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ABSTRACT
GUIDED WANDERINGS: AN A/R/TOGRAPHIC INQUIRY INTO POSTMODERN
PICTUREBOOKS, BOURDIEUSIAN THEORY, AND WRITING
by
Nicole Manry Pourchier
!

This dissertation is an a/r/tographic inquiry (Irwin & Springgay, 2008) that

explores postmodern picturebooks and writing theory. Postmodern picturebooks have
been described as texts that blur traditional literary boundaries and text-image
relationships, while employing devices like metafiction and playfulness (Goldstone,
2002; Sipe, 2008). As meaning becomes more ambiguous, readers are positioned as coconstructors of meaning (Serafini, 2005). Research has shown students enjoy reading
postmodern picturebooks and constructing meaningful transactions despite the complex
nature of these texts (McGuire, Belfatti, & Ghiso, 2008; Pantaleo, 2004, 2007, 2008), but
few have begun to explore how these texts are written. Therefore, I used a/r/tography
(Irwin & Springgay, 2008) to theorize about the relationship between these texts and what
it means to write.
As a method of inquiry, a/r/tography is an arts-based approach to research that is
interested in how artistic practices produce meaning and a/r/tographers use art to
“construct the very ‘thing’ [they] are attempting to make sense of” (Springgay, 2008, p.
159). In this study, I wrote and illustrated a postmodern picturebook and interpreted how
this experience generated understandings about what it means to write. In response to the
process model of writing (Flower & Hayes, 1981), the data led to representations that
offer new perspectives on contemporary writing theory, in particular, the interpretive,
public, and situated nature of writing (Kent, 1999). As a result, I use theories of metaphor

(Lakoff & Johnson, 1980/2003; Lakoff & Turner, 1989) to critique writing process theory
(Elbow, 1973, 1981; Flower & Hayes, 1981) and propose that a/r/tographic inquiry
creates openings for new possibilities within the post-process movement (Kent, 1999) by
demonstrating how a writer’s evolving questions (Irwin & Springgay, 2008) relate to
writing pedagogy.
INDEX WORDS:
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Process Theory, Writing Pedagogy, Arts-Based Educational
Research
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CHAPTER 1
UNDERSTANDING THE STUDY: A/R/TOGRAPHIC INQUIRY AS COLLAGE
!

This dissertation is an a/r/tographic inquiry into postmodern picturebooks and is

best described as an “evolution of questions” (Irwin & Springgay, 2008, p. xxiii). As a
former elementary school teacher turned researcher, I began by exploring the postmodern
picturebook genre, asking what makes a picturebook postmodern and how theory--in
particular, Bourdieusian theory--can shape what is understood about these texts. I have
always been a children’s literature connoisseur and when I came across some of my first
postmodern picturebooks, I was attracted to the ways in which the author/illustrators
were experimenting with what a picturebook can do. Because there is a strong synergy
between words and images in most postmodern picturebooks (meaning the pictures and
words work together to carry meaning), I follow Nikolajeva and Scott (2006) in joining
the words “picture” and “book” to “distinguish [them] from picture books, or books with
pictures” (p. 8).
As I immersed myself in postmodern picturebooks, Bourdieu, and a/r/tography, I
began to question how the process of writing a postmodern picturebook might frame my
understandings about how these ideas are connected. Postmodern picturebooks play,
mock, interrogate, and trouble what readers know about how picturebooks work (Sipe &
Pantaleo, 2008), while Bourdieu suggests that humans are players of games that capture
their interests (1994/1998). A/r/tography evokes similar language about research,
proposing that it, too, can be “playful, exploratory, and expressive” (Springgay, Irwin, &
Kind, 2005, p. 897). These concepts--postmodern picturebooks, Bourdieusian theory, and
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a/r/tography (Irwin & Springgay, 2008)--share a curiosity for all things epistemological
and call into question what we think we know and how we come to know it.
I began this inquiry wanting to know how Bourdieusian theory relates to my
postmodern picturebook making process, and I was interested in making connections
between this process and literacy theory and pedagogy. As I sought answers to these
questions, I was drawn deeper into a/r/tography as “a living practice” (Irwin &
Springgay, 2008, p. xxix) and recognized that as a methodology, a/r/tography is
concerned with understanding, “a questing if you will” (p. xxiii). Through this questing, I
began to see my a/r/tistic practices--in particular, my use of collage--as metaphors for
how I understand the world. In other words, I recognized my inquiry as an act of
collaging: a piecing together of fragments to create something new. My collage practices
led me into the unknown, places where connections are made within the folds of pieces
that maintain separation, but, at the same time, work together to construct new
understandings.
Research as understanding becomes “a process of exchange that is not separated
from the body but emerges through an intertwining of mind and body, self and other, and
through our interactions with the world” (Irwin & Springgay, 2008, p. xxii). Taking up
these perceptions, I became aware that the practices I engaged in as a postmodern
picturebook author/illustrator are forms of research that are not intended to find answers
to questions per say. Rather, “this active stance to knowledge creation through
questioning informs [my] practice, making [my] inquiries timely, emergent, generative
and responsive” (p. xxiii). It follows that this inquiry has led to unanticipated questions,
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but questions that are “fresh” in the sense that Eisner (2008, p. 22) argues as valuable in
the case for arts-based educational research.
As readers enter into this work, it is important to recognize that “a/r/tographical
research as living inquiry constructs the materiality that it attempts to
represent” (Springgay, 2008, p. 159). As a collage a/r/tist, I interpret the world in pieces-pieces that I cut, tear, repurpose, rearrange, and temporarily adhere--to craft
understandings about what and how the world means. In Chapter 3, I describe how I used
collage to interpret my writing experiences, but this dissertation is also crafted as a
collage in and of itself: It is a collection of fragments that I have pieced together to
perform the connections I have made between postmodern picturebooks, Bourdieusian
theory, and writing. My research interests began as pieces that I saw as connected, but
until I encountered a/r/tography, I was unable to articulate these connections or explain
why they were important.
Because I was interested in postmodern picturebooks and how they are written, I
explored my questions as pieces in a collage. I began by creating my own postmodern
picturebook and from this experience, I used collage (through both image and word) to
understand writing a postmodern picturebook as a guided wandering, a metaphor for
writing that I develop through this dissertation. These collages became my
representations of a guided wandering although I did not enter this inquiry intending to
translate my postmodern picturebook experience into a representational form that can be
evaluated in terms of “reliability, validity, [or] precision” because “those terms are
insufficient and inappropriate to arts-based educational research contexts” (Gouzouasis,
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2008, p. 231). Instead, my work must be conceptualized as an a/r/tography that performs
the act of collaging, thereby it must be valued in terms of its attempt to “construct the
very ‘thing’ one is attempting to make sense of” (Springgay, 2008, p. 159). Thus, this
inquiry is significant because it began as an attempt to study my a/r/t making practices in
order to understand how Bourdieusian theory relates to creating a postmodern
picturebook, and when these pieces came together it became a catalyst for larger
questions about what it means to write and teach writing as opposed to solid answers that
might close off living inquiry (Gouzouasis).
When I began this inquiry, I conceptualized my imminent experience as
“creating” or “making” a postmodern picturebook. However, as I began writing the
dissertation, I chose to articulate the experience as “my postmodern picturebook writing
process.” I began this inquiry hesitant to use the word “writing”--opting for terms like
“make” and “create”--but in the end, it was not the term “write” that was out of line with
how I understood my experience. This shift in thinking came about when I recognized
that I conceived of writing as an expressive medium that is mediated through multiple
materials: words, images, sounds, gestures. I agree with Eisner’s (2002) definition of
artistry and propose that writers, too, are artists:
Artistry consists in having an idea worth expressing, the imaginative
ability needed to conceive of how, the technical skills needed to work
effectively with some material, and the sensibilities needed to make the
delicate adjustments that will give the forms the moving qualities that the
best of them possess. (p. 81)
Therefore, it was not the term writing that I was avoiding because I understand that
writing can be done through multiple mediums. Instead, as I became more deeply
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involved in writing the postmodern picturebook, I realized that it is the term “process”
that does not fully portray what I understand about writing a postmodern picturebook
because ultimately the purpose of engaging in a process is to get to a final product.
Understanding my postmodern picturebook as the product of a successful writing process
is not incorrect, but this perspective does not allow me to “perceive [of writing]
differently within [my] everyday practices” (Irwin & Springgay, 2008, p. xxiii).
Within the context of this inquiry, I understand the term “experience” as a
relational (Irwin & Springgay, 2008) concept in which specific experiences are
understood in terms of other kinds of experiences (Lakoff & Johnson, 1980/2003, p. 116).
Following Lakoff and Johnson, when I speak of my writing experience, I acknowledge
that I understand writing through my physical body’s perceptions of my interactions with
the physical environment as well as my interactions with other people (p. 117). I
understand my writing experiences as multimodal, but the idea that these experiences are
processes unsettles me. Lakoff and Johnson’s theories also suggest that I understand one
experience in terms of another which is foundational for a metaphoric perspective of how
humans understand the world. Through my experience in writing a postmodern
picturebook, speaking of my writing experience as a process has become a mere
skimming of the surface in terms of what I really understand about writing. Following
this shift in thinking, I was drawn to the question of writing in and of itself: What is
writing?
A/r/tography has shown me that writing is a slippery concept, and with any
attempt to name it “there is at once a loss of meaning, a realization of meaning, or

6
neither” (Irwin & Springgay, 2008, p. xxx). Accepting writing in terms of one thing-whether it be a process or a sociocultural action/practice--will never fully account for
what writing is because it is a concept that is perpetually “in-the-making” (Ellsworth,
2005, p. 1). In Chapter 5, I outline what the process metaphor “highlights” (Lakoff &
Johnson, 1980/2003) about writing and describe how my creative metaphor (Writing is a
Guided Wandering) highlights aspects of the writing concept that have been hidden by
the process metaphor that has been accepted as foundational knowledge on what it means
to write. I recognize my understandings about writing are not complete; instead, they are
being made as I continue to explore how I write, why I write, and what I write.
Taking up these questions, I position writing as an expressive medium through
which writers use multiple materials (Eisner, 2002) to interpret their situations in a public
world (Kent, 1999). I also recognize that writing is a concept that evolves through
theories that attempt to describe what it does, how it is done, and the purposes it serves.
When I use the term writing, I recognize that writing can be done through multiple
mediums: in particular, visual images and words. In this study, I use these perspectives to
imagine an alternative metaphor for the writing concept.
Even as theories of writing continue to expand, a/r/tography invites me to seek out
aspects of writing that continue to evade description. Therefore, the understandings I put
forth in this study are intended to “provoke and generate” (Springgay, 2008, p. 161) new
meaning about writing and to undo--or reveal the constructed nature of-- taken for
granted knowledge about writing. But my understandings of writing also undo
themselves as they pose no demands for “logical certainty and the guarantee of universal
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validity” (p. 161). Instead, my work is intended to invite readers to consider what their
own “imagination, experimentation, uniqueness, and conjecture” (p. 161) can add to the
conversation about what writing is.
I have crafted this dissertation to explore multiple questions in an attempt to share
how three concepts--postmodern picturebooks, a/r/tography, and Bourdieusian theory-lead me towards new understandings about what it means to write and teach writing.
Each chapter in this dissertation is meant to speak back to a question, questions I have
asked myself and questions I that anticipate readers asking. Thus, this inquiry unfolds in
response to the following questions:
•

What is a/r/tography?

•

What are postmodern picturebooks?

•

How can postmodern picturebooks be understood by creating one?

•

What is it like to write a postmodern picturebook?

•

What is writing, anyway?

All of these questions, ultimately, circle back to teaching, and the implications for writing
pedagogy that can be derived from taking an a/r/tographic stance toward picturebook
writing. At first glance, these questions may appear simple, but they speak to a/r/
tography’s call “for complexifying the simple and simplifying the complex by
questioning how things come into being and the nature of their being” (Irwin &
Springgay, 2008, p. xxx). Throughout this inquiry, my ideas about postmodern
picturebooks reverberate across complicated questions that push me toward meaning, but
these questions are echoed by other questions instead of final answers.
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A/r/tography has shifted my understandings about postmodern picturebooks to
new questions--questions that allow me to simplify complex questions but push me to
complicate what I understand about the nature of these concepts in general: writing,
postmodern picturebooks, and Bourdieusian theory. For these reasons, any assessment of
this dissertation should “depend upon its compelling ability to provide access to, and new
insights about, [the writing] phenomenon” (Irwin & Springgay, 2008, p. xxxi). Therefore,
I invite readers to consider (a) how their own understandings about picturebooks and
writing and (b) how theories enter into the understandings they take away from their own
writing experiences are complicated, shifted, and/or expanded as they interpret this a/r/
tographic work.
Because a/r/tography is interested in “reflectivity, insightfulness, and imaginative
aesthetic transaction” (Gouzouasis, 2008, p. 231), it makes sense that a/r/tographic works
are autoethnographic in nature. Carl Leggo (2008), practicing poet and a/r/tographer,
suggests “that by thinking about my own life I can enter into the lived experiences of
others, all of us engaging in conversations that contribute to the constitution of
understanding and connection” (p. 12). Numerous a/r/tographers answer the call for
“relational being” (Irwin & Springgay, 2008) by producing inquiry that focuses on the
self in relation to others. For example, Springgay (2008b) has created a/r/t about being a
nursing mother in the academy; Leggo (2008) writes about his life as a poet and how this
relates to his roles as researcher and teacher; Bickel (2008) explores the female body as a
text and site for ritual, pedagogy, research; and Sameshima (2008) and Suominen-Guyas
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(2008) use autoethnographic narrative, poetry, and photography to ask and explore
questions about a/r/tography as living inquiry.
Those who are not familiar with arts-based educational research may assume that
this work is indulgent, but Leggo (2008) argued that,
Writing about personal experiences is not only egoism, solipsism,
unseemly confession, boring prattling, and salacious revelation. We need
to write personally because we live personally, and our personal living is
always braided with our other ways of living--professional, academic,
administrative, artistic, social, and political. (p. 5)
A/r/tography, through its focus on autoethnographic writing, becomes a platform for
“research [as] storytelling, thus the more stories told, the greater our fullness of
understanding” (Sameshima, p. 52). At this point, I caution readers to the
autoethnographic writing that follows in this study. It is everything that Leggo (2008)
claims for a/r/tography: confession, egoism, solipsism, prattling, and salacious revelation;
but it is my story, which “informs me, on the one hand, and then transforms me, on the
other” (Leggo, p. 9).
As I engaged in this inquiry, I was reluctant to divulge personal aspects of my
writing experience, but I have given in to the a/r/tographic call to write and create a/r/t to
“develop my own truth” (Sameshima, 2008, p. 52). From a Bourdieusian (1992/1996)
perspective, I have interpreted the call to reveal so much of myself as a “symptom” (p.
xx) of a field in which confession is a valuable form of capital. Despite these
reservations, I felt an overwhelming need to engage in inquiry that is “fundamentally a
personal, practical matter where our encounters with difference and otherness are brought
fully to bear on us, and for which each of us is responsible” (Springgay, 2008, p. 162).

10
Embracing a/r/tography--along with its interests in personal experience--has allowed me
to consider how I understand writing through my relationships with others and I share
these understandings so readers can experience how an a/r/tists’ perceptions of the others
in her life play out in her writing. This a/r/tography has shown me that “for me to grow
professionally, I also need to grow personally” (Leggo, 2008, p. 5) and through this
inquiry, I suggest that writing teachers consider the role of personal growth in their
development as writers.
My writing experiences are both private and public, allowing me to develop a
deeper understanding of self as artist, researcher, and teacher. Leggo (2008) likens
autobiographical writing to “an ongoing performance,” proposing that he is “always
improvising in creative ways, never satisfied that what [he] knows is all there is to know,
never convinced that what [he] understands is all there is to understand” (p. 9). In this
study, I usher readers into personal aspects of my writing experience, but these insights
are intended to perform (as Leggo describes) the potential of a/r/tographic inquiry in
writing theory, research, and pedagogy.
The chapters in this dissertation are crafted as responses to the questions I have
put forth. Chapter 1 speaks to the first question I anticipate from readers: What is a/r/
tography? The chapter provides an overview of this methodological approach to artsbased educational research followed by theoretical explanations for the ways in which I
chose to craft my a/r/tographic inquiry. Chapter 2 takes up the second question: What is a
postmodern picturebook? To follow my representations of what I understand about
writing a postmodern picturebook, readers must have a sense of how these texts are
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described in the existing literature. Chapter 3 addresses the question of how postmodern
picturebooks can be understood by creating one, describing how I collected data and how
I drew upon a/r/t to analyze and represent my understandings about writing a postmodern
picturebook. Chapter 4 is an a/r/tographic work that represents my understandings about
what it is like to write a postmodern picturebook. This work consists of both images and
words, and I intended to stand alone as a piece of interpretive a/r/t. My interpretations of
the meaning in Chapter 4 are crafted as an exegesis--a critical commentary on the
meaning in a work--and presented in Chapter 5. Therefore, Chapter 5 speaks to a larger
question by complicating the nature of the writing phenomenon: What is it, anyway?
When considered as a collage, it follows that the chapters in this dissertation are
parts of a whole--parts that must be understood in terms of themselves, but also in
relation to the entire work. Thus, I encourage readers to read this study from the
beginning, recognizing it has been composed to unfold linearly. However, this inquiry
does not come to an end; instead, it moves towards openings-- or spaces of conversations
and relationships (Irwin & Springgay, 2008) that share the potential for “reflexive action
sparked by a creative impulse that can help to see things in a critically different
way” (Sullivan, 2008, p. 242).
Art as Inquiry
I begin this dissertation with a glimpse into a/r/tography as “a way of living,
inquiring, and being” (Irwin & Springgay, 2008, p. xxxi) in the world. Although I cannot
address the multiple facets of a/r/tography in one chapter, it is necessary for readers to
enter into this study with general understandings about what it means to engage in
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a/r/tographic inquiry. Therefore, I briefly outline the theoretical underpinnings of this
emerging field in arts-based educational research, but a/r/tography unfolds throughout
this study. This section begins with a description of the arts-based movement in
educational research, and I identify where a/r/tography is situated in relation to this
growing field. Then, I transition to a discussion about what it means to engage in “living
inquiry” (Irwin & Springgay) and the creative renderings that a/r/tography makes
possible because theory is conceptualized as practice: “an embodied, living space of
inquiry” (Springgay, 2008, p. 160). To contextualize this study, I have included an
overview of the topics of inquiry that other a/r/tographers are pursuing. In closing, I
describe the specific concepts (self-study and a/r/tistic understandings) and a/r/tistic
mediums (visual art and writing) that I drew upon to craft this a/r/tography.
Arts-Based Educational Research
It is necessary to situate a/r/tographic inquiry within the larger field of qualitative
research in order to convey the purposes behind the methods and modes of representation
that I use in my work. Carolyn Ellis and Art Bochner (2009) describe the field of
qualitative research as a continuum. They explain that at one end of the continuum lie
qualitative perspectives that rely upon concepts of objectivity, validity, replication and
generalizability. At the other end, postmodern/poststructural perspectives question these
concepts as well as the researcher’s ability to know. Situated within the polarities of the
continuum are qualitative research designs that seek to navigate the extremes. Ellis and
Bochner relate a researcher’s philosophical world-views to their positioning within this
continuum. For example, researchers with postmodern perspectives are situated at one
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end of the continuum, while those with more positivist perspectives occupy the opposite
end.
Polkinghorne (2007) explains that, in the 1970s, the field of qualitative research
began to undergo reform in response to the emergence of multiple epistemologies that
question the foundations of “realist” knowledge. The theme of this movement posits,
“There are important aspects of the personal and social realms that cannot be investigated
within the limitations of what has been conventionally accepted as evidence and
arguments used to justify or validate knowledge claims” (Polkinghorne, p. 472). This
movement has resulted in the emergence of two subgroups within the field of social
science research: conventional social science and reformed social science. In response to
the recent political movements toward scientific educational research that aims to prove
what works and what does not, reformists are speaking out against the devaluing of
qualitative ways of knowing. Polkinghorne argues that discussions and negotiations
across these groups are unproductive because neither group is willing to compromise
their definitions of what counts as knowledge and/or science. Instead, the reform
movement must maintain focus on dialogue within the community to ensure that quality
work continues to be produced.
	


