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FROM DISCIPLINARY FORMATION TO ARTISTIC AUTONOMY: HIGHER ART
EDUCATION IN FRANCE AND ARMENIA IN THE AGE OF ARTIFICIAL INTELLIGENCE

Higher art education is undergoing a significant transformation as traditional models of disciplinary
and technical formation increasingly intersect with artistic autonomy, research-oriented practice, interdisci-
plinary learning, and artificial intelligence (AD). The article examines how educational structures and institu-
tional cultures shape the formation of artists and designers, focusing comparatively on France and Armenia.
The relevance of the topic is determined by the need to understand how contemporary institutions organise the
transition from disciplinary knowledge toward independent creative agency at a moment when Al is reshaping
established understandings of technical skill, authorship, and artistic decision-making.

The aim of the study is to determine how different educational cultures shape the development of
artistic autonomy, artistic identity, and research capacity in higher art education, and how these relationships
might be transformed by artificial intelligence.

The research methods are based on a comparative socio-pedagogical approach combining documen-
tary analysis, institutional observation, curriculum analysis, and qualitative interpretation. The empirical
component draws primarily on field study conducted in Saint-Etienne, France, during 2024-2025, with partic-
ular attention to the Ecole Supérieure d’Art et Design de Saint-Etienne (ESADSE) and Université Jean Monnet,
while Armenian higher art education is examined as a comparative context. The analysis is informed by Pierre
Bourdieu’s concept of cultural production, Michel Foucault’s understanding of disciplinary formation, and the
concept of artistic research.

The scientific novelty of the study lies in the comparative socio-pedagogical analysis of French and
Armenian higher art education as distinct educational cultures, in interpreting artistic formation as a move-
ment from disciplinary learning toward increasing autonomy and research capacity, and in extending this
framework to the relationship between artistic autonomy and artificial intelligence.

The results indicate that both French and Armenian systems recognise the importance of technical
and professional competence but organise the transition toward artistic autonomy differently. The French pro-
grammes examined show a more explicit progression from foundational education toward specialisation, indi-
vidual projects, experimentation, professional engagement, and research-oriented practice. Armenian higher
art education retains a stronger continuity with systematic technical and disciplinary formation, while incor-
porating comparable Bachelor-Master-Doctoral structures.

Conclusions. Technical competence and artistic autonomy should not be treated as opposing educa-
tional objectives; contemporary art education requires a productive transition between disciplinary knowl-
edge and independent creative agency. The emergence of Al further complicates this relationship by shifting
attention from technical execution toward conceptual thinking, critical judgement, authorship, research capac-
ity, and ethical responsibility. For Armenian higher art education, the findings suggest an approach based on
adaptation rather than imitation, combining established traditions of technical formation with greater oppor-
tunities for specialisation, artistic research, professional practice, digital literacy, and responsible human-AI
creative engagement.
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educational culture; professional formation; artificial intelligence; creative agency.
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BIJI JUCIIUTUITHAPHOI'O ®OPMYBAHHS 10 XV/I0’KHbOI ABTOHOMII: BUIITA
MUCTEIIBKA OCBITA V ®PAHIIII TA BIPMEHII B JOBY IITYYHOI'O IHTEJIEKTY

Buiila MuCTeI[bKa OCBiTa IIepeXUBAE CYTTERY TPaHCPOPMaAIIifo: TPaAUIIiMHI MOofelTi AUCITUIUTIHAPHO1
Ta TEXHIYHOI IIiATOTOBKHU Aefali TiCHillle B3aEMOZIIOTH i3 Xy 0)KHBOIO aBTOHOMI€I0, JOCTITHUIIBKO OPi€HTO-
BAHOIO IIPaKTHUKOI0, MIKAUCIIUIUIIHAPHUM HaBUYaHHAM I IITYYHUM iHTesieKTOM (IIII). V cTaTTi pO3IIAHYTO,
SIK OCBITHI1 CTPYKTYPH Ta IHCTUTYLilHI KyJIBTYPU BIUIMBAIOTh Ha GOPMYBAHHS MUTILIB i AU3alHePiB, y ITOpi-
BHSIJIPHOMY aclekTi Ha npuxiazi ®panuii Ta BipMmeHii. AKTyaJIbHICTh TeMH 3yMOBJI€Ha IIOTPe60I0 3P03yMi-
TH, K Cy4YacHi 3aK/IaJy OCBITH OPraHisoBYIOTH Ilepexifl Biff AUCIIUIUIIHAPHUX 3HAHb [0 CAMOCTIHHOI TBOPUYOI1
Cy6’eKTHOCTI B TO MOMEHT, Koy I11] 3MiHIO€ ycTaneHi ysIBJIeHHS IIPO TeXHIYHY MalCTePHICTh, aBTOPCTBO Ta
YXBaJIeHHS XY 0XKHIX pillleHb.

Mema nocniiyKeHHA — BU3HAUMUTH, K Pi3Hi OCBITHI KyJIbTYPH BIUIMBAIOTh HA PO3BUTOK XY OXXHBOI
aBTOHOMIii, MUCTEIIbKOI iIEHTUYHOCTI Ta JOCIIAHUIIBKOI CIIPOMOXKHOCTI ¥ BUILIM MUCTeIbKIiM OCBITi 1 K I1i
B3a€MO3B’SI3KM MOKYTh TPaHCHOPMYBATHUCS IIif] BINIMBOM IIITYYHOI'O iHTEJIEKTY.

Memoodu docnidxyceHHn TPYHTYIOTHCS Ha IIOPiBHSJIBHOMY COLlia/IbHO-IIEAarorivyHOMY IiZIXO0/], 110 II0-
€HYe TOKyMEeHTaJIbHUH aHajli3, iIHCTUTYLiliHe CIIOCTepesKeHHs, aHajli3 OCBITHIX IIporpaM Ta SIKiCHY iHTe-
pruperaniro. EMIiprYHa CKJIafoBa CIIMPAETHCS IIepeBa)KHO Ha IIOJIbOBE JOCIIJKeHHS, IIpoBefeHe B CeHT-
ETrpeni (PpaH1is) y 2024-2025 pp., 3 0COO6IUBOIO yBAroo 10 BUIoi IIKoau MUCTeITBa i fu3aiiHy CeHT-ETheHa
(ESADSE) Ta VHiBepcuTeTy )KaHa MOHHe; BUII[Y MUCTEIIbKY OCBIiTY BipMeHii pO3IJISHYTO SIK IOPiBHSAIBHUH KO-
HTeKCT. TeOpeTHYHUM IIAIPYHTSIM aHali3y CJIYIYIOTh KOHLENLisl KyJIbTypPHOTO BUPpOOHULITBA II’epa Byp/ibe,
PO3yMiHHSA gUcHUIUIiIHapHOro GopMyBaHHA Mimtesnsg OyKo Ta KOHIEILiS XYL0XKHBOTO AOCTiPKeHHS.

Haykoea HO8U3Ha [OCIIJ)KeHHS I10JIArae B IIOPIBHSJIBHOMY COIliajIbHO-TIearorivHoMy aHalisi ¢pa-
HI[Y3bKOI Ta BipMEHCHKOI BUII0I MUCTEIbKOI OCBITH SIK BiMIHHUX OCBIiTHIX KyJIBTYD, B IHTepIIpeTaLii xyao-
JKHBOT'O CTaHOBJIEHHS SIK PYXY Bifj AUCLUIUIIHAPHOIO HaBUaHHA 10 3POCTaHHs aBTOHOMII Ta JOCIiHUIIBKOI
CIIPOMO>KHOCTI, @ TaKOXX Y IIOIIUPEHHI I1iel KOHI[eNTyaJIbHOI paMKHU Ha B3a€MO3B’I30K Xy 0’KHBOI aBTOHOMI1
Ta IITYYHOI'O iHTEJIeKTYy.

