good research as being less about good methods and 

instead the product of good thinking. The qualitative researcher should be prepared to not 

only uncover information from archives but from intuitions and hunches that lead to 

uncovering explanations about the context in any study (Janesick, 2011, p. 148). Keeping 

an analytic journal or record can aid the researcher in sorting the information being 

processed and is referred by Saldaña (2013) as a place to “dump your brain” (p. 41). In 

efforts to connect my data and thought processes, I kept a journal, as suggested by those 

writing about best practices for qualitative researchers, and from it generated my own 

coding scheme by reflecting on thoughts and findings as a guide through the cycles of 

coding.  

During the elementary stage of coding, obvious similarities and variations made 

up my first cycle of coding and helped determine the best coding methods. Various 

methods include the following: grammatical, elemental, affective, literary and language, 

exploratory and procedural (Saldaña, 2013, p. 59). The second cycle required a refining 

of the first cycle and more focused coding for conducting my initial analytic strategy. As 
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the study continued, it was important to re-evaluate how data was coded and identify the 

major headings and subheadings that emerged from it. Original groupings of data may 

become too large with data too broad, requiring researchers to further classify and grow 

the hierarchical coding scheme. Saldaña (2013) suggests focusing the data sorting 

strategy by creating a “trinity” of the three major themes/codes/concepts that stand out in 

your study as a visual map. The final steps engage the researcher in sifting through codes 

and drawing conclusions and potentially finding important but overlooked findings. 

These approaches to coding were beneficial in conducting my study and are further 

discussed in Chapter 3.  

VISUAL CONTENT ANALYSIS  

At first thought, visual content refers to everything we can see. When analyzing 

such content we must consider its role in society and human development. In my study, I 

examined various ephemera to draw conclusions about the evolution of the crayon in 

schools and the analysis of documents and written editorials became a catalyst for 

generating theories about the crayon and its use. Jewitt and Van Leeuwen (2001) discuss 

content analysis in this manner: 

Content analysis is an effective procedure only if precise hypotheses and clearly 
defined concepts underpin its use. Categories of (visual) content must be 
explicitly and unambiguously defined and employed consistently (‘reliably’) to 
yield meaningful evidence relevant to a hypothesis…. A content variable is any 
such dimension (size, colour range, position on a page or in a news bulletin); or 
any range of options of a similar type which could be substituted for each other…. 
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A content analysis begins with the definition of relevant variables and of the 
values on each. (p. 15) 
 

This description of content analysis connects with coding like two puzzle pieces fitting 

together. To continue past the element of coding and classifying content, Berger (2011) 

focuses on consumer culture and advertising. He, along with other social scientists, break 

consumer culture into four categories and include examples of possible lifestyles. Berger 

(2011) describes consumer culture in these metaphorical terms: An elitist may drive a 

Rolls Royce and crave a hierarchical society, but feel an obligation to those below them. 

This group is large but difficult to join due to the tight group boundaries. Individualists 

may drive BMWs and believe that each person is responsible for themselves in addition 

to having little empathy towards other groups. Possibly found cruising in a Civic, 

egalitarians feel that everyone should be looked after by the government and are critics of 

the status quo. The final classification, fatalists are found at the bottom of the totem pole. 

This group likely shops at thrift stores and utilizes public transportation (Berger, 2011). 

How does the crayon fit with these different classifications? Berger (2011) offers an in-

depth look at the communication process associated with advertisements through the 

Lasswell formula: Who? Says what? In which channel? To whom? With what effect? To 

provide a better understanding, Berger (2011) further explains it with the phrase “(let us) 

run it (the advertisement) up a flagpole (magazine) to see if anyone (some audience) 

salutes (is affected by it) (p. 60). As crayons are most likely found in homes around the 
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world as well as schools and businesses, I focused this study on the teacher as consumer. 

Going further, I investigated the role of curricular resources available for educators. 

These resources utilized both text and visual content, and their imagery reflect the time 

period in which these materials were originally available.   

CONCLUSION OF CHAPTER TWO 

 In this chapter I have outlined what serves as the foundation of knowledge for this 

study of the common colored crayon. I began with a discussion of the initiation of the 

company that brought the crayon to American, Binney and Smith, and various details 

about those involved with this company. Additionally, I included a historical look at art 

education in schools leading up to the introduction of the Crayola Crayon, a summary of 

how the crayon has been portrayed in children’s literature and associated teaching guides, 

and sections pertaining to material culture, visual content analysis, and coding strategies. 

In the following chapter, I detail my research methodology and investigative practices 

employed in carrying out this study. 
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Chapter 3:  Schematic: Methodology 

There was no clear path that led me to the crayon. Rather, this study took a 

multitude of directions as I swayed between what I wanted to discover and what I thought 

I should investigate. Throughout childhood my parents carted my sisters and me to 

different cities where we toured and explored their histories. To some children (possibly 

most), this may be the definition of utter boredom, but for me it ingrained a love of 

stories and history. This deeply rooted love is what drove me to wonder about how 

specific materials are used in the classroom, and particularly in art classrooms. The topic 

of this study began when I started to ponder the origin of the “classpack.” As noted in a 

previous chapter, the classpack is defined as a material available for purchase in a set for 

approximately thirty students; the entire class (i.e., thirty sets of the eight pack of 

crayons). How long have materials been packaged like this? Is such packaging beneficial 

to educators and/or students? Who conceived the idea? How has it kept its place in 

schools and the greater pool of childhood learning and development? These questions 

then pushed me to look past student creations, teaching, and classroom strategies to the 

objects housed within the classroom. Bolin (2013) writes about the various approaches to 

historical research and material culture within art education: 

Art classrooms and other sites of art education are very often filled with 
instructional objects. These artifacts––pencils, paints and brushes, paper, tools, 
equipment, visual aids, art reproductions, projectors, textbooks, and more––
provide a window into the world of art teaching and learning. Such objects are the 
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material culture of the art classroom and can readily become sites for historical 
investigation and interpretation. (p. 149)  
 

From the writings of Bolin, along with personal conversations, as he served as my thesis 

advisor, I clearly saw the color crayon as an “opportunity to explore art education in ways 

that are commonly overlooked” (Bolin, 2013, p. 150). For this study, as I investigated the 

evolution and development of the crayon, I acted as a critical researcher through 

historical inquiry. Hines (2012) describes conductors of this methodology as being 

detectives seeking to uncover what is hidden. In this case, a story about the crayon. 

Through collection and analysis of data, I interpreted events that have already occurred. 

The following sections outline my process and journey as I worked to generate new 

speculations for a story of the crayon.  

EARLY STAGES  

Through a survey of existing studies, I recognized that my research question 

about the crayon’s origin had not yet been answered. Not only was my question 

unanswered, but it seemed unasked and completely overlooked by the majority of 

researchers and certainly by crayon users. After hours spent reviewing articles, journals, 

books, theses, and dissertations, I discovered the advertisements within School Arts 

magazine. Initially, I drew conclusions by analysis of the advertisements for crayons 

situated in the magazine, and the culmination of my findings showed several stages the 

material had taken and the various companies producing and marketing the material over 
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a span of approximately 100 years. Thus, I saw that the company of Binney and Smith 

was consistently at the forefront of crayon manufacture and distribution. This finding led 

my study in a new and more focused direction, hence establishing a starting point by 

using Binney and Smith as my primary source while speculating about a history of the 

colored crayon.  

As I began my search for information surrounding Binney and Smith, it was easy 

to learn that this company became commonly known as the creative leader: Crayola. 

Among the few articles speculating about the crayon’s history, Binney and Smith are 

referenced, as well as is Binney’s wife––a school teacher. Reading this account generated 

an overwhelming excitement about the initial conception of the colored crayon, but no 

sources were listed and therefore the articles seemed like a dead end. As correspondences 

between the company and school teachers were mentioned, I chose to contact Crayola 

and inquire about the company’s historical records.  

The phone was ringing as I awaited an answer that I hoped would become a 

breakthrough communication. A woman answered, “Thank you for contacting Crayola, 

how may I help you?” I introduced myself, the study I was embarking upon, and asked 

about a company archivist. The woman responded that he (the archivist) had retired only 

a few months before and that they did not have any of the information I was asking about. 

She kindly mailed me a package containing crayons, markers, Model Magic, and a 

variety of their products, along with a photocopied version of The Story of a Rainbow. 
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Within the black and white pages of this document, was a company history compiled by 

employees in 1947, and then updated and revised with company history until 1961. This 

historical record of the company included information about the initial release of the 

Crayola crayon and its impact on the growth and expansion of Binney and Smith.9 In a 

final attempt to gain a more full and complete perspective of the company, I made efforts 

to contact the former historian and archivist. Through a basic Google search I was able to 

determine his name and LinkedIn profile. Through his profile I attempted contact via 

email and phone, but with no success. In conclusion, my study then became exclusively 

archival in nature.  

FIRST STEPS 

I knew the information available to me through books and journals was limited. 

Thus, I always intended to conduct archival research at the Smithsonian Institution in 

Washington, DC. Housed in the National Museum of American History’s Archives 

Center are the Binney & Smith INC. Records, 1897-1998 #624, which consist of 

approximately 56 boxes containing a diverse range of information and materials. To 

secure space and time within the Archives Center, I sent an email detailing my request 

and initial questions about conducting research at the Center. Less than a day later, I 

received answers to my questions about the specifics of the records and a link to the 

                                                
9 The Story of a Rainbow was produced by Binney and Smith. I received no funding from the company for 
conducting this research, nor was it conducted for the benefit of the Binney and Smith (Crayola) company. 
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Smithsonian Institution Research Information System (SIRIS) container list for the 

Binney and Smith archives. The response also clearly noted that collection #624 was not 

digitized and there were no intentions to do so. This 30-page document gave brief but 

very specific details about the available records and materials, and was entirely 

overwhelming. As I was still trying to determine what information I was seeking and 

what questions I wanted to answer, I responded confirming my research dates and began 

booking travel and housing for my initial trip as a historical researcher.  

While the parameters of my study were still ambiguous I turned to other historical 

studies focused on material culture: specifically, the pencil. Henry Petroski’s book The 

Pencil: A History of Design and Circumstance is crafted as a beautiful account of the 

history of a material even more common than the crayon. Petroski begins by describing 

the extremely thorough lists of Henry David Thoreau as he planned for his travels. The 

lists contained large items such as a tent (including size specifications), and tiny items 

such as thread:  

But there is one object that Thoreau neglected to mention, one that he most 
certainly carried himself. For without this object Thoreau could not have sketched 
either the fleeting fauna he would not shoot or the larger flora he could not uproot. 
Without it he could not label his blotting paper pressing leaves or his insect boxes 
holding beetles; without it he could not record the measurements he made; 
without it he could not write home on the paper he brought; without it he could 
not make his list. Without a pencil Thoreau would have been lost in the Maine 
woods. (Petroski, 1989, pp. 3-4) 
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As I read this, I decided to take a step back and make a list of items found within 

the average classroom, in much the same way Thoreau undertook his investigation. 

Without getting into material specifics, my list contained 14 items: (a) tables; (b) chairs; 

(c) boards (bulletin, dry-erase, chalk, etc.); (d) chalk or markers (for boards); (e) desks; 

(f) rugs; (g) cabinets; (h) books; (i) paper; (j) pencils; (k) markers; (l) scissors; (m) glue; 

(n) crayons. Initially I thought these materials were most identifiable in an elementary 

aged environment, but upon second thought they were present in most classrooms 

throughout my K-12 education. None of the listed materials have been introduced in the 

last decade, but each has seen many different stages allowing them to maintain a place on 

this classroom list. But how?  

From Petroski’s examination of the pencil and the generation of the above list, I 

determined that I would organize my study around the specific developments that have 

enabled the colored crayon to remain a permanent staple in education and childhood. 