The reform movement has led to emergent traditions of inquiry, including critical

and postmodern ethnographies (Richardson, 1997), autoethnography (Bochner & Ellis,
2002), narrative inquiry (Polkinghorne, 2007), and numerous arts-based approaches, such
as poetry, music, dance, performance, and visual art (Leavy, 2009). Across and within
these traditions, there are some shared assumptions about the nature of knowledge and
research. In particular, arts-based educational research has brought attention to “the single
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individual who speaks from the position of the ‘I’ and who is willing to share what he or
she understands as true” (Pelias, 2009, p. 355).
Elliot Eisner (1997) advocates for a vision of “knowledge as process” (p. 7) in
opposition to the emphasis of hard data and facts that are associated with scientific
research in the current educational climate. The arts, he explains, provide “an approach to
educational research that relies upon the imaginative and expressive crafting of a form in
ways that enlarge our understanding of what [is] going on . . .” (Eisner, 2008, p. 18). This
situates the arts as ways of perceiving and understanding the world. Within the field of
arts-based educational research, there, too, exists a continuum. At one end, there are
studies in which the arts are used to represent findings, and, at the other, art is seen as a
method of inquiry through which researchers come to know their worlds. This study is
situated at the ‘art as a method of inquiry’ end of the continuum, as I set out to learn more
about Bourdieusian theory and postmodern picturebooks by engaging with the arts to
create my own text(s).
It was my intent to create postmodern picturebooks that reach beyond the typical
audience of academics and the occasional classroom teacher. I wanted to write a
postmodern picturebook that I imagine myself reading with my own students--exploring
new possibilities for what picturebooks can do. I learned more about postmodern
picturebooks through the processes of creating art, and the art stimulated “the social
imagination, [inviting] others to engage in a truly dialogical conversation about
educational possibilities” (Barone, 2008a, p. 44) as my art calls into question taken for
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granted knowledge about writing (i.e. writing is a process) and opens up space for
imaginative possibilities in theories of writing.
Tom Barone (2008a) also argues for arts-based educational research that is
“socially engaged” and “epistemologically humble,” implying that the work is created
with expanded notions of audience and intentions to generate meaningful change, while
maintaining a sense of plurality without imposing a singular viewpoint. Similar
observations have been made about postmodern picturebooks as researchers have
identified characteristics like antiauthoritarianism, the presentation of multiple
perspectives, irony, and contradiction (Goldstone, 2002). It is intriguing that arts-based
research and postmodern picturebooks share similar missions that call for the blurring of
boundaries, the troubling of structures in an effort to problematize the known, and
encouraging new questions and perspectives. I selected a/r/tography (Irwin & Springgay,
2008) as a method of inquiry to follow as I theorized about writing a postmodern
picturebook.
A/r/tography
A/r/tography questions how we might “begin to think of research methodologies
as relational situations that provoke meaning through contemplation, complication, and as
alternative models of space and time” (Irwin & Springgay, 2008, p.105). The term
a/r/tography was created to signify the multiple roles one plays in qualitative research:
artist-researcher-teacher. Practice-based underpinnings focus on how “theorizing through
inquiry seeks understanding by way of an evolution of questions within the living-inquiry
processes of the practitioner” (p.109). The practices of artists and educators are
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considered to be forms of research and the “intellectual, imaginative, and insightful
work” they create is “grounded in ongoing forms of recursive and reflexive inquiry
engaged in theorizing for understanding” (p.109).
Irwin and Springgay (2008) emphasize a kind of understanding that is relational,
embodied and active. A/r/tographers draw upon personal experiences as they work
through the arts to question, ponder, and theorize new questions and possibilities. The art
making processes are seen as acts of research and are grounded in writing. This focus on
the relationship between creating art and writing promotes new ways of “learning to
perceive differently within our everyday practices” (p. 110). Three ways of interpreting
experience--theoria (knowing), praxis (doing), and poesis (making)--are folded together
in a/r/tography to create “interstitial space[s], open and vulnerable where meanings and
understandings are interrogated and ruptured” (p.110). Although a/r/tography values
personal experience and a/r/tistic practices, inquiry is conceived of as relational. All
works are related to the works of others, and “a/r/tographers acknowledge the work of
others in the documentation of their own work. . . . Citational practices are important for
a community of practice-based researchers wanting to understand a body of literature and
work in their fields while positioning their work within those and potentially other
fields” (p.111).
A/r/tographic Renderings
Through embodied art-making and writing, a/r/tographers explore phenomena
through concepts rather than specific methods. This means focusing on the processes of
constructing new knowledge rather than following the specific criteria of an established
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research methodology. Irwin and Springgay (2008) “interpret concepts to be flexible
intersubjective locations through which close analysis renders new understandings and
meanings” (p. 115). In keeping with these interpretations, they adopt the term
“renderings” to describe six concepts that assist a/r/tographers as they share their work
with others. Researchers are reminded that although it may seem routine to label these
renderings as criteria for a/r/tographic work, they are meant to represent a variety of
possibilities. Below I present a brief description of each of the six renderings.
Contiguity. This rendering represents the a/r/tographer’s understandings of the
adjacent and interconnected identities of artist, researcher, and teacher. Contiguity is also
found in the relationship between “the artform and writing with, in or about the
phenomenon [and] contiguity is found in the act of double imaging between art as an
activity or product and a/r/t as a symbolic representation of the three constituent
identities” (Irwin & Springgay, 2008, p. 116). This positions a/r/tographers within the inbetween spaces--places located in the folds of multiple identities--placing them in
relation to others through their questions, experiences, and understandings. Therefore, a/r/
tographers cite and situate their work within larger conversations among artists, teachers,
and researchers.
A/r/tography conceives of artists, researchers, and teachers from a broad
perspective. A/r/t is not confined to professionally trained artists, doctoral researchers,
and certified classroom teachers. Instead, “artists are committed to acts of creation,
transformation, and resistance [and] are committed to artistic engagement in ongoing
living inquiry” (Irwin & Springgay, 2008, p. xxv). As for the concept of researcher, a/r/
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tography is committed to inquiry: “To engage in a living inquiry is to learn to let go, to
leave the spurious safety of Research--that crumbling roof over Education that often
separated us from life and rarely protected us anyway--and to enter an open field, ears
and wings bristling” (Neilsen, 2008, p. xvi). As for the teacher label, teachers are not
always classroom educators or higher education professors but anyone “committed to
educational engagement that is rooted in learning and learning communities through
ongoing living inquiry” (Irwin & Springgay, 2008, p. xxv). In Chapter 4, I share excerpts
from my reflective diary that illustrate the ways in which I understood the writing
experience through contiguous identities.
Living Inquiry. A/r/tography is a way of being in the world in which an
individual positions himself or herself in relation to others through constant reflection,
contemplation, and theorizing that is explored through art, research, and teaching. As a
methodology, it is one of embodiment that requires one to both trouble and delight in
meaning, as practice is lived through a life of inquiry in relation to the roles associated
with the a/r/tist’s numerous identities. Irwin and Springgay (2008) explain that a/r/
tography’s “rigour comes from its continuous reflective and reflexive stance to
engagement, analysis, and learning” (p.117). This can include any traditional qualitative
data forms as well as visual, musical, and/or textual works of art. As I wrote the
postmodern picturebook, I was able to experience how an a/r/tist is immersed in living
inquiry. Since I began to identify inquiry as a lifelong “quest for understanding” (Irwin &
Springgay, p. xxiii), I constructed a metaphor (in Chapter 4) to represent my writing
experience as living inquiry.
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Metaphor/Metonymy. Irwin and Springgay (2008) explain that humans make
sense of the world through the use of metaphors and metonyms. Through metaphors,
connections are made between the new and the known; through metonyms, intimately
related concepts are used interchangeably. As artists make connections between their
thinking, ideas and experiences, they use their senses as meaning is deconstructed,
reconstructed, or neither. Each metaphor offers a new framework through which an artist
constructs understandings about concepts, relationships, situations, and/or phenomena. In
fact, metaphors and metonyms can operate in the same manner as theoretical
perspectives: Each metaphor/metonym can generate new understandings when applied to
a set of data. Metaphors position artists to grasp for meaning, leading them to struggle to
understand, but new awareness occurs throughout these slippery processes. In Chapter 3,
I discuss how I drew upon this specific rendering to understand my experience in writing
a postmodern picturebook.
Openings. The advantage of this a/r/tographic rendering is to stimulate dialogue
among communities of practice as opposed to reporting to readers what the artist has
learned. The purpose of a/r/tographic works is to raise new questions as the artist
confronts “what is seen and known and what is not seen and known” (Irwin & Springgay,
2008, p. 118). A/r/t in this sense is not created to report findings but to involve readers in
co-constructive processes where “meanings are negotiated by, with, and among a/r/
tographers as well as with their audiences” (p. 118). In Chapter 4, I share the a/r/t I
created to represent how I understand writing through my experience in writing a
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postmodern picturebook. This a/r/t is an opening where I invite readers to become active
participants in the construction of meaning about what it means to write.
Reverberations. The reverberation rendering refers to the movements that
materialize within and from a/r/tographic works. Reverberations may be striking or faint,
but they always demand that a/r/tographers rethink their understandings about the
phenomenon. These movements lead a/r/tographers “deeper into meanings or they shift
us toward a slippage of meaning” (Irwin & Springgay, 2008, p.118). A/r/tographers are
pushed toward new openings and possibilities as reverberations occur within and across
multiple renderings, leading to meaning-making processes that are constantly in flux and
in continuous relation to multiple understandings and perspectives. Therefore, a/r/
tographers are pushed into a state of constant becoming and knowledge is always in the
making. I experienced reverberations as I wrote the postmodern picturebook and these
reverberations are part of my representations in Chapter 4.
Excess. A/r/tographic practices are intended to be provocative, often leading to
transformations. These transformations stem from excess, “which is created when control
and regulation disappear and we grapple with what lies outside the acceptable” (Irwin &
Springgay, 2008, p.119). Stepping outside of traditional literacy research methods leads
me to the embodied perspectives of artist-researcher-teacher, providing “opportunities for
complexifying the simple and simplifying the complex by questioning how things come
into being and the nature of their being” (p.119). In the context of this study, I theorize
about what it means to write through my a/r/t. I share interests in children’s books,
writing, and visual art; therefore, I questioned the nature of writing as I wrote a
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postmodern picturebook. Thus, I question how texts like postmodern picturebooks come
into being, and exploring what it was like to make one led me to complexify the writing
concept.
A/r/tography as Practice
Springgay (2008) maintains that a/r/tography is “embedded in living
experience” (p. 159) and that it is impossible to separate our lives from our research
practices. As artists, our processes of creating art generate understandings that inform
how we interpret educational phenomena. Artworks are not created solely to report
findings; instead, “a/r/tography is concerned with inquiry--the mode of searching,
questing, and probing--insisting that these elements be informed by and through the
arts” (p. 159). Therefore, how one theorizes about an experience or phenomenon is
shaped by his or her embodied experiences as well as his or her interpretations of those
experiences. Because of the folded nature of the artist/researcher/teacher identity, the
theory and understandings generated through a/r/tographic practice address multiple
fields: art, pedagogy, and research. In other words, a/r/tographic inquiry is concerned
with the relationships among and between art, research, and pedagogy; hence, an
important quality of an a/r/tographic work is that it portrays understandings that relate to
these relationships.
A/r/tographers share interests in the relational aspects of knowledge construction
and ground their living inquiry in a/r/t. For example, Leggo (2008a, 2008b, 2008c)
inquires through poetry, as do Norman (2008) and Sameshima (2008), who also weaves
her mosaic tile art into her poetry. Poetry, for the a/r/tographer, becomes a medium
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through which to “enter into the lived experiences of others, all of us engaging in
conversations that contribute to the constitution of understanding and
connection” (Leggo, 2008a, p. 12). For poets, words are artistic tools used to study their
lives in relation to the lives of others. For musicians, instruments, as well as the rich
metaphors of the music field, become utensils for inquiry and performing their
understandings.
Gouzouasis (2008) is a musician who draws upon the metaphor of a toccata as he
reflects upon a/r/tography as knowledge in process: “A toccata sounds like a highly
improvisatory composition. Literally a ‘touch piece’ in the Renaissance period, it was
used by organists to warm up to the feel, form, and function of an organ” (p. 227).
Through this metaphor, a/r/tography is positioned as a “lifelong endeavor” in which the a/
r/tist explores “layer upon layer of ideas, techniques, and theoretical foundations that
challenge understanding” (p. 227). The notion of becoming is central to a/r/tography, and
Gouzouasis performs this through metaphor as he relates a/r/tographic work to a toccata:
A/r/tography is not about finding “absolute answers to specific research questions” (p.
230). Instead, a/r/tography “enables us to think of all data as theory laden, that concepts
are rules for ordering human experiences, and that the rules themselves are constructed
by our active mind, heart, and spirit” (p. 230). Like a toccata, Gouzouasis’s description of
a/r/tography is grounded in the improvisation of real life, of the everyday, the practical,
the familiar, and the strange.
In keeping with the notion of becoming, other a/r/tographers draw upon the visual
arts to understand the social world. Irwin (Springgay & Irwin, 2004), Springgay (2001,
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2002, 2008b), Bickel (2008a, 2008b), and Suominen-Guyas (2008) are artists who
theorize through their visual art practices. These artists use painting, collage, sculpture,
multimedia, and photography as tools for both inquiry and representation. They are
interested in topics like motherhood (Springgay, 2008b), relationality (Suominen Guyas),
community art and ritual (Bickel, 2008a), embodied identities (Bickel, 2008b), and tactile
epistemologies (Springgay, 2001). Across artistic mediums, a/r/tographers consistently
use writing to theorize within and across their a/r/tworks. This writing is descriptive,
autobiographical, and highly theoretical.
In her doctoral dissertation, Springgay (2001) used visual art, poetry, and
narrative to study and represent how youth generate understandings through touch in art
education. Not only does Springgay work through these mediums as she inquires, but she
uses multiple genres of representation to perform her understandings for the reader.
Throughout her dissertation, Springgay strategically embeds her art into the research
narrative. She explains,
The images that are threaded throughout these pages are not illustrations
of the text. While some attempt has been made to include them in
proximity to the sections in which they are addressed, they are also
material embodied signifiers in their own right, performing additional and
alternative narratives, maps, and body knowledge. They are living inquiry.
(p. 21)
In this sense, the dissertation becomes a work of art within itself. Springgay’s careful
placement of text, page alignments, fonts, works of art, and images all work together to
create a reading experience that is in contrast to traditional notions of scholarly writing.
Springgay uses a variety of mediums and genres to interrupt, transform, and invite
readers into a co-constructive meaning-making experience. For example, Figure 1 shows
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a page from the dissertation. This photograph and poem appear unannounced between the
introduction and first chapter, inviting the reader to enter into the a/r/tist’s experiences

Figure 1. Springgay Dissertation. This image is an excerpt from Stephanie Springgay’s
dissertation.