Pe3ynomamu 3aCBifUyIOTH, 1110 i $paHI[y3bKa, I BlpMeHCbKa CUCTeMY BU3HAIOTh BaXKJIUBICTh TEXHIUHOI
Ta npodeciiHOI KOMIIETEHTHOCTI, IIPOTe I10-Pi3HOMY OPraHi30BYIOTH IIEpeXif] 10 XyIOKHBOI aBTOHOMIi. Po3r-
JIsIHYTI QpaHILy3bKi IporpaMu AeMOHCTPYIOTH YiTKillle BUGYJOBaHY IIOCIiJOBHICTh — Biff 6a30BOI OCBITH 10
crierianisariii, iIHAUBINyaTbHUX IIPOEKTIB, EKCIIEPUMEHTYBaHHS, IPodeCciHOI 3a/IyYeHOCTI Ta JOCTiTHULIBKO
OpieHTOBAHOI IPAKTUKHU. BipMeHChKa BUIlla MUCTEIbKA OCBiTa 36€epirae TiCHilINH 3B’A30K 13 CUCTEMHOIO TEX-
HIYHOIO Ta JUCLUIUIIHAPHOIO MiArOTOBKOIO, BOJHOYAC 3alIPOBA/KYIOUH CIIiBCTaBHY CTPYKTYPY 6aKkajaBpaT—
MaricrpaTypa-AoKTOpaHTypa.

BucHogku. TexHIYHY KOMIIETEHTHICTb i Xy/T0’KHIO aBTOHOMIIO He CJIiJi pO3I/IsiaTH SIK IPOTHJIEXKHI OC-
BiTHI I[iy1i: cydacHa MHUCTeLbKa OCBiTa ITOTpe6ye MPOAYKTUBHOIO IEPEXOAY BiJl AUCIUIUIIHAPHUX 3HAHB [0
caMocCTifHOI TBopUoOi cy®’ekTHOCTI. [TosiBa IIII 111e 6isbllle YCKIIAMHIOE 1€ CIIiBBiHOIIIEHHS, 3MIII[YIOUH yBa-
I'y 3 TEXHIYHOTO BUKOHAHHS Ha KOHLIENITyaJIbHEe MUC/IeHHS, KPUTUYHE CY[’)KeHHSs, aBTOPCTBO, JOCIITHUIIBKY
CIIPOMOJKHICTB Ta €TUYHY BiITIOBifaJIbHICTE. /{1 BUII[OI MUCTELbKOI OCBITH BipMeHil pe3yabTaTH AOCTiKe-
HHS BKa3yIOTh Ha IMiAXiJl, 3aCHOBAaHUM Ha afjanTallii, a He Ha HaCIiAyBaHHI, 1[0 IOEHYE yCTaJIeH] TpaguLii
TEXHIYHOI HiITOTOBKY 3 MIUPIIMMHU MOXJUIUBOCTSIMH [JIS CIelfiasnisalii, Xy o)KHbOTO JOCITiKeHHS, Tpode-
CifiHOI mpaKTUKH, TN POBOI TPAMOTHOCTI Ta BiAIOBifa/IbHOI TBOPYOI B3aeMopii moauHu i 1.

Knwouoei cnoesa: BUllla MUCTEI[bKA OCBiTa; XyA0KHA aBTOHOMIs; ®paHIliss; BipMeHis; MUCTeI[bKa IIe-
JlaroTiKa; XyJOXXHE TOCIiHKeHHS; OCBITHS KyJIbTypa; MpodecifiHe CTAaHOBJIEHHS; IITYYHUN iHTEJIEKT; TBOpPYaA
CyO’€EKTHICTb.

Harutyunyan Martin 157


https://arteducation.pro
https://arteducation.pro
https://arteducation.pro/index.php/artedu/uk/issue/view/13

Professional Art Education e-ISSN-2709-1805

V4= p-ISSN-2709-1791 Volume 7 (2) 2026

Formulation of the problem and its relation
to important scientific or practical tasks. Higher
art education has traditionally focused on the trans-
mission of disciplinary knowledge, technical skills,
and established artistic practices. Within this model,
becoming an artist is closely associated with master-
ing the techniques, materials, conventions, and pro-
fessional practices of a particular discipline. This
foundation remains essential, but contemporary art
education increasingly places greater emphasis on
experimentation, interdisciplinarity, individual prac-
tice, critical reflection, and research.

This shift changes the purpose of educating an
artist. Higher art education increasingly seeks to cre-
ate conditions in which students can formulate their
own artistic questions, experiment with different ap-
proaches, develop individual positions, and critically
examine their practices. The student consequently
moves from being primarily a recipient of established
knowledge toward becoming an active participant in
artistic and cultural production. Art education thus
becomes not only professional training but also a pro-
cess of intellectual, cultural, and personal formation.

The distinction is particularly relevant to the
organization of contemporary art and design educa-
tion. The present study, based on field research con-
ducted in Saint-Ftienne, examines the educational
structures of the Fcole Supérieure d’Art et Design de
Saint-Ftienne (ESADSE) and Université Jean Monnet
alongside comparable structures in Armenian higher
art education. The French programmes examined in
the study demonstrate a progression from broader
foundational education toward differentiated areas
of Art and Design, with individual projects, exper-
imentation, theoretical reflection, and research be-
coming increasingly important at advanced levels.
This raises a central pedagogical question: how does
the structure and culture of an educational institu-
tion contribute to the development of artistic auton-
omy?

An art university is therefore simultaneously
a place of instruction, evaluation, socialization, ex-
perimentation, professional preparation, and iden-
tity formation. Students learn not only to pro-
duce artistic work but also to discuss, contextualize,
present, defend, and critically evaluate it. The in-
stitution consequently shapes relationships between
the artist, knowledge, authority, society, and artistic
practice.

The development of artistic research further
expands this role. At postgraduate and doctoral lev-
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els, artistic practice can become a means of investi-
gation and knowledge production rather than simply
the outcome of previously acquired skills (Borgdorff,
2012). The relationship between artistic or design
projects, experimentation, and theoretical reflection
observed in the French context suggests that ad-
vanced artistic formation increasingly requires stu-
dents to investigate, question, interpret, and generate
knowledge through practice.

A further transformation is emerging through
artificial intelligence (AI). Generative AI can pro-
duce or transform text, images, sound, video, and
other creative content, challenging established un-
derstandings of technical skill, authorship, original-
ity, and artistic decision-making. UNESCO has em-
phasized the need for a human-centred approach
to generative Al in education and research, includ-
ing attention to its opportunities, limitations, and
ethical implications (Miao & Holmes, 2023). Recent
research in art education similarly highlights ques-
tions of creativity, authorship, critical thinking, de-
pendency, and the changing role of educators in Al-
supported creative environments (Cox & Davey, 2026;
Jiang et al., 2026).

Al therefore introduces more than another
technological tool into art education. It potentially
changes the relationship between technical compe-
tence and artistic agency. As computational systems
increasingly assist with ideation, visual experimen-
tation, and production, conceptual thinking, critical
judgement, reflection, artistic intention, and individ-
ual positioning may become even more important.
The broader trajectory can consequently be under-
stood as:

Disciplinary Formation — Specialization — Artistic
Autonomy — Artistic Research — Human-AI Creative
Practice

This trajectory does not make technical for-
mation obsolete. Rather, it suggests a changing re-
lationship between technical knowledge and artis-
tic agency. Contemporary students need both dis-
ciplinary competence and the capacity to make in-
dependent conceptual, critical, and ethical decisions
about how knowledge and technologies are used.

The present study examines this transforma-
tion through a comparative analysis of higher art
education in France and Armenia. Rather than
treating the two systems simply as alternative cur-
ricular models, it approaches them as educational
cultures that organize differently the relationships
among specialization, authority, technical formation,
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individual practice, research, and artistic autonomy.

Analysis of basic research and publica-
tions. Higher art education can be understood not
only as the transmission of artistic knowledge and
technical skills but also as an institutional environ-
ment in which students develop professional identi-
ties, modes of expression, and relationships to artis-
tic knowledge. Art universities therefore occupy
a complex position between instruction and auton-
omy: they establish curricula, disciplinary expecta-
tions, assessment procedures, and professional stan-
dards while encouraging students to develop individ-
ual artistic positions.