Beginning with its initial introduction into schools, to the shapes it has taken for 

childhood development, and to the names of the colors, I chose to connect the crayon’s 

advancements with historical events happening in the United States as well as in general 

education and the field of art education. I returned to the SIRIS container list and began 

to highlight the boxes and folders I wanted to study while at the Smithsonian. If the 

crayon was mentioned, I deemed the material could be pertinent to my study. If the 

crayon was not mentioned but I found the item intriguing, it was added to the overflow 
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list to be viewed only after what seemed to be the most applicable data items were 

observed. This annotated list can be found within the appendices at the close of this 

study, and has been updated throughout my research period. With a running list of the 

material I would review and my research trip only a short time away, I felt more secure in 

moving forward.  The week leading up to my trip brought anxiety as I wanted to be well 

prepared to gather the needed materials. In brief meetings and conversations, I sought 

advice from my advisors and shared my concerns. What if I find nothing? What will the 

space look and feel like? Sharing their own experiences, my advisors eased my worries 

and helped me regain excitement.  

ARCHIVES CENTER: WASHINGTON, DC––DECEMBER 2016 

The day I left for Washington, DC felt big. It had been raining in Austin for 

almost a week and that rain followed me to my layover in Atlanta and then on to DC. 

Throughout my research process, I kept a kraft paper Moleskin with notes and doodles 

about readings, findings, and meetings pertaining to this study and the crayon. For the 

purposes of my trip to the Archives Center, my means of recording data became digital, 

with the use of Microsoft OneNote. This specific program enabled me to easily add and 

organize tables, images, and text. This change from analog notetaking was due primarily 

to the Archives Center’s specific rules regarding the use of auxiliary materials when 
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conducting research, which limited me to only a computer and materials provided by the 

Smithsonian.  

As I prepared for my first day at the Archives Center, the weather in Washington, 

DC was dreary as the rain continued and the temperature was cold. In efforts to ease my 

anxiety about the day, I took my time as I made my way towards the National Mall, 

enjoying coffee and keeping warm. After sprinting through the rain from the Metro 

Station across the muddy lawn, I stepped through the doors at the National Museum of 

American History. 

This museum is anchored between the National Museum of Natural History and 

the newly opened National Museum of African American History and Culture. It was the 

sixth building constructed along the National Mall and opened to the public in January 

1964 as the Museum of History and Technology. It is one of the last structures designed 

by the architect group McKim, Mead and White, which then allows it to have a place on 

the National Register of Historic Places. In 1980 the name was changed to better align 

with the museum’s mission, “The collection, care and study of objects that reflect the 

experience of the American people.” It is currently one of the Smithsonian Institution’s 

19 museums and houses more than 3 million artifacts, including Binney and Smith’s 

Crayola crayons. With excitement, I unloaded my bags, coat, and scarf to step through 

the metal detector and asked the security guards if they could direct me to the Archives 

Center. Blank stares greeted me as the guard said, “That’s not here but maybe ask the 
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Information Desk.” After a similar confusion at the Information Desk, I was given 

directions to the research area and set off through the already busy museum.  

Following their directions, I arrived at the Archives Center and made notes from 

the mornings events in my research log: 

As I entered the Smithsonian Museum of American History, I went through 

security and was gaining excitement. The security guards were kind but didn't 

think I was in the correct building and the information desk also thought I could 

be lost. However, one of the women knew what I was looking for and then I was 

off. Down a large set of stairs, veer to the left and you'll see it. The museum is 

busy this morning, or it sounds that way. There were several display cases on my 

walk to the center, each displaying some of this museums highlights. I snapped a 

quick photo of the center and then rang the doorbell and––poof, I was here.  

After completing a simple form, watching a video, and putting everything but my 

computer, phone, and cords into a locker –– I'm ready to go. Finally, I completed 

a request form for my boxes and began to write. One of the staffers, a young 

woman named Megs (I think) came over to my table and inquired about my study. 

How cool–– someone thinks what I'm doing is interesting! The room is quiet 

except for the turning of papers and occasional whisper. I hear the cart now… 
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The Archive Center monitor for the day slowly wheeled two fully-loaded three tier carts 

(figure 2) toward my table and I took a deep breath. Would I find anything in these 

boxes? With much anticipation, I certainly hoped so.  

 

Figure 2: Various boxes from Binney and Smith archives.  

 

Assisting the monitor, I placed a cart on either side of my work station and began my 

document search. After referencing my digital copy of the SIRIS container list, I selected 

Box 1 and placed it on the table. As I lifted the lid it smelled familiar and I pulled my 

first folder from the box. Inside were various editions of The Story of the Rainbow, the 
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photocopied pages I had received via postal mail from Crayola. I briefly skimmed each 

document and continued moving through the folders. While planning for my time at the 

Archives Center, my intention was to use the initial research days to survey the material I 

had marked in my SIRIS collection record, and then narrow my investigative scope on 

my final two days at the Archives Center. This plan was easier thought than executed. 

After thumbing through the first box, which contained books and corporate information 

about the company, I realized just how much stuff there was to view and that the material 

was very dense and would not be viewed quickly. While working in the reading room I 

was allowed to take as many photographs of the material as needed, and I began to 

document items that looked promising. This enabled me to view one item in a set and 

determine, as well as possible, its value to my study. If the material could serve as useful, 

I would then photograph the entire series of data, and if not I would move along. The 

work of the historian is very selective. Bolin (1995) states:  

In order to write history it is important to consider the distinction between what is 
the “past” and what is “history.” The “past” is objectified and recorded through 
pieces of information and artifacts that the historian selects and assembles. 
However, in and of themselves these fragments of information do not constitute 
history. “History” is what the historian makes from this selected and assembled 
material of the past, as he or she uses this information to inquire about significant 
issues in the past and present. (p. 46) 
 

Surveying the Binney and Smith archives, I kept Bolin’s words in mind. Additionally, I 

recorded notes in my research log about the various findings and generated a system to 

organize my thoughts in reference to the images I was capturing. The system I generated 



 

57 
 

was based on the available materials surrounding coding introduced in Chapter 2. For 

example, a star icon noted new and promising findings while the question mark icon 

highlighted new questions about my findings. At the close of the first day I was 

exhausted, hungry, had gone through 7 boxes, and was absolutely done for the day. 

Stopping at box 14, file 7, I ended the day exploring the fabric crayon.  

   Throughout the next three days I entered the museum in the same manner and 

planned more accordingly with my eating habits to ensure I would not be interrupted by 

an empty stomach.10 Each day I struggled to determine what data would guide me 

forward in speculating how the crayon situated its place in history and found the sales 

records kept by Binney and Smith to be very promising. Along with taking photographs 

of potentially useful research documents and items housed at the Archives Center, I 

charted different numbers from sales records in my research log to assist me when I 

began data analysis. On my final day of research in Washington, DC, there was a new 

monitor, Alison, in the Archives Center. She was part of a duo who had worked to intake 

the full collection of Binney and Smith records donated in 1998, and also worked to 

generate the SIRIS container list. Alison shared comments about the bulk of information 

donated from the company and graciously answered some of my questions about the gaps 

in my research and findings. From our conversation, I was able to gather that several 

Binney and Smith documents were lost in a mid-century flood (which I later found 
                                                
10 In the many meetings prior to my research trip, Dr. Bolin encouraged me to eat a big breakfast to avoid 
breaking up the day with meals.  
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images of in the company photo albums), and that in early years many things were not 

documented or records were discarded due to a seeming lack of importance. However, I 

was still able to physically hold paper scraps from the early 1900s containing crayon 

color testing samples and hand written notes, and examine a hundred years of sales 

records detailing the number of crayons sold yearly in the United States, and even 

documented crayon sales in each individual state. By the end of my last day I had 

explored more than 30 boxes of materials and documents ranging from the size of an 

index card to larger than a poster, with each box housing folders full of images, wrappers, 

artworks, letters, and other various items with significance to Binney and Smith. There 

were no concrete answers to my questions and I was leaving with no physical materials 

other than my notes and 1,018 images of archival material I had photographed.  

 After going through the records I had originally deemed pertinent to the evolution 

of the crayon, I used my final hours to explore the company’s photo albums. As I opened 

the first flat box, I was able to place the familiar smell of the materials I had spent days 

reviewing. Using my final moments in the Archives Center I turned to my research log to 

jot down my observation: 

Let's talk about the smell. Each time I open a box (particularly one housing 

photographs and newspaper clippings) I am in my grandparent's house being 

nosey. It's a smell that clearly only comes from age and doesn't change based on 
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location. Some might say smelly but I can't associate it with anything other than 

magic. 

These notes may seem trivial but they plainly define my time at the National Museum of 

American History’s Archives Center and my first experience as an archival researcher—

magical. During my time at the Smithsonian I left nothing but fingerprints and took 

nothing but pictures and notes. Upon leaving, I thanked Alison for her time and the hours 

spent organizing the Binney and Smith records along with the trips to and from the 

company headquarters in Easton, Pennsylvania and then I left. As my advisors had 

predicted, I left thinking how wonderful it would be to return the next day.11  

CONCLUSION OF CHAPTER THREE 

Within the pages of this chapter, I have outlined my historical research 

methodologies through an account of my time spent in Washington, DC at the 

Smithsonian Institution. Through this chapter, I disclosed anxieties pertaining to my first 

archival experience as well as my means to alleviate such worries. Additional details 

highlighted my means of collecting data and personal reflections about the experience. In 

the following chapter, I showcase findings of my research in relation to Binney and 

Smith’s Crayola Crayon.  

                                                
11 Both my research advisors had informed me that no matter how long my research trip was, I would 
likely wish I could have stayed longer and seen more.  
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Chapter 4:  Dawning Realism: Crayola Crayons 

 After reviewing over one-hundred years of Crayola Crayon data (and developing 

a colorful system to organize it) (figure 3), I have chosen to dissect the findings of my 

investigation by discussing some of the significant developments in the company’s 

history through a look at its most notable products. As I gathered a copious amount of 

data through text, images, company records, catalogs, physical crayons, and a variety of 

available materials, the following information emerged to help build a story of the 

crayon, particularly the Crayola Crayon. Notwithstanding the bulk of data collected, there 

are still intervals in which I found no noteworthy information. Such omissions occur 

sometimes in conducting historical research. Bolin (2013) describes it as “times when 

enigmatic obstacles and seeming dead ends rise up to challenge the historian; thus 

possible alternative investigative directions, ideas, or approaches must be considered” (p. 

152). Within each section of this chapter, I have included data that speculates causation 

for the prominent advances of the Crayola Crayon during that specific time period in 

question, and provide context for the ongoing events that took place during this time. 

Thus, I begin at the introduction of the Crayola Crayon into the hands of American 

children.  
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Figure 3: View of research lab and coding methods using sticky notes.  



 

62 
 

BEFORE CRAYOLA 

Prior to the 1903 market release of the Crayola Crayon, Binney and Smith had 

already become involved in the development of educational materials and crayons:  

Since we have to start somewhere, let’s start where this company itself started, 
with black. It’s a good place to start, since black is of course not a color at all, but 
the complete absence of color. From black, as light is added, colors grow. That’s 
the way it was with us. (B & S, 1941, p. 20) 
 

The founding men, Edwin Binney and C. Harold Smith, were continuously seeking ways 

to improve their wide range of products, develop other new products, and enrich 

consumer’s lives. In doing so they discovered a new use for carbon black. Being in the 

business of packaging and labeling large crates, the company was unable to find a quick 

and simple means to mark barrels and boxes. Thus, the first crayon developed by Binney 

and Smith was not done so to inspire creativity, but was invented out of necessity. Stiles 

(2016) describes the development: “By mixing it [carbon black] with certain waxes, 

Binney & Smith created a black crayon” (p. 8). From the original version of The Story of 

a Rainbow (1941), the company shares that “these crayons were labeled with a paper 

wrapper and called Staonal, since they worked well on many types of surfaces, such as 

wood, paper, etc.” (p. 11). Because of the paper wrapping, the pigment did not transfer to 

or stain hands and was comprised of the words, “stay on all” (Stiles, 2016, p. 8). 

Following this development, the company continued to explore a wide variety of mark 

makers.  
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 Around the turn of the century, Binney’s wife Alice, a school teacher, shared a 

workplace observation and struggle. The pencils available to her students were of poor 

quality and made of a combination of clay, slate, and graphite (Stiles, 2016). 