with and understandings of touch as method of knowledge construction. Because I draw
upon autobiographical narrative and visual art in my study, I am most drawn to
Springgay’s (2001, 2008b) work because she uses each of these mediums.
Although a/r/tography encompasses many a/r/tistic mediums—performance,
dance, music, literary, and visual arts—my inquiry is grounded in visual art. Despite an a/
r/tist’s medium, “a/r/tography [remains] a process of unfolding art and text
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together” (Irwin & Springgay, 2008, p. xxvi), which allows a/r/tographers to take up
Eisner’s (2002) position that “work in the arts is not only a way of creating performances
and products; it is a way of creating our lives by expanding our consciousness, shaping
our dispositions, satisfying our quest for meaning, establishing contact with others, and
sharing a culture” (p. 3). Taking up a/r/tography’s methods and theories about
understanding the world through a/r/t-making practices, I ask my own questions about
writing and the role it plays my life. A/r/tography expands my consciousness, and
through this study I share my a/r/t with others in hopes that new ideas about writing
might be created to inform writing pedagogy. Now, I transition to a discussion about the
specific theoretical concepts that I drew upon to craft this a/r/tographic inquiry.
Crafting an A/r/tography
As I previously explained, the arts-based educational research field is made up of
an array of research purposes, theoretical frames, and methods. These purposes include
traditional qualitative research questions into the socialized experiences of specific
individuals and groups. Questions are often explored through familiar methods of data
collection and analysis, but researchers seeking to expand the research-reading audience
choose to represent their findings through expressive mediums including: visual art,
creative writing (i.e. narrative, fiction, poetry), drama, music, and dance (Barone, 2008;
Leavy, 2009; Seigusmund & Taylor, 2008). A/r/tography is an example of art-sbased
educationa research, but it poses deeply epistemological questions about how knowledge
is constructed through the processes of creating art. In other words, a/r/tography is
concerned with how knowledge is made and the possibilities of different knowledges
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being made through the processes of representing and engaging in research as art.
Springgay (2008) explains, “a/r/tographical research as living inquiry constructs the very
materiality it attempts to represent” (p. 159). As an a/r/tographer, I sought to understand
postmodern picturebooks; therefore, I made a postmodern picturebook and studied that
experience. I study myself as practicing artist/researcher/teacher; thus, my acts of living
inquiry are “theoretical, practical and artful ways of creating meaning through recursive,
reflective, responsive yet resistant forms of engagement” (Irwin & Springgay, 2008, p.
xxix).
Metaphor as Conceptual Rendering
Throughout the inquiry process, I drew upon metaphor to render understandings
about the relationships between theoretical perspectives, the creative practices involved
in the writing of a postmodern picturebook, and writing theory. In a/r/tography,
metaphors serve as conceptual renderings for understanding inquiry experiences and are
artistic tools that a/r/tographers draw upon as they construct representations to share with
others (Irwin & Springgay, 2008). The process of crafting and selecting a conceptual
metaphor is important in a/r/tographic inquiry because whenever a metaphor is made,
“there is at once a loss of meaning, a realization of meaning, or neither” (Irwin &
Springgay, 2008, p. xxx).
Irwin and Springgay (2008) draw upon the work of Lakoff and Johnson
(1980/2003) to theorize about the possibilities of metaphor in how a/r/tists understand the
world. Lakoff and Johnson (1980/2003) define metaphor as “understanding and
experiencing one kind of thing in terms of another” (p. 5) and suggest that “our
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conceptual system is largely metaphorical, [and] the way we think, what we experience,
and what we do every day is very much a matter of metaphor” (p. 3). Implying that the
human conceptual system is metaphorical leads to a type of understanding that is
grounded in making connections between, among, and across our experiences of things.
Therefore, “our concepts structure what we perceive, how we get around in the world,
and how we relate to other people” (Lakoff & Johnson, p. 3).
The role of metaphor in conceptual development entails that “metaphorical
structuring . . . is partial, not total. If it were total, one concept would actually be the
other, not merely understood in terms of it” (Lakoff & Johnson, 1980/2003, p. 12).
Hence, metaphors do not encapsulate all aspects of an object or experience; instead, they
highlight certain aspects and hide others. Therefore, it can be argued that the production
of alternative metaphors in response to “the taken for granted” metaphors accepted as
truths, creates possibilities for new understandings. “Thus they can give new meaning to
our pasts, to our daily activity, and to what we know and believe” (Lakoff & Johnson,
p. 139).
Through this study, I have come to understand writing as something messy,
incomplete, without beginning or end, but guided by multiple interpretive possibilities.
These understandings imply comparing the writing concept to something quite different
from the conventional metaphor of writing as a process. In Chapter 5, I return to Lakoff
and Johnson’s (1980/2003) theories to examine what the process metaphor implies about
what writing is and how writers do it, and to theorize about how new metaphors--like my
own metaphor that compares writing to a guided wandering--can highlight aspects of the
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writing concept that have been excluded from mainstream understandings. Now, I
describe how a/r/tistic mediums (visual art and writing) allowed me to understand my
writing experiences through metaphor.
Making Art to Understand
Representation can be thought of, first, as aimed at transforming the
contents of consciousness within the constraints and affordances of a
material. Representation can and often does begin with an elusive and
sometime evanescent idea or image. . . . Representation stabilizes the idea
or image in a material and makes possible a dialogue with it. It is through
“inscription” (I use the term metaphorically) that the image or idea is
preserved--never, to be sure in the exact form in which it was originally
experienced, but in a durable form . . . (Eisner, 2002, p. 6)
Elliot Eisner’s ideas about representation as a process of using materials to transform
ideas into expressions are central to arts-based inquiry. Arts-based educational
researchers recognize an a/r/tist’s inability to represent images or ideas through “one-toone correspondence between lives lived and lives represented” (Cole & Knowles, 2001,
pp. 212-213). Instead, a/r/tists “are the ‘instruments of understanding,’ [and their]
interpretations and eventual representations will reveal some of the ‘essential truths’ of a
person’s life” (Cole & Knowles, p. 212), and Eisner would add that the medium of
representation also mediates what is understood.
Cole and Knowles (2001) explain, the “development of an artful
representation . . . relies as much on the imagination of the researcher as it does on the
information gathered through inquiry” (p. 212). Thus, how I chose to represent
imaginatively my postmodern picturebook writing process affected how I interpreted the
data. In this study, the relationship between data collected and the researcher’s
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imagination positions my data as materials that I transformed into media as I sought to
represent my understandings. Eisner (2002) poses that,
Materials become media when they mediate. What do they mediate? They
mediate the aims and choices the individual makes. In this sense, to
convert a material into a medium is an achievement. A material becomes a
medium when it conveys what the artist or student intended or discovered
and chose to leave. (p. 80)
Like the American pragmatist, John Dewey, Eisner recognizes “the medium is a mediator.
It is a go-between of artist and perceiver” (Dewey, 1934/1980, p. 200). Medium
structured the (re)presentations that my understandings took on, and it is the “gobetween” of myself and the reader. Now I describe how I used specific mediums--visual
art and expressive writing--to construct a working metaphor that represents my
experiences in writing a postmodern picturebook.
Visual Art
If all meanings could be adequately expressed by words, the arts of
painting and music would not exist. There are values and meanings that
can be expressed only by immediately visible and audible qualities, and to
ask what they mean in the sense of something that can be put into words is
to deny their distinctive existence. (Dewey, 1934/1980, p. 74)
In keeping with Dewey’s theory that there are particular meanings that can only
be represented in particular media, I position visual art as a medium that allows me to
express certain aspects of my understandings. I also acknowledge Eisner’s (2002)
position that a medium has consequences for what an artist understands because it
structures “which aspects of the world will be experienced” and “because people tend to
seek what they are able to represent . . . the tools [they] work with influence what [they]
are likely to think about” (pp. 8-9). Therefore, I recognize the collage-based images that I
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constructed had a profound effect upon what I understand about writing a postmodern
picturebook.
In this inquiry, I represent through collage because I am confident in my ability to
work through this medium. Collage involves the cutting and pasting of multiple visual
mediums onto a single structure creating artwork that is whole but splintered. ButlerKisber (2008) argues that collage “can mediate understanding in new and interesting
ways for both the creator and the viewer because of its partial, embodied, multivocal, and
nonlinear representational potential” (p. 265). She also acknowledges that Pablo Picasso
and George Braque are most often recognized as the pioneers of collage, but paper
collage dates back at least 1000 years in the folk art tradition. Once photography became
a common practice, photographs appeared more frequently in collage work. In fact, the
Dadaists introduced the term “photomontage” to reference an art form in which images
were created from cut photographs and other printed materials (Butler-Kisber). Because
collage practices have varied across popular art movements, I clarify my approach to
collage as well as its interpretive possibilities within the context of this study.
As a young child, I was taught collage by my neighbor, a practicing collage artist
who had no children of her own and welcomed my childlike infatuation with visual art.
Ms. Mary (as I affectionately called her) invited me for tea, cookies, and collaging in her
studio of solid windows overlooking an endless pasture full of her husband’s prized
cattle. She made me an inspiration box, which she filled with various paper and tissues of
the most divine prints, hues, and textures. I watched as she demonstrated how she cut,
tore, and even crinkled papers, arranging them on her board (at the time, I just assumed it
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was some sort of cardboard, but looking back, it was likely something more like
masonite). She would spend days, weeks, sometimes months collecting and arranging
fragments on her boards before gluing. For myself--as both child and adult--I take a much
more compulsive approach, pulling out the glue much sooner, perfectly content to start
over if I must. Recently, I become more reluctant, resulting to tiny bits of tape loosely
adhered to each paper fragment; just enough to hold things in place but gentle enough to
allow movement and replacement. When I am content with the final image, I permanently
adhere the papers with Mod-Podge. I have no specific preference for work surfaces--I’ve
used cardstock, watercolor paper, canvas, metal, even stray scraps of cardboard.
In addition to technique, Ms. Mary also exposed me to a variety of materials. She
was quite the naturalist, so it was common for her to used pressed leaves and flowers;
odd rocks and sticks; even bleached animal bones and snake skins. She enjoyed doodling,
sketching, painting, and weaving and often incorporated pieces of each into her collages.
I doubt she threw anything away--instead, she meticulously cataloged stamps, magazines,
newspaper clippings, old calendars and other odd papers into her studio filing system.
Through my experiences with Ms. Mary, I have adopted my own approach--similar in
some ways, different in others--to working through collage. As I reflect on my collage
practices, I realize that as I acquire skills in new mediums, I incorporate them into my
work. For example, over the past year I have been experimenting with photography, even
taking a continuing education course at a local art college and my recent collage work has
included my photographs in various forms. Now I describe how I used writing to
interpret my experiences and explain why it was necessary for me to do so.
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Writing
As the painter places pigment upon the canvas, or imagines it placed there,
his ideas and feelings are also ordered. As the writer composes in his
medium of words what he wants to say, his idea takes on for himself
perceptible form. (Dewey, 1934/1980, p. 75)
A/r/tographers value the multiple affordances of artistic mediums and articulate
that “to be engaged in a/r/tography means to inquire in the world through both [artistic
and writing] processes, noting they are not separate or illustrative processes but
interconnected processes” (Irwin & Springgay, 2008, p. xxviii). A/r/tography
distinguishes itself as an approach to arts-based inquiry that is concerned with what is
learned from the processes of creating art, the artworks themselves, along with writing
about what is learned through the making of art. Thus, an a/r/tographer’s attention is
drawn to “the relationship between art and graphy, that is, between the artform and
writing with, in or about the phenomenon” (Irwin & Springgay, 2008, p. xxviii).
Therefore, it was necessary for me to create art to understand my experiences in making a
postmodern picturebook, and this art includes both words and images.
A/r/tographers use writing in various ways; therefore, I articulate how I used
writing in this particular inquiry. The writing in this a/r/tography can best be described as
Laurel Richardson’s (1997) concept of a “writing story.” Writing stories seek to explain
how our works came to be, narrating “the goals and intentions of human actors; [making]
individuals, cultures, societies, and historical epochs comprehensible as wholes;
[humanizing] time; and [allowing] us to contemplate the effects of our actions and to alter
the directions of our lives” (Richardson, p. 27). I wrote “writing stories” about individual
events that occurred as I wrote the postmodern picturebook. Richardson explains, “The
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meaning of each event is produced by its temporal position and its role in a
comprehensible whole” (p. 27) and these stories helped me understand the writing
experience in retrospect.
As I wrote the postmodern picturebook and wrote about this particular experience,
I drew upon what I knew about writing to understand how this knowledge related to what
I was understanding through this personal experience. I entered into this study as a
process pedagogue--a former elementary school teacher turned writing mentor to
preservice teachers--who practiced instruction from a process approach as I sought to
create writing workshops to allow my students to experience authentic writing processes.
I was influenced by all the great process theorists and subsequent practitioners who
translated these theories into practice: Caulkins (1994), Elbow (1973, 1981, 1986),
Fletcher and Portalupi (1998, 2001), Flower and Hayes (1981), Graves (1983, 1990),
Murray (1968, 1982, 1990, 1998), and Ray (1999, 2004). I understood the writing
process as series of recursive steps that can be described and modeled for students and
the writing workshop as a space where students can experience various aspects of this
process.
As I used a/r/tography to study my postmodern picturebook writing experience, I
began to question whether or not the term process created a metaphor for writing that
fully described what I was experiencing. I am still in agreement with Perl (1994) that
writing “is what each of us is engaged in when we shape our understanding of life” (p.
xx), and I recognize the work of sociocultural and critical literacy researchers, in
particular, Dyson’s (1993, 1997, 2003) work in the field’s shift to understanding writing
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as a sociocultural act that is valued through complex power structures that decide what
counts as “good writing.” My reservations about the implications of the process metaphor
for writing led me to post-process theory (Kent, 1999), and the argument that “writing is
a practice that cannot be captured by a generalized process or a Big Theory” (p. 1)
resonated with my experiences.
As I continued reading into post-process theory (Kent, 1999) and returned to early
writings in the process movement (Elbow, 1973, 1981, 1986; Graves 1983, 1990; Murray,
1968, 1982, 1990, 1998), I realized that I did not disagree with what is being said about
writing. Instead, I disagreed with how we were saying it and I questioned whether or not
the process metaphor fully portrayed what the field was really saying about writing. In
Chapter 5, I argue that the writing process metaphor is problematic because its
entailments (Lakoff & Johnson, 1980/2003) are in conflict with many of the observations
that have been made about what writing is, how it is done, and how it should be taught.
Thus, when I share my creative metaphor for writing (Writing is a Guided Wandering), I
do not intend to offer a replacement for the process metaphor. Rather, my purpose is to
bring attention to the metaphoric nature of the writing concept and the inability of any
one metaphor to account fully for what writing is.
Now that I have explained why I crafted this a/r/tography using visual art and
writing, I transition to a discussion about postmodern picturebooks and Bourdieusian
theory, which were an impetus to my interest in what it means to write.
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CHAPTER 2
PIERRE BOURDIEU AND THE POSTMODERN PICTUREBOOK
A/r/tography recognizes the contiguous relationship developed as a/r/tists generate
understandings through their own art and the work of other artists, researchers, and
educators (Irwin & Springgay, 2008, p. xxviii). Therefore, it is important to recognize the
existing work that surrounds a subject of a/r/tographic inquiry, and, within the context of
my work, this entails a description of what other researchers and artists have said about
postmodern picturebooks. In keeping, I present the research of children’s literature and
literacy scholars within the context of the works of practicing children’s book writers and
artists. In this chapter, I define the term “postmodern picturebook” and further develop it
through a discussion of three major concepts in Bourdieusian theory: capital, field, and
habitus. I begin by defining postmodern picturebooks according to the current literature
surrounding these texts. Next, I transition into a discussion that positions Bourdieusian
concepts within the context of the postmodern picturebook field, and I introduce author/
illustrator Lauren Child as an example of a Bourdieusian agent in the field. I conclude the
chapter with a brief account of how I use the term “understand” from a/r/tographic and
Bourdieusian perspectives and of how I perceive of myself as an “outsider” to the
postmodern picturebook field.
The Postmodern Picturebook
The literature surrounding postmodern picturebooks has generated a collection of
elements and devices exhibited by these texts. As these books continue to be identified,
labeled, and researched, the descriptions and boundaries of this picturebook subgenre
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become more defined. Applying a postmodern lens to children’s books has led to varying
descriptions of the traits/elements exhibited by postmodern picturebooks. Goldstone
(2002, 2004) describes postmodern picturebooks as cultural artifacts of the postmodern
movement in contemporary society and identifies some literary and/or artistic
characteristics that these texts may employ: nonlinear narrative structures, selfreferentiality, sarcastic or mocking tones, and antiauthoritarianism (2002) and multiple
perspectives, irony and contradiction, and uncovering the artistic processes of book
making (2004). These texts can also be described as playful in the ways that they
experiment with traditional narrative structures like beginning, middle and end, point-ofview, setting, plot, problem resolution and the relationships between pictures and words.
Comprehension is also challenged through many of these texts as the authors create
stories that are ambiguous and promote active reader engagement through multiple reader
interpretations and transactions (Serafini, 2005).
In their edited anthology, Postmodern Picturebooks: Play, Parody, and SelfReferentiality, Laurence Sipe and Sylvia Pantaleo (2008) approach postmodernism as “a
general term to describe the changes, tendencies and/or developments that have occurred
in philosophy, literature, art, architecture, and music during the last half of the
century” (p. 1). The editors present various postmodern theories, weaving them together
as they explain how such theories have been applied to children’s literature. Sipe’s (2008)
reflections on his work with Carolyn McGuire present an extended description of how
and why picturebooks may be classified as postmodern:
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•

•
•

•

•
•

blurring the distinctions between popular and “high” culture, the
categories of traditional literary genres, and the boundaries among author,
narrator, and reader
subversion of literary traditions and conventions and undermining the
traditional distinction between the story and the outside “real” world
intertextuality (present in all texts) is made explicit and manifold, often
taking the form of pastiche, a wry, layered blend of texts from many
sources
multiplicity of meanings, so that there are multiple pathways through the
narrative, a high degree of ambiguity, and nonresolution or openended
endings
playfulness, in which readers are invited to treat the text as a semiotic
playground
self-referentiality, which refuses to allow readers to have a vicarious livedthrough experience, offering instead a metafictive stance. (p. 3)

These descriptions of the traits referenced throughout the postmodern picturebook
literature demonstrate the techniques authors and illustrators use in creating these texts.
As traditional literary boundaries are pushed, reading experiences become more
challenging because students are required to take a more active stance as co-creators of
the story as opposed to more passive roles where meaning is positioned as “inside the
text” and the reader must find it. Postmodern picturebooks push readers to think critically
about how texts are constructed and how meaning is often subjective, which is directly
related to one of the most prominent features of postmodern texts: metafiction.
Nikolajeva and Scott (2001) define “metafiction” as
a stylistic device aimed at destroying the illusion of a ‘reality’ behind a
text and instead emphasizing its fictionality. Metafictional elements in a
text deliberately draw attention to its status as a literary construction and
raise questions about the relationship between fiction and reality. (p. 220)
Within the field of picturebooks, Nikolajeva and Scott identify several types of
metafictive techniques used by children’s literature authors and illustrators. Perhaps the
simplest example of metafiction is a direct address to readers. This sort of interaction
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calls the reader’s attention to the text’s fictional construction. There are also more subtle
metafictive techniques used by illustrators in which the text is visually positioned as a
fictional product. For example, in Mini Grey’s (2005) Traction Man is Here, the
illustrations include images that allude to reality (a world in which Traction Man is a toy
owned by a young child) and a fictional reality (a world that is the product of a child’s
imaginative play with his toys). Illustrators use the visual in order to highlight the
“story’s existence as an artifact” (Nikolajeva & Scott, p. 222) and do so through
numerous means.
Artists often use intertextual references as metafictive devices, which bring the
reader’s attention to the existence of other “realities.” In Willy the Dreamer (1997),
Anthony Browne alludes to classical children’s tales in an image of a gorilla named
Willy, who is imagining himself to be a writer. In the image, Willy is surrounded by
gorillas dressed like Alice in Wonderland, the Cheshire Cat, Humpty Dumpty, and several
more well-known characters. Authors and illustrators can also craft intratextual allusions
to their own texts. Mo Willems (2003) employs intratextuality in the ways that he embeds
the notorious pigeon of Don’t Let the Pigeon Drive the Bus! into each of his books.
Another visual method used to create metafiction is the notion of framing.
Illustrators often create frames that separate the story’s images from another reality. In
The Three Pigs, David Wiesner (2001) uses frames to create images in which the
characters move in and out of the story, constructing a fictional world with multiple
dimensions. The story begins with the traditional introduction to the classic fairy tale as
the wolf knocks on the door and the pig responds with the infamous line: Not by the hairs
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on my chinny, chin, chin! But when the wolf blows the house down, he blows the pig
right out of the story. Wiesner uses framing to depict the fairy tale, which is contained
within smaller rectangular pages, and his version of the story, which is framed within the
actual pages of the physical book. After each pig is blown out of the story, the swine set
forth on their own adventure, which includes riding on paper airplanes made of the pages
of their own fairy tale, and entering into the pages of other noteworthy children’s stories,
such as the nursery rhyme, Hey Diddle Diddle. The pigs are taking back the story and
recreating their own representation of a fairy tale.
Postmodern picturebooks rely upon literary traditions that have been established
throughout history. Without classic stories like The Three Little Pigs, there would be no
Wiesner (2001) inversion of the story, or no The True Story of the Three Little Pigs
(Scieszka, 1989), in which the wolf defends his actions and asserts his version of the
story. Without predictable story-structures like beginning, middle, and end, authors could
not disrupt the reading process and challenge readers’ assumptions through ambiguity and
openendedness.
The literature has claimed that postmodern picturebooks are antiauthoritative by
nature and that they exhibit playfulness by challenging traditional text structures (Anstey,
2002; Hellman, 2003; Pantaleo & Sipe, 2008). The author/illustrator’s desire to push the
boundaries throughout history (Kiefer, 2008) can be tied to a need to distinguish what is
known from the unknown. For example, John Scieszka’s (1989) The True Story of the
Three Little Pigs can be read as a counter-narrative to historical fairy tales. As the wolf
narrates its version of the well-known story of the three little pigs, the reader is presented
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with another side of the story as experienced by the wolf. Through humor, irony, and
playfulness, the reader is invited to question his or her biases towards the wolf as he or
she hears how the wolf was simply asking for a cup of sugar, blowing down houses due
to sneezes attributed to a nasty cold. As the pigs lose their lives in these disasters, the
wolf dines on swine only to avoid wasting perfectly good dinners. The wolf pleads with
the reader to consider all the starving people in the world as justification for its actions.
Although subversive narratives have been documented throughout the history of
children’s literature (see Lurie, 1990), postmodern picturebooks might be thought of as
epistemological renegades in which knowledge about images, words, and the reading
processes are played with by authors and illustrators. Some postmodern picturebooks
challenge what readers assume to know through the use of complex relationships between
and subversions of images and words. These texts build upon what readers know about
reading in order to disrupt traditional text structures through the use of devices that
researchers have identified. Classifying texts as postmodern is not a process in which
postmodern literary elements serve as a sort of requirement checklist. Instead, the
postmodern picturebook subgenre is best described as a continuum in which some texts
might exhibit only one or two postmodern elements, while others may employ several.
Postmodern Picturebooks in Literacy Research
Postmodern picturebooks have been examined through multiple lenses and
methods. I have established that researchers have generated theories to classify and label
texts that exhibit the postmodern phenomenon (Goldstone, 2002, 2004), but others have
examined specific cases of postmodern literature and student experiences. These cases
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range from particular texts and authors (Lehr, 2008; Salisbury, 2008; Stephens, 2008) to
how groups of students read and respond to specific postmodern picturebooks (McGuire,
Belfatti & Ghiso, 2008; Pantaleo, 2008; Sipe, 2008). Research has consistently shown
that children enjoy reading postmodern picturebooks and that they are capable of
constructing meaningful transactions and are able to work together to negotiate shared
meanings (Arzipe et al., 2008; McGuire, Belfatti, & Ghiso, 2008; Pantaleo 2004, 2007,
2008; Serafini, 2005). Although texts are becoming increasingly digital, Kiefer (2008)
explains that picturebooks are here to stay as they continue to evolve and reimagine
meaning-making possibilities in both digital and print formats.
Picturebooks are often investigated according to their content, use of print, style
of the images, the synergy between words and images, their relations to other texts, and
their portrayal of larger cultural and sociological issues (Nikolajeva & Scott, 2006). In
turn, postmodern picturebooks have been examined as cultural artifacts (Anstey, 2008)
representing larger issues, including the portrayal of childhood and imagination (Hall,
2008); representations of the transmodern self (Coats, 2008); constructs of the material
conditions of reading (Mackey, 2008); and the exhibition of new concepts of space within
their construction (Goldstone, 2008). The literature also establishes the appeal of
picturebooks as mediums that serve as platforms for artists to share their work (Salisbury,
2008). As pictures gain increasing prominence in postmodern texts, it is understandable
that the images and the synergy between words and images are of increasing interest to
researchers (Goldstone; Hall; Lehr, 2008; McCallum, 2008; Nikolajeva, 2008; Nikolajeva
& Scott; Salisbury, 2007, 2008).
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Postmodern Picturebooks as a Bourdieusian Field
Based upon the descriptive analyses that have generated characteristics of
postmodern picturebooks, this subgenre of children’s literature has achieved a significant
level of autonomy, meaning this field has its own systems of value and defining
characteristics. According to Bourdieu (1980/1990, 1992/1996, 1994/1998), social life is
constructed through what he refers to as fields. Reality is made up of multiple,
intersecting and competing fields that are “network[s] of objective relations (of
domination or subordination, of complementarity or antagonism, etc.) between positions”
of human occupants (Bourdieu, 1992/1996, p. 231). When Bourdieu speaks of objective
relations, he is referring to the notion that individuals are in relation to one another in a
sort of social space in which their positions affect the probability that they may enter into
the same fields and/or share common interests. For example, although I live in a racially
and culturally diverse neighborhood, I share a similar socioeconomic status with my
neighbors. Therefore, I have a higher probability of encountering my neighbors in a given
field. We may not all be members of the same religious or political groups, but because of
our shared, upper-middle class status, it is probable that we will have vested interests in
the educational field and its affects upon the children within our community.
The concept of the field can also be thought of as a social group in which
members have vested interests in the objectives of a particular field. For example,
members of the children’s literature field have vested interests in the production,
distribution, and study of books written specifically for children. Therefore, the most
powerful agents establish multiple forms of capital, and the field’s occupants are in
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constant competition for this capital. It is through this consensus about capital that the
field begins to construct itself, and although they do not always function consciously,
members of a field enable capital to remain scarce. For Bourdieu (1992/1996), capital is
thought of in three forms:
•

Economic Capital: This is the most material form of capital, referring to
financial wealth, income, and/or possessions.