This tension can be examined through Pierre
Bourdieu’s concept of the field of cultural produc-
tion. From this perspective, art education forms part
of a wider cultural field in which students acquire
cultural capital, learn professional codes, encounter
established artistic values, and gradually learn to
position themselves within the art world (Bourdieu,
1993). Educational institutions consequently do more
than transmit technical knowledge; they introduce
students to particular understandings of artistic legit-
imacy, competence, originality, and recognition.

Michel Foucault’s analysis of disciplinary in-
stitutions provides a complementary perspective. Ed-
ucational institutions organize time, space, observa-
tion, evaluation, and behavioural expectations, con-
tributing to the formation of particular kinds of sub-
jects (Foucault, 1995). In art education, however,
this disciplinary dimension produces a distinctive
paradox: students are expected to master estab-
lished techniques and conventions while also learn-
ing to question them, experiment, and develop an
autonomous artistic position. Artistic education can
therefore be understood as a movement from disci-
plinary formation toward self-directed practice.

Artistic autonomy should not be understood
as complete independence from institutions or tradi-
tions. Rather; it refers to the developing capacity to
formulate artistic questions, make informed creative
decisions, respond critically to feedback, and estab-
lish a distinctive relationship between artistic prac-
tice and wider cultural contexts. Autonomy is thus
developed through education, but cannot be reduced
to the reproduction of what has already been taught.

This perspective also changes the understand-
ing of the teacher-student relationship. In a predom-
inantly technical model, the teacher may function
primarily as an expert who demonstrates methods
and evaluates their mastery. In a more autonomy-
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oriented model, the teacher increasingly acts as tu-
tor, critic, researcher, or interlocutor, supporting stu-
dents in developing independent artistic positions.
The pedagogical relationship consequently shifts
from straightforward transmission toward guided
independence.

From Technical Formation to Artistic Re-
search and AI-Assisted Creativity. Contemporary
art education has increasingly strengthened the re-
lationship between artistic practice and research.
Artistic research does not simply add academic the-
ory to studio practice; it considers artistic processes
themselves as potential sites of inquiry and knowl-
edge production (Borgdorff, 2012). The artwork can
therefore function simultaneously as an artistic out-
come and as part of an investigative process involv-
ing experimentation, documentation, reflection, and
contextual analysis.

This transformation is particularly relevant
at advanced levels of education. Undergraduate
study generally provides foundational technical and
conceptual competencies, while postgraduate ed-
ucation can progressively emphasize independent
projects, interdisciplinary investigation, critical re-
flection, and the development of individual research
positions. This progression is particularly visible
in the French programmes examined in this study,
where specialization and independent artistic or de-
sign projects become increasingly prominent at ad-
vanced stages.

The emergence of artificial intelligence (AI)
introduces a further transformation. Generative Al
systems can participate in image generation, text pro-
duction, ideation, visual variation, editing, and other
creative processes. Their significance for art educa-
tion therefore extends beyond learning another dig-
ital tool. Al raises questions concerning authorship,
originality, technical competence, artistic intention,
intellectual property, and human judgement. Recent
research in visual and art education has identified
opportunities for creative exploration and engage-
ment while also raising concerns about dependency,
critical thinking, originality, and authorship (Abad
Gomez & Valverde Martinez, 2026; Cox & Davey, 2026;
Jiang et al,, 2026; Lee et al., 2026).

The educational question is consequently not
simply whether students should learn to use Al, but
which forms of artistic competence remain essen-
tial when technological systems can perform an
increasing range of production tasks. As aspects
of technical execution become partially automated,
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the capacity to formulate meaningful questions, eval-
uate results, establish conceptual direction, under-
stand cultural context, and assume responsibility for
creative decisions may become increasingly impor-
tant.

Al therefore intensifies rather than eliminates
the question of artistic autonomy. Uncritical reliance
on generative systems may encourage the reproduc-
tion of technological conventions, whereas critical
and intentional use can make Al an instrument for
experimentation. The important distinction is conse-
quently not between technology and human creativ-
ity, but between passive technological dependence
and critically directed human-AI collaboration.

For higher art education, this suggests a con-
tinuing trajectory:

Disciplinary Formation — Specialization — Artistic
Autonomy — Artistic Research — Human-AI Creative
Practice

This trajectory—from disciplinary forma-
tion toward increasingly autonomous, research-
oriented, and technologically mediated creative
practice—provides the conceptual basis for the
comparative analysis.

Technical formation consequently remains es-
sential, but its relationship to artistic agency is chang-
ing. Contemporary art students need disciplinary
competence alongside the ability to make indepen-
dent conceptual, critical, and ethical decisions about
knowledge and technology.

This framework provides the basis for ex-
amining France and Armenia not as hierarchical
alternatives, but as different institutional and cul-
tural configurations through which artistic knowl-
edge, professional identity, autonomy, and research
capacity are constructed. The comparison therefore
focuses on how educational cultures shape the tran-
sition from technical and disciplinary formation to-
ward increasingly autonomous artistic and research
practice.

Formulation of the goals and objectives of
the article. Artistic autonomy is not determined by
curriculum alone. It is also shaped by the educa-
tional culture in which learning takes place: when
students specialize, how teachers guide them, how
artistic work is assessed, how much responsibility
students assume for their projects, how theory is con-
nected to practice, and whether experimentation is
treated as a legitimate part of learning. These dimen-
sions provide a basis for comparing France and Ar-
menia without reducing their differences to a simple
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opposition between “modern” and “traditional” edu-
cation.

The research is based on a field study con-
ducted in Saint-Etienne during 2024-2025, focusing
principally on ESADSE and, as a complementary uni-
versity context, Université Jean Monnet. It examines
the organization of art and design programmes, their
progression from general formation toward special-
ization, and the relationship between practical edu-
cation, theoretical reflection, individual projects, and
postgraduate research. These observations are con-
sidered alongside comparable structures and prac-
tices in Armenian higher art education.

The study therefore addresses the following
central question:

How do different educational cultures
shape the development of artistic autonomy, artis-
tic identity, and research capacity in higher art
education, and how might these relationships be
transformed by artificial intelligence?

Three research questions guide the investiga-
tion:

RQ1. How do French and Armenian higher art
education systems differ in the organization of disci-
plinary formation, specialization, and student auton-
omy?

RQ2. How do pedagogical relationships, insti-
tutional cultures, and approaches to artistic research
influence the development of the autonomous artist?

RQ3. How might Al-assisted creative prac-
tices challenge or transform existing relationships be-
tween artistic education, technical competence, cre-
ativity, and autonomy?

The first two questions emerge from the com-
parative examination of French and Armenian edu-
cational contexts. The study identifies, in the French
art-school context, a broader initial formation fol-
lowed by more differentiated specializations and,
at advanced levels, greater emphasis on individ-
ual projects, experimentation, and theoretical ap-
proaches. The Armenian comparison provides a
contextual basis for considering how different edu-
cational structures may shape disciplinary identity,
artistic agency, and research capacity.

The third question extends the discussion into
the contemporary technological context. Al is not
treated as an independent subject or as a means of
measuring the effectiveness of particular tools. In-
stead, it provides a new context for reconsidering
established assumptions about artistic education. If
technological systems increasingly participate in cre-
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ative production, the question arises whether mod-
els centred primarily on technical competence re-
main sufficient, or whether greater emphasis must be
placed on critical judgement, authorship, conceptual
direction, and human agency. Recent studies indicate
that Al-assisted art education raises precisely these
questions, particularly concerning creator identity,
autonomy, authorship, and ethical awareness (Jiang
et al., 2026; Lee et al., 2026).