Concurrently, Binney and Smith purchased land featuring an old water-powered stone 

mill in Easton, Pennsylvania and began using talc from North Carolina and local slate to 

produce slate pencils (B & S, 1941). The new pencils were a success and “sold well right 

from the start” (B & S, 1941, p. 26). Now with a place in the education market, the 

company’s salesmen began listening to teachers, and used their stated needs and 

suggestions to develop new products:  

Our people saw that the chalk supplied was not uniform nor satisfactory and 
created a lot of dust when erased. Experiments were started at the mill [Easton, 
PA] and early in 1902 a formula was worked out which laid the basis for the 
production of our An-Du-Septic white dustless blackboard crayon. The chalk 
proved superior, as it did not create any dust, and the air in the schoolroom was 
kept clear. At the St. Louis Exposition held soon after, the An-Du-Septic chalk 
was awarded the Gold Medal. (Kitchel, 1961, pp. 10-11)12 
 

Following the debut of the Staonal crayon and the An-Du-Septic chalk, but prior to the 

release of the Crayola Crayon, Binney and Smith issued a company catalog. The catalog 

details the crayons, stating:  

Regarding the quality of our Crayons, better are not made, for our Crayons are 
manufactured from best materials, by skilled labor and up-to-date machinery.  
Our Crayons are put up in quantities and assortments to meet requirements, in 
strong, well-protected cases.  

                                                
12 The St. Louis Exposition is more commonly referred to as the 1904 World’s Fair or The Louisiana 
Purchase Exposition.  
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Samples will be cheerfully furnished to those desiring same and electros for trade 
catalogs.  
As we are constantly adding to our line, write us regarding any Crayon in which 
you are interested. (B & S Collection #624, box 5) 
 

In addition to the catalog, salesmen were sustaining relationships with schools and 

educators to procure sales of their new chalk and other products from Binney and Smith. 

Once again, they discovered an area for growth: 

We sent representatives to schoolrooms over the country to demonstrate the 
benefits of our new chalk. Each one of them brought back a most interesting 
report; the colored crayons our school children were forced to use for their color 
work were about as good as the old chalk they had; they weren’t worth a darn. 
They looked pretty, but you couldn’t get much of the color off the stick onto the 
paper. At this time there were good colored crayons available for artists, but they 
were far too expensive for children to use. (B & S, 1941, p. 30) 
 

Soon after, I speculate within the same year, Binney and Smith expanded the definition 

and use of their crayon creations. The original version of the company’s history clearly 

prefaces the next development in their road to the rainbow, “so now we had black and 

white” (B & S, 1941, p. 29). Expanding on their existing knowledge of wax and tapping 

into Binney’s love of color and wife’s teaching experience, “Binney set to work to 

develop a good colored crayon that children could afford” (B & S, 1941, p. 30).  

CRAYOLA CRAYONS NO. 8 AND NO. 16 

 At the turn of the twentieth century, there were many developments being made in 

all areas of the United States, from education to government to various inventions. 

Things were changing at a rapid pace and it seemed that any manufacturing idea was 
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possible to construct. During the first years of the 1900s, many of today’s most well-

established and well-known companies were just beginning. Moreover, many of today’s 

most elaborate inventions were being introduced and the expectations of life were 

beginning to change. These first years saw the introduction of U.S. postage stamps, the 

modern submarine, teddy bears, and license plates for automobiles in the U.S. In 1901 

Theodore Roosevelt became the 26th president after William McKinley was shot in 

Buffalo, New York, and Pablo Picasso had his first exhibition in Paris. The following 

year, Binney and Smith Company was formed and Beatrix Potter published The Tale of 

Peter Rabbit. In 1903 the Ford Motor Company incorporated, and the Wright Brothers 

obtained an airplane patent. As technologies were advancing, this impact was also felt in 

education. Efland (1990) writes: “Change also occurred in the schools as new theories 

about child development and learning found its way into teaching. Long regarded as an 

art, teaching itself began to change as a result of science” (p. 148).  Looking to art 

education, the child study movement began and individuals started to “study the 

untutored drawings of children” (Efland, 1990, p. 161).  This is not to suggest that the 

regimented style offered by Walter Smith in the late 1800s dissipated; instead, there 

became various instructional methods for teaching in the arts. Thus, there was need for 

materials that offered freedom for the individual, both young and old, to explore creative 

activities. A fine quality yet inexpensive colored crayon was needed.  
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Following the previously mentioned discovery by the Binney and Smith salesman 

that teachers sought a more high quality color crayon, the company worked to develop a 

better colored drawing material for children. Before introducing the new crayon to 

schools, Binney and Smith turned to Alice Stead Binney for a unique name. As 

mentioned in Chapter 2, Alice had a tendency to combine words in order to form those 

that were new and unique. Thus, Crayola was born “from the combination of craie, which 

is French for “chalk,” and ola, short for oleaginous or “oily” (Bell, 2016, p. 13). The box 

of 8 was sold for a nickel and quickly spread throughout the country’s schools due to the 

well-established connections of the company and outstanding quality of the new product. 

The packaging presented them as “SCHOOL CRAYONS: For Educational Color Work,” 

and was branded with the “Gold Medal” seal (figure 4). From my research, there is no 

evidence that Crayola Crayons received any form of “Gold Medal” award for this 

product. Speculation leads to belief that the “Gold Medal” seal was added to all Binney 

and Smith products following the honor bestowed to the An-Du-Septic chalk at the St. 

Louis Exposition. In regards to Crayolas, Kitchel (1961) mentions that “prizes and 

medals were won at the Expositions in St. Louis and Paris, and in consequence certain 

size packages of CRAYOLA® carried the “Gold Medal” brand” (p. 18). Seeing that this 

would have been a significant honor, I am unsure why the company would not further 

promote the specifics of these accomplishments in their written history. Due to this 
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omission from any company records, my belief that the “Gold Medal” packaging was a 

result of the chalk’s award—stands.  

The earliest remaining catalog featuring the new crayons is surmised to be from 

1926 and provided this description for the Crayola Crayon No. 8: “Contains eight 

“Crayola” Crayons, paper-wrapped, 3 5/8 in. long by 5/16 in. diameter. Red, Orange, 

Yellow, Green, Blue, Violet, Brown, and Black. In tuck cardboard box” (B & S 

Collection #624, box 5). Evidence shows that the company worked to ensure their colors 

provided the truest hues and easy use. Within the Smithsonian Archives, I examined 

several papers with color tests for the various crayons and was surprised to feel the same 

waxy texture left by modern versions (figure 5). In addition to this new crayon’s other 

attributes, one of the most important features was its non-toxic quality, making it the 

ideal colored drawing tool for children. 

When reviewing publications focused on the introduction of Crayola Crayons, 

only the pack of eight was typically mentioned. Providing additional context for the 

release of Crayola Crayons, Kitchel (1961) writes:  

The first CRAYOLA crayons were made in sixteen colors and put up in two sizes: 
boxes of eight and sixteen crayons. Because of their color depth and clarity, they 
were welcomed wherever they were introduced, and soon became favorites. (p. 
18) 

 

The sixteen pack was sold for only a dime, and the company made efforts throughout 

subsequent years to keep the Crayola offerings at an affordable price for schools and  
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Figure 4: 1903 version of Binney and Smith’s original Crayola Crayons. (Courtesy of 
Smithsonian Institute) 
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Figure 5: Crayon testing from March 25, 1918. (B & S Collection #624, box 14) 
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families (Kitchel, 1961). Today, the same 8-color set was widely available for less than 

one dollar and the 16-color set for less than two dollars, from most retailers. The colors 

available in the 16-pack have changed over the years but the early assortment of colors is 

specified in a catalog detailing the No. 16 box:  

Contains sixteen “Crayola” Crayons, paper wrapped, 3 5/8 in. long by 5/16 in. 
diameter. Same colors as No. 8 with the addition of Light Green, Cobalt Blue, 
Burnt Sienna, Pink, White, Gold Ochre, Vermilion and Olive. Put up in a tuck 
cardboard box. (B & S Collection #624, box 5) 
 

As my findings did not include crayon catalogs predating 1926, the company compiled 

yearly sales that were included in the Smithsonian Institution’s Archives Center records. 

Additionally, there was one surviving price list from 1915. Kitchel (1961) shares, 

“because of their color depth and clarity, they were welcomed wherever they were 

introduced, and soon became favorites” (p. 18). Evidence of the favorable embrace was 

exhibited in yearly sales. In 1904, these records show the gross crayon sales at 

$24,147.66, and this income increased significantly in the following years (B & S 

Collection #624, box 4). By 1913, the Crayon Department’s crayon sales had surpassed 

all other company products and brought in a yearly total of, $214,407.54 (B & S 

Collection #624, box 4).  

A notable client in the early years of Crayolas was the United States Government. 

This is mentioned in the earliest version of their published history, but expunged from 

subsequent editions (B & S, 1941). The U.S., “bought them to send to the Indian schools 
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of the west” in large quantities (B & S, 1941, p. 31). An unfortunate truth of these 

schools was their mission to assimilate Native American children and force them to 

conform to Anglo culture (Slivka, 2011). These schools would generate before-and-after 

photographs of students to illustrate “progress” in appearance and to examine the 

children’s artwork throughout their years at the schools (Slivka, 2011). Due to the 

negative impact these schools had on Native families and the detrimental place they hold 

in the country’s history, I believe Binney and Smith deliberately chose to remove 

mention of them in this phase of their public history.  

Turning to a more positive advancement for the company, I focus results on 

findings in the area of leadership within the Crayon Department at Binney and Smith. 

Marie Falco 

 Much of the company’s history is directed toward the role men played in the 

success of product development and sales. Similar to the early art education texts, women 

are only mentioned in the company’s 1941 history, stating: 

We were among the pioneers in opening the doors of employment opportunity to 
women. A picture taken of the fabulous old office C. Harold and Binney had 
down on Pearl Street in New York in 1898 shows their feminine secretaries 
looking very calm and efficient in spite of their leg-o’-mutton sleeves and 
amazing hair-do’s. Miss Marie Falco, who has done so much to improve the 
quality of the art instruction in America’s schools, has been with Binney & Smith 
43 years. Making things for children, and teaching children how to use them, has 
always been a natural province of women; it is only natural that many women 
have come into the family of Binney & Smith. We always tried to make them feel 
at home, and evidently they did, because they stayed. Women have had a big part 
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in our business. Mrs. Binney, you will recall, named our Crayolas. (B & S, 1941, 
p. 42) [figure 6] 

 
The company may have been a leader in employing women, but its reference to the 

gender is revealing of the time. Looking forward to Kitchel (1961), the role women 

played in the company is acknowledged by more than treating “them” well, and Marie 

Falco is introduced as a “very special personality” (p. 17). From the earliest edition of 

The Story of A Rainbow, Falco is credited with having a large impact on the company. 

However, this description of Falco is sandwiched between characterizations of feminine 

secretaries and nurturing women. In the final edition of this text, Falco is described as 

“one of the first women executives in American business,” but the writing does not 

clarify when this occupational work first occurred (Kitchel, 1961, p. 18). Initially, I 

assumed her executive role postdated the 1941 publication, but this is incorrect. Upon 

further investigation, I established that Falco was the director of the Crayon Department 

in 1912, but there was no information given to determine when she entered this role 

(“Crayola Exhibition,” 1912).  

The 1912 National Education Association convention displayed an exhibit that 

showcased work created by Crayola Crayons. An article about this exhibit described 

these crayons as: “…generally accepted as the best drawing crayon known. It is the only 

one that can be used successfully in place of oil colors, pastelles and water colors” 

(“Crayola Exhibition,” 1912). The article goes on to explain that Falco was to have been 
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in charge of the exhibit, but due to a car accident was absent and that she was the head of 

the crayon department for Binney and Smith Co. Continuing, Paint, Oil and Drug Review 

closes with the following: “Miss Falco is a very beautiful young woman of prepossessing 

manner, and is a great favorite among her many friends” (“Crayola Exhibition,” 1912, p. 