•

Cultural Capital: This is a more symbolic form of capital that recognizes
the “possession of symbolically valued cultural accoutrements and
attitudes” (Grenfell & Hardy, 2007, p. 30). Cultural capital can be
anything from material possessions such as art, books, and jewelry to
more symbolic attributes like a “‘good’ accent, educational qualifications,
or refined manners” (p. 30).

•

Social Capital: Perhaps the most symbolic, social capital refers “to the
network of personal relations a person builds up. . . . It is not what you
know, it is who you know.” (Grenfell & Hardy, 2007, p. 30).

Within the postmodern picturebook field, capital functions through multiple forms,
producing strategic practices among participants as they seek to obtain valuable capital.
For example, success in this particular field is tied to material forms like book sales
(economic capital) and awards, like the prestigious Caldecott (cultural capital). Status is
also achieved in more symbolic terms as authors and illustrators “build networks of
personal relations” that can be likened to business networking: “It’s not what you know,
but who you know.” Through their relationships with agents, editors, and publishing
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houses, authors and illustrators can act strategically to obtain success in the children’s
literature field.
Bourdieu (1994/1998) frequently uses the metaphor of “players” and “games” in
reference to the relationship between human practices and social fields. According to
Bourdieu, “While the bad player is always off tempo, always too early or too late, the
good player is the one who anticipates, who is ahead of the game” (p. 81). Within the
field of postmodern picturebooks, Bourdieu explains that the most successful agents
within the field—whether they are editors, authors, illustrators, or publishers—are those
who have internalized the game, and this game is structured around competition for
capital. Therefore, the successful player is one who recognizes the forms of capital that
are valuable in the field and acts strategically in order to obtain it.
Because the postmodern picturebook field is related to the larger avant-garde
movements in postmodern art and literature, Bourdieu’s analyses of these movements
offer a relevant perspective of the field. Bourdieu (1994/1998) describes avant-garde
movements as reactions to the structures imposed within fields at specific times in
history. For example, postmodern art functions as a reaction to Modernism, just as
Modernism is a reaction to Realism. Therefore, within the current state of any field, there
is evidence of series of historical movements prior to the formation of the field.
Although avant-garde movements reject many of the forms of capital that are
established within the current field, as the movement unfolds and strengthens in numbers,
new forms of capital are instituted. When postmodern picturebooks are positioned as a
reaction to traditional children’s literature, it can be assumed that certain types of writing
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and artistic style are of value within the field. For a visual artist who is considering the
picturebook as a medium for his or her work, the postmodern movement in children’s
literature might be appealing because it is working against notions within the art field of
the illustrator as second-rate artist who creates “childishly simple” (Blake, 2002, p. 9)
images to accompany an author’s text. Bourdieu explains that the autonomy of a field, or
its ability to function and thrive, is tied to the relationships among its members.
According to Bourdieu (1994/1998),
[A field] is all the more likely to succeed if the social agents on which it is
exerted are more inclined, because of their proximity in the space of social
positions and also because of the dispositions and interests associated with
those positions, to mutually recognize each other and recognize
themselves in the same project. (p. 33)
Therefore, it is necessary to recognize the relationships among the agents involved in the
postmodern picturebook field in order to understand the “ties that bind them” in the
current state of the game.
As I read several edited anthologies in which illustrators are interviewed about
their work and creative processes (Blake, 2002; Gregory, 2008; Salisbury, 2007), I
noticed several persistent tensions. Perhaps most importantly, there is tension within the
field of art over the prestige of illustrative work within children’s books. Illustrators
adamantly defend the complexity and value of their work as an expressive art and are
offended by notions that illustrative work is juvenile because they are supposedly
working for an audience of children (Blake, 2002). Illustrator Quentin Blake (2002)
describes the multiple thought processes of the artist:
It’s a complex twist of strands which may include: an imaginative
response to the characters and activities in the story; the quality and
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convincingness of the drawing; what the role of colour is going to be and
how it s going to be incorporated; how each page is going to be composed
within itself and arranged in the sequence of pages that make up the book;
which moments in the narrative are suitable for illustration, and (if the text
is by another writer) whether modifications in style and atmosphere of the
drawing are called for. And of course, on another level, how the work on
the book in hand is to fit into a timetable with other commissions to bring
it satisfactorily to a conclusion before the publisher’s deadline. So,
childishly simple, really. (p. 9)
Obviously, the illustrative task is defined within the larger field of artistic production. The
illustrator’s task is taxing and complex as he or she seeks to work within the relationships
between images and words, bringing the two together in a unique form of art. Many
illustrators bring images to the words of another, but some play the role of author and
illustrator in their work. Interestingly, postmodern picturebooks are overwhelmingly
created by a single artist, taking on the identities of both author and illustrator.
Martin Salisbury is an illustrator who has designed a master’s program in
children’s book illustration at Anglia Ruskin University in Cambridge, England. In his
piece, “The Artist and the Postmodern Picturebook,” Salisbury (2008) speaks from the
illustrators’ perspectives as he approaches the changes in children’s books. Salisbury
borrows the term “authorstrator” (p. 23) from one of his students (Sarah McConnell) to
label artists who write and illustrate their own texts. The increasing number of
authorstrators within the field signifies artists who are working across visual and wordbased mediums, creating content that is highly visual and often blurring the boundaries
between what is seen and read. Salisbury explains that this shift in picturebooks is
enticing to artists as the medium presents new opportunities for expression like those
offered through graphic novels, comics, hypertexts, and other popular visual media.
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According to Salisbury (2008), most authorstrators have little concern for the
“postmodern” label but focus their energies on the creative processes of picturebook
construction, drawing, and how to master various mediums. Because of the nature of the
avant-garde movement, one can assume that the postmodern picturebook field rejects
certain forms of capital, but Bourdieu (1994/1998) draws attention to the reinstatement of
new forms of capital within the autonomization of the field. Therefore, ambiguity and
metafiction trump clarity in the telling of the story; an authorstrator is more valuable than
a sole author or illustrator; there is a diminished sense of audience during the process of
artistic expression; and, book sales and prestigious awards are simply the byproduct of
artistic brilliance.
Bourdieu (1994/1998) explains that an understanding of the functioning of
specific fields (as well as their functioning in relation to competing and related fields) is
necessary in order to understand both the collective and individual habitus. Bourdieu
described habitus as a “kind of practical sense for what is to be done in a given situation-what is called in sport a ‘feel’ for the game, which is inscribed in the present state of
play” (p. 25). The habitus is constructed through socially “acquired systems of
preferences,” which result in elements of taste, and “systems of durable cognitive
structures,” which are the product of “the internalization of objective structures” of fields
(p. 25). Therefore, individuals’ ways of being and perceiving the world are reciprocally
related to the fields that structure their worlds. This means that social groups are
constructed through fields, and, in turn, fields are constructed through the relations
among individuals. The concepts of habitus and field lead to the perception of the social
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world as inseparable from the agents that produce it as well as social agents who are
produced by the social world.
From a Bourdieusian perspective, the postmodern picturebook field is positioned
as a field in relation to larger fields like art, literature, children’s literature, production,
and education. It is through the functioning of the field within itself and through its
relations to other fields that the preferences and perceptions of the individual are
constructed. Therefore, when a person’s habitus--or collection of cognitive structures of
perception and preference--is in congruence with a particular social field, everything
makes perfect sense to the individual. In the following section, I discuss a particular
postmodern authorstrator, Lauren Child, demonstrating the success that emanates from an
agent whose habitus is in congruence with the changing structures of the children’s
literature field.
Agent in the Postmodern Picturebook Field: Lauren Child
I will never forget my father’s response after he read Lauren Child’s Clarice
Bean: That’s Me (1999) to my 4-year-old daughter. He could not understand why my
daughter was infatuated with the book when, according to him, there was no apparent
storyline. “Seriously,” he told me, “you need to put that book away. Why would anyone
want to read a book like that?” My father could not relate to the childlike perspective of
Clarice Bean, just an everyday girl narrating life as it goes in the Bean family. All he
could see was a bratty little girl complaining about everything from her tiny bedroom and
annoying siblings to her copycat neighbor, Robert Granger. On the other hand, my
spunky 4-year-old could not get enough of the bickering between Clarice and her younger
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brother, Minal Cricket, or the victory Clarice finds in the solitary confinement that her
parents perceive as punishment.
So what is it about a children’s book that can get under a grandfather’s skin? This
is precisely the ingenuity that has led to Lauren Child’s success: Her ability to bypass an
adult’s expectation of what a children’s book should be and speak directly to the child’s
perspective. Child’s books step inside typical middle class families, introducing
characters that “represent children in millions of families who live well and focus on their
daily routines” (Lehr, 2008, p. 165). Her doodle-like characters and tattered collages are
not only chic but have led to a style that is both uniquely her own and brand-able. Child
has crafted a body of work that has led to creative projects including picturebooks,
chapter books, a popular children’s television series, as well as countless commercial
products like coloring books, sticker stories, and collections of themed crafting activities.
In fact, the Charlie and Lola series alone generates 265 search results on Amazon.com
(conducted on September 20, 2011) and Child’s latest undertaking includes a
commissioned fabric collection by Liberty Fabrics. Clearly, something that may have
begun as a venture in children’s books has spawned into an artistic enterprise.
Susan Lehr (2008) explains that Child’s artwork is postmodern in the sense that it
reveals its own constructedness:
[Child] blatantly reveals the seams of her artwork, thereby deconstructing
the art itself. There is no attempt to hide or blend the pieces; rather these
uneven pasted pieces become part of the revelatory texture that the reader
sees. I can see snips of the scissors and where she missed some parts and
ripped the paper. This is the essence of the postmodern book. It laughs at
its own seams. It revels in its own crudeness. (p. 165)
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Child’s signature artistic style is consistent across much of her work, particularly in the
Clarice Bean collection and the Charlie and Lola series. Lehr interprets the success of the
Charlie and Lola series as “distinctly unique” because the boundary crossings between
media formats (text and television series) “emanates from one creator, thus blurring the
boundaries between literary genres and technologies, within and without of the actual
frame of the physical book” (p. 166).
From this perspective, the Charlie and Lola series is not necessarily postmodern
within the framework that has been established in the literature because despite the
collage images, the format of the stories are “patterned after the traditional
picturebook” (Lehr, 2008, p. 168). In contrast, from a Bourdieusian perspective, the
Charlie and Lola enterprise is precisely postmodern in the ways that it navigates multiple
markets. Bourdieu insists there are competing markets within the arts industries: the
smaller market of art for the sake of art and the larger commercial market of mass
production (Grenfell & Hardy, 2007).
Child’s success can be attributed to her ability to operate the postmodern
economic market place through the creation of a book series that appeals to multiple
markets: both the children’s publishing and media markets. Bourdieusian theory brings
attention to the commodification of texts across connected and often competing markets.
If Bourdieu (1994/1998) is correct in his assertions of the field as “a structure of forces
imposed upon and created by those who are engaged in it” (p. 32), then it is possible to
label Child a successful player in the rapidly evolving field of children’s literature.
According to Bourdieu,
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While the bad player is always off tempo, always too early or too late, the
good player is the one who anticipates, who is ahead of the game. Why
can she get ahead of the flow of the game? Because she has the immanent
tendencies of the game in her body, in an incorporated state: she embodies
the game (p. 80-81).
Based on this account, Child embodies the game: She recognizes the possibilities of texts
that cross media boundaries and capitalizes upon them.
In contrast to thriving agents like Child, when a person does not have vested
interest in the structures of a field, practices within the field will seem “futile and
ridiculous” (Bourdieu, 1994/1998, p. 77). To an outsider, the functioning of the field
appears as an “illusion” and knowledge is thought “to defuse this sort of hold that social
games have on socialized agents” within a field (p. 79). For example, in my work with
middle school students during a summer camp, I often found myself thinking that their
ways of deciding what is “cool” and what is not was absurd. But no matter how hard I
tried to impart knowledge--individuals who steal, deface property, drop out of school, and
engage in other illegal activities, will not find success in life--it was as if I was just
speaking within a void. Although I believe most of the children understand that these
sorts of actions lead to a perilous future, there was nothing that could be said to endanger
the value that these actions earn within the social rankings in their community.
If Bourdieu (1994/1998) is correct in his assertion that “games which matter to
you are important and interesting because they have been imposed and introduced in your
mind, in your body, in a form called the feel for the game,” then it is also true that the
entering into a new or foreign field is perceived of as an act of conversion (p. 77).
However, Bourdieu warns that knowledge cannot serve notions of theoretical
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“awakenings” for socialized agents because “one does not free oneself through a simple
conversion of consciousness” (p. 79). Instead, agents who are endowed with the right
forms of capital move into new fields, or in some cases, create new fields that appeal to
followers who are attracted to a revised state of play. But, the agenda is always the same:
Agents will exercise power through the establishment of multiple forms of capital, rules
will be exercised, some will adhere, and others will resist.
Understanding the Postmodern Picturebook Making Process
This study is grounded in understanding, which can be defined from multiple
perspectives. Pierre Bourdieu (2008) argues, “To understand is first to understand the
field with which and against which one has been formed” (p. 4). In other words, a person
must interrogate the social world that produces him or her to better understand who he or
she is and the meaning ascribed to his or her practices of living. Within the context of my
work, the verb ‘to understand’ is conceived of as “a process of exchange that is not
separated from the body but emerges through an intertwining of mind and body, self and
other, and through [humans] interactions with the world” (Irwin & Springgay, 2008,
p.xxii). A/r/tography is interested in understandings that are created through a/r/tistic
processes and values the bodied, partial, situated, and fragmented perspectives shared
through this work. Hence, a/r/t practices become acts of living inquiry that give way to
understandings that are articulated through both words and art.
In this study, I wanted to know how I--a self-perceived outsider to the fields of art
and children’s literature--drew upon my interpretations of Bourdieusian theory
throughout the process of creating a postmodern picturebook. As I contemplate my use of
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the term “outsider,” I recognize my perceptions of self as “outsider” are tied to my lack of
capital in the art field. I realize that I am able to use artistic tools in ways that others may
consider to be “insider” knowledge of a field. Because my perceptions of the art field is
tied to capital, I see myself as an outsider because I have no formal training or degrees in
art (cultural capital), no valuable personal connections in the art field (social capital) or
experience selling my art (economic capital).
Bourdieu (1994/1998) explains that when a person’s habitus is in line with a field,
he or she is “caught up in and by the game, [and believes] the game is ‘worth the candle,’
or, more simply, that playing is worth the effort” (p. 76). It follows that although I
perceive of myself as an outsider, I am acknowledging that the act of playing the art game
(or acting strategically to obtain valuable capital) is “worth the effort.” This means at
times I act consciously, but I also act unconsciously as I follow the internalized structures
of my personal habitus, a habitus that “believes the art game is worth the candle” because
I aspire to write and illustrate children’s books. As a result, I recognize that I am not an
outsider in ability, but rather an outsider in amount of capital obtained. Throughout this
inquiry, I see value in artistic fields, and strive to “play the game” in the children’s
literature field.
As a researcher resisting traditional forms of social science research, an artist
resisting the traditional structures of children’s picturebooks, and a teacher interested in
how postmodern picturebooks relate to writing pedagogy, I embarked on this a/r/
tographic inquiry. My understandings about writing a postmodern picturebook were
filtered by Bourdieusian theory and I was interested in how this sense of “theoretical
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consciousness” (Bourdieu, 1994/1998, p. 79) would shape what I understood about this
experience. In the following chapter, I describe how a/r/tography encourages a/r/tists-persons interested in how they understand phenomena through their a/r/t making
practices--to recognize theories as “lenses that transform the world” (Gouzouasis, 2008,
p. 230). For the past 4 years, I have read Bourdieu’s works as well as a/r/tographic
theories of how a/r/tists understand, and now I am unable to see things as I did before. In
Chapter 3, I explain how I use a/r/tography as a way of being and inquiring in the world
(Irwin & Springgay, 2008), and how Bourdieusian theory has become one of many
theoretical “lenses that transform” (Gouzouasis, 2008, p. 230) how I understand the
world because a/r/tography allows me to use a/r/t to find meaning in the folds of
contiguous theoretical perspectives.
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CHAPTER 3
AN A/R/TOGRAPHIC APPROACH TO INQUIRY
Readers must have an awareness of the array of purposes and interests in artsbased research to understand the methods and modes of analysis for this study. In this
chapter, I begin by positioning my work as a/r/tographic inquiry and, because this is a
self-study, I theorize the concept of self from both a/r/tographic (Irwin & Springgay,
2008) and Bourdieusian (1994/1998) perspectives. I follow this discussion with a
description of how I conceive of myself as an artist, researcher, and teacher to share with
readers who is engaged in this inquiry and how some of my experiences shape my
identity.
Next, I discuss how a/r/tography theorizes art as inquiry and the role of self-study
in this field, and then I describe the specific methods of data collection and analysis used
in this inquiry. As I present specific methods, I explain why the data focus on the process
of creating a postmodern picturebook and not the product; how Bourdieu shaped what I
understood about the data; and why art must be “the tools of analysis” (Springgay, 2002,
p. 12) in this study. I also explain why I adopted the concept of metaphor as an analytic
tool and share how I used specific mediums (collage and writing) to craft the metaphor
presented in Chapter 4, “Writing is a Guided Wandering.” The chapter closes with a
presentation of criteria for evaluating an arts-based work.
Articulating Purpose: Process not Product
Because the identities of artist/researcher/teacher are inseparable in a/r/tography, I
collected data through a variety of sources to record my practices and perceptions
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throughout the process of writing a postmodern picturebook. I emphasize the focus of this
study as process not product because I am interested in what it is like to create a
postmodern picturebook. Also, I reiterate my positioning of the writing concept as an
expressive medium (Eisner, 2002) that is interpretive, public, and situated (Kent, 1999).
Thus, I sought to collect data on my writing process by recognizing writing as something
that seeks to interpret through multimodal expressions that are public and situated in
cultural space and time.
In keeping with these ideas, I did not analyze the completed postmodern
picturebook as a product separate from the process. Because I am considering publishing
the picturebook, it is not included in its entirety within this dissertation, but when I
present findings in Chapter 4, I refer to the text and elements of my visual representations
may include pieces of art that are included in the postmodern picturebook. Therefore, the
data sources and methods of analysis are crafted to assist me as I attempt to document the
process and “to think creatively, to analyze artistically, and to represent imaginatively”
what I have come to understand (Thomas, 2001, p. 273).
Data Collection
Throughout this study, I was positioned as an artist creating a postmodern
picturebook, a researcher seeking to understand how my perceptions of Bourdieusian
theory shape this experience, and a teacher interested in how this experience relates to
writing pedagogy. As I was creating the picturebook, I was immersed in art practices,
although I spent a significant amount of time reflecting on these practices through data
collection. Not surprisingly, I recognized potential in a/r/tography as a call for a/r/tists to
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take the time to think critically about their practices and to theorize the understandings
that arise from these practices. If I had not made plans to structure this process as inquiry,
I would have become completely immersed in the art-making and would not have taken
time to consider aspects of this process as data. At times, I was often frustrated by the
data collection process because I felt as if it was impinging on my creative space.
Therefore, I had to work diligently to collect the data in spite of my tendency to become
immersed in the experience. I began collecting data in December 2010 and concluded
data collection in August 2011. When the study began, I did not intend to collect data for
9 months, but it took all of those months to create a complete draft of my postmodern
picturebook. In fact, I became so consumed with this text that I had to set a deadline of
August 31st, 2011, for the text to be set aside.
I recognize that this text has become a living inquiry project, something that
“needs to be pursued continuously over time while searching for ways to disseminate
aspects of the work at particular moments in time” (Irwin & Springgay, 2008, p. xxix). As
a researcher pursuing a doctorate, I knew it was time to put the text away--complete but
still calling for revision--so I could spend time reflecting on my process and share these
understandings with others. I frame this dissertation as a “living inquiry moment” that is
not about “end results, but rather understandings of experiences along the way” (Irwin &
Springgay, 2008, p. xxix). Now, I explicitly describe the data I collected and then I
explain how I generated understandings from this data.
Reflective Diary
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In my initial plans for this study, I intended to construct a video diary in which I
“talked” to the camera about my experiences. In these conversations with the video
camera, I wanted to talk about my process as I reflected upon my intentions and how
these intentions were translating into the mediums that I chose to employ. As I started
working, I realized this format felt awkward because it was difficult for me to speak
aloud to the camera about what I was doing. I think this had something to do with the fact
that my creative work was solitary, and I never spoke aloud as I worked on my art.
Therefore, I felt uncomfortable trying to verbalize to a camera what was happening as I
wrote the book. I decided to translate the video diary into a print-based reflective diary
where I could write about how I selected materials, how I went about collecting them and
the trials and successes that I experienced during the process. The purpose of this data
source was to create a reflective writing space where I could contemplate my creative
processes to encourage me to make connections between my habitus and the process of
constructing a postmodern picturebook. I wrote in this diary (a typed, word document)
when I was excited, confused, frustrated, and/or feeling ready to quit. I attempted to
capture my thoughts throughout the process for documentary purposes, but when I found
myself in creative ruts and dead ends, writing in this diary became therapeutic. Early on
in the process, I realized that writing about why I was frustrated or insecure about
something helped me work my way through the obstacle. Also, the diary became a space
where I could log fleeting ideas, future plans, and make revisions to my overall ideas for
the text. Whenever I was pushed for time, I would insert comments to myself in the diary,
signaling where and what I needed to write more about.