The contribution of the article is threefold.
First, it provides a comparative account of higher art
education in France and Armenia, grounded in an
institutional examination of art and design education
in Saint-Etienne. Second, it develops a socio-pedagog-
ical interpretation in which artistic formation is un-
derstood as a movement from disciplinary learning
toward increasing autonomy and research capacity.
Third, it extends this framework to the relationship
between artistic autonomy and Al, examining how
human agency, critical judgement, and artistic iden-
tity may be maintained and redefined in increasingly
Al-mediated creative environments.

The comparison does not seek to establish a hi-
erarchy between French and Armenian educational
systems. Instead, it examines how different institu-
tional arrangements create different conditions for
artistic formation. The purpose is not to transfer
one national model directly into another, but to iden-
tify educational principles that may be reconsidered
within their respective cultural and institutional con-
texts.

The central proposition is therefore that the
future of higher art education depends less on choos-
ing between technical formation and artistic free-
dom than on connecting technical competence, in-
dividual autonomy, critical reflection, artistic re-
search, and responsible engagement with emerg-
ing technologies. In the age of Al this connection be-
comes particularly important: if generative systems
can increasingly perform aspects of creative produc-
tion, the artist’s role may place greater emphasis on
formulating questions, interpreting results, making
critical selections, establishing conceptual direction,
and assuming responsibility for creative decisions.

Higher art education can consequently be un-
derstood as a dynamic process of formation in which
students learn not only how to make art, but also
how to determine why, for whom, through what
means, and with what critical responsibility they
make it.

Presentation of the basic material and its

Harutyunyan Martin

results. Comparative Socio-Pedagogical Research
Design. This study adopts a comparative socio-ped-
agogical research design to examine how institu-
tional structures and educational cultures influence
the formation of artists and designers in higher ed-
ucation. Rather than viewing educational systems
as neutral frameworks for transmitting professional
knowledge, the study approaches them as cultural
and institutional environments that shape students’
relationships with discipline, specialization, exper-
imentation, autonomy, research, and professional
practice.

The comparison focuses on the relationship
between educational structure and artistic forma-
tion, with particular attention to programme organi-
zation, the transition from foundational study to spe-
cialization, individual projects, student-supervisor
relationships, opportunities for experimentation and
professional practice, and the role of theoretical and
research-oriented approaches.

France and Armenia are not treated as hier-
archical alternatives. The comparison instead iden-
tifies differences in educational organization and in-
stitutional culture and considers how these may con-
tribute to different trajectories of artistic develop-
ment. Both systems operate within broader Euro-
pean higher-education frameworks while retaining
distinct historical and cultural traditions.

The study combines documentary analy-
sis, institutional observation, comparative cur-
riculum analysis, and qualitative interpretation.
These approaches connect observable educational
structures with the broader concepts of artistic au-
tonomy, professional identity, artistic research, and
creative agency. The aim is therefore to move be-
yond describing curricula and examine what educa-
tional environments implicitly expect students to be-
come as artists, designers, and researchers. Because
the empirical component is primarily based on direct
examination of institutions in Saint-Etienne, the com-
parative observations concerning Armenia are inter-
pretive rather than the result of an equivalent field
study.

Field Study in Saint-Etienne: ESADSE and
Université Jean Monnet. The empirical component
is based primarily on field study conducted in Saint-
Etienne, France, during 2024-2025, focusing on the
Ecole Supérieure d’Art et Design de Saint-Etienne
(ESADSE) and Université Jean Monnet (UJM). These
institutions provide complementary settings for ex-
amining professional art and design education along-
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side university-based theoretical and research-ori-
ented study.

At ESADSE, the analysis examines the progres-
sion from foundational education toward Art and De-
sign pathways and advanced study. Particular at-
tention is given to the transition from general train-
ing to specialization, the increasing importance of
individual artistic and design projects, critical en-
gagement, and research-oriented activity. ESADSE’s
published curriculum describes a five-year trajec-
tory leading to national art and postgraduate diplo-
mas, while its research cycle provides further oppor-
tunities for project-based and theoretical research
(ESADSE, 2025).

Université Jean Monnet provides a comple-
mentary academic context through programmes in
the humanities, arts, aesthetics, and doctoral re-
search. Its current academic structure includes doc-
toral study in Arts plastiques within the Arts, Let-
ters and Languages field, as well as broader research
structures supporting artistic and humanistic inquiry
(Université Jean Monnet, 2026). This makes the uni-
versity relevant for examining how practical artistic
education intersects with theoretical and research-
based academic environments.

The field study involved examination of edu-
cational programmes and institutional structures, ob-
servation of educational practices, and consultation
with specialists and academic participants. Particu-
lar attention was given to student supervision, oppor-
tunities for independent work, professional place-
ments, and the relationship between practical pro-
duction and theoretical reflection.

The French observations are considered
alongside the author’s knowledge and analysis of
Armenian higher art education. The Armenian
component therefore serves as a comparative con-
text rather than an equivalent second field site.
This distinction is methodologically important: the
study is grounded primarily in direct examination of
French institutions, while Armenian structures are
interpreted comparatively through the author’s aca-
demic and professional experience.

Comparative Analytical Framework. To
ensure analytical consistency, the study examines the
French and Armenian contexts through five intercon-
nected dimensions: educational structure, special-
ization, artistic autonomy, research orientation,
and professional preparation.

Educational structure refers to the organi-
zation of foundational and advanced study and the
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transition from general training toward specialized
disciplines. Specialization concerns when and how
students develop a particular field of artistic or de-
sign practice. Artistic autonomy examines the ex-
tent to which students formulate individual projects,
develop independent positions, and make creative
decisions beyond prescribed technical exercises.

Research orientation addresses the relation-
ship between artistic production, theoretical re-
flection, experimentation, and knowledge produc-
tion. Professional preparation considers intern-
ships, practical experience, engagement with profes-
sional environments, and competencies relevant to
artistic and design careers.

These dimensions are interpreted through the
theoretical framework established above. Bourdieu’s
concept of cultural production helps explain how ed-
ucational institutions introduce students to particu-
lar artistic fields and professional cultures, while Fou-
cault’s analysis of disciplinary formation draws at-
tention to the institutional structures through which
competencies, behaviours, and professional identi-
ties are developed (Bourdieu, 1993; Foucault, 1995).
The concept of artistic autonomy connects these per-
spectives by examining how institutional discipline
can coexist with the expectation of individual cre-
ative agency.

The framework also incorporates the emerg-
ing context of artificial intelligence. Al is not treated
as an independent technological subject but as a
condition affecting all five dimensions: curriculum
and skills, specialization, autonomy and authorship,
artistic research, and professional practice. This ap-
proach allows the study to consider whether techni-
cal mastery alone remains sufficient when generative
technologies increasingly participate in creative pro-
duction.

The analysis therefore seeks to identify not
simply differences between French and Armenian
educational structures, but the underlying educa-
tional trajectories through which students are
formed as artists and designers. It proceeds from
institutional structure to educational culture, from
educational culture to artistic agency, and ultimately
to the changing conditions of creative practice.

Specialization, Educational Culture and
the Development of Artistic Autonomy. The com-
parative examination of higher art education in
France and Armenia indicates that the organization
of educational trajectories is closely related to the de-
velopment of students’ artistic autonomy. One of the
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most significant differences concerns the transition
from general or foundational education toward spe-
cialized artistic practice.

In the French context examined through
ESADSE, the educational trajectory is progressively
structured. Students initially encounter a common
foundational period and different artistic and de-
sign approaches before moving toward more spe-
cialized areas of study (ESADSE, 2025). This organi-
zation allows students to explore diverse practices
before making increasingly specific decisions about
their artistic or professional direction. Specialization
therefore functions not simply as restriction, but as a
progressive process through which individual inter-
ests can be identified and developed.

At advanced levels, individual projects be-
come increasingly important. Students are not lim-
ited to demonstrating the correct application of previ-
ously learned techniques; they are expected to define
subjects, establish artistic approaches, experiment
with appropriate methods, and present their work
within critical and professional contexts (ESADSE,
2025). The capacity to make independent decisions
consequently becomes an important component of
educational development.