18). I am curious to know how this periodical received knowledge of both Falco’s 

appearance and friends. From figure 6, I assume Falco is included in the image, but have 

no evidence and have found no other images of her. Looking past her appearance, Kitchel 

(1961) details her value to the company, stating:  

Today, none of us old timers thinks of the beginning of CRAYOLA® without 
instantly associating with it the name of Marie Falco. She was CRAYOLA® in 
the beginning and for many years thereafter. In the New York office she began 
the direction of sales, she took care of our advertising, and she explored in every 
way the possibility of this new item entrusted to her care. For a while in the New 
York office she was “the works,” although later on she engaged the assistance of 
many others for sales and advertising….Miss Falco was a driving force day in and 
day out. The beginning of our educational work in the schools was due to her, and 
everywhere she went she as a burning advocate of CRAYOLA®….She pioneered 
many innovations and advances in art education for children. Among these were: 
School Art Prizes; Young America Paints; National Circulatory Exhibits of Child 
Art; and Art Educational Editorial Service. (pp. 17-18) 

 

Marie Falco received worthy gratitude in the final version of the company history, 

yet it appears her role deserved much more. She is written about as a kind and vibrant 

woman devoted to the advancement of art for children. Falco passed away in 1961, and 

Kitchel (1961) writes, “from a personnel standpoint this draws the curtain on the first 

chapter of CRAYOLA®” (p. 18). What a role she must have played in the budding and 
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long-term success of the company’s most recognizable product. Inferring from the 

available material, it appears that Falco created her role in the company because someone 

had to lead the way and prioritize the exciting new Crayola Crayons. As there is limited 

 

 

Figure 6: Pearl Street Office 1898; Smith (left) and Binney (right). (Kitchel, 1961, p. 8) 
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Information about her specific contributions made to the company, Falco is highly 

deserving of much more than a section in this study and a few sentences in the company 

tale. 

 Following her death in 1961, Sidney V. Smith, the founder’s son, stepped in as 

head of the Crayon Department. 

Crayola Crayon No. 24 

 Potentially the most common package of crayons stated on yearly school supply 

lists, the 24-pack offered the user even more colors (figure 7). Various accounts furnish 

details about the introduction of this crayon set, but some contradict one another. Ed 

Welter, self-proclaimed Crayon Historian and the world’s most accomplished collector of 

crayons, is based in Oregon with his 50,000 plus crayons (Carlin, 2010). Welter’s 

extensive research is shared through his creation of a website and blog in 2003. A 

dilemma of his blog is that there are no specific dates available in order to track the posts. 

As of March 2017, his most recent post pertains to the progression of the 24-pack, 

stating: “Way back before anyone can remember, the No 24 box evolved from the 

Rubens Crayola line. That was a complimentary line from their Crayola line that targeted 

artists. They put out their 24 color box in 1903/1904” (Welter, 2017). However, my 

collected data does not support this statement. I do not disagree that the 24-pack was the 

product of Crayola Rubens. A price booklet marked to have been from post-July 1915  
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Figure 7: Color sample aligning with a 1927 catalog description of the No. 24, apart from 
“Celestial Blue.” The specific names of these colors do not align with the 
No. 8 and No. 16 packs. (B & S Collection #624, box 14) 
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lists the No. 24 but does not include details about when this 24-color box was introduced. 

However, according to Kitchel (1961) the only sets released in 1903 were the No. 8 and 

No. 16, and there is no acknowledgement of the No. 24. In an April 1924 price sheet, 

listed under “CRAYOLA”: Drawing Crayons” are the “No. 24   “Rubens” and the “No. 

18 “Rubens.” Looking again to the estimated 1926 catalog, the No. 24 is listed as: 

Contains twenty-four “Crayola” Crayons, paper wrapped, 3 1/4 in. long by 5/16 
in. diameter. Madder Lake, Orange, Light Yellow, Medium Green, Prussian Blue, 
Violet, Burnt Sienna, Light Green, Ultramarine Blue, Olive, Cobalt Blue, White, 
Pink, Gold Ochre, Indian Red, Venetian Red, Magenta, Dark Green, Medium 
Yellow, Raw Umber, Flesh, Burnt Umber, Black, Vermilion. Put up in a strong 
hinged top cardboard box. (B & S Collection #624, box 5) 

 
The following two-page spread in the catalog lists the No. 18, and images of both the No. 

24 and No. 18 depict a box of “Rubens” (figure 8). In Paint, Oil and Drug Review (1912) 

it is noted that attendees to the Crayola Exhibit at that year’s National Education 

Association convention received “24-count sample packs,” but there is no mention of  

 “Rubens” (“Crayola Exhibition,” p. 18). My data does not match Welter’s (2017) claim 

of the release date (1903/1904) of the No. 24 “Rubens,” yet there is evidence to support 

his claim that the “Rubens” officially became the 24-pack in the 1930s.  A 1939 catalog 

listed only the No. 24 package, and the illustrated package was labeled “Crayola” but 

retained the image of Rubens. Welter (2013) provides additional information for the 

evolution of this packaging: “The transition was gradual as they kept Rubens’ (he was a 
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master painter) face on the boxes but renamed the box. Eventually they removed Rubens 

altogether.”  

 

Figure 8: “Rubens” No. 24, from 1928 Binney and Smith catalog. (B & S Collection 
#624, box 5) 

 

CRAYOLA CRAYON NO. 48 AND NO. 64 

As in the early 1900s when the Crayola Crayon was introduced, there were many 

advancements being made mid-century in the United States. Franklin Delano Roosevelt 

led the country out of the Great Depression with his “New Deal” programs in the 1930s, 

which enabled the country to rebuild itself after the close of World War II. Following 

FDR, Harry S. Truman served as president from 1945-53 and during this period 
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successfully increased the minimum wage. These years also showed substantial growth in 

the area of television broadcasting, and many major cities around the U.S. offered 

channels of the American Broadcasting Company (ABC), Columbia Broadcasting 

System (CBS), and National Broadcasting System (NBC). These networks continued to 

expand throughout the 1940s and beyond, and currently reign as industry leaders. With 

technological advancements being made in a vast variety of areas throughout the United 

States, these new developments served as a catalyst in the field of art education. In 1947 a 

group of passionate art educators came together and developed the National Art 

Education Association. The following year the first edition of Art Education: The Journal 

of the National Art Education Association was published in February, and sought to 

become a resource for those involved in arts education. In 1949 Arthur Miller’s “Death of 

A Salesman” opened at a theater in NYC, which then won both a Tony Award and a 

Pulitzer Prize. The same year, the U.S. welcomed the first foreign female ambassador, 

Vijaya Lakshmi Pandit, of India, and Truman signed a bill that established rocket testing 

at Cape Canaveral in Florida.  

During this time Binney and Smith was not exempt from the struggles of war and 

financial hard times. The company only produced enough crayons to fill orders for 

schools and based their production schedule around the public school academic calendar 

(Hall, 2005). Hall (2005) writes:  
 
After a slump during the Depression, crayon sales picked up during the war. 
Considered the dependable “school crayon,” after the war demands for Crayolas 
mushroomed, not only from school districts but also from parents wanting crayon 
for their kids for home use.   



 

80 
 

 The baby boomers, the first generation to grow up with their own boxes of 
crayons, created a huge consumer demand for Crayola crayons that soon made 
them a hot consumer product. When the kids wanted more colors, parents listened 
and so did the company. (p. 79) 
 

Utilizing their founder’s skills, the growing company listened to the needs of children and 

their desire for more colors. Acknowledging this request the company released the 

Crayola Crayon No. 48 box in 1949. My archival search revealed that there were no 

catalogs which matched the release year of the 48-pack. I was not able to locate any 

Crayola catalogs produced throughout the decade that followed. A color chart dated April 

23, 1937 promoted that Crayola Crayons were made in over 50 colors (figure 9). 

However, the company did not offer packages of 48 crayons until 1949. The new package 

increased crayon sales significantly from 1949 to 1950 and the years that followed. Prior 

to the Crayola Crayon No. 48 release, the company’s crayon sales were $5,846,469.77, 

and in 1950 the company reported the gross sales of crayons to be $7,247,830.40 (B & S 

Collection #624, box 4). After this financially substantial development, I speculate the 

company began producing auxiliary crayons for use on fabric based on homemaking 

trends. However, current research does not provide evidence to crystalize this claim.  

 America’s embrace of the 48-pack led the company to develop more colors and 

Crayola Crayon product offerings. Less than 10 years after the No. 48 was released, the 

Crayola Crayon No. 64 was introduced and the box featured a built-in sharpener (figure 

10).  The same year, 1958, Dwight Eisenhower was U.S. President and the following year  
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Figure 9: Crayola Crayon color samples c. 1937. (B & S Collection #624, box 14) 
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Figure 10: Binney and Smith advertisement c. 1958. (B & S Collection #624, box 22) 
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Alaska became an official state. Additionally, there was a march held in Washington, DC 

that supported Civil Rights integration in schools. Capturing a sense of the era, at a 

discussion held at the University of Virginia, William Faulkner offered commentary on 

his position of integration and schools:  

I would say that the Negro doesn't want to mix with white people any more than 
white people want to mix with the Negro. The Negro simply wants the right  
himself to decide not to mix. I think that—that he doesn't want to—to go to white 
schools just because they're white schools. I think he wants to go to them because 
he's under the delusion that white schools are good schools. I think from—from 
what I've seen of a lot of schools that no really industrious Negro would want to 
go to one. Now that's not true of all schools, but—but it's true of too many white 
schools. I think that what he wants is mainly the chance himself to decide to be 
segregated, and that if he had that, with schools so good that the people in the 
schools would be too busy passing the work to care what color who's sitting next 
to them was, there wouldn't be any trouble about integration in schools…. 

I think they [other schools] will come around to integrate for the reason that 
we have—have made our schools in this country to a sort of a national system of 
babysitters, and by the time these children have been at home underfoot the parents 
are going to be willing for them to go to school no matter who else is there. (“Raven, 
Jefferson,” 1958) 

Considering the highly volatile and charged conversations surrounding Civil Rights at 

this time, it is not surprising to see its effect on colored crayons. One of the Crayola 

Crayon No. 48 and No. 64 colors at the time was “flesh,” a peach colored crayon. During 

this time Binney and Smith responded to the changing times and needs of the American 

school system. Kabat (1999) writes: 
 
Crayola has kept up with the times. The company has changed the names of three 
of its colors to reflect social realities: “Prussian blue” was changed in 1958, when 
Crayola realized that schoolchildren had little idea who the Prussians were, let 
alone that their army’s uniforms were a weird shade of blue.  
 “Flesh” was changed to “peach” in 1962, when Crayola realized, in the 
heated days of the Civil Rights movement, that there was more than one skin tone 
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to consider. And this year [1999] “Indian Red” was changed to “chesnut”—
though a company spokesperson notes that “ginger spice” was a strong contender. 
(p. 61) 

 
Kabat (1999) supports her claim that Crayola Crayons made color accessible to 

the world and influenced how things are seen and described, standardizing color. 

Continuing, Kabat (1999) asks, “How else could children have learned to attach names to 

colors or colors’ names to things—so that people are “peach” and “brown,” grass is a flat 

“green” place extending to a “sky blue” horizon? The evolution of the available color 

offerings of Crayola Crayons and their names offers such a bulk of information that it 

could easily overtake this study. Among the Archives Center’s collection were a variety 

of color samples and tests spanning several decades (figure 11).  

After the introduction of the 64-pack the company began offering a variety of 

colors and types of Crayola Crayons. The record from 1962-63 lists the No. 72 box, 

which offered: “Seventy-two crayons, 64 different colors plus extra reds, blues, etc., 

drawing book, and grooved tray which holds each crayon securely and permits easy color 

selection” (B & S Collection #624, box 5). In the following decades, several specialty 

crayons were introduced and some potentially aligned with the various events in popular 

culture. The world was continuing to change and this shift was apparent in many areas of 

American life. In the 1960s as the Civil Rights movement was at its height, the United 

States also saw its first mass shooting on a college campus in Austin, Texas. The ‘70s  
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Figure 11: Crayola Crayons No. 64 color assortment. (B & S Collection #624, box 21)  
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brought about change for women’s rights and in March 1970 a group of 46 women 

employed by Newsweek sued the company for gender discrimination. Continuing in the 

‘70s, Walt Disney World welcomed its first visitors in Florida and the Vietnam War 

ended in 1975. During these decades both fluorescent and washable crayons were 

introduced, yet there is no data that confirms the specific release years.  