59
The reflective writing I generated within this journal is positioned as a method of
inquiry. According to Laurel Richardson (2001), “Writing as a method of inquiry is a way
nurturing our own individuality and giving us authority over our understanding of our
own lives” (p. 35). Throughout her work, Richardson (1993, 1997, 2001) describes how
one can come to understand the self as the product of the social world through language.
The act of writing and the products of my writing allowed me to think through my
perceptions of Bourdieu’s theories in relation to my postmodern picturebook making
experiences. Although the process of writing in this journal captured my thinking in one
medium (words), I am a visual person--sketcher, collector of things--so I also needed a
space where I could compile the more visual aspects of my creative thought process.
An Illustrated Research Journal
In an edited anthology titled, An Illustrated Life (2008), Danny Gregory explores
and presents excerpts from the illustrated journals and sketchbooks of 50 illustrators,
artists, and designers. Gregory describes an artist’s notebook as
the closest one can get to being inside and artist’s head, to feeling the raw
creativity flow: a book bulging with drawings and scrawled captions,
some pages experimental, some pages carefully observed. The pages are
buckled from layers of watercolor. The margins are filled with shopping
lists and phone numbers. The cover is battered from traveling about,
stuffed in a bag or pocket and yanked out in the rain or thrown down in the
grass. (p. 1)
This description aligns with how I view my illustrated research journal. In this journal, I
wrote, sketched, collected, hypothesized, synthesized, and pondered my creative process
and my perceptions of Bourdieusian theory. The illustrated journal and the reflective
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diary were spaces where I explored the reciprocal relationship between personal
experience and theoretical understandings.
Following Richardson’s ideas about writing as a method of inquiry, Figure 2 is an
example of how I used this journal to create images (sketches, photographs, collages,
artifacts, etc.) that stimulated and reflected my thinking, allowing me to generate
understandings about my experiences. This journal traveled with me everywhere--to art
courses at a local art college, in my meetings with fellow researchers,

Figure 2. Illustrated Research Journal. This is an image of a page spread from my
illustrated research journal.

To the carpool line, and it spent most of its time on my bedside table in case I lay
awake thinking at night. Again, the purpose of the journal was to document what was
going on inside my head throughout the process of creating a postmodern picturebook as
it occurred.
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Julie Lymburner is an a/r/tographer who drew upon her personal reflection
journals to explore the relationships between her multiple identities (teacher, researcher,
artist, mother, mentor) and her teaching practices. For four years, Lymburner kept what
she terms as a “visual journal” to “think comprehensively and creatively about [her]
teaching, art, and research” (p. 81). She describes these journals as compiling “a complex
hypertext that subsumed my multifaceted life: it teemed with observations, images,
anecdotes, recollections, metaphorical interpretations, and dreams. It was, and continues
to be, a wonderfully rich and evocative teaching and learning tool” (p. 81). These
descriptions were in line with my intentions for the illustrated research journal. In her
journals, Lymburner also uses sketching, collaging, and writing to both formulate and
express her understandings. She explains,
Arts-based journaling methods provide the opportunity to reflect in action
and on action aesthetically, intellectually, and introspectively. . . . They not
only allow me to investigate relevant research questions, but they also
encourage me to juxtapose meaningful text with image, outer phenomena
with inner, and negotiate a path that simultaneously accepts my role as a
devoted teacher, a developing artist, and a disciplined researcher. (p. 87)
In my study, the illustrated journal documented my ideas, perceptions, joys, and
frustrations as I explored my own postmodern picturebook making practices.
Digital Photo Log
To document the progression of the actual postmodern picturebook, I took digital
photographs of my work. As an artist, I often found myself working at various times, but
I took a before image and an after image each time I sat down to work on my art. The
images served as visual data that allowed me to look back at the emergence and
progression of the product (the postmodern picturebook). Also, whenever I sat down to
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work for an extended period (at least one hour), I set a timer to photograph my progress
in 30-minute increments. These images were stored in a file on my computer and backed
up on an external hard-drive. I printed out these images every month, dating and
cataloging them in a sequential file.
Process Video Log
To analyze my creative process further, I collected video recordings as I created
my postmodern picturebook. The camcorder was set up on a tripod and I positioned
myself in view so the video served as visual documentation of my working processes. I
used the camcorder at four points during the research process, dispersed evenly across the
timeline--at the beginning, twice during the middle, and once at the end--for 30-minute
intervals. This provided two hours of tape for analysis. Because there was little to no
audio on these recordings, I transcribed these tapes based upon what I saw as I watched
them. I began by watching the recordings and taking descriptive notes about what I
noticed, focusing on the work environment (layout, organization, etc.), my mannerisms
(how I position myself, how I am dressed, etc.), and how the product (the postmodern
picturebook) was evolving. I wrote these transcriptions into the illustrated research
journal so I could write and draw representations of what I saw on the tape.
A Community of Practice Event
In the prospectus, I made plans to organize a community of practice event where I
could share my postmodern picturebook and receive feedback from peers. As I mentioned
earlier, developing a community of practice and promoting dialogue within this
community is a key element in a/r/tographic inquiry. Wenger (1998) uses the term
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communities of practice to describe groups of people who share interests in something
they do and their “learning is an issue of refining their practice and ensuring new
generations of members” (p. 7). An a/r/tographic community of practice is
a community of inquirers working as artists and pedagogues. To be
committed to inquiry is to be committed to a way of Being in the world.
Inquiry embraces ambiguity and improvisation, and entertains uncertainty.
(p. 73)
The uncertainty of this inquiry project included my undergoing an unanticipated identity
shift toward myself as artist.
After the picturebook draft was completed, I was not ready to share my
interpretations of the process; instead, I wanted critique from fellow artists about the
product itself. I began to recognize that the completed dissertation would be the a/r/
tographic space where I could “re-form, re-interpret, and re-present new
meaning” (Thomas, 2001, p. 273) about my processes in postmodern picturebookmaking. In other words, the data collection stage of this project was not a time for the
organized community of practice event I had planned. Instead, I have come to recognize
the conversations, presentations, and publications that emerge from this dissertation as
the space for me enter into existing communities of practices and to create new
communities as I disseminate my work in the field of literacy research, where the use of
a/r/tography is not widespread.
As I mentioned earlier, I found myself strongly identifying as an artist as I was
creating the picturebook. Therefore, I chose to sit down with a fellow doctoral student
who shares my interests in visual art and a/r/tography. I submitted an Institutional Review
Board application and received approval to audio record and transcribe this conversation.
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My friend and I met at a coffee shop and had a half-hour conversation about my book.
The conversation began as she took time to read the text, and, as she read, I found that
she stopped periodically to share what she was thinking aloud. Therefore, the
conversation about the book occurred naturally, with no other structured interview
questions other than me asking her, “So, what do you think about the book?” This
conversation occurred in September 2010, and I transcribed the tapes to serve as an
additional data source for me to draw upon as I set out to understand my process.
Analysis
The analysis in this study can be described as poststructural in that I recognize
meaning does not objectively emerge from data, but, instead, meaning is constructed
through the process of mapping theory onto a data set. Poststructural research is not
necessarily interested in what data “mean” because meanings are multiple, unstable, and
constantly in-flux (St. Pierre, 2005). Instead, St. Pierre argues that poststructural research
is concerned with how structures “function,” or, in the case of data, how they mean. As an
alternative to invoking one structure over another, poststructural research aims to create
openings within structures to ensure they remain palpable and fluid, allowing them to
undergo constant social negotiation (St. Pierre). “Language does not ‘reflect’ social
reality, but produces meaning, creates social reality” (Richardson, 2001, p. 36), and by
asking Bourdieusian questions of the data, I produced understandings about the
postmodern pictureboook making process.
The methods I used in this study are poststructural, but they are also poststructural
in an a/r/tographic sense. A/r/tographer Peter Gouzouasis (2008) explains,
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Theories change the ways we come to understand what we are concerned
with, what we are thinking about in our inquiries. They are like lenses that
transform the world, rather than a window that we merely look through.
Furthermore, if we take the lenses off, all we see is a blur. (p. 230)
As I read the words of Bourdieu over the past four years, his theories have become part of
the “lenses” that transform how I see the world. The word transform is powerful in this
statement because after reading Bourdieu’s theories about action, strategy and power, I
was unable to see things as I did before. Thus, I am unable to remove these lenses, set
them aside, or suspend their effects as I seek to understand my experiences. In fact, the
theoretical lens structures the experience itself. For example, as I photographed, cut,
drew, and painted, Bourdieusian theory became that voice inside my head; trying to make
sense of what I was doing and why I was doing it. I literally found myself stepping back
and analyzing my practices as I was creating art.
When I wrote the prospectus for this study, I was not prepared for how the mutual
relationship between the theory in my head and my actual artistic practices would affect
my creative process. I experienced how theory “in/forms us even as we in/form
it” (Halifax, 2004, p. 176). I thought recognizing that my theoretical perspectives led me
to expect certain themes to emerge was enough to address the fact that theory affects
what meaning I make from the data. Not surprisingly, I quickly found that data do not just
generate theory, but theory also makes the data--in this case, the data I collected on my
postmodern picturebook making process. Springgay (2008) speaks of a/r/tography as a
radical transformation of “theory as an abstract system distinct and separate from
practice, towards an understanding of theory as a critical exchange that is reflective,
responsive, and relational” (p.160). From this perspective, “theory as practice becomes
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an embodied, living space of inquiry” (p.160). This is precisely the role theory took on in
my practice: It was not something I turned to when I wanted to make sense of my
practice, it actually played out in my practices. Practice became a space for me to
interpret, speak back to, argue with, and revise Bourdieu’s theories. Therefore, Bourdieu
demands that I ask certain questions of the data, but because the data are embedded in my
artistic practices, I responded to the questions through similar artistic mediums. In the
following sections, I describe why and how I used art as a mode of analysis.
Art as Analysis
As I mentioned in Chapter 1, a/r/tographers recognize multiple renderings that
emerge within and from a/r/tographic works. These renderings include contiguity, living
inquiry, metaphor/metonymy, reverberations, and openings (Irwin & Springgay, 2008).
Renderings are possibilities for multiple pathways of knowledge construction, and
through these renderings research “is not separate from the body but emerges through an
intertwining of mind and body, self and other, and through our interactions with the
world” (Irwin & Springgay, p. xxii). The idea of research as an embodied living space has
specific implications for terms like “objective research analysis” and “valid results.” A/r/
tography is concerned with how our subjectivities inform the knowledge we create
through our artistic practices and how this knowledge relates to pedagogy. Springgay
(2002) explains, “When we research using art forms, then art becomes the tools of
analysis” (p. 12). Said differently, the art in this analysis seeks to represent my
understandings about the postmodern picturebook making process. Now, I describe how I
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understood writing a postmodern picturebook through Bourdieusian theory and how I
used metaphor, writing, and collage as interpretive art mediums.
Bourdieusian questions. Because theory shapes how we interpret our
experiences, I must acknowledge how I understand specific aspects of Bourdieusian
theory. Three aspects of his work were at the forefront of my mind as I created the
postmodern picturebook: strategic action, foreign fields, and habitus. These aspects
surfaced in the prospectus as potential codes, but following this study’s framework,
coding data is inappropriate because of the poststructural argument against the idea of
meaning “emerging” from data. Instead, the language used to interpret data creates the
meaning made from the data (Richardson, 2001). Therefore, I present three questions that
articulate how I interrogated my process from a Bourdieusian perspective. Each of the
questions is followed by a theoretical discussion in which I provide responses embedded
in the words of Bourdieu. It is important that I share how I think Bourdieu might respond
to these questions because the ways in which I frame these responses structure how I use
his theory to understand my artistic process.
How do I act strategically? Human behavior is strategic in that “most human
actions have as a basis something quite different from intention” because the objective of
intentions is not always of “conscious design” (Bourdieu, 1994/1998, p. 98). These
actions made by humans in response to social conditions are considered to be “practices”
which are enacted in anticipation of a coming moment. Bourdieu uses the metaphor of
the tennis player to illustrate his concept of practice:
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The player’s preoccupation or anticipation is immediately present in something
that is not immediately perceived and immediately available but is as if it were already
there. The player who hits a ball to the opposite court acts in the present in relation to a
coming moment . . . which is inscribed in the very physiognomy of the present, of the
adversary running toward the right (Bourdieu, 1994/1998, p. 82). This principle can be
explained as the human capacity to act according to inherent social structures that have
been internalized into their very dispositions. For Bourdieu, the concept of strategy is
related to a “feel for the game” meaning that
the player, having deeply internalized the regularities of a game, does what
he must do at the moment it is necessary, without needing to ask explicitly
what is to be done. He does not need to know consciously what he does in
order to do it and even less to raise explicitly the question (except in some
critical situations) of knowing explicitly what others might do in return.
(p. 98)
In other words, people act strategically within social fields by drawing upon what they
know about how the fields function. Therefore, the most successful players have an
inherent “feel for the game” (Bourdieu) and those who struggle lack this sense of being
able to predict what is going to happen next.
As I created the postmodern picturebook, I was attuned to instances in which I
acted strategically. For example, I was interested in when and how I drew upon what I
knew about a particular field to make creative decisions throughout the construction of
my postmodern picturebook. As I worked to create a postmodern picturebook that would
be well received by children, teachers, and children’s literature critics, I relied upon what
I knew about (or could find out about) the fields of postmodern picturebooks, children’s
literature, production (the publishing field), and literacy education.
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How do I handle instances of foreignness? Bourdieu (1994/1998) explains that
when an individual’s habitus is in agreement with the objective structures of a field, then
“everything seems obvious and goes without saying” (p. 81). In contrast, when there is
inconsistency between a person’s embodied perceptions of structured reality and the
structures at play within a particular field, then he or she will find himself or herself
struggling to anticipate the flow of the game at play. In other words, the person will not
be familiar with the forms of valuable symbolic capital; therefore, he or she is more likely
to have difficulties in perceiving and mastering the techniques of obtaining that capital.
Although it is in these instances that individuals appear to be out of synch and unable to
anticipate the actions and reactions of others, it is through such experiences that one
becomes more conscious of means and ends of their actions within the field.
Within the context of this a/r/tography, I was looking for instances of the
foreignness that Bourdieu describes. As I explained, I have no formal training in art;
therefore, many aspects of my art-making practices are from the perspective of an
“outsider.” As I prepared to write a postmodern picturebook, I anticipated for these
instances to be obvious, but I was surprised by how difficult it was to look back on the
experience and point out foreign instances. Instead, I noticed instances where I
deliberately strategized about my practices by drawing upon what I knew about specific
tools and materials in order to move forward in my writing and to create desired effects.
When I encountered foreign instances where I was not sure about how to use specific
design programs or other artistic tools in ways that others with formal training might use
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them, I acted strategically to use what I did know about artistic tools and mediums in
ways that still produced what I intended.
Throughout the course of this inquiry, I have come to understand that although
foreignness--or a lack of capital that is valued in a particular field--may evoke feelings of
apprehension and inadequacy in me, foreignness also encourages me to act strategically
to continue writing. This relates to the prior question about “acting strategically,” and
during instances of foreignness I had a clearer consciousness about how I explicitly posed
the means, as well as the ends, of my practices.
How do elements of my habitus relate to this process? As I sought to
understand the postmodern picturebook making process, I looked for indications of the
individual habitus at work within my practices. Bourdieu (1994/1998) defines the concept
of habitus as
an acquired system of preferences, of principles of vision and division
(what is usually called taste), and also a system of durable cognitive
structures (which are essentially the product of the internalization of
objective structures) and of schemes of action which orient the perception
of the situation and the appropriate response. (p. 25)
Individuals act within the world in accordance to these acquired systems of preferences,
leading to actions that function according to the structures of the field. In Chapter 2, I
presented Bourdieu’s ideas about individuals who find success in a particular field as
being those who have “embodied” a sense for the game, anticipating what action is
needed, and when and where it should occur. It is difficult, if not impossible, for a person
to study his or her individual habitus at the level of acquired dispositions and internalized
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structures. According to Bourdieu, core dispositions begin to form at birth through the
interactions between individuals and their particular social environments.
Despite an individual’s inability to examine his or her subjective practices as
objective truths, it was imperative that I explore some of the social aspects of my
personal life. Without an attempt to remove myself from this experience, I could not
understand how multiple social fields shape my habitus. For example, my positioning in
this study is related to several social fields: the academic, children’s literature, and public
education fields as well as my southern, middle class social field. Therefore, it was
important that I consider how each of these fields affects how I understand the experience
of writing a postmodern picturebook. For Bourdieu, recognizing how the multiple social
fields interact in particular situations allows researchers to practice a reflexive stance to
inquiry.
A/r/tistic Media as Analytic Tools
I have established that a/r/tography “constructs the very materiality it attempts to
represent” (Springgay, 2008, p.160) and that art is the “tools of analysis” (Springgay,
2002, p. 12). Therefore, I explain how I used artistic practices to interpret the data from a
Bourdieusian perspective. I begin by focusing on a particular a/r/tographic rendering-metaphor--and theorize how metaphor structures how a/r/tists understand. This
discussion is followed by a description of the particular mediums I chose to employ in the
analysis as well as theoretical explanations about the interpretive possibilities of each
medium. Across these sections, I chronicle how I used the a/r/tographic rendering of
metaphor--both visually and textually--to speak back to the Bourdieusian questions that
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functioned as an interpretive theory for this analysis. Thus, the mediums I used became
interpretive practices that I engaged in to understand writing a postmodern picturebook
and Bourdieu’s ideas was an interpretive voice that spoke through these practices. Now, I
describe how I drew upon the data I gathered as materials to create imaged-based
collages coupled with words as mediums that (re)present my responses to these
questions.
Collage. Within the context of this study, I chose to use the data I collected as
materials for the collages I created in response to the Bourdieusian questions that
structured my understandings. Butler-Kisber (2008) posits that collage is a “helpful way
of conceptualizing a response to a research question” (p. 270). The Bourdieusian
questions (How do I act strategically? How do I handle instances of foreignness? How do
elements of my habitus relate to this process?) served as prompts for my collages and I
sifted through the data sorting it according to how it spoke to each question. Figure 3
depicts the pieces of watercolor paper that I used as foundations for each collage and
shows how I labeled each paper with a post-it note containing each of the three
Bourdieusian questions. Before cutting out any images, I spent time sifting through my
visual research journal and the photographs I collected in the digital photo log. I sorted
this data in stacks according to each question and stored these groups of materials in file
folders when I was not working on the collages.
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Figure 3. Collage Analysis. This is an image of how I prepared to create the
analytic collages.