This structure creates a particular relation-
ship between institutional guidance and individual
freedom. The institution establishes the framework,
while students progressively assume responsibility
for the direction of their own work. Artistic auton-
omy can therefore be understood as a gradual edu-
cational achievement rather than an initial condi-
tion.

The Armenian context demonstrates a related
but differently organized trajectory. Since joining
the Bologna Process in 2005, Armenia has progres-
sively aligned its higher education system with the
Bachelor-Master-Doctorate cycle structure (EHEA,
2026). However, structural reform has not necessar-
ily produced an equivalent transformation in ped-
agogical culture. In the comparative interpretation
presented here, systematic technical training, histor-
ical knowledge, and established disciplinary methods
appear to retain an important position in Armenian
higher art education.

This distinction is particularly significant for
the formation of artistic identity. Technical compe-
tence provides an essential foundation, but technical
mastery alone does not necessarily establish an indi-
vidual artistic position. Such a position requires op-
portunities for experimentation, dialogue, indepen-
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dent decision-making, and critical reflection. The
central difference is therefore not whether techni-
cal education exists, but how technical education is
connected to subsequent processes of individual
artistic development.

The comparison reveals two interconnected
dimensions of artistic formation. The first is dis-
ciplinary formation, through which students ac-
quire technical knowledge, historical understanding,
professional vocabulary, and practical competen-
cies. The second is autonomous formation, through
which they progressively learn to determine their
own artistic questions and approaches. Contempo-
rary art education must negotiate these dimensions
rather than treating them as alternatives.

Technical Formation, Professional Prac-
tice and Artistic Research. The observations
also indicate differences in the relationship between
technical education, professional experience, and
research-oriented practice. In the French institu-
tions examined, professional placements and engage-
ment with external environments formed part of
the broader educational trajectory observed in the
study, providing opportunities to encounter profes-
sional expectations beyond the classroom and studio
(ESADSE, 2025).

Professional practice is significant because
artistic education does not occur independently of
the social and cultural fields in which artists and
designers eventually work. Exhibitions, collabora-
tions, internships, presentations, critiques, and inter-
actions with professionals expose students to forms
of communication and evaluation that differ from
purely academic assessment. These experiences can
contribute to professional identity and a broader un-
derstanding of the social position of artistic work.

At advanced levels, the relationship between
practical production and theoretical reflection also
becomes more pronounced. In the programmes ex-
amined, artistic and design projects can function as
vehicles for experimentation and inquiry rather than
simply as demonstrations of technical ability. This
creates a shift from questions such as “How can I
produce this?” toward “Why am I producing it?”,
“What does it communicate?”, and “How can the
artistic process itself generate knowledge?”

This transition is central to artistic research.
Practice becomes not merely an outcome but also a
means of investigation, connecting experimentation
with reflection, documentation, and contextual in-
terpretation. The artwork, design object, visual ex-
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periment, or performance can consequently function
both as creative production and as part of a broader
process of inquiry (Borgdorff, 2012).

The Armenian context contains comparable
elements, particularly at Master’s and Doctoral lev-
els, where theoretical and research components be-
come increasingly important. Nevertheless, the com-
parative analysis suggests a different configuration of
practice and inquiry. Historical knowledge, factual
information, and professional analysis remain signif-
icant, while approaches emphasizing aesthetics, phi-
losophy, conceptual experimentation, and individu-
ally formulated research questions may receive com-
paratively less emphasis.

This difference should not be interpreted as
a simple opposition between practice and theory.
Both contexts recognize the importance of technical
competence, professional knowledge, and academic
study. The distinction lies more substantially in
how these elements are connected within the stu-
dent’s educational trajectory. When technical edu-
cation remains relatively separate from independent
inquiry, students may develop considerable com-
petence within established practices without neces-
sarily articulating an individual research position.
When technical formation is combined with exper-
imentation and critical reflection, it can become a
foundation for autonomous artistic practice.

The findings therefore suggest that profes-
sional preparation and artistic research should not
be treated as separate objectives. Professional ex-
perience provides contexts in which students can
test their ideas, while research-oriented practice
provides the conceptual capacity to interpret and
transform those experiences. Their interaction con-
tributes to the formation of an artist or designer who
operates both as a practitioner and as a potential pro-
ducer of knowledge.

Comparative Synthesis: Two Trajectories
of Artistic Formation. The comparison between
the French and Armenian contexts can be synthe-
sized through two broad trajectories of artistic for-
mation. These should not be understood as fixed na-
tional models, but as analytical tendencies emerging
from the educational structures and practices exam-
ined.

The first may be described as formation
through disciplinary mastery. Here, technical
knowledge, established artistic disciplines, historical
understanding, and professional competencies con-
stitute the primary foundations of education. Indi-
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vidual development takes place within these struc-
tures and progressively incorporates personal ex-
pression and specialization.

The second may be described as forma-
tion through progressive autonomy. Foundational
knowledge remains important, but the educational
process increasingly shifts toward specialization, in-
dividual projects, experimentation, critical reflec-
tion, research, and independent decision-making.
Development consequently moves from acquiring es-
tablished competencies toward defining and defend-
ing an individual artistic position.

The French institutions examined in this
study show more pronounced characteristics of the
second trajectory, particularly at advanced levels,
while retaining substantial elements of disciplinary
formation. The Armenian context contains both
trajectories, but the comparative analysis indicates
stronger continuity of technical and disciplinary for-
mation.

The significance of this distinction becomes
clearer in relation to contemporary artistic practice.
Artists and designers increasingly work across disci-
plines, engage in research, collaborate with profes-
sional communities, and encounter rapidly changing
digital technologies. Under these conditions, the abil-
ity to operate autonomously becomes increasingly
significant.

The central finding is therefore not that one
trajectory should replace the other. Technical for-
mation and artistic autonomy are complemen-
tary dimensions of higher art education. Students
require sufficient disciplinary knowledge to under-
stand and control their medium, while also develop-
ing the autonomy to question established practices,
formulate meaningful problems, and construct inde-
pendent responses.

This relationship becomes particularly impor-
tant in the context of artificial intelligence. As techno-
logical systems facilitate increasing aspects of tech-
nical production, the educational importance of con-
ceptual judgement, critical reflection, cultural aware-
ness, authorship, and research capacity may become
more prominent. The question for contemporary art
education is therefore not whether technical skills re-
main necessary, but how technical competence can
be integrated with the higher-order capacities re-
quired for independent artistic practice.

The comparative findings consequently sup-
port a broader understanding of higher art educa-
tion: not simply as the transmission of artistic tech-
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niques or professional competencies, but as a pro-
gressive process through which students move from
learning established forms of practice toward be-
coming autonomous participants in the produc-
tion, interpretation, and transformation of artis-
tic knowledge.

From Disciplinary Formation to Artistic
Autonomy. The findings suggest that the central is-
sue in contemporary higher art education is not an
opposition between technical training and individ-
ual creativity, but the relationship established be-
tween them. Technical and disciplinary formation
remains fundamental because students need knowl-
edge of materials, techniques, visual language, histor-
ical context, and professional methods. These com-
petencies, however, acquire a different educational
significance when they become the basis for indepen-
dent artistic inquiry.

From a Bourdieusian perspective, the art uni-
versity functions as a site where students acquire the
cultural and professional resources necessary to par-
ticipate in the field of artistic production. They learn
not only how to produce artistic work but also how it
is discussed, evaluated, exhibited, justified, and po-
sitioned within a broader cultural field (Bourdieu,
1993). Artistic identity can therefore be understood
partly as a process of socialization: students gradu-
ally learn the codes of the field while attempting to
establish an individual position within it.

Foucault’s concept of disciplinary formation
adds another dimension to this interpretation. Edu-
cational institutions organize learning through cur-
ricula, assessment, supervision, schedules, and insti-
tutional expectations. Such structures inevitably in-
troduce forms of discipline and normalization (Fou-
cault, 1995). Art education nevertheless contains a
distinctive tension: institutions use structured peda-
gogical mechanisms to prepare students for creative
practices that are expected to demonstrate originality
and independence.