The eighties offered room for Binney and Smith to expand their specialty crayons 

as television and music impacted America’s youth. In 1981, Music Television (MTV) 

was introduced and showcased the work of singers from Madonna to David Bowie. The 

Crayola Crayon introduced pastel and erasable crayons, and in 1989 there were 72 color 

varieties of Crayola available.  

CRAYOLA CRAYON NO. 96 AND NO. 120 

As Crayola neared its 100th year, a company bulletin reported that in 1990 they 

would retire 8 colors: green blue, orange red, orange, yellow, violet blue, maize, lemon 

yellow, blue gray, and raw umber. The 8 Crayola colors were replaced with cerulean, 

vivid tangerine, jungle green, fuchsia, dandelion, teal blue, royal purple, and wild 

strawberry.13 An October 1, 1991 bulletin reported that spokesperson Brad Drexler said: 

The outcry for the retired colors is an adult phenomenon. It’s adults who are 
expressing the strongest desire for the old colors, yet they use very few crayons. 
Kids are the biggest users of crayons and they like the new colors better than 

                                                
13 On National Crayon Day 2017 the Crayola Company retired their Dandelion colored crayon.  



 

87 
 

those retired. For that reason there isn’t an enduring demand that could sustain the 
permanent return of the old colors. 
 However, we do recognize it is adults who buy crayons for their kids and 
who used our crayons as children, and their feelings are important to us. (B & S 
Collection #624, box 22) 

 
The report continues, suggesting that the company received approximately 300 letters and 

phone calls per month regarding the retired colors. This brought the number of Crayola 

colors to 111 in 1991, which included the specialty “Silver Swirl” crayons. Multicultural 

crayons were released in 1992 and offered 8-skin tone color choices packed together.14 

Once again the company unveiled a set of colors and in 1993 the Crayola Crayon No. 96 

box was release in celebration of Crayola’s 90th year. Along with the new “Big Box” 

packaging were 16-unnamed Crayolas and a “name the new colors” contest (figure 12).     

The same year Bill Clinton became the 42nd President, Martin Luther King, Jr. holiday 

was observed for the first time in all 50-states. Moriah Carey and Michael Jackson were 

named winners at the 20th American Music Awards. This decade introduced Janet Reno 

as the first female attorney general, Howard Stern’s radio show, and the trial surrounding 

the beating of Rodney King by police in Los Angeles. Throughout the ‘90s the Internet, 

personal computers, and mobile phones gained popularity. Crayola products continued to 

expand and introduced Magic Scent crayons, Bathtub crayons, and Glow in the Dark 

crayons. In 1998 the company introduced the Crayola Crayon No. 120, which offered a 

package featuring 120 Crayola color choices.  
                                                
14 Multicultural crayons are longer listed in the 1995 catalog but were reintroduced c.2012 and still feature 
four children on the package to represent various races.  
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Figure 12: Advertisement announcing the Crayola Big Box of 96 colors. (B & S 
Collection #624, box 22) 

 

CRAYOLA CRAYON NO. 150 AND NO. 152 

Entering the current century, the Binney and Smith company continued to expand 

their Crayola Crayon offerings with metallic crayons, glitter crayons, Twistables, 

construction paper crayons, and other specialty items. Since the company donated 

materials to the Smithsonian Institution in 1998, my only findings surrounding the 
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company’s last 20 years emerged from Internet material. For the company’s centennial 

celebration they retired 4 additional colors and unveiled the world’s largest crayon. 

Measuring 15 feet high, 16 inches wide, and weighing 1,500 pounds, this giant Crayola 

was made in blue and housed in Easton, Pennsylvania.15 A telescoping tower with 150 

Crayola Crayons was released in 2006 and offered both the standard colors and featured 

specialty crayons, as well.   

Until 2007, Crayola products were released by the company of Binney and Smith. 

This changed on January 1, 2007, when the company officially changed its name to 

reflect its number one product: the Crayola. Since then Crayola has offered new products 

and encouraged consumers to play a role in their crayon offerings. The “Easy Choose” 

packaging was introduced in 2014 and offers consumers the choice of 152 Crayola 

colors. From providing children the opportunity to name colors to offering products that 

allow them to melt and make their own Crayolas, the standard Crayola Crayon remains in 

flux but in the hands of millions.  

A SPECIAL LOOK BACK: KINDERGARTEN CRAYOLA NO. 38 

One colored crayon, a favorite of many people over time, deserved a special look. 

This is the Kindergarten Crayola No. 38. It is unclear when the larger version of the 

Crayola Crayon was introduced, but my findings suggest its introduction took place 

between 1915 and 1926. The earliest mention of the Kindergarten Crayola was found in 

the previously mentioned 1926 catalog, “Kindergarten “Crayola” Contains eight Crayons, 

                                                
15 The company chose blue based on “Color Census 2000,” an online poll that allowed fans to select their 
favorite Crayola Crayon color.  
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paper wrapped, 4 1/4 in. long by 7/16 in. diameter. Red, Green, Yellow, Orange, Blue, 

Violet, Brown and Black. Put up in a strong hinged cover handmade cardboard box” (B 

& S Collection #624, box 5). According to Slater (2016), “in 2011, Crayola…launched a 

line of crayons specially designed for small hands” (p. 24). Based on available ephemera, 

this statement receives contradiction. Moreover, since the development of the 

Kindergarten Crayola, there have been several versions dedicated to youngest and 

smallest learners. In the following years, several developments were made surrounding 

crayons for small hands. A catalog thought to be from 1927, listed the No. 38 

Kindergarten Crayola and a new product, No. 44: Tiny Tots (B & S Collection #624, box 

5) (figure 13). The Tiny Tots crayon was not part of the Crayola line but a lower priced 

“CERTA” wax crayon:  

This is a very attractive line of Wax Crayons of splendid quality, brilliant in color 
and handsomely boxed. They are not of as high a grade as our “CRAYOLA” 
Crayons, but are furnished to supply the demand for a wax crayon at a low price. 
(B & S Collection #624, box 5))     

 
The following year, the name Certa was changed to Crayolet, and Tiny Tots No. 44 was 

then no longer associated with a specific type of Binney and Smith drawing crayon and 

the company records provided no details about the colors (B & S Collection #624, box 5). 

The next available catalog, 1939, does not list the Tiny Tots No. 44 or any Certa or 

Crayolet versions of the crayon. It remains unclear when Binney and Smith discontinued 

these products.  
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Figure 13: Certa Tiny Tots No. 44. (B & S Collection #624, box 5) 

 
Returning focus to the No. 38 Kindergarten Crayola, I speculate that its 

development was impacted in part by the Child Study movement and research 

surrounding child art. However, there is no evidence to suggest that other Binney and 

Smith products were impacted directly by such educational movements and I hesitate to 

draw conclusions based upon a lack of data. In the following year’s catalogs, a new line 

of crayon products was offered by the company. Besco Crayons were released in 1928 as 

a part of the Pressed Crayon offerings: 

A pressed crayon when applied to paper should make marks that are smooth and 
even. The colors should blend and not rub off, and it should be sufficiently 
durable to insure economy in use. Our pressed crayons satisfy all these 
requirements. (B & S Collection #624, box 5) 
 

Along with this new line was a redesigned version of the Kindergarten crayon, the Besco 

No 10, “Contains eight Besco pressed crayons, kindergarten size. Paper-wrapped, 4 1/4 
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inches long and 7/16 inches in diameter. Put up in strong lift lid hand-made cardboard 

box” (B & S Collection #624, box 5). Both the No. 38 and No. 10 included red, blue, 

yellow, orange, brown, black, green, and violet color choices.  

 Moving forward to the 1930s and ‘40s, the kindergarten sized crayons remained 

and were eventually offered in a 16-pack and 32-pack as Crayola No. 336 and 332. These 

varieties came unwrapped, and consumers could select the type of box they preferred. 

Additionally, there was a large but shorter crayon offered, Crayola No. 333, “sixteen 

crayons, 2 3/4” x 7/16” (B & S Collection #624, box 5). I believe the offering of the 

shorter crayon was the result of eliminating the Tiny Tot No. 44. No longer referred to as 

“Kindergarten Crayola” but the “over-size CRAYOLA assortment,” they were regarded 

as allowing free expression for primary grades and suitable for large drawings and small 

hands (B & S Collection #624, box 5). By 1941, No. 10-B Besco Convex Crayon was 

released and the 8-pack offered the standard colors, but “as the form indicates the flat size 

prevents crayon from rolling off the desk” (B & S, 1941, p. 9). In the following decades, 

these crayons intended for young children and toddlers have taken various shapes but can 

be traced back to the Kindergarten Crayola No. 38. Eventually, the No. 10-B Besco 

Convex Crayon became the Besco “Anti-Roll” Crayon, and in the ‘80s, as Besco was 

discontinued, the crayon was simply referred to as Crayola Anti-Roll. I received an 8-

pack of the Crayola Anti-Roll after contacting the company, towards the beginning of this 

study (September, 2016). The box is copyrighted 1997 and has since been discontinued. 
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The most recent version of No. 38 is triangular in shape and part of the company’s “My 

First Crayola” line, which is geared towards the youngest learners.   

CONCLUSION OF CHAPTER FOUR 

 Within the pages of this chapter I have presented the data found from my 

investigation of archival material at the Smithsonian Institution and through the 

examination of other available materials. The above sectioned detailed specific product 

introductions made by Binney and Smith surrounding the Crayola Crayon from 1903 to 

present times. Now that the evolution and development of the standard Crayola Crayon, 

featuring a plethora of colors, has been presented, my data analysis in the following 

chapter shifts to focus on the available curricular resources that feature the crayon.   
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Chapter 5:  Pseudorealism: Crayons & Curriculum 

Following the previous chapter, which was an historical look at some 

developmental features of the Crayola Crayon, this chapter seeks to examine how these 

developments in the crayon have been utilized in art education curriculum. For the 

purposes of this study, art education curriculum refers to what is situated in traditional 

textbooks, craft resources, and supplemental books, with emphasis placed on the crayon 

and respective classroom and at-home activities.  

When considering the origination of the common color crayon, it is important to 

recall that this item has not always been so common.  Instead, at its conception this 

material was a new and exciting tool for teachers and students to use in schools and in 

homes across America.  Today, considerations of the crayon are associated with fun and 

free expression for both children and adults.  In so doing, however, I initially overlooked 

the traditional role the crayon can play in art education and schools.  Was the crayon used 

to teach about color?  Was it more than a play thing for children?  Was its use once more 

exciting than the colored pencil?  Through an extensive search of ephemera and easily 

accessible texts about the crayon, I surmise that much of the crayon’s long-term success 

comes from the fondness and glory this now familiar drawing tool has found in popular 

culture.  The following chapter introduces the crayon as seen in society, and explores the 

widespread supply of the crayon’s rise to become common.  
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 D. R. Augsburg wrote Drawing with Colored Crayons in 1906, only three years 

after Binney and Smith introduced their Crayola crayon.  In the small book, Augsburg 

details his ideal role for the colored crayon within schools and art education at the time.  

Augsburg (1906) declares:  

 There are four common mediums used in drawing.  They are: 
  The lead pencil, 
  The pen, 
  The brush and 
  The crayon.  

Of these the crayon allows the greatest freedom, but is, perhaps, the 
narrowest in its range of utility.  It is free and crude, which are elements that make 
it particularly adapted to the first efforts of children.   

The crayon is used in many forms. There is the blackboard crayon; 
charcoal, which may be called a soft black crayon; black chalk crayon, which is 
harder than the charcoal; pastel crayon, and lastly the common colored crayon.  