When there were entries in the visual research journal that I did not want to
manipulate directly, I would flag them so I could later photocopy the exact page. After I
had organized the data according to which question I felt they most strongly spoke to, I
decided to cover the paper in watercolor paint. I began with the center frame and worked
outwards as I allowed various colors of paint (blue, red, yellow, green, orange, and
purple) to seep across the pages as if they were merging into one another, changing colors
and shades as they moved (see Figure 4).
After painting the watercolor papers, I was able construct collages “in an intuitive
and nonlinear way using disparate fragments and joining them in ways that can produce
associations and connections that might otherwise remain unconscious” (Butler-Kisber,
2008, p. 270). Often I cut original sketches from my illustrated research journal and
copies of typed transcripts and pasted them directly into the collage. I also allowed
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Figure 4. Painted College Papers. This is an image of the watercolor papers
before I began pasting images onto them.

myself to alter images or rewrite portions of the transcripts when I was seeking a
particular visual affect or did not want to disturb the original data source. Often, I
photocopied entries in the visual research journal and experimented with multiple types
of papers, selecting overhead transparencies and various hues of tissue paper. This
process was an “experience of creating and re-creation” as I sought to “re-form, reinterpret, and re-present new meaning” (Thomas, 2001, p. 273). The data was already
created, but as I re-created it into collages, I was able to reinterpret and re-present
meaning beyond that which I made in the process of generating the data.
Although intentions can be attributed to artistic practices and decisions, I
acknowledge that during the process of creating the collages, I was absorbed in making
images based on my somatic knowledge. In other words, I selected and placed the
fragments within each collage according to my innate perceptions of the
“rightness” (Eisner, 2002, p. 77) of fit, and my sense of rightness was structured by
personal preferences in regards to qualities like texture, size, color, position, balance, and
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line. I created images by “being tuned in to the work and being able to make adjustments
to the image on the basis of what is felt emotionally” in response to each research
question (Eisner, p. 76). Although I clearly have something to say for each question, I
intend for the (re)presentations to “invite others into my world: to notice, to understand,
and to appraise with me” and my understandings are “offered to others for their
interpretation and critique” (Lymburner, 2004, p.77). Now, I transition to an explanation
of how I used writing as a second method of analytic (re)presentation that both stands on
its own and in relation to the collages.
Writing. In this section, I describe how I worked with the writing I produced in
the reflective diary as fragments and repurposed them to create a sort of textual collage.
As I revisited the diary, I was confronted with the issue of how to bring these writings to
life for readers as I sought to (re)present my understandings about the postmodern
picturebook making process. Yes, the diary was filled with my perceptions of
chronological events that occurred during this process, but when I thought about what I
understood about the data inside the diary in response to the Bourdieusian questions, I
noticed these understandings were taking on a structure in which time was not
chronological. As an artist, I was now confronted with a challenge: If I understand the
postmodern picturebook process through alternative perceptions of time, how can I (re)
present this to readers?
Irwin and Springgay (2008) raise issues about the sequential nature of time in
conventional research studies, recognizing “time is perceived as uniformly flowing
without regard for individuals, events or contexts” (p. xxvii). In contrast, they argue
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“artists, poets, performance artists, novelists and musicians perceive time differently” and
“speak of time as pausing, enduring, changing, interrupting and pacing” (p. xxvii). When
time is positioned as a sequential concept, it becomes something that can be
compartmentalized, ordered, and contained. When artists see time differently, they create
opportunities for new perceptions to materialize. In Chapter 5, I argue that current
conceptions of writing are structured according to conventional notions of time and
through my (re)presentations, I intend to present alternative perceptions about time and
writing.
In the (re)presentations I share in Chapter 4, I paired compiled journal entries with
each collage. In keeping with the collages, the journal entries are also crafted as
responses to each Bourdieusian question. To develop further the concept of collaging-cutting, pasting, rearranging, repurposing, recreating--I approached the journal entries as
fragments, fragments that served as materials in the construction of something new. I
followed a similar approach to what a/r/tographer Lymburner (2004) refers to as the
“journal of the journals.” Lymburner builds off the work of Hobson (1996) to “reclaim
and develop emergent themes from [her] visual journals” (p. 83). She describes this
process as “sifting and sorting through [her] visual journal entires, the rereading and
reviewing illuminating certain elements tangled amidst the complex whole” (p. 83).
Through this process, Lymburner creates another journal that (re)presents her
understandings what she finds inside her research journals. In other words, the works
inside her journals become materials or fragments that she draws upon to create a new
(re)presentative whole.

77
I chose to follow a similar approach in my work with the reflective diary.
Although this diary was comprised of words, I considered the words to be fragments that
I could manipulate to create responses to the research questions. Repurposing fragments
of text from within the diary entries allowed me to craft (re)presentations that play with
the concept of time because I was able to construct new diary entries that spoke across
time. As I worked, I followed a systematic approach that began with an initial rereading
of the diary in which I used a pencil to underline any portions of texts that I felt spoke to
one or more of the Bourdieusian questions. I repeated this process, rereading the diary for
a second time, looking for text I may have looked over in the first rereading. At this point,
I began to construct diary entries in response to each question.
As I mentioned earlier, I constructed three collages as responses to the questions
and arranged them as a triptych. I chose to position my visual response to the first
question in the triptych’s center frame, the second in the right frame, and the third in the
left frame. I approached the questions in the following order: How do I handle instances
of foreignness? How do elements of my habitus relate to this process? and How do I act
strategically? When I began with the first question, I asked myself how I could craft a
diary entry made up of multiple diary entries that (re)presented how I handled instances
of foreignness. Then I returned to the reflective diary and focused on the portions of text
that had been underlined in pencil during the prior rereadings. I began to cut and paste
chunks of text into the first diary response and I purposively searched for fragments that
were from multiple dates but spoke to the same question. This allowed me to work within
the genre of diary entries--writing normally bound by time, following a chronological
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pattern--to craft linear narratives that read as one would typically expect a diary to read.
But I used what I knew about metafiction--literary and visual devices that draw readers’
attention to the constructed nature of a text--to toy with the idea that a diary entry might
be crafted from disordered instances in time.
To maintain a sense of order during this process, I used a green highlighter to
highlight portions of text when I used them in a response. Then I used colored flags to tag
each fragment of text based upon which response it was used in. This system prevented
me from using a portion of text repeatedly and allowed me to keep track of which parts of
the text had been used in a response and where. When I felt I had completed an initial
draft for the first entry, I reread the entry, making sure the passage was coherent and that
the transitions between the text fragments were smooth. It was apparent when there were
transition issues because they surfaced as seams in the text--places of disjuncture or
obvious lapses in narration--and I would return to the reflective diary to search for a
fragment that could “hide” such seams.
Collage and a/r/tography are both interested in the “cuts and tears” (Irwin &
Springgay, 2008, p. xxx) of texts/images that reveal their “constructedness” (Lehr, 2008),
but as I pieced together these entries, I attempted to alleviate reader frustration by
tempering the seams. I chose passages of texts that flowed but revealed the texts’
“constructedness” by inserting the dates of the original entries from which each piece was
taken. For example, as I pieced together a portion of an entry that ended with the
statement: “I really like mind work . . .” The next substantial portion of an entry that I
intended to use was about my frustrations about a lack of time to complete the book, so I
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used a small piece of text from another diary entry to transition from the “mind work”
statement to my struggles with time. These choices led to the following result:
Although I’m trying to capture some of that mind work in this thinking
log, it’s like I let this space become another task . . . I really like mind
work . . . (RD, April 19th, 2011) but of course, I’m getting panicky (April
12th, 2011). I want to have my first set of images completed and scanned,
but they’re not. I’m close but it’s like I’m looking for a large chunk of
time where I can sit down and knock it all out. But there just hasn’t been
that time . . .
The dates are subtle indicators of how wanderings are constructed across time, as
opposed to journeys, expeditions, or voyages that unfold as clear beginnings, middles,
and ends within time’s linear constraints. It is my intent for this familiar genre to
demonstrate how mediums guide writers--and their readers--as they interpret the world
through wandering. Allowing these entries to flow without seams (other than the dates)
helps alleviate reader frustration as they encounter (re)presentations that work against
what is typically expected as research findings.
The methodical ways in which I sought to create “traditional” diary entries in a
collage-like manner was somewhat paradoxical. After all the time and attention I directed
towards making these entries appear to be natural--refusing to edit things like my casual
grammar, incomplete thoughts, redundancy, run-on sentences--I purposively inserted
dates whenever a particular text fragment ended and a new one began. My intent for each
of these responses was to demonstrate how time became muddled as I wrote a
postmodern picturebook, and making visible the disordered construction of an apparently
“normal” diary entry was one way in which I chose to do so. Therefore, when one
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fragment ends and another begins (i.e. lapses in time), the date of the prior fragments is
cited in parentheses.
I followed this approach to piecing together diary entries until I was content with
the first diary entry in response to the question, How do I handle instances of
foreignness? Then I repeated this process to create responses to the other two questions.
Each frame within the triptych collage was crafted as a response to a question, but I also
had to consider the triptych as a whole. Therefore, I constructed a fourth diary entry in
response to the entire triptych, which became a space for me to share how Bourdieusian
theory played out in the thinking that took place in my reflective diary. Now, I describe
the structure I used to bring together the collages and diary entries in Chapter 4.
A/r/t as Analysis: To Code or Not to Code?
At this time, I briefly discuss how I distinguish between traditional qualitative
coding and art as an approach to understanding the world. Schwandt (2007) defines
coding in qualitative research as
a procedure that disaggregates the data, breaks them down into
manageable segments, and identifies names of those segments. . . . Coding
requires constantly comparing and contrasting various successive
segments of the data and subsequently categorizing them. (p. 32)
From this perspective, coding is a scientific process that entails either inductive or
deductive reasoning about the meaning in a data set and that can serve the purposes of
“generating theories and concepts as well as for testing hypotheses” (p. 32). I maintain
that art as an analytic medium is considerably different from qualitative coding.
Irwin and Springgay (2008) frequently evoke the work of Elizabeth Grosz (1994,
2001) to describe the role of embodied experience in a/r/tographic understanding. To
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explain how I perceive of art as analytic mode, I turn to Grosz’s (2008) ideas about the
“material and conceptual structures of art” (p. 1) as bound to notions of framing. Drawing
upon the theories of Giles Deleuze and Felix Guatarri, Grosz suggests that artistic frames
capture “elements” and “fragments” of the world not as mere images or representations,
but rather as sensations that pulsate--or reverberate in an a/r/tographic sense--carrying
and making meaning through art as frames are made, remade, and “explode through
movement [they] can no longer contain” (p. 18). Thus, as art is created and shared,
aspects of a world full of competing forces and movement “slow down” and are “capable
of undergoing a reshaping . . . a plane of stabilization, on which to sustain itself” (p. 19).
As an approach to analysis, art allows for particular aspects of the complex world to be
“elaborated, felt, [and] thought” (p. 24).
While coding is interested in labeling, manipulating, comparing, contrasting,
naming, and categorizing (Schwandt, 2007, p. 32-33); art is concerned with “the bodily
enhancement and intensification” (Grosz, 2008, p. 23) of lived experiences. According to
Grosz,
Art is the opening up of the universe to becoming-other, just as science is
the opening up of the universe to practical action, to becoming-useful and
philosophy is the opening up of the universe to thought-becoming. (p. 23)
It follows that a/r/tography adopts the term “renderings” (Irwin & Springgay, 2008, p.
xxviii) to describe “the concepts that help a/r/tographers portray the conditions for their
work for others” (p. xxviii). Like Grosz, a/r/tographers are concerned with the
“conditions of art’s emergence, what makes art possible, what concepts art entails,
assumes, and elaborates” (p. 1). Thus, art as way of understanding the world is not about
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working systematically. Instead, art pushes a/r/tographers to consider what Graeme
Sullivan (2008) captures as “something real about not knowing at the time why a decision
was made, but having a felt need that an object or image may hold significance and
meaning that may be revealed later” (p. 242).
Therefore, I chose to describe how I approached making the collages and diary
entries so readers might gain insight into the conditions that allowed for my art to be
made. But this description is not put forth as an approach to arts-based analysis that can
be adopted or replicated by other researchers to obtain similar results. An artist cannot
always name the reasons he or she knew the image “needed some texture here” or why he
or she chose a color because “it just felt right.” A writer cannot always articulate how he
or she knew a particular word was “just the right word” or why one sentence “just had to
follow” the other. According to Grosz, such decisions are made “according to selfimposed constraints, the creation of forms through which [artistic] materials come to
generate and intensify sensation and thus directly impact living bodies” (p. 4). Thus, an
a/r/tist does not code but rather describes the conditions for the making of his or her art
which “offers possibilities for engagement” (Irwin & Springgay, 2008, p. xxviii) as
viewers are invited to participate actively in conversations about a work’s meaning.
(Re)presentational Structure
The understandings I created and share in Chapter 4 are considered (re)
presentations--not representations--because a/r/tography resists the idea that findings and
representations are finite or hold a single verifiable truth. Instead, a/r/tographers situate
their a/r/tworks as (re)presentations of bodied perspectives and such (re)presentations are
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active, changing, malleable, subjects that come into being through interactions between
themselves and readers. The use of parentheses in (re)presentation refers to
understandings that have been created in ways that allow them to be “incomplete
gestures, thoughtfully compiled, that point to new possibilities” (Sullivan, 2008, p. 242).
Therefore, the act of interpreting these (re)presentations is a transactional process that
leaves “it up to readers and interpreters to add meaning of their own” (p. 242).
For these reasons, I chose to construct Chapter 4 in a way that limited my
interpretive voice. This voice speaks directly through the words that narrated my
postmodern picturebook writing experience and through images I constructed from the
visual data. An interpretive voice, yes, but interpretive in and through the active
experience of making the book, not in the later critique of the process. Hence, the a/r/
tworks in Chapter 4 are intended to (re)present my understandings about writing a
postmodern picturebook and are meant to be read as “incomplete gestures” (Sullivan,
2008, p. 242) that “invite others to look closer, meander through the words and the
images so that we might construe new meanings and deeper understandings
together” (Lymburner, 2004, p. 82).
To encourage readers to bring their own interpretations to the (re)presentations of
my understandings, I reserve an interpretive voice for Chapter 5. This chapter functions
as a space for theoretical commentary about the meaning I draw from my work and
should be considered an exegesis of the (re)presentations in Chapter 4. Through this
exegesis, I construct a “critical explanation of the meaning within [my] work” and
interpret my “understandings created through the inquiry” (Irwin & Springgay, 2008, p.
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xxix). I emphasize this interpretative reservation to prepare readers for a different
academic reading experience. Chapter 4 stands without explicit researcher interpretation
as it is “impressionistic and [readers] need to fill in [their] own outlines” (Sullivan, 2008,
p. 242). In summary, Chapter 4 is my a/r/tistic attempt to (re)present my understandings
of writing a postmodern picturebook, and Chapter 5 is my theoretical interpretations of
these understandings. With this said, I now describe the structure of Chapter 4.
I chose to craft Chapter 4 in accordance to 6th edition of The Publication Manual
of the American Psychological Association’s (2010) guidelines for headings and
subheadings. Therefore, the main sections of the chapter include the Bourdieusian
questions, which are indicated by Level 1 headings. The structure in each of these
sections is consistent throughout the chapter. Each question is followed by a collage and
then a brief artist’s statement (Level 2 headings), which serve as token guides throughout
the chapter, making connections between what I am doing in the piece and how a/r/
tography conceives of inquiry. Following each artist’s statement is an image that is a
close up of a particular fragment within the collage. These close-ups are adorned with
brief phrases that I pulled directly from my visual research journal and my intent for
these pieces is create lingering moments for readers as they move on to the diary entries.
The close-ups are followed by the diary entries, which are indicated by Level 3 headings.
At the close of each diary entry, I bring in a repeated image. It is a black and white
photograph that I took when I was in the process of creating the collages. This image is a
(re)presentation of what it means to understand, and each time it appears it is covered by
Bourdieu’s words. I selected these quotations based upon the specific aspects of his
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theories that shaped my responses to each of the three questions. As I mentioned
previously, there is a fourth section titled, What guides a wandering?, which (re)presents
how theory shaped my understandings about the process. This section follows the same
structure as those that precede it.
As a researcher resisting traditional forms of social science research and an artist
resisting the traditional structures of children’s picturebooks, I embarked on this a/r/
tographic inquiry. My understandings about writing a postmodern picturebook were
filtered by Bourdieusian theory and I was interested in how this sense of “theoretical
consciousness” (Bourdieu, 1994/1998, p. 79) would shape what I understood about this
experience. In this chapter, I have described how a/r/tography encourages a/r/tists-persons interested in how they understand phenomena through their a/r/t making
practices--to recognize theories as “lenses that transform the world” (Gouzouasis, 2008,
p. 230). Before readers move on to Chapter 4, I close this chapter with an outline of the
qualities that direct how an a/r/tography should be critiqued.
Alternative Research: Alternative Qualities
In closing, I present a collection of qualities that I have gathered from a pool of
literature that constructs numerous features of valuable arts-based research. Arts-based
research is an intentional integration of the intellect and the aesthetic; therefore, it
requires alternative criteria for evaluation. Cole and Knowles (2001) generate a set of
evaluative concepts for arts-based research, recognizing that standards are “context--or
method--dependent” and a researcher must “decide how her work can best be
evaluated” (p. 214).
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Methodological Soundness
Cole and Knowles (2001) argue that good arts-based research achieves
methodological soundness through a high level of internal consistency. This means that
the researcher selects methods and mediums of analysis that are consistent with the
theoretical framework and the medium of artistic representation he or she employs. The
connections between the research questions, the theoretical framework, and the
methodology should be clearly explained and there should be consistency among each
element. Therefore, my study should be critiqued based upon the relationship between the
research question, the Bourdieusian framework, and the specific ways in which I choose
to engage in a/r/tography.
Reflexivity
When evaluating alternative forms of research, Richardson (2001) identifies
reflexivity as an essential standard. Richardson asks herself questions like, “How did the
author come to write this text? How was the information gathered?” (p. 251). Throughout
the process of constructing the dissertation, I clearly describe how the text came into
being based upon the data collected. In turn, it is also necessary to articulate exactly how
the data were collected and why I chose specific methods and sources. According to
Richardson, reflexivity is also achieved through the researcher’s representation of his or
her own subjectivity and the acknowledgement that he or she “has been both a producer
and product of this text” (p. 251). It was my goal to produce a dissertation that makes use
of reflexivity in order to invite readers “to make judgments about the point of view”
portrayed in the study (p. 251).
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A Commitment to Difference
Within a/r/tographic communities, it is crucial that inquirers “create practices that
question yet re-imagine how we might live in difference” (Irwin, 2008, p. 78). Across
forms of arts-based educational research, there is a focus on crafting research that
explores the intricate relationships between individual’s lives and the social contexts in
which their lives are shaped (Cole & Knowles, 2001, p. 214). In my study, I am
positioning the arts as methods of inquiry in order to understand how my creative
practices, as well as how I understand the world, are mediated by my perceptions of
Bourdieusian theory. The concept of “difference” is inherent throughout Bourdieu’s
theories as he troubles historical power structures such as gender, language, taste,
educational institutions, and the political state. Throughout the inquiry process, I follow
Bourdieu’s (1994/1998) ideas about reflexivity as I work to see familiarity in difference,
and, in turn, difference in familiarity. This requires me to investigate the relationships
between myself and others (e.g., practicing authorstrators, the children I taught, my own
children, and the preservice teachers I work with) as sites of difference that demand me to
reconsider the familiarity of my own habitus. It is only through these instances of
difference that I can begin to recognize the internalized structures and dispositions that
shape my habitus.
Epistemological Humility
Barone (2008a) presents a case for arts-based research that is “epistemologically
humble,” implying that the work is created with expanded notions of audience and
intentions to generate meaningful change, while maintaining a sense of plurality without
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imposing a singular viewpoint. Cole and Knowles (2001) also recognize that “any
knowledge claims made must reflect the multidimensional, complex, dynamic,
intersubjective, and contextual nature of human experience” and argue that such
knowledge claims must maintain a sense of ambiguity in order to “allow for multiple
interpretations and reader response” (p. 217). The aesthetic nature of the arts, and, in turn,
arts-based research, is considered a strength in that the arts do not demand universal or
“correct” interpretations but, instead, position readers as coconstructors in the meaningmaking process.
Aesthetic Representation
In this study, I inquired through art and (re)presented my understandings through
art; therefore, the nature of the dissertation itself is aesthetic. It is important that an
arts-based research project operates within a medium that “works as a mode of
communication” and that the selected form “adheres to a particular set of artistic
processes and conventions” (Coles & Knowles, 2001, p. 216). I crafted my
(re)presentations through visual art and text in a structure that encourages the sense of
ambiguity that Barone (2008b) and Cole and Knowles maintain is necessary in order to
promote reader response and multiple interpretations.
Barone (2008b) maintains that arts-based texts can work to disrupt finite notions
of truth and demand that readers come to accept “the inevitability of ambiguity” (p. 190)
as meanings “are brought into being within negotiations between the text and the reader
[s]” (p. 113). Cole and Knowles (2001) also emphasize that instead of making judgments
about the quality of the art within itself, precedence should be given to the inquiry’s
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purpose. Therefore, the aesthetic merit is thought about in terms of impact: Does the text
elicit emotional and intellectual responses? Does it generate new questions? Does it move
readers to action? (Richardson, 2001, p. 251).
Meaningful Contributions
Quality arts-based research, and a/r/tography in particular make meaningful
contributions to the field. The theoretical and practical implications generated by an artsbased study should have “transformative potential,” meaning that the inquiry provides
“insight into individual lives and, more generally, the human condition . . . and urges us
as researchers to imagine new possibilities” (Cole & Knowles, 2001, p. 217). Guided by
an a/r/tographic framework, my inquiry produces understandings about the relationships
between the process of creating a postmodern picturebook and Bourdieusian theory,
allowing me to theorize across multiple perspectives (artist/researcher/teacher). These
understandings contribute to the field of literacy education by demonstrating fresh
insights into the exploration of what it means “to write.” As I engaged in inquiry, I
remained focused on Richardson’s (2001) questions about the contributions of alternative
research: “Does this piece contribute to our understanding of social-life? Does the writer
demonstrate a deeply grounded (if embedded) human-world understanding and
perspective?” (p. 251).
Throughout the inquiry process, I revisited these qualities as a framework for
evaluating my progress. I urge readers to “look, hear, feel, and conceptualize a/r/tography
on its own terms, and not to use the values and judgements made of older forms of
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research” (Gouzouasis, 2008, p. 231). I offer the following questions as possibilities for
readers as they make judgments about my work:
•