This tension is not necessarily a weakness.
Artistic autonomy does not emerge from the complete
absence of institutional structures; rather, it develops
when students acquire sufficient knowledge of exist-
ing structures to understand, reinterpret, challenge,
or extend them. Autonomy can therefore be under-
stood as a transformation of disciplinary knowl-
edge rather than its rejection.

The comparison between France and Arme-
nia illustrates the importance of this transition. The
French programmes examined in the study demon-
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strate a relatively explicit progression from foun-
dational education toward specialization, individual
projects, experimentation, and research (ESADSE,
2025). Armenian higher art education, while incorpo-
rating the Bachelor-Master-Doctoral structure and
maintaining substantial professional and theoretical
components, continues to place considerable empha-
sis on systematic disciplinary and technical forma-
tion. The difference therefore concerns not simply
what students learn, but when they are expected to
become autonomous and how autonomy is peda-
gogically constructed.

These implications extend to assessment. If
artistic autonomy is an educational objective, evalu-
ating only technical correctness or conformity to es-
tablished standards may privilege reproduction over
exploration. An autonomy-oriented approach can in-
stead consider the coherence of the artistic question,
the development of the project, experimentation, re-
sponsiveness to criticism, and the ability to articu-
late and defend creative decisions. Assessment thus
becomes part of the process through which artistic
agency is developed rather than merely a mechanism
for measuring technical achievement.

The Art University as a Space of Social-
ization, Research and Creative Agency. The find-
ings further indicate that an art university should
be understood as more than a place where artistic
techniques are taught. It is simultaneously a social,
cultural, professional, and research environment
in which students encounter teachers, peers, exhibi-
tions, professional practices, theoretical discourses,
and forms of public evaluation. These interactions
contribute to professional identity and influence how
students understand their future roles as artists or
designers.

The social dimension of artistic education is
particularly important because the transition from
student to professional does not occur simply when a
particular technical level has been reached. Students
must also learn to communicate their work, formu-
late positions, participate in critique, collaborate with
others, respond to institutional contexts, and under-
stand the cultural environment in which their prac-
tice operates. From this perspective, artistic educa-
tion involves socialization into professional and cul-
tural practices as well as the acquisition of technical
skills (Bourdieu, 1993).

Artistic research strengthens this intellectual
and social dimension. When students are encour-
aged to formulate questions rather than merely com-
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plete assignments, the university becomes a space in
which artistic practice can generate knowledge. The
student consequently moves from being primarily a
recipient of established knowledge toward becoming
a participant in its production (Borgdorff, 2012).

This transition also changes the meaning of
creative agency. Agency involves more than free-
dom to choose a subject or visual style. It includes
the capacity to determine the direction of a project,
select appropriate methods, evaluate alternatives,
revise decisions, and understand the consequences
of artistic choices. Educational structures can sup-
port such agency when they provide sufficient guid-
ance without removing the student’s responsibility
for decision-making.

The comparison therefore points toward a
pedagogical balance between structure and free-
dom. Excessive structure may restrict experimen-
tation, while an absence of structure may provide
insufficient support for developing competence and
critical judgement. A productive educational envi-
ronment lies between these extremes: students re-
ceive strong disciplinary foundations while progres-
sively assuming responsibility for their artistic and
research processes.

For Armenian higher art education, this per-
spective does not imply abandoning established tra-
ditions or technical standards. The systematic profes-
sional formation characteristic of Armenian art ed-
ucation can instead provide a strong foundation for
developing greater artistic autonomy. The principal
challenge is to create stronger connections between
technical mastery, individual experimentation, theo-
retical reflection, research, and professional practice.

Artistic Autonomy in the Age of Artificial
Intelligence. Artificial intelligence introduces a new
dimension to the relationship between discipline and
autonomy. Generative systems increasingly par-
ticipate in visual production, textual development,
ideation, image transformation, and experimenta-
tion. As a result, the traditional association between
artistic competence and manual or technical exe-
cution is becoming more complex (Abad Gémez &
Valverde Martinez, 2026; Cox & Davey, 2026; Jiang et
al., 2026; Lee et al.,, 2026).

This development does not make technical ed-
ucation irrelevant. Understanding materials, compo-
sition, visual language, design principles, and artis-
tic processes remains important because such knowl-
edge enables students to formulate meaningful inten-
tions and critically evaluate technological outputs. At
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the same time, Al makes it increasingly difficult to de-
fine artistic competence solely through the ability to
execute a technical procedure.

The educational emphasis may therefore need
to move toward a broader conception of authorship.
In human-AI creative practice, authorship can in-
volve defining the conceptual problem, selecting and
modifying generated material, combining different
processes, rejecting inappropriate results, contextu-
alizing the work, and taking responsibility for the fi-
nal outcome. The central educational question be-
comes not simply who produced the image, but
who formulated the artistic intention, directed
the process, exercised critical judgement, and as-
sumed responsibility for the resulting work.

This development reinforces rather than di-
minishes the importance of artistic autonomy. When
AI can rapidly generate numerous visual or concep-
tual possibilities, the student’s distinctive contribu-
tion may increasingly lie in establishing criteria for
selection, interpretation, and transformation. Criti-
cal judgement, cultural knowledge, conceptual think-
ing, ethical awareness, and the capacity to formulate
meaningful questions therefore become increasingly
important dimensions of artistic education (Abad
GOmez & Valverde Martinez, 2026; Cox & Davey, 2026;
Jiang et al,, 2026; Lee et al., 2026).

Al also creates new pedagogical challenges.
Students need to understand the limitations and bi-
ases of generative systems, questions of authorship
and intellectual property, the provenance of train-
ing data, and the cultural implications of automated
image and text production. These issues cannot be
addressed effectively through technical instruction
alone; they require dialogue across art theory, aes-
thetics, ethics, technology, and cultural studies.

For this reason, Al should not be introduced
into art education merely as an additional software
skill. It should be integrated into a broader peda-
gogical framework concerned with human creative
agency. The objective is to prepare artists and design-
ers who can employ emerging technologies while re-
taining conceptual and ethical responsibility for their
work.

The resulting educational model can therefore
be understood as a progression from technical com-
petence to critical competence. Traditional artis-
tic skills remain necessary, but increasingly operate
alongside research capacity, conceptual autonomy,
interdisciplinary knowledge, digital literacy, and eth-
ical judgement. The future art university is conse-
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quently not simply a place where students learn to
produce images, objects, performances, or designs; it
is a space in which theylearn how to formulate ques-
tions, construct knowledge, engage critically with
technologies, and make responsible creative deci-
sions.

Toward a Hybrid Model of Artistic Educa-
tion. The comparative findings suggest that the de-
velopment of Armenian higher art education could
benefit from a model that combines the strengths
of systematic disciplinary formation with a stronger
emphasis on artistic autonomy, experimentation, re-
search, and emerging technologies. The following
proposals are interpretive implications of the com-
parative findings rather than empirically tested inter-
ventions. Such a model should not replace technical
and professional education but should extend its ob-
jectives.

The first component of this approach is
the preservation of strong foundational training.
Drawing, composition, colour, materials, artistic
techniques, design principles, art history, and other
disciplinary competencies remain essential to the for-
mation of artists and designers. A reduction of techni-
cal education in the name of creativity would there-
fore not constitute an effective modernization strat-
egy. Instead, technical competence should become
the foundation from which students can progres-
sively develop independent artistic positions.

The second component is a more clearly struc-
tured transition toward specialization and individ-
ual practice. Students could be given increasing op-
portunities to select themes, methods, media, and re-
search questions as they progress through their stud-
ies. Rather than maintaining the same pedagogi-
cal relationship throughout all years of education,
programmes could gradually transfer responsibility
from teacher-directed exercises toward student-di-
rected projects.