It is the use of the colored crayon that forms the subject of this little book.  
Our aim is to show: 
 How to learn, 
 How to use and  
 How to teach 
drawing with colored crayons and how to adapt it to school purposes. (p. 6) 
 

Within the first few pages of his text, Augsburg presents the idea of language and the role 

of drawing as a tool for conveying it.  Soon into the book he begins to speak about 

mediums and then narrows the focus of discussion to conversation about the colored 

crayon.  An observation to note is his use of the word “crayon” and the many terms 

employed to describe this drawing implement.  In today’s society, the word “crayon” is 

utilized to refer to the common colored wax crayon typically found in schools or for use 
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by children outside school. Bell (2016) elaborates on the use of the term crayon and its 

definition, stating: 

We all know what a crayon is, don’t we?  It seems like a simple enough question, 
but the line blurs with the number of crayon varieties and first-cousins of varieties 
available.  The word crayon is ambiguous.  Even in its most basic dictionary 
definition, it’s described as a small coloring stick made up of pigment in a binder 
of wax, clay, chalk, or charcoal—that’s four varieties already.  Yet for most of 
us…it’s the waxy sticks of various grades that we’re focusing on when we talk 
about crayons. (p. 10) 
 
As an educator routinely working with elementary aged students, I have never 

considered teaching lessons on the qualities and rules of color with crayons. Moreover, I 

have never considered defining what a crayon is to students, or describing the workings 

of other commonplace art classroom materials (markers, watercolors, pencils, etc…).  

Augsburg, however, chooses to formalize lessons for teaching with crayons and even 

includes images of the correct holding techniques (figure 14).  

 

Figure 14: Proper crayon handholding technique. (Augsburg, 1906, p. 11) 
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His instructions for teachers and students strongly resemble the industrial drawing 

textbooks and teaching manuals developed by Walter Smith and William Bartholomew in 

the late 1800s. Bartholomew (1876) emphasized the role of observation when teaching 

and provided meticulous instructions for properly holding writing materials (specifically, 

the pencil) and dictated the following: 

It may not be out of place here to call the teacher’s attention to the general 
mechanism of the hand, that the limits of that marvelous instrument may be 
understood, and certain undesirable results avoided. The bony frame of the hand 
shown in the figure [figure 15] will indicate one of these limits. The articulation 
of the wrist (C), although permitting free motion in all directions, yet, when used 
in one plane (as in writing or drawing on a plane surface), becomes a pivotal 
centre; and, if the fingers are held stiffly, a pencil would make an arc of a circle 
whose centre is at C. Hence the difficulty of making straight lines, since, to do so, 
a graduated change in the position of the three fingers holding the pencil: when 
that can be done, a most important set in the education of the hand has been taken. 
A figure [figure 16] of the hand clothed is also given, to show the proper way to 
hold the pencil. (pp. 2-3)  
 

 

Figure 15: Frame of the hand with pencil. (Bartholomew, 1876, p. 2) 
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There is dissimilarity between Bartholomew’s regimented instruction, which causes 

Augsburg’s  instruction for holding the crayon to be perceived as flexible. Augsburg 

(1906) permited the instructor and pupil autonomy while using the crayon, stating:  

When laying a wash hold the crayon the same as a blackboard crayon—that is, 
between the thumb and three fingers as shown in the above illustration [figure 
16]. When marking in details hold the crayon in the same manner as a lead pencil.  
How much color to use, must rest with the pupil’s judgment. The picture, the 
colors to use, and the order of their use is given in the following pages, but the 
strength of the washes and tones must rest with the teacher’s or pupil’s 
judgement. (p. 11) 
 

 

Figure 16: Clothed hand with pencil. (Bartholomew, 1876, p. 3) 

 
Augsburg (1906) additionally allowed the pupil to use personal judgment when 

determining how much color to use, but he insisted that white paper be used, saying, 

“Good results may be had on tinted papers, but they had better be reserved until the pupil 

has learned on white” (p. 9). In the years following Augsburg’s publication, The Prang 

Educational Company published a series of textbooks, Industrial Arts Edition: 
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Progressive Lessons in Art Education. Froehlich and Snow’s “book four” was available 

in 1910 and offered students a variety of artistic activities, from observational sketching 

to simple book making. Throughout the text are grayscale illustrations and directions on 

the left page of each spread and a blank right page, similar to other textbooks of the era. 

Each page is printed in black and white, and there are suggestions for using color and a 

materials sections at the front of the book: 

The use of color as a means of expression has come to be regarded by educators 
and psychologists as an important factor in the development of the child’s mental 
powers….Art Education Colored Crayons contain colors that are especially 
adapted to certain lines of work, such as design, free illustration, etc. These 
crayons used in connection with tinted papers for constructive exercises and for 
various decorative purposes are especially helpful and attractive in producing 
results of high artistic merit. (Froehlich & Snow, 1910, n.p.) 
 

Here, the student is encouraged to utilize tinted papers without first practicing on white, 

as suggested by Augsburg.  

Similarly to Smith and Froehlich and Snow, Augsburg assigns “drill exercises” 

for students to perfect proper “washes” and use the most appropriate colors (figure 17). 

Smith developed textbooks for both educator and student use, while Augsburg’s text is 

intended only for instructors. As Augsburg provides specific instruction, educators, in 

response, would need to provide adequate materials for pupils to complete the drawings 

and drills. Smith furnishes student textbooks in the form of workbooks that enabled 

pupils to view a proper drawing on the left page and empty space to replicate the drawing 

on the right page (figure 18). In figure 18, the light pencil markings of a student can be 
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seen on the right side and the drawing appears to be in progress with an accurate copy of 

the image on the left (Smith, 1875, p. 16). These regimented texts pertaining to drawing 

were common during this time and can be found from various educators.   

In efforts to contribute more context for the general expectations of the field of art 

education at the time, in 1910 School Arts magazine editor Henry Turner Bailey wrote: 

 “Be frank with the children.”  Let us tell them the truth, show them the best road, 
give them nothing but the necessary duffel, and cheer them with our 
companionship.  To put it another way, let us 

 Require only that which seems likely to yield the richest return to the 
children; Allow the use of only the evidently appropriate means;  

 Lead the children to work as directly and as perfectly as possible; Help 
them to see why, as well as how, and therefore to rejoice in their 
successes.  

 If these four sentences were on guide boards with hands pointing in one direction, 
they would indicate the pathway to beautiful school work, to fine handicraft, and 
to fine art.  

  Let us give more thoughtful attention to the mediums we allow the 
children to use, especially in combination.  Common sense is a good guide. (pp. 
81-82) 

 
Following the above passage in the editorial is a prescription for educators to properly 

lead students in the selection of drawing materials.  For example, in order to adequately 

depict a blade of grass, the pupil should use a colored pencil (Bailey, 1910, p. 82).  Bailey 

was the original editor of The School Arts Book: An Illustrated Monthly Magazine for 

Those Interested in Drawing and the Allied Arts established in a Boston suburb, 

Worcester, in 1901. This publication is known today as School Arts.  The magazine 
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provides evidence of the trends in art education at the time and displays the rigidness of 

instruction seen in Augsburg’s 64-page text.  

 

Figure 17: Instruction for crayon color use. (Augsburg, 1906, p. 59) 

 

Looking forward more than one-hundred years, the attitude concerning arts 

instruction (especially in regards to the crayon) is depicted in an acutely relaxed way.  

Over the last few years, Davis Publications has worked to generate a new series of art 

textbooks for students from kindergarten to twelfth grade.  Davis is also the current and 

original publisher of School Arts.  “Introducing Crayons: Crayon Techniques,” is the 

second lesson of the 2008 kindergarten textbook and covers only two pages with minimal  



 

102 
 

 

Figure 18: Instruction for drawing a cone form. (Smith, 1875, p. 16)  

 

text in a big book version for students.  The 2008 teacher’s edition, also two pages,  

includes commentary and additional information about the lesson, ranging from 

assessment to extensions and lesson resources.  Topal (2008) also instructs students on 

how to hold the crayon, but offers that students should “discover the power of crayons by 

experimenting” (p. 11).  There is an intriguing contrast seen here between past and 

present instruction for using the crayon. Augsburg (1906) offers many regimented 

options for using the crayon, yet in contrast Cathy Weisman Topal, the kindergarten 

textbook’s author, proposes four different techniques (figure 19): 

1. Practice holding the crayon in different ways.   
2. Use the tip. 
3. Use the side. 
4. Blend colors. (2008, p. 11) 
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Topal, an educator working in New England, has taught at the pre-school, elementary, 

middle school, and college levels for over twenty-five years.  She elaborates on the 

importance of blending colors and makes this process about more than just practicing 

crayon skills: 

 Blending is dramatic. The power of this lesson really comes out when children 
begin blending colors. When demonstrating, choose colors that will drastically 
change. For example, start with yellow and add blue. Then open it up to the 
children: what do they want you to add next? Working in this way sets the tone 
for the art room; it creates a respect for materials and a respect for other children 
and their space. (Topal, 2008, p. 11) 

 
Topal uses this simple lesson as a means to establish classroom etiquette and employs a 

similar curriculum plan (or template) found in the other grade levels of the Davis 

curriculum. This plan divides the lesson into three segments: (a) prepare, (b) teach, and 

(c) assess. Within each of these categories, there is further detailed discussion of teacher 

practices to ensure that each class time runs smoothly, that the plans are attainable for 

practicing teachers and contain engaging content for students. While this text includes 

valuable vocabulary and exercises, I do question how many teachers have actually 

utilized this lesson as it pertains to such a well used and common material.  

Instructors often neglect to teach about the crayon as an artistic medium. Based on 

my own teaching experiences and discussion with others, it is typically assumed that 

when children enter kindergarten, and even preschool, they have already had direct 

experiences with crayons. From Lives and Times: Edwin Binney: The Founder of 
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Crayola Crayons  (2005), Jennifer Blizin Gillis, shares that “the average American child 

uses more than 700 crayons by the time he or she is ten years old” (p. 28). Additionally,  

 

Figure 19: Crayon holding techniques from student textbook. (Topal, 2008, p. 11)  

 
 
Crayola’s current website states that “the average child wears down 720 crayons by their 

10th birthday” (“Fun Facts,” n.d.). This data is consistent with the lack of lessons directed 
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toward teaching with crayons, since it is assumed children have already had ample 

exposure to the waxy mark-making material.  

Alternative textbooks and resources for adult and child learners have become 

swiftly popular and focus on various artistic techniques and mediums. One such book is 

The Art of Crayon: Draw, Color, Resist, Sculpt, Carve! (2016) from author Lorraine Bell. 

Within the first pages, Bell (2016) writes: 

No one ever had to teach us how to hold a crayon or what to do with it. That may 
be part of the appeal—just grab it and get to work. Don’t like what you’ve drawn? 
Throw it away, there’s nothing precious about it. Crayons don’t dry out. You 
don’t have to set them up, replace cartridges, and clean up after them. You can 
use them sharp, dull, or on their sides, and they work just as well when they’ve 
broken to bits. (p. 9) 
 
A stark juxtaposition with Augsburg (1906) and Bailey (1910), Bell (2016) and 

Topal (2008) present learning through the arts as a process of experimentation versus a 

directed procedure of right and wrong techniques. Continuing through the text, Bell 

(2016) leads viewers through a brief history of the crayon, the ways professional artists 

utilize the crayon, and then inspires others to become “crayon artists.” As this text is not 

meant to serve as a classroom textbook, it can be used as a resource for teachers as they 

build new lessons for students. Similar resources exist to aid teachers in developing 

curriculum for the art classroom (for all ages) and as supplements for use in general 

education classrooms (specifically elementary and preschool). With the popularity of 

artistic resources, this type of lesson planning resource is not a new trend and can be 
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found in a variety of formats throughout the last 100 years. Early advertisements and 

articles in School Arts showcased new techniques for using common classroom products, 

and were also present in magazines geared towards parents (primarily female caregivers). 

With the widespread use of the Internet today, there are also countless assets for 

generating new and exciting ideas for art education and general education classrooms, 

streaming from various social media platforms.  