Do the theoretical framework, methodology, and implications for this
study maintain a high level of internal consistency? In other words, are my
postmodern perspectives apparent throughout the study and do the ways in
which I discuss the implications for my understandings maintain the a/r/
tographic commitment to “trouble and address difference” (Irwin, 2008, p.
72)?

•

Do my representations draw attention to the subjective nature of a/r/
tographic inquiry and allow for readers to construct their own
interpretations of my writing experience?

•

How do my representations speak to Richardson’s (2001) questions for
aesthetic works in qualitative research: “Does the text elicit emotional and
intellectual responses? Does it generate new questions? Does it move
readers to action?” (p. 251). More specifically, to what extent does my
work inspire readers to ask their own questions about what writing is?

•

Do my claims about writing as a metaphoric concept provoke thought
while maintaining Barone’s (2008a) sense of epistemological humility?
Said differently, do readers leave this work asking new questions about
writing or does my use of an alternative metaphor suggest that I am
offering a “better” explanation for what writing really is?
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•

Does this work offer “insight into individual lives and, more generally, the
human condition” and/or does it “urge us as researchers to imagine new
possibilities” (Cole & Knowles, 2001, p. 217) for writing theory,
pedagogy, and research?

In many forms of arts-based research, the artful representations are produced by
“positivist, scientific storytellers” and these realist works are intended to be “objective,
academic, and scholarly” (Gouzouasis, 2008, p. 231). As I have shared, this is not the
case in a/r/tography and these questions are intended to guide readers as they attempt to
make judgments about my work based on new terms of thinking about the qualities of
valuable research.
An Invitation to Wander
For the past four years, I have read Bourdieu, as well as a/r/tographic theories of
how a/r/tists understand, and now I am unable to see things as I did before. I use a/r/
tography as a way of being and inquiring in the world (Irwin & Springgay, 2008), and
Bourdieusian theory has become one of many theoretical “lenses that
transform” (Gouzouasis, 2008, p. 230) how I understand the world because a/r/tography
allows me to use a/r/t to find meaning in the folds of contiguous theoretical perspectives.
In closing, I would l like to send readers into Chapter 4 with the words of
Bourdieu (2008) as he described the purpose of his own self-analysis:
And nothing would make me happier than having made it possible for
some of my readers to recognize their own experiences, difficulties,
questionings, sufferings, and so on, in mine, and to draw from that realistic
identification, which is quite the opposite of an exalted projection, some
means of doing what they do, and living what they live, a little bit better.
(p. 113)
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Let the value of this a/r/tography lie in its ability to create and share a person’s
understandings that speak in multiple ways to multiple others, helping us all as we seek to
live what we live a “little bit better.”
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INTERLUDE
The Self as Subject
As an interlude between Chapters 3 and 4, I present a brief description of myself
as an artist-researcher-teacher to provide readers with glimpses into who has engaged in
this writing experience. Leggo (2008a) writes that we study and write about ourselves to
share aspects of our experiences that might speak to others. A/r/tographers write about
and study their lives through art to understand their worlds, and the self is always
positioned in relation to others. As I have established, a/r/tographers recognize the
contiguous and folded relationships between adjacent identities--artist, researcher,
teacher. In this study, I align my perceptions of the self as outlined by Bourdieu
(1994/1998) as a social agent operating strategically among intersecting fields of power.
Bourdieu (1994/1998) describes the individual habitus as an acquired mode of
being in the world that is a product of the social fields within which one is immersed.
Therefore, the self cannot be understood outside its relationships to the structured worlds
of sense and meaning that function as fields. For Bourdieu, there is a reciprocal
relationship between habitus and field, meaning that habitus shapes the field, and in turn,
the field shapes the habitus. In this a/r/tography, I recognize that each of my identities-artist, researcher, teacher--is shaped by multiple social fields. In Chapter 4, I share
aspects of my personal experiences not in the hopes that I can stand outside of myself-peering in through some sort of magic sociological lens that shows me answers to my
questions--but rather with the intent to (re)present the intricacies of social fields and how
they are inseparable from the writing experience.
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The Self under Study
I have always considered myself a “wannabe” artist. My earliest memories are
full of drawing, painting, drama, and creating. I consider my father to be one of the
greatest artists I have ever known; I am not sure why, but I suppose it has something to
do with the fact that he is one of those artists who can just “do” art. No one ever taught
him how to draw or paint (except for a sole painting class he took as a child); instead, he
has the gift of perceiving and creating exceptional art. I can remember looking over his
shoulder as he drew, copying his strokes, impressed by what I could do in his shadow but
never thinking I could have created it on my own. For some reason, I always thought I
should be able to do it on my own--forget hours of practice and careful observance of
other artists--I should be just like my Dad with pencil in hand, effortlessly creating
lifelike drawings. Many wasted years passed as I avoided drawing, feeling as if it was a
gift I just did not have, believing that if my drawings were not of the quality of my
father’s, they were not worth drawing. The thought never occurred to me that I was still
just a child and had much to learn and practice, so I began to spend my time creating
collages--something my father took little interest in, and something I felt I could “do.”
To this day, I still hesitate to call myself an artist. It is not because I think I am
lacking skill or doubt that I see the world through an artist’s eye but because I am hesitant
about my credibility in that I have no formal art training. During a personal conversation
with Rita Irwin (July 7, 2010), I asked her specifically about the role of artistic training in
a/r/tography. Irwin explained that she liked to speak in terms of “commitment to an art
form” as opposed to training and credibility. Through her personal experiences, Irwin

95
says she has found that those who are highly committed to an art medium usually become
quite good at it. This conversation gave me the confidence I needed to feel comfortable
within the field of a/r/tography. I have no reservations about my commitment to visual
art, in particular, the medium of postmodern picturebook, but Irwin’s response to my
question was like an open invitation for me to explore a/r/tography and all that it has to
offer.
As a researcher, I am interested in deeply philosophical questions about the nature
of things and how science relates to what is known and what counts as acceptable
methods of arriving at knowledge. Thus, I have been drawn to a/r/tography as a way of
inquiring in the world through my artistic and pedagogical practices. My experiences as
an elementary grades teacher and my teaching experiences at the college level and
various professional development engagements have shown me that most inservice and
preservice teachers have had limited experiences with visual art and frequently selfidentify as “not artistic.” Although I have had extensive informal experiences with visual
art and incorporate art into my literacy pedagogy, I am not a certified artist or art
educator. As somewhat of an outsider to the fields of visual art and postmodern
picturebooks (or more broadly speaking, children’s literature), I hope my experiences
might resonate with classroom literacy teachers.
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CHAPTER 4
(RE)PRESENTATIONS: WRITING AS GUIDED WANDERINGS
Birds and Words

Figure 5. Birds and Words. Triptych collage image that (re)presents writing as a guided
wandering.
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I made a book about a bird. A bird who was lost and then found--or found and
then lost, whichever you choose. It is a book where the beginning is also the end--the end
the beginning. I am not sure where or when this book began--I could say it started with
images of birds dancing through my head, an affection for birds in all things, after
reading other children’s books to my kids, or the divine intervention of a prophetic
dream--nonetheless, the beginning has been and remains in the making. In this chapter, I
begin with glimpses into the multiple ways in which my postmodern picturebook began,
moving towards what might be described as middle-moments in the process, and pausing
at the end to consider how ends are always altered beginnings. Rather, my process is
better described as a wandering--not an aimless drift or roam--but a sort of productive
movement in which multiple guides function as signposts that shape my understandings.
Therefore, I have crafted a text that intends to perform these understandings through both
image and text. Above all things, this process was not about beginnings and ends, but
rather the possibilities of wandering--wanderings that allow for theory to guide through
play, experimentation, failure, mistakes, frustration, and delight.
I began this inquiry wanting to know what it is like to make a postmodern
picturebook, and I chose to interpret this process through BouRdieusian theory.
Therefore, I asked three theoretical questions of the data: How do I act strategically?
How do I handle instances of foreignness? and How do elements of my habitus relate to
this process? My approach to interpreting through these questions explores each frame of
the collage triptych (Figure 5). This begins with the center frame, move to the right,
ending at the left--and concludes with commentary on the triptych as a whole. My choice
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in creating and interpreting from the center is to demonstrate how I became lost in the
ideas of beginning and end during this process.
For the purposes of the dissertation, I chose to structure this chapter according to
the Publication Manual of the American Psychological Association’s (2010) guidelines
for headings. Therefore, the three Bourdieusian questions are marked as Level 1 headings
(centered, boldface, upper and lowercase), artist’s commentary is marked by Level 2
headings (left-aligned, boldface, upper and lowercase), and diary entries constructed from
excerpts of text from the Reflective Diary (RD) are indicated by Level 3 headings
(indented, boldface, lowercase with a period). As I described in Chapter 3, the images are
intended to stand amidst (Springgay, 2002, p. 11) the words as fragments related to, but
not directly representative of what is said through the words. In accordance to APA
instructions, the images are placed according to aesthetic purpose, but marked as
numbered figures.
As an a/r/tographer, I experienced a guided wandering as I wrote a postmodern
picturebook, and I constructed a (re)presentation of this experience that invites readers to
experience their own guided wandering as they read. Therefore, I encourage readers to
enter the chapter expecting a different sort of reading experience. At times, reading these
(re)presentations is frustrating because there is little explicit direction or anchoring of
meaning in the text. Instead, readers move through the chapter as wanders move in a
guided wandering--they stray from purpose, but guides provide temporary direction. One
guiding voice in this chapter can be found in the a/r/tists’ statements as I provide brief
commentaries on my intentions for each image and the diary entries that follow it. The
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questions are also meant to function as guides as they demonstrate how Bourdieusian
theory seeped into my understandings of this writing experience as it unfolds in the text.
Because much of this chapter works against traditional research findings, I chose
to craft the diary entries in a manner that allows for linear flow. Therefore, the genre that
represents diary entries serves as another guide in this wandering. Collage and a/r/
tography are both interested in the “tears” (Irwin & Springgay, 2008, p. xxx) of texts/
images that reveal their “constructedness” (Lehr, 2008), but as I pieced together these
entries, I attempted to alleviate reader frustration by tempering the seams. I chose
passages of texts that flowed, but revealed the texts’ “constructedness” by inserting the
dates of the original entries from which each piece was taken. These dates are subtle
indicators of how wanderings are constructed across time, as opposed to journeys,
expeditions, or voyages that unfold as clear beginnings, middles, and ends within time’s
linear constraints. It is my intent for this familiar genre to demonstrate how medium
guides writers--and their readers--as they interpret the world through wandering. So,
please travel with me in this wandering, not to arrive at any grand conclusion or answer
to a question, but rather, to ask questions of your own about what it means to write.
With these things said, let me begin.
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How do I handle instances of foreignness?

Figure 6. Foreign Instances. This multimedia collage (re)presents how I negotiate
foreignness in my writing.
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Layerings
As a noun, the term layer refers to “a sheet, quantity, or thickness of material,
typically one of several, covering a surface or body” (New Oxford American Dictionary).
The process of layering implies an action of arranging these layers. This image is a
collection of layered data: cut, torn, arranged, placed, and adhered to paper. These
fragments are stuck--but not permanently bound--to a surface, capturing a tentative
arrival at meaning. This collage begins with a background stained by color seeping across
the page, and is covered with a transparent journal entry that contains my rant about a
famous photographer. I cover her images with paper, wondering who exploits her own
children in the name of art. A thatch of tissue paper nestles into the bottom corner and
two birds from my sketch book settle to roost. Next, he returns--that shadowy silhouette
who finds his way into so much of my work--forcing me to consider the others that frame
me. Hands clutch my camera, as I remain frozen in the eye of my own lens. I am drawn
to Time Magazine’s (Grossman, 2010) words about the best American writer: Jonathan
Franzen. It is interesting that he too piddles with photography in his own bird-watching
infatuations. An unused timer rests on a darkroom shelf--a mere ornament in the
backdrop of a photo-shoot set.
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Figure 7. Meticulous. This is a cropped image from the larger collage that focuses on a
bird in its nest and it is inscribed with words from my illustrated research journal.
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Beginnings. Okay...so here I go. I keep dragging my feet about starting to collect
data, but it’s like I couldn’t figure out when I was making data. I realized recently that
I’m carrying around images, ideas, even story fragments in my mind, but doing nothing
with them. But, I know I’m not quite ready to make or write anything yet. I’m just
thinking... (RD, December 2nd, 2010).
My main character came to me in a dream: A bird named Jay who doesn’t know
who he is or where he belongs---throughout the books he meets birds in different places
(city, suburbia, captive, natural). When he doesn’t seem to fit in with any of the groups,
he leaves “feeling blue.” Of course, in the end he discovers he’s a bluejay (RD, January
9th, 2011). I kept playing with an idea in my head: What if the story could be read from
front to back and from back to front? In the former, the story would be about a lone bird
finding where he belongs---and in the latter, there’s a bird who’s in a place where he fits
in, but he doesn’t know who he is until he ventures away. This will be complicated b/c
I’ll have to simplify the storyline a lot and rely on concepts and image rather than text. It
can be done, but there’s still a lot of thinking to do...I think I’m going to make an image
of Jay and perhaps that will bring him to life for me…(RD, January 9th, 2011).
As we were looking through [my grandmother’s] bird book, she came to the
bluejay, and said, “They’re the mean ones...” Then I explained I had read they are some
of the most intelligent birds and she read aloud from the book. Of course, it spoke of their
intelligence, but something else struck me: The book claims that their feathers actually
contain no blue pigment, but instead, the blue comes from the way the light hits the
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feathers. It didn’t mean much to me at the time, but for some reason, I thought this was
something important (RD, January 10th, 2011).
I’m continuing to struggle to think about ways to simplify all the complex ideas I
have into something that fits my conceptualization of a book that can be read from frontto-back, and back-to-front. But I have to keep remembering the very format of the book
is highly complex in itself and will speak in ways that a typical narrative cannot. I guess
I’m willing to give up some “word control” for the sake of my ideas about the concept of
the text as a whole (RD, January 31st, 2011).
I’ve even spent time this week obsessing over the words that might come into the
story, but I’ve met immediate frustration and feel like it’s still too early to think I can
bring the entire book together yet (story, words, and pictures). I need to stick with my
overall intentions and ideas and create the pictures to tell the story first, then I can play
with the words until the story works (RD, April 3rd, 2011). The words are still constantly
getting in the way of my thinking, but little phrases come and go. It’s like I have to figure
out the mechanics of a book that can be read from front to back and back to front, and
then I’ll be able to create some sort of predictable, repetitive storyline that brings it all
together (RD, January 25, 2010).
I feel anxious and overwhelmed by the entire endeavor and I wish I could just
give up. But that’s the scary part, at this point I can’t turn back. I’ve made the
commitment to make the book for my dissertation—which was like a scapegoat for me
because I knew I didn’t have the gall to set out with the sole intent to publish—and it’s
now it’s not so much anxiety over whether the book is good enough for the dissertation
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(b/c I’m comfortable with and excited about the dissertation being about the process not
the product), but instead, it’s like I’m looking too far ahead and staying fixated on the
product (the book, not the dissertation). Anyway, it’s like I’m holding the book to a
publishing industry standard of judgment before it’s even complete, and I guess because
I’m immersed in the book right now (with the exception of data collection), all I’m
thinking about is how that product is going to be judged. Apparently, my diversion plan
of using the dissertation as a place to experiment with something I would never take the
time to follow through with (not to mention the confidence) and whatever happened with
the book wouldn’t matter anyway b/c it’s the dissertation that really matters, isn’t
working (RD, March 27th, 2011).
I’m becoming such a moody artist. It’s like I work in binges…I get on a roll and
churn out lots of work and I’m pretty pleased with it, but for the past few weeks, I’ve
been dragging. Actually, I don’t have that much left to do: there’s only four or five scenes
left to do before I move to the next stage of scanning and reprinting, then moving into
piecing the book together. I feel like once I have all my scenes scanned, the book making
process will be like collaging…I’ll have these basic images to work with and then I’ll
piece, manipulate, strip, enhance, and add until the text is constructed. I look forward to
this point, but right now I’m dragging (March 27, 2011). I feel so illiterate when it comes
to setting up and using new computer programs, but I’m trying to buckle down and make
myself learn. I’m making slow progress with photoshop, I found a free trial for a plug in
software called Photo Tools which is actually pretty usable for me. The website has great
tutorial videos which is helping a lot. I’ve only opened Illustrator once and I’m afraid it’s
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going to be a lost cause. I can’t even figure out how to import a JPEG into the document.
(RD, April 24th, 2011).
Now that I’m tinkering with these software programs, I’m interested in all that I
can do with them, but intimidated b/c I feel like I’m never going to learn how to use
them. But I know I need to (RD, May 4th, 2011). I’m not making myself crazy anymore
about mastering all these creative suite software programs---just the thought of it bogs me
down. I’m going to do what I can manage to do on my own without getting stressed, and
what I can’t do, I’ll pay someone like Rachel to do. Also, the book for my dissertation
doesn’t have to have that professional graphic design look—yes, I want it to, but I can’t
handle that right now. This whole process is like keeping one foot in front of the other,
one step at a time, because when I think too far ahead and my expectations become
unrealistic, I loose it (RD, May 24th, 2011).
So, back to the plan…(May 24th, 2011) I feel comfortable cutting paper—I
remember working on a project for a class in college (I can’t remember now) and I had to
make some sort of children’s book about dental care. I cut out all the images and that’s
when I realized that I really like working with scissors and paper. I have no clue why, but
I do, and I’m pretty good at it. I don’t know why I don’t break down and buy some really
good cutting scissors—I keep using these massive kitchen shears and Penelope’s kiddie
scissors. The kitchen scissors are a pain, but I actually like how the kiddie scissors fit in
my hands (RD, January 20th 2011).
Today I tried to make six cardinals in and around a birdhouse, but I tried to make
some look like fledglings and that was a complete disaster. In fact, I’ve concluded that I
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hate them. I don’t know why I wasted several hours on them this afternoon. I made two
and then I took pictures of them for my data collection, but I realized that I’m also using
the camera as another set of eyes through which I see my work. After I snap a photo, I
look at the viewfinder to preview what the image might look like in the next stage. I
didn’t hate the fledglings so much on the viewfinder, but I stepped away from the image
for a few hours and when I came back, I was sure that they had to go. Tomorrow I’m
going to give up accuracy for aesthetic fit, because in reality, cardinal fledglings are quite
the ugly ducklings and they don’t make very pretty paper cuttings (RD, March 27th,
2011).
I went to Barnes and Noble yesterday to get an Ed Emberly finger print art book
(which they didn’t have) and I was looking at all the new picturebooks. Sometimes this
makes me feel good, like I can do this too, but yesterday I kept thinking that I’m an idiot
to think I could ever create a book that’d be on the shelves of any major bookstore. But
then I saw a new book by Lois Ehlert (she does lots of simple, but bold paper-cuts) and I
thought maybe my book will make it. I’m thinking I need to hold some sort of meditation
and surround myself with all the children’s book that inspired me in the first place--no-but seriously, I think I need to gather them all together and keep them out on my desk
upstairs so I can see them everyday. It’s like I keep trying to compare my visions for the
book with books that are completely different in style. It’s not that one style is better than
the other, it’s just that they’re completely different. I don’t know, but I do know all this
mental abuse is ridiculous (RD, May 4th, 2011).
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Figure 8. Words from Bourdieu 1. This is a digitally altered photograph taken during the
process of creating the collage (re)presentations and it is inscribed with words from
Bourdieu.
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How do elements of my habitus relate to this process?