A third component concerns the integration
of artistic research into advanced education. Mas-
ter’s and doctoral programmes can provide stronger
connections between practical production and the-
oretical inquiry. Students could be encouraged to
document their creative processes, formulate re-
search questions, engage with relevant theoretical
literature, and understand artistic practice as a po-
tential form of knowledge production. This would
strengthen the relationship between studio work and
academic research without transforming artistic ed-
ucation into exclusively theoretical study.
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The fourth component is professional and so-
cial engagement. Internships, collaborations, exhi-
bitions, workshops, interdisciplinary projects, and in-
teraction with cultural institutions can provide stu-
dents with experiences beyond the university envi-
ronment. Such activities can help connect academic
education with the professional realities of contem-
porary artistic and design practice and can contribute
to the development of professional identity.

Finally, contemporary curricula should incor-
porate digital and AI literacy as part of broader
artistic competence. Students should learn not only
how to operate Al-based tools but also how to eval-
uate their outputs, understand their limitations, ad-
dress questions of authorship and intellectual prop-
erty, and maintain human conceptual responsibility
throughout the creative process. Al education should
therefore be connected to artistic theory, ethics, re-
search methodology, and critical thinking rather than
treated as a purely technical specialization.

Together, these components suggest a hybrid
educational model based on the sequence:

Foundational Knowledge — Specialization — Individual
Practice — Artistic Research — Professional Engagement
— Human-AI Creative Practice.

Such a model could provide continuity be-
tween traditional artistic education and contempo-
rary forms of creative practice while allowing stu-
dents to develop progressively greater autonomy.

Adaptation Rather Than Imitation. The
comparative analysis should not be interpreted as an
argument for directly transferring the French edu-
cational model to Armenia. Educational systems are
embedded within specific historical, cultural, institu-
tional, and social contexts. A pedagogical structure
that functions effectively within one national system
cannot necessarily be reproduced unchanged within
another.

The relevant objective is therefore adapta-
tion rather than imitation. The experience of
French art education can provide comparative per-
spectives concerning curriculum organization, spe-
cialization, individual projects, artistic research, pro-
fessional placements, and the progressive develop-
ment of student autonomy. These elements can be
critically examined and selectively adapted to Arme-
nian institutional conditions.

Such adaptation also requires recognition of
the particular strengths of Armenian artistic edu-
cation. Armenia possesses established traditions
of drawing, painting, sculpture, applied arts, archi-
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tecture, art history, and professional studio train-
ing. These traditions constitute significant cultural
and educational resources. Modernization should
therefore not be understood as replacing traditional
competencies with new pedagogical approaches, but
as establishing new relationships between inherited
knowledge and contemporary forms of artistic prac-
tice.

A possible Armenian model could conse-
quently combine technical mastery, cultural her-
itage, critical theory, individual artistic develop-
ment, research, professional practice, and digital
competence. Within this model, traditional disci-
plines would provide the foundation, while students
would progressively acquire greater responsibility
for defining their artistic questions and methods.

The role of academic staff would also require
reconsideration. Teachers would continue to serve
as specialists and transmitters of disciplinary knowl-
edge, but they could increasingly function as men-
tors, critics, research supervisors, and facilitators of
independent practice. This would not diminish aca-
demic authority; rather, it would transform its func-
tion from primarily transmitting established solu-
tions toward supporting students in developing their
own questions and solutions.

Curriculum reform could similarly be ap-
proached progressively. Rather than attempting
comprehensive institutional transformation at once,
individual programmes could introduce greater flexi-
bility in project-based learning, interdisciplinary col-
laboration, research components, professional place-
ments, and responsible AI use. The outcomes of such
initiatives could then inform broader curricular de-
velopment.

The broader implication is that the modern-
ization of Armenian higher art education should be
understood as a process of pedagogical rebalanc-
ing. The objective is not to move from tradition to
innovation, or from teacher authority to complete
student freedom, but to establish a more productive
relationship between knowledge and autonomy, dis-
cipline and experimentation, technical mastery and
conceptual development.

In this sense, the French experience pro-
vides a comparative reference rather than a pre-
scribed model. Its principal value for Armenian
higher art education lies in demonstrating how in-
stitutional structures can progressively create condi-
tions in which students move from acquiring estab-
lished competencies toward developing independent
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artistic, research, and professional identities. The
emerging challenge of artificial intelligence makes
this transition increasingly significant, because the
future value of artistic education will depend not only
on what students can technically produce, but also
on their capacity to determine why, how, and with
what critical responsibility they produce it.

Conclusions. This study has examined how
higher art education in France and Armenia orga-
nizes the relationship between disciplinary forma-
tion and artistic autonomy. Both contexts show that
becoming an artist or designer involves more than
acquiring technical and disciplinary competencies.
Higher art education functions simultaneously as a
process of professional formation, cultural socializa-
tion, identity development, experimentation, and in-
creasingly, artistic research. The way these elements
are organized influences how students understand
their roles as creative practitioners and develop in-
dependent artistic positions.

The study identifies a significant transition
from disciplinary formation toward artistic auton-
omy. Technical mastery remains an essential foun-
dation, but contemporary educational environments
increasingly require students to move beyond re-
producing established methods toward independent
project development, critical reflection, experimen-
tation, and research. The French and Armenian con-
texts demonstrate that these dimensions can coexist,
although their relationship is shaped by institutional
structures and educational cultures.

The examination of ESADSE and Université
Jean Monnet in Saint-Etienne highlights the im-
portance of progressive specialization, individual
projects, professional engagement, and research-ori-
ented approaches at advanced levels (ESADSE, 2025;
Université Jean Monnet, 2026). The Armenian con-
text, while incorporating comparable degree struc-
tures and maintaining strong professional and the-
oretical traditions, demonstrates greater continuity
with disciplinary and technical models of forma-
tion. The comparison therefore indicates differ-
ent configurations of the relationship between struc-
tured knowledge and individual artistic development
rather than a hierarchy between the two systems.

From a socio-pedagogical perspective, the art
university can consequently be understood as a space
in which students learn both how to practice art
and how to position themselves as artists. The in-
stitution provides disciplinary knowledge and pro-
fessional frameworks while creating conditions in
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which students progressively assume responsibility
for their artistic decisions. Artistic autonomy is there-
fore not equivalent to freedom from educational
structures; it develops through a movement from
guided learning toward independent creative and
research practice (Borgdorff, 2012; Bourdieu, 1993;
Foucault, 1995).

Artificial intelligence adds a further dimen-
sion to this transformation. As Al systems increas-
ingly participate in creative processes, technical ex-
ecution alone becomes less sufficient as a basis for
defining artistic competence. Conceptual thinking,
critical judgement, cultural awareness, research ca-
pacity, ethical responsibility, and the ability to di-
rect and evaluate technological processes become
increasingly significant (Abad Goémez & Valverde
Martinez, 2026; Cox & Davey, 2026; Jiang et al., 2026;
Lee et al,, 2026). The challenge for higher art edu-
cation is therefore not simply to teach students how
to use AI tools, but to preserve meaningful human
creative agency in technologically mediated artistic
practice.

For Armenian higher art education, the find-
ings support an approach based on adaptation
rather than imitation. International educational
experiences can provide useful perspectives for re-
considering specialization, individual practice, artis-
tic research, professional engagement, and digital
competence, but these elements should be integrated
with Armenia’s established traditions of technical
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and disciplinary artistic education. A productive fu-
ture model would connect foundational mastery with
artistic autonomy, research, professional practice,
and responsible engagement with emerging tech-
nologies.

Ultimately, contemporary higher art educa-
tion can be understood as the formation of practi-
tioners capable not only of producing artistic work
but also of formulating questions, developing inde-
pendent positions, generating knowledge through
practice, engaging critically with society and tech-
nology, and assuming responsibility for their cre-
ative decisions. The transformation of art education
is therefore not a movement away from disciplinary
knowledge, but a reconfiguration of how knowledge,
autonomy, research, and technology can work to-
gether in the formation of the contemporary artist
and designer.