CREATIVITY RESOURCES 

Continuing to review the place of crayons and art education in text, I turned to the 

supplemental resources found in classrooms and homes. As a child with an acute interest 

in the arts and making, I received my first art book from Nancy Hart Elementary School’s 

book fair in the third grade. The Usborne Book of Art Ideas offered a variety of art 

exercises that encouraged me to experiment with various materials, from crayon and 

paint to rubber bands and salt. The back cover states: 

Do you have a box of watercolour paints or oil pastels and don’t know how to use 
them? 
Are you stuck for ideas for things to paint or draw? 
This inspiring books shows you how to use different kinds of paint, pastels, inks 
and crayons to create stunning paintings and drawings. Just follow the simple 
step-by-step instructions exactly, or use the exciting ideas to create pictures of 
your own. (Watt, 1999) 
 

One hundred years earlier, the intention of art education texts sought to perfect the 

drawing techniques of students and provide opportunities for lucrative professions. These 
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modern resources strive to achieve the opposite goals and encourage creativity and a love 

for art and making. Watt (1999) introduces crayons in the art materials section, stating: 

“Wax crayons usually come in sets. They aren’t expensive and you can do some exciting 

things with them” (p. 5). Towards the back of the book are instructions for using crayons 

and six projects for employing colored crayons as the primary medium: (a) wax resist 

stars, (b) fantasy bird, (c) wax resist rubbings, (d) more resist effects, (e) cracked wax 

effect, and (f) creating textured papers (Watt, 1999, pp. 76-84) (figure 20). This 

publication postdates the introduction of the Crayola crayon by more than a hundred 

years, yet it has more crayon specific activities than other similar texts and harkens back 

in time to lessons produced by Augsburg in the early 1900s.  

 

Figure 20: Potential uses for wax crayons. (Watt, 1999, p. 76) 
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Such resources predate my third grade find and are typically classified as arts and 

crafts books. The central theme is not the crayon, but these resources do provide context 

for the type of activities children were partaking of outside the classroom. These texts are 

also a valuable source of information when speculating about the perception of art 

making at various times. John Peter’s 1953 McCall’s Giant Golden: Make-It Book 

provides, “more than 1,000 things to make and do” (p. 228). Within the first pages of the 

book, the editors clearly defined the text as: 

…planned as the point of departure for countless happy hours of creative play.  
Every child delights in making things with his hands. With this book to help him 
any child can have this fun. Today, when so much of his entertainment is purely 
passive, when so many of the things he lives with are so completely manufactured 
and complex, the fun of making things offers him much satisfaction and a sense 
of accomplishment.  

…filled with over a thousand things to make. There is something for every 
child to do. There are easy things for the very young and challenging ones for the 
teen-agers. Many pages offer both simple and elaborate versions of the same 
subject. You and your child will know best the things he can and would like to do.  
The accurate, full-size patterns, the carefully written instructions, and the step-by-
step illustrations make each activity easy to do. The section of the use of basic 
tools tells how the right tools properly used makes doing things simpler and the 
results more satisfying.  

We hope the child will do much more than blindly copy the ideas in this 
book. All the information is given with the hope that the child’s imagination will 
suggest many variations and other related activities. The suggestions for the use 
of second-hand materials—money savers—means that almost anyone can get 
started on some project immediately. (Peter, 1953, p. 2) 
 

Following this introduction are pages devoted to materials, lettering, and tips for tracing 

and scaling. Peter (1953) educates users further by elaborating the materials section to 
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become: (a) when you work with paper, (b) when you cook and sew, and (c) when you 

work with wood. In the paper section, along with tape, glue, and rulers, are crayons: 

Using crayons is a quick and easy way to color. It’s good to have about 12 
different colors to choose from. Don’t press too hard when coloring, for crayons 
break easily. However, save the broken pieces to use in coloring in large areas. 
When doing fine lines and details, sharpen crayons with a jackknife. (Peter, 1953, 
p. 17) 
 

Upon searching the activities for projects using crayons, the bulk of the hundreds 

available have little emphasis on creating with crayons. Of the multitude activities 

detailed by Peter (1953), those mentioning crayons only do so as a suggested material in 

such projects as paper bag masks, paper aquarium, finger puppets, party favors, and 

pirate party. A similar resource for making at-home projects is Lanouette (1963) Fun with 

Arts and Crafts. Between the covers of this book, there are no insightful commentaries 

pertaining to why children should make things, but there are a number of sections 

devoted to various ways of making. Granted, only one of the activities encourages the use 

of crayons: paper bag monsters (Lanouette, 1963, p. 106). This observation of minimal 

crayon use highlights the variance in texts and activities centering around the colored 

crayon since Augsburg’s 1906 publication. Previously mentioned, Augsburg (1906) 

emphasized proper techniques for using colored crayons. Five and six decades later, the 

crayon is included as a staple in describing making activities, but given little cause for 

use. Additional texts detail activities for children and offer a wider variety of prescribed 

mediums to be used. These texts focus on a breadth of activities to inspire children to 
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create both traditionally (sculpture, painting, drawing, etc.) and experimentally (recycled 

materials, mixed-media, etc.).  

 I began to accumulate a library of arts and creativity resources in 1999, and much 

of my collection began to assemble in the early 2000s. Following the style of texts from 

the 1950s and ‘60s, Martha Stewart’s Favorite Crafts for Kids provides children and 

parents with detailed directions and potential modifications for various craft projects 

(Battaglia, Conway, & Ruppert, 2013). Stewart (2013) ends her introduction with the 

following: 

I believe, as so many of us “doers” believe, that children need constant 
stimulation, continuous inspiration, and clear guidelines. They need projects for 
their hands as well as their minds. Here are 175 excellent “recipes” to help them 
thrive. (p. 8) 
 

When comparing this text with previously mentioned books, they appear to be striving 

for similar successes: encouraging children to make. Battaglia, Conway, and Ruppert 

(2013) provide room for genuine exploration of materials, even though the introduction 

prepares readers for “recipes” and “clear guidelines.” The sections are divided into the 

following: (a) create a few characters, (b) build a little world, (c) make your own fun, (d) 

design it yourself, (e) experiment and explore, (f) keep it together, (g) give something 

handmade, and other logistical sections (Battaglia, Conway, & Ruppert, 2013, p. 7).  In 

the materials section, listed among assorted scissors and glues, are Crayola crayons 

(figure 21).  As with previously mentioned resources, the crayon is not the focus of any 



 

111 
 

of the activities disclosed in this book. However, there are several activities that suggest 

crayon use or allow the child to select from the materials available to them. With the  

 

Figure 21: Image from materials section. (Battaglia, Conway, & Ruppert, 2013, p. 319) 

 

current popularity of arts integration in curriculum, this book does include many projects 

that encourage various ways of incorporating other subjects into arts based learning. 

Inferring from the previous texts, with the exclusion of Augsburg, I have found crayons 

to be a material most utilized by young learners. Schwake (2012) offers a book with 52 

creative activities for children. Within the pages of Art Lab: For Kids, there is one crayon 

specific activity: crayon scratchboard (Schwake, 2012, pp. 38-39). This single activity 

was surprising to me in a text designed for children, but it did have a unique element: the 
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introduction of practicing artists. Accompanying Schwake’s (2012) crayon project (and 

the other projects throughout the book), is brief information about an artist working in a 

similar style. After reviewing art education resources with references or emphasis on the 

crayon beginning in 1906, this is my first observation of the inclusion of a professional 

artist in such texts. Continuing my search, I discovered two present-day assets featuring 

the crayon. 

CRAYONS FOR ADULTS 

 In the preceding pages, Bell’s (2016) text, The Art of Crayon: Draw, Color, 

Resist, Sculpt, Carve! was briefly introduced. Not only does Bell (2016) provide new 

lenses for viewing the crayon and its uses, but with each page is a persuasive argument 

(in the form of potential projects) for why the reader should engage in making things with 

crayons.  Moreover, the book is occupied by the artwork and processes of 20 

contemporary artists using crayons to draw, sculpt, melt, and more (Bell, 2016). The 

featured processes are dissected into the following sections: (a) drawing, (b) sculpture,  

(c) carving, (d) mixed media, and (e) wax resist (Bell, 2016). Each section introduces the 

reader not only to a new artist but also explores the process and reasoning of that 

individual as they create. Within each section, there is at least one project Bell (2016) has 

developed with the featured artist in mind and their creations as inspiration. Bell (2016) 
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propels the adult perception of the crayon past nostalgia and insists it can, should, and is 

being taken seriously as an art material:  

Once I determined that crayons are not just for kids, I wanted to find out just how 
well they hold up as a drawing material. I decided to experiment….You can apply 
these steps to any type of drawing where shading and blending of colors is 
needed. Children’s crayons do have their limits in terms of waxiness and pigment 
quality, but there are definitely techniques you can use to make them behave in a 
professional way. (Bell, 2016, p. 29) 
 

Bell (2016) shakes the common perception and insists the crayon is not just for children, 

and neither is her book. As I survey the text, I am inspired to experiment with crayons not 

only in my classroom but for myself, and I consider the various attributes crayons 

possess. In the conclusion to the book, Bell (2016) shares:  

The artists whose work appears on the pages of this book have described the 
simple wax crayon variously (and fondly) as nostalgic, stable economical, 
emblematic, quick and immediate, basic, satisfying, iconic, transparent, portable, 
and symbolic of youth, vibrancy, and pop culture! That’s a lot of appreciation for 
a coloring stick most of us thought we left behind in grade school….Crayons are 
among those basic, stable things, so common that most people never give them a 
thought—they’re the Clark Kents of the art room that turn out to have 
superpowers. (p. 151) 
 
In a time when digital technology appears to be consuming all analog practices 

(pen and paper, board games, etc.), it is possible the current generation will be 

inadvertently deprived of engaging in the creative act in a tactile way. The style of Bell 

(2016) and Forsberg (2017) are analogous with Watt (1999) and her means to inspire 

children through materials and techniques.  However, instead of children, these modern 

texts are geared towards adults who were most likely children when Watt (1999) 
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published The Usborne Book of Art Ideas. Forsberg’s (2017) newly published Anywhere, 

Anytime Art: Crayon strives to be a guide for on-the-go artists. Along with providing 

specifics about materials, techniques, color theory, and making art anywhere and 

everywhere, Forsberg (2017) draws the reader in with a narrative writing style that is 

personal and journal-like. 

 

Figure 22: Advice on drawing cats. (Forsberg, 2017, p. 109) 

 
Following the common phrase, you have to know the rules in order to break them, the 

reader is informed of “rules” and then encouraged to disregard them. For example, four 
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pages are dedicated to informing the reader of the formal qualities of color and then, 

“choose a color scheme for your crayon drawing, set aside color theory, and see which 

colors sing when used together” (Forsberg, 2017, p. 23). This book starkly contrasts with 

Augsburg’s (1906) detailed prescription for using color (figure 12). Instead it seeks to 

become personal with the reader. In the same way Bell (2016) brings her experiences as 

an artists and educator, Forsberg (2017) relies on her work as an artist to captivate and 

ensure readers they too can create as she is both the author and illustrator. When asking 

adults to utilize crayons, it is inevitable that they may reflect on childhood and a time 

when they frequently used crayons. For individuals viewing Forsberg’s (2017) on-the-go 

guide, the style of illustration contains a childlike quality (figure 22) and aids in the 

notion that anyone can create work in this manner. 

CONCLUSION OF CHAPTER FIVE 

In this chapter I examined a number of available curricular resources with crayons 

at their core and as auxiliary components that were published from 1906 to 2017. In 

doing so I have developed a clearer picture of the role crayons serve in American art 

education. This chapter sought to describe and analyze crayon-based curriculum available 

for teachers since the inception of the Crayola Crayon in 1903. The above information 

provides evidence that supports the perception the crayon has changed over the past 100 

years, and gives rise to the view that the crayon and its uses will continue to evolve over 
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time. With a material that was introduced with the intent to be utilized by children, it 

appears the use of the colored crayon is spreading to become more prominent with adults 

as well. In the following and final chapter, I revisit my original hypothesis and draw 

conclusions based on the data gathered and presented throughout the previous chapters of 

this study.  
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Chapter 6:  Period of Decision: Conclusions 

The initial seed of this study sought to ask the question: Where did the crayon 

come from? Its purpose was to provide a narrative for an art material that can offer both 

creative freedom and nostalgia for its users. I not only sought to discover where the 

crayon came from but how it came to be and what it has meant to Americans since its 

inception in 1903. Through my survey of records and ephemera at the National Museum 

of American History, accessible curriculum materials, and a knowledge of art education 

instructional practices, I have come to realize that it is the small and often invisible and 

sometimes overlooked components that can create the largest impact.  