Prospects for further research and rec-
ommendations. Further research should include
an equivalent field study of Armenian art universi-
ties — programme analysis, observation, and inter-
views with students and teachers — in order to ver-
ify the comparative interpretations proposed here.
A further direction is the empirical examination of
how Al-assisted creative practices affect students’
authorship, critical judgement, and artistic auton-
omy, together with the piloting of project-based and
research-oriented modules within Armenian Bache-
lor’s and Master’s programmes.

Buxopucranss llItyuysoro Intenekry / Use of Artificial Intelligence
AsTtop BuKopHcToBYBaB ChatGPT i Gemini ITiff yac MifrOTOBKU PyKOIIKUCY [JIs AOIIOMOT'Y B IlepeKiiazi 3 BipMeHCbKOI Ta $ppaHIy3bKOI MOB
aHIJIIMCHKOIO Ta AJIs J060PY BifIIOBITHOI METOL0JIOTiYHOI TepMiHOIOTii. ABTOp IEePersHYB, JOONPAIloBaB i BiipejaryBaB OTpUMaHuH
TEKCT i Hece IIOBHY BiITIOBi/Ia/IbHICTD 3a 3MICT i OCTaTOUHY BEPCil0 PYKOIIUCY.

Kondmikt inTepecis / Conflict of Interest

ABTOp miATBepPKYE BiICYTHICTD 6Y/1b-IKOT0 KOHQIIIKTY iHTepeciB — GiHaHCOBOro, 0COOMCTOr0, aBTOPCHKOTO YH iHIIOT0, — SIKUH Mir 61
ITO3HAYHUTHCS Ha IIPOBEZIeHH] OCTIi/pKeHHS a60 Ha BUKJIAZIEeHUX Y CTATTi pe3yJbTaTax.

Hapifinuia mo pepaxiii / Received: 27.08.2026
ITpoperien3oBaHo / Peer-reviewed: 23.09.2026

PekoMmeHI0BaHO 0 ny6irikailtii / Accepted for publication: 01.10.2026

CITMCOK JIITEPATYPU

Abad Gomez, R., & Valverde Martinez, C. (2026). Generative artificial intelligence in art education: Ped-
agogical and ethical implications in higher education. Revista Complutense de Educacion, 37(3), 483-502. https:

//doi.org/10.5209/rced.103892

Bian, C., Wang, X., Huang, Y., Zhou, S., & Lu, W. (2025). Effects of AI-generated images in visual art education on
students’ classroom engagement, self-efficacy and cognitive load. Humanities and Social Sciences Communications,
12, Article 1548. https://doi.org/10.1057/s41599-025-05860-2

Borgdorff, H. (2012). The conflict of the faculties: Perspectives on artistic research and academia. Leiden

University Press.

Harutyunyan Martin

169


https://arteducation.pro
https://arteducation.pro
https://arteducation.pro/index.php/artedu/uk/issue/view/13
https://doi.org/10.5209/rced.103892
https://doi.org/10.5209/rced.103892
https://doi.org/10.1057/s41599-025-05860-2

Professional Art Education e-ISSN-2709-1805 V4= p-ISSN-2709-1791 Volume 7 (2) 2026

Bourdieu, P. (1993). The field of cultural production: Essays on art and literature. Columbia University Press.

Cox, G., & Davey, A. (2026). Seeing Al in the art & design classroom: Exploring the material conditions for
critical visual literacy. International Journal of Art & Design Education. Advance online publication. https://doi.org/
10.1111/jade.70043

Ecole Supérieure d’Art et Design de Saint-Etienne. (2025). Formation et cursus: Art, Design et Cycle Design
Recherche. ESADSE.

European Higher Education Area. (2026). Armenia. EHEA.

Foucault, M. (1995). Discipline and punish: The birth of the prison (A. Sheridan, Trans.). Vintage Books.

Jiang, Y., Fan, Y., & Liu, Z. (2026). Generative Al in art education: A systematic review of research trends, tool
applications, and outcomes (2019-2025). Education Sciences, 16(1), Article 47. https://doi.org/10.3390/educsci16010
047

Lee, H., Yu, W,, & Lee, J. (2026). Negotiating creator identity: Agency and ethical awareness in Al-assisted art
education. AI & Society. Advance online publication. https://doi.org/10.1007/s00146-026-03187-3

Miao, F., & Holmes, W. (2023). Guidance for generative Al in education and research. UNESCO. https://unesdo
c.unesco.org/ark:/48223/pf0000386693

Université Jean Monnet. (2026). Catalogue des formations: Doctorat Arts plastiques. Université Jean Monnet.

REFERENCES

Abad GoOmez, R., & Valverde Martinez, C. (2026). Generative artificial intelligence in art education: Ped-
agogical and ethical implications in higher education. Revista Complutense de Educacion, 37(3), 483-502. https:
//doi.org/10.5209/rced.103892 [in English].

Bian, C., Wang, X., Huang, Y., Zhou, S., & Lu, W. (2025). Effects of Al-generated images in visual art education on
students’ classroom engagement, self-efficacy and cognitive load. Humanities and Social Sciences Communications,
12, Article 1548. https://doi.org/10.1057/s41599-025-05860-2 [in English].

Borgdortf, H. (2012). The conflict of the faculties: Perspectives on artistic research and academia. Leiden
University Press. [in English].

Bourdieu, P. (1993). The field of cultural production: Essays on art and literature. Columbia University Press.
[in English].

Cox, G., & Davey, A. (2026). Seeing Al in the art & design classroom: Exploring the material conditions for
critical visual literacy. International Journal of Art & Design Education. Advance online publication. https://doi.org/
10.1111/jade.70043 [in English].

Ecole Supérieure d’Art et Design de Saint-Etienne. (2025). Formation et cursus: Art, Design et Cycle Design
Recherche. ESADSE. [in French].

European Higher Education Area. (2026). Armenia. EHEA. [in English].

Foucault, M. (1995). Discipline and punish: The birth of the prison (A. Sheridan, Trans.). Vintage Books. [in
English].

Jiang, Y., Fan, Y., & Liu, Z. (2026). Generative Al in art education: A systematic review of research trends, tool
applications, and outcomes (2019-2025). Education Sciences, 16(1), Article 47. https://doi.org/10.3390/educsci16010
047 [in English].

Lee, H., Yu, W,, & Lee, J. (2026). Negotiating creator identity: Agency and ethical awareness in Al-assisted art
education. AI & Society. Advance online publication. https://doi.org/10.1007/s00146-026-03187-3 [in English].

Miao, F., & Holmes, W. (2023). Guidance for generative Al in education and research. UNESCO. https://unesdo
c.unesco.org/ark:/48223/pf0000386693 [in English].

Université Jean Monnet. (2026). Catalogue des formations: Doctorat Arts plastiques. Université Jean Monnet.
[in French].

170 Apymionsan Mapmin


https://arteducation.pro
https://portal.issn.org/resource/ISSN/2709-1805
https://arteducation.pro
https://portal.issn.org/resource/ISSN/2709-1791
https://arteducation.pro/index.php/artedu/uk/issue/view/13
https://doi.org/10.1111/jade.70043
https://doi.org/10.1111/jade.70043
https://doi.org/10.3390/educsci16010047
https://doi.org/10.3390/educsci16010047
https://doi.org/10.1007/s00146-026-03187-3
https://unesdoc.unesco.org/ark:/48223/pf0000386693
https://unesdoc.unesco.org/ark:/48223/pf0000386693
https://doi.org/10.5209/rced.103892
https://doi.org/10.5209/rced.103892
https://doi.org/10.1057/s41599-025-05860-2
https://doi.org/10.1111/jade.70043
https://doi.org/10.1111/jade.70043
https://doi.org/10.3390/educsci16010047
https://doi.org/10.3390/educsci16010047
https://doi.org/10.1007/s00146-026-03187-3
https://unesdoc.unesco.org/ark:/48223/pf0000386693
https://unesdoc.unesco.org/ark:/48223/pf0000386693