Crayola Crayons are in the hands of millions of children (and adults) today. 

Although the packaging and marketing of the product have changed, the (sometimes) 

paper-wrapped paraffin wax sticks are still making bold marks. It seems impossible to 

fathom that Binney and Smith could have anticipated that what they saw as an 

opportunity to improve both their business and schools in 1903 would become a 

recognized product around the world. Throughout the past 114 years, the Crayola Crayon 

has been presented in countless ways and become more than a child’s plaything. The 

Crayola Crayon is a symbol of childhood. This is evident not only in the material’s 

intended use—making things colorful—but even in its smell and texture. Still based in 

Easton, Pennsylvania, the Binney and Smith company has continued to generate new 



 

118 
 

products that promote creativity in children and resources that provide support to 

educators and guardians worldwide; no end appears in sight. The company still regularly 

reviews the colors of their rainbow, and seeks possible avenues of growth in the same 

manner their founding fathers made color accessible to the world.  

CENTRAL RESEARCH QUESTIONS 

Far too often, I have been told I ask too many questions or ponder things others 

do not question or wonder about. As an artist, my artwork strives to encourage viewers to 

consider new possibilities and challenge pervious perceptions. As an educator, it is my 

goal to provide students with materials that enable experimentation, freedom, and 

discovery. This study was generated as a follow-up to one of the many questions I have 

considered and an attempt to demand from myself the same challenges I seek when 

creating art and teaching others. These questions guided my exploration: 

What forces (inventions, policies, development of materials, etc.) influenced the 

public’s perception of the crayon from its inception as a modern-day drawing implement 

in 1903 to its place in schools and society today?  Specifically, what role did Binney and 

Smith (Crayola) play in facilitating the development of the colored crayon? 

SUMMARY OF FINDINGS 

 This study marked my first attempt at utilizing a historical methodology and 

conducting archival research. In efforts to generate a narrative for Binney and Smith’s 
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Crayola Crayon, I intended to find the connections between crayon developments and the 

ever-changing areas of education and the economy. Prior to conducting research, I 

hypothesized that the Crayola was developed in an effort to make an affordable colored 

drawing material available to school teachers and school aged children. Furthermore, I 

speculated that the common crayon was invented in response to the genuine need of 

adequate coloring materials by school teachers and children, and that based on this need 

the crayon has continued to remain in pertinent supply since its introduction more than a 

century ago. Through this research I found evidence that would both align with 

components of my theory, as well as contradict it. With a headstrong approach, I sought 

to provide support for the belief that the crayon’s evolution as a product was aligned with 

various movements in education and art education and reflected economic trends found in 

the United States. While in search of information related to these beliefs, my own efforts 

were challenged as evidence did not fully coalesce to support this hypothesis. Thus, I still 

hold to the belief that the common crayon originated from a creative need, and has over 

time been used for both monetary gain and the advancement of childhood learning. 

However, there is not information uncovered so far to support a position that 

developments in the Crayola Crayon correlate directly with major changes in education 

or society. Hines (2012) defines the standard of historical research as “searching for and 

reading old documents” (p. 149). This statement perfectly describes my introductory 
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experience looking into the historical development and current curriculum use of the 

colored Crayon through the lens of Binney and Smith.    

I began to examine available documents and investigate for new information, yet I 

was reluctant to accept that my questions were perhaps too broad to answer and the 

results I found contradicted my preceding speculations. My findings on the evolution of 

the Crayola Crayon and role the crayon has played in the curriculum reveal that what I set 

out to find and what I did learn are not congruent. Such can often occur in historical 

research. As Bolin (1995) states: 

An intense love of research is both a blessing and a bane for the historian. A 
writer of history must be willing, able, and predisposed to spending weeks, 
months, and perhaps years scrutinizing the ever-entwined and elusive details of a 
chosen topic. Investigations into history demand patience and persistence on the 
part of the researcher. For someone with a penchant toward history this search can 
be very enticing, particularly if that person possesses a strong curiosity. While on 
the trail of a captivating research subject the investigator is easily lured to 
archives (or other sources of information) time and time again for the purpose of 
reexamination, to see whether any pertinent information has been overlooked or 
new trail of investigation warrants exploration. The importance of thorough and 
accurate research cannot be ignored. Yet, there is a common tendency among 
researchers to hunt for further information and thus put off analyzing and writing 
about what they have already uncovered or assembled. (pp. 46-47) 

 
Through the months of analysis and the seemingly lack of discovery, I became 

discouraged and caught in the belief that I had found nothing. Instead of writing and 

exploring the data I had gathered, I acted in the way Bolin describes and sought 

additional information which delayed my ability to comprehend the richness of what I 

had found. Acknowledging my discoveries I began to piece various observations together 
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and became aware of the notable but hidden factors in the evolution and perception of the 

Crayola Crayon. Yes, I am unable to support my claims that the Crayola Crayon and its 

developments aligned with large and evident trends that occurred in art education. 

However, I discovered a wide range of information that has, until now, been overlooked 

and hidden from view.  

Finding Crayola 

 The crayon served as the starting point for this study and due to time constraints 

and a need to narrow the focus of this thesis, I chose to limit my research of the crayon to 

the Crayola Crayon introduced by Binney and Smith in 1903. Initially I determined to use 

Binney and Smith (Crayola) as a paradigm for this study because preliminary findings led 

me to believe the company had invented the colored crayon. With a brief survey of 

available written information, it became clear that Edwin Binney and C. Harold Smith 

did not invent the crayon, but did improve it. While seeking information about a common 

classroom supply I unearthed information about a company that has continued to operate 

as a family for over 100 years. At the start of this study (September, 2016) when I 

contacted the Crayola Company I was greeted by a woman, based in Easton, 

Pennsylvania, who seemed to know everyone working for a company that employs more 

than 1,000 individuals. This woman was unable to assist me in my search but made good 

on her promise to mail available information, and thus initiated my research into the 
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company of Binney and Smith. Not only did I find ample documents detailing the 

company’s products and sales records, I also found company newsletters announcing 

employee achievements (both personal and professional) for more than four decades. 

Marie Falco began with Binney and Smith in 1898 and although her role was not 

explicitly detailed in the Binney and Smith histories, she did hold a position of power and 

authority within the company for decades. Thus, much of the success of the Crayola 

Crayon stems from the company’s respect and acknowledgement of its employees, along 

with its ability to listen and respond to crayon users for more than 100 years. While going 

through the decades of documents at the Archives Center, I found evidence that supports 

this theory through correspondence between employees, educators, and consumers. The 

Crayola Crayon is a staple of American childhood and has promoted creative learning 

and making since its inception. After discovering references to the colored crayon in the 

teaching practices of Augsburg (1906) and Topal (2008), I saw an opportunity to 

showcase the shift in perception of the crayon through curricular resources.    

Exploring Curricular Resources  

In the weeks following my visit to Washington, DC and the Smithsonian 

Institution, I sifted through the hundreds of images of documents found within the Binney 

and Smith collection. Throughout my studies at The University of Texas at Austin, my 

professors have shared experiences about their own research endeavors and that 
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occasionally you think you have found nothing. But there are times when nothing is 

something. Uncertain of what direction my study would take, I became more aware of my 

teaching practice and the tools I used to build lessons and understanding for students. 

Why was I selecting specific materials? How were my students responding to the 

materials I provided?  

I have worked with learners from an array of age groups. Through these 

experiences I have learned that children’s books and various resources play a critical role 

in my lesson planning and classroom management style. After the mid-point of the year 

dedicated to this study, I decided to observe my students’ reactions to crayons. When my 

kindergarten, first, and second grade students arrived for the morning class, I had crayons 

and paper out on the tables and encouraged each child to free draw as a warm-up activity. 

Next, I began the lesson by reading The Day the Crayons Quit (Daywalt, 2013). From 

observation, my students were not enthused by only having crayons as options to create 

art, but they perked up when I began the book that many of students had memorized. This 

is when my paradigm shifted and I realized I had excluded an influential area of the 

crayon: the lessons and stories that have accompanied the colored wax drawing sticks. 

Expanding my search, I began to write and make connections about how the crayon has 

and has not been used in formal education. These findings led me to auxiliary resources 

and materials I had collected since childhood. Along with the observations made while 

teaching children and the release of modern books about the crayon for adults, I speculate 
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that the perception of the crayon in America has shifted and will continue to change in 

the years ahead. Instead of a material specifically intended for children, resources about 

the crayon have transitioned into adulthood and become a material for grown-ups to 

make art and reignite a passion for creating. When considering children, I believe the 

crayon will remain in classrooms, but future generations may not be in a place to 

remember the smell and texture of the crayon if their contact is primarily from picture 

books about crayons. Moreover, will children find nostalgia in the books written about 

crayons and the lessons learned from crayons as key elements in children’s stories?   

SUGGESTIONS FOR FUTURE RESEARCH  

 Through the year of research on this project, I found many fascinating avenues of 

investigation. For purposes of this thesis, I had to limit my scope and focus to be directed 

toward specific developments pertinent to the crayon’s story. I firmly believe that 

understanding the origins of the materials found within the classroom, specifically art 

classrooms, can aid a teacher in developing instructional methods and approaches. This 

knowledge can also aid in promoting future generations to be aware of their surroundings 

and have the ability to appreciate the value of new technologies as they are introduced. 

With each turn of this investigation I found fascinations that led me to stray from my 

central research questions and pushed me to ask new questions and seek additional 

answers. The majority of these questions stemmed from the baffling realization that many 
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key player’s role in the story of the Crayola Crayon had been minimized or disregarded. 

This sparked my desire and passion to continue to conduct historical research as I 

continue my career in the field of art education.  

 While still focused on Binney and Smith, I am intrigued by the role Alice Stead 

Binney played in the development of her husband’s company. Based on the minimal 

information about her role as well as the position and activities of Marie Falco, I 

speculate there are a plethora of untold stories about women who were active within the 

Binney and Smith company. Furthermore, who are the other women than inevitably 

impacted art education materials in America and whose stories remain overlooked and 

untold? These stories may add a new and dynamic dimension to art education in the 

United States. Additionally, the ever changing color offerings for the Crayola Crayon, as 

well as the names used for these colors,  could be the focus of a single study, as I was 

unable to include much information surrounding the specifics of the rainbow.   

A key piece of data in this study centered around curriculum and the crayon, yet 

there is a lack of information about the genesis of these resources. Choosing to include 

non-traditional resources in the form of arts and crafts books and guides for children, it 

became difficult for me to remain focused on the crayon and not bestow my full attention 

to the evolution of such resources. With several new materials focusing on the crayon and 

challenging the common perception this supply, this appears to be an area of art 
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education lacking background information. How long have these resources been 

available, who created the original versions, and why?  

Lastly, I urge individuals to become aware of the role materials play in schools 

and learning. It is important to question the development and use of materials in the field 

of art education in efforts to generate a better understanding of our past and make 

predictions for the future of arts-based learning.  

CONCLUSIONS 

This study was initiated as a crusade to investigate and interpret the evolution of 

the common colored crayon. The crayon is a material used and loved by generations for 

more than a century, yet it seems there is little interest in the genesis of this product. Yes, 

individuals have devoted their lives to becoming professional collectors and detailing the 

various colors and styles of the small waxy sticks. Yes, children may utilize them daily 

and question how crayons are made. Yet, there is a lack in evidence surrounding the 

many elements that have contributed to the stupendous success of such a ubiquitous 

material. Thus, this study has hardly scratched the surface or even tested every color in 

the box that is the story of the crayon.  

While trying to craft a story of the role Binney and Smith (Crayola) played in 

fostering the material’s long-term success, my findings have pushed me to explore not 

only the Crayola Crayon’s place in history but my own role within the field of art 
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education and childhood learning. Colors may come and go but the crayon is deeply 

rooted in education. Through studying the Crayola Crayon’s start, I have found a passion 

for historical inquiry and a determination to continue to explore the various elements that 

have allowed this material to remain relevant in the lives of individuals of all ages. In the 

coming decades the crayon may take various shapes, sizes, colors, and materials, but 

based on this research, I believe the colored crayon will continue to find a vital and active 

place in the hands of both children and adults at home and in school.  
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