Figure 9. Habitus. This multimedia collage (re)presents how I understand the role of my
personal habitus in writing.
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Folds
Irwin and Springgay (2008) explain, “the notion of a fold is important to a/r/
tography as it suggests an infinite number of undulating entities unable to be separated
into parts: in fact through un/folding more folding may result” (p. xxvii). In this image, I
folded feathers out of paper covered in words about a dream in which the main character
of my postmodern picturebook--a bird named Jay--materialized subconsciously. The
making of this collage, as well as the book, draws me into the act of folding: reading,
writing, photographing, drawing, and pasting together entities I cannot separate into
parts. Instead, I have attempted to understand this writing experience as “whole” by
unfolding the parts, but this has led me into other folds. No matter where it focuses, my
camera always captures shots of myself, and the deeper I look, I am lost in my reflection.
Like light onto glass, my perceptions of writing a postmodern picturebook are always
thrown back. I fashion a bird from tissue paper inscribed with pages of my thoughts-words, artifacts, sketches. She bears Ansel Adams’ eye--a legendary other--whose
photography has become a definitive standard. The inspiratory words of a photography
instructor echo in my mind: “You’re playing too safe--it’s about persistence--keep
pushing--get over those barriers.” Too Safe. This the part that follows me as I write.
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Figure 10. Persistence. This is a cropped image from the larger collage and it is inscribed
with words from my illustrated research journal.

Middles. I’m drowning in my anxieties about the unfinished book...it’s like I’m
so close, but not there...and then I start thinking about how I need to collect more data
and organize what I have and I freak...It’s amazing how all this data crap gets on my
nerves, especially when I’m in one of these funks. It’s like I don’t want to sit around and
write about the fact that it’s just not all there yet. I sit and I try to write out the words for
the book, and each time I feel like I get a little bit closer, but I hate what I end up with
every time (but it does seem to get a little less shittier each time I fool with it, but still
shitty). I find myself having to think and think and think and carry things around in my
head, and then I just sit down every few days before I go to bed and I mess with with the
words a bit (no more than twenty minutes or so of fiddling). But I can’t sit and write and
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write b/c I get so anxious! In fact, just thinking about it is making me crazy right now--I
can feel the anxiety in my stomach (RD, July 18th, 2011).
I’m noticing just how much mind work I’m doing all the time. There’s no way I
could capture every bit of it, nor do I want to because that would entail taking it out of
my mind somehow, which to me, makes it no longer mind work. Although I’m trying to
capture some of that mind work in this thinking log, it’s like I let this space become just
another task because this book making process happens to be the focus of my dissertation
study so I’m going to need some data. I really like mind work…(RD, April 19th, 2011)
but of course, I’m getting panicky (April 12th, 2011).
I want to have my first set of images completed and scanned, but they’re not. I’m
close, but it’s like I’m looking for a large chunk of time where I can sit down and knock it
all out. But there just hasn’t been that time. I’m still in this place where being mom
comes first, and I think it’s always going to be like this and I’m tired of feeling guilty
about it. I do care more about being a mom who’s there all the time with my kids than
ever being anything else. I imagine myself writing/illustrating these texts—my dream—
but whenever I think about traveling, doing book talks, or trying to market and sell them,
the bubble bursts for me. I’m loving the process of making it and thinking deeply about
how individuals relate to social groups (and vice versa), but when it all comes down to it,
it’s like I just want it to be this thing that I do at my own leisure that never takes away
from my first priority: being with my kids, pretty much all the time, just like my mom
was. The only difference is instead of thinking about social activities to fill my time while
the kids are at school (as my mom did), I think about teaching adjunct classes or even a
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few online, and making books while the kids are at school, but I don’t even want to do
something that will mean I can’t pick them up every day from school. And now that I
think about it, part of this funk that I’m in is related to my sick need to put my kids in a
bubble---(April 12, 2011).
I’ve got to come to terms with the fact that I want to be a full-time mom and that’s
okay. In fact, if all I ever do is mother my children, that’s enough. It’s like I’ve always
had these grand visions for my future dancing around in my head. Not that being a mom
isn’t grand, but until recently, I haven’t realized that it truly is grand. Up until now, I
seem to have been treating motherhood as one of those things that was a given in my life.
I’ve always known I wanted to have kids and I wanted to have them when I was young so
I can be a young mom/grandma just like the women in my family. But I’ve always
thought that I’d have some sort of grand creative and/or prestigious venture to my life
and I realize that I’ve been using grad school and now the book too, as a means to an end
for these visions. But the practicality of these visions doesn’t match up with the kind of
mom that I want to be. I know I’ll never sacrifice time with my children for my career,
my mom never did and my grandmother never did, and looking back, I liked it that way.
It was nice to have a mom around all the time (RD, May 11th, 2011).
I know we all censor ourselves at times, but I’m sick and tired of feeling I have to
censor these aspects of my identity. I could avoid these tensions by allowing my
academic identity to separate itself from who I feel that I really am in my everyday life,
or I can allow these aspects of myself to play out in my academic work. Instead, I want to
see the tension that my work arouses as the necessary agitation that Ellsworth (2005)
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explains as necessary in a place of learning. Maybe that’s who I’m supposed to be: the
agitator (RD, March 15th, 2011). Can I use these interpretations of the data to create
works of art that will tie the entire dissertation together? (RD, May 6th, 2011).
I could keep going on and on about all these ridiculous ideas I keep coming up
with--and I might later if I think it’s not worthless data--but I wanted to get at least some
of this out so I’ll remember how all these thoughts are invading this process that I’m in
(RD, June 13th, 2011). I think I have two problems now: the first being my ridiculous
fear of failure and the second is my tendency to move on to other things when I think I
can’t do something. (RD, June 13th, 2011). I’ve cleaned out and organized anything and
everything I can get my hands on: bathroom drawers, closets, pantries, toy-boxes; my
bedroom closet is still on my list. It’s like I feel like I can’t begin to tackle this project
without sifting through and organizing all of my mess. I know it’s weird, but I’m in this
strange place where I’m carrying a story in my head and it’s not quite ready to come out
yet. All the main ideas are there, but it’s like I’m still waiting on that light to go off—and
when it does, the story will fall into place (RD, January 9th, 2011).
The first light when off when I dreamed about Jay, and I know there’s one more
major something that’s going to bring everything together. Every night, I fall asleep
thinking about the book—I’m starting to think this a major part of my creative process.
It’s like I’m sorting through everything in my mind—maybe I use this time because it’s
some of the only quiet time I get with two kids following me around all day. And I’m
starting to wonder if I’m cleaning out and organizing everything because physical objects
are something I can control at this point. I can’t control the flow of my creative ideas
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right now, so maybe I’m looking to control anything I can get my hands on (RD, January
9th, 2001).
I still find myself getting frustrated b/c I can’t figure out how this is all going to
come together---conceptually I know and visually I can see it—but the mechanics of
everything just aren’t there yet, but I feel like it will come as I work. I really hate falling
into a completely illusive creative bubble, but this whole aesthetic experience thing is a
lot to take in and there’s a lot of “trust” involved in this process. In my head I know to
trust the process, but I keep feeling so insecure. I guess b/c I’ve never published anything
like a children’s book before, I keep falling back into a negative mindset, thinking there’s
no way I can pull this together. I mean, I might be able to make something that I like and
maybe my own children would like, but there’s no reason why anyone outside that circle
would appreciate it, much less a publishing company. I know...absolutely PATHETIC…
but it’s how I keep feeling and thinking, so I guess that makes it data (RD, January 20th,
2011).
Also, the other night I was reading Rob Bell’s (2005) “Velvet Elvis” and he was
talking about how he knew when it was time to take the risk and start his own church: it
was when he no longer cared if anyone came or not. I need to get back to this point with
my book: I need to not care if anyone ever reads it; instead I need to focus on the learning
experience that I set out for: to understand what it’s like to create a postmodern
picturebook working through both image and text. This fascinates me and will keep me
going. Thinking about creating a book that will “measure up” and people will want to
read is making me physically ill, literally. I’m exhausted all the time, I get a nervous
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stomach when I think about it, and it’s like I’m finding all sorts of ways to avoid finishing
it (RD, May 4th, 2011).
Sometimes I have fleeting thoughts of just not writing [the book or the
dissertation], but of course, that will never happen. Like my mom and grandmother say,
“I’ve come way too close not to finish…quitting is not an option.” Oh well, I just know I
have to finish…At this point the timeline in my head looks something like this: Book and
Data Collection completed by August, write through the fall, revise and edit during
December and January, send to committee in February, and Defend in March. One thing I
have decided is that although I will finish at some point, I will not miss out on or feel
separated from my kids or family during my remaining work. I’m over all that (RD, April
19th, 2011). Today I’m turning over a new leaf: I’m going to back to the children’s books
that inspired me (only these books) and I’m going to focus on the experience and what
I’m learning from it…I think this is where my inspiration lies. I guess I’ll have to find
out…did I mention writing in this journal is therapeutic? Yes, I’m thinking all these
thoughts (and many more) in my head, but there’s something about narrating them onto
paper that soothes me (RD, May 4th, 2011).
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Figure 11. Words from Bourdieu 2. This is a digitally altered photograph from the collage
process and it is inscribed with Bourdieu’s words.
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How do I act strategically?
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Figure 12. Strategic Action. This multimedia collage is my (re)presentation of how I act
strategically in writing.

Tears
When objects are torn, they are pulled, ripped, and split, which often implies
damage. In this collage, images were both cut and torn from sources, but pieced together
to create something new. This repurposing of things creates openings “that resist
predictability, comfort and safety” (Irwin & Springgay, 2008, p. xxx) and allows for
alternative meanings to emerge from the data. Such an analytic practice might be
criticized as outside the replicable, measurable, and predictable realm of science. My a/r/t
welcomes excess or “that which is created when control and regulation disappear and we
grapple with what lies outside the acceptable” (Irwin & Springgay, 2008, p. xxx). In this
image, children’s books are tucked inside a drawer, neatly filed, each serving its own
purpose for me--strategy, concept, inspiration, technique. My birds “resist predictability”
as they are are sketched, cut, torn, dressed, and acting as an other: peering through
Jonathan Franzen’s glasses and wearing Ansel Adams’ hat. The cameras capture images
in the making: an authors workspace, isolated and bare; prints hanging to dry in a makeshift darkroom. Collage allows for the unacceptable. Excessive? Yes, but meaning can be
made through “the monstrous, the wasteful, the leftover, and the unseens, as well as the
magnificent and the sublime” (Irwin & Springgay, 2008, p. xxx).
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Figure 13. Confidence. This is a cropped image from the collage and it is inscribed with
words from my illustrated research journal.
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Ends. Did I already mention how relieved I am to know that I can tuck this book
into a drawer as soon as I finish? Just knowing that I’m okay with this is freeing. I’m
happier, I’m actually thinking about the book more (or perhaps not more, but finally
some positive thoughts), and I’m back to working on it more without having to force
myself. Every time I start to go down that road in my head (the whole this book has to be
perfect and it has to go somewhere thing) I stop myself. I actually feel like I can get out
this hole that I’ve created with the book and the dissertation (RD, May 15th, 2011).
For the past two days, I’ve been thinking a lot about audience. I know that I have
all these deeply theoretical and philosophical thoughts surrounding the book, but I really
want my books to appeal to kids. I want my own children to sit down with it when it’s all
done and beg me to read it over and over. That’s when I know they really love a book—
they want me to read it over and over (RD, May 15th, 2011). I bought my kids the book
“The Night I followed the Dog” a couple weeks ago and I really like how the text is
depicted in the story. It all looks handwritten and certain words are written with visual
cues. I might play with something similar in my text (RD, May 24th, 2011).
Now that I’ve started fiddling with the software, I’m beginning to change my
plans for the construction of the book (RD, April 24th, 2011). I was planning on gluing
down my birds to the 16x20 images I’ve printed out, but I think I’m going to scan each
bird and then digitally place them into the images in photoshop. I’m beginning to wonder
if I even like the basic black and white conversions I created through the online print
ordering system. I keep coming back to an idea that I had a few weeks ago where I might
start with black and white images that slowly progress to some form of color image in the
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end. The more alone (alone sounds like a bad word, but I really just mean individual) that
Jay feels the less color in the background, but as he slowly finds his group the colors will
be boosted with more and more color. I also think this will be cool from the opposite
direction…when the book is read from back to front, the color will fade until Jay realizes
that while he is part of and the product of a particular group of birds, the only way he can
even begin to figure out who he is as an individual is to try and separate himself from his
group by putting himself into other groups of birds. I was shying away from this idea b/c
I was doubting my ability to get the coloring effects that I wanted in Photoshop, but I feel
more confident now that I’ve played with the free photoshop plug-in tool that I
downloaded from the Internet.
I’m not so sure what my photography teacher from last summer would think
about all that color manipulation. I started off thinking I’d be manipulating color in my
photographs so I tried to experiment with it in my class and she was not a fan and neither
were the other two class members who had strong backgrounds in photography. I sensed
a devotion to pure photography: either classic black and whites or color that’s as true to
what the eye sees as possible. I was totally confused then and I still am now, but I’m
going back to my original ideas about color manipulation because I always thought it
would give my art for this book a more unique look. Not just like the black and whites in
Mo Willems books or just like the more traditional color photography in Lauren Child’s
Princess and the Pea (RD, April 24th, 2011).
When I started, I had no idea birds would be the characters, but I was imagining
images that were a cross between Eric Carle and Mo Willems’ pictures in the Knuffle
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Bunny series. I didn’t want to do strictly black and whites because that would be too
much like the Willems images, so I was envisioning some sort of manipulated color
images. It’s funny that I ended up going back to black and whites (probably had
something to do with the harsh critiques from the art-school continuing education class)
and in the past few weeks I’ve been contemplating some sort of compromise where the
book starts with black and white, the color increases to the count of 10 and then decreases
until the end of the text (RD, May 6th, 2011). Perhaps I’m trying to do too much with this
text—I hope I’m not trying to cram too many postmodern devices in—it’s weird, because
I don’t feel like I’m doing this intentionally, but when I stop and think about my ideas
and see them all on paper in this journal, then I start to wonder if I’m over doing it (RD,
May 6th, 2011).
Things turned around when I was able to figure out how to make Jay’s reflection
in the water. I was so impressed that I was able to follow the tutorial I found online to get
exaRDy the effect I set out for (RD, July 29th, 2011). It’s crazy how I start to get nervous
because I think the whole concept/idea behind the book just isn’t going to work, but new
pieces emerge and come together almost immaculately (RD, January 10th, 2011). Last
night, I was thinking of ways to make the cover really cool. A couple of months ago, I
saw a book that had a slip cover made out of some sort velum/wax paper material and the
actual book cover had printed images on it that shone through the velum. I’m thinking it
might be cool if the hard cover of the book was the picture of Jay under the tree and the
velum cover is the close up of his face (like I’ve been thinking about for a while now)
with the title embossed on it. This is also pretty cool because it plays with the idea of one
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being small and alone (under the tree image), but one also being strong and confident (the
close up). I need to find a printer who can make this velum cover for me and I can order
the book with the tree cover from the professional photography imaging site I joined for
free online (RD, July 29th, 2011).
This book is more than a book for me---it’s an inquiry experience. But showing it
to someone who’s in the children’s book publishing field is an entirely different
ballgame. I feel like I need to go into a spill about why I wrote it, why I did it in the way
that I did before I let someone in the publishing industry read it. This concerns me
because I’m not sure I’d feel this way if I had written this book with a stronger sense of a
childhood audience. Of course I think about writing for kids when I’m making it, but
I’ve been focusing mainly on how this process helps me think through the theories that
have been flowing through my mind throughout the doc program (particularly, the
individual vs. the collective) and how I can play with the strategies I’ve come across in
postmodern picturebooks. So, I’m wondering if my book totally misses the childhood
audience--atleast what children want their books to do now--they want their books to do
more, they want their books to play and interact. I don’t think I’ve completely missed this
because this is what I’m trying to get at with my ideas for the Ipad App, but the book
alone doesn’t really get at this without the App. Therefore, I feel like showing the book to
a children’s book guru is just a partial glimpse of a much larger vision that I’ve created.
This is all important because I think this is going to frame how I present my book to
different audiences (RD, August 11th, 2011).
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I’m letting the book fall to the wayside. It’s so close to being a complete first
draft, but I’m so drained I can’t find the time to sit down and finalize it. Actually, this
might be some weird component of my process--I think I do a lot of this--putting the
book aside when my mind needs some time to digest it and decide if it’s happy with what
I’ve made. I’ve even taken up sewing (which I have absolutely no time for) and this
reminds me of my photography obsession that started last summer when I was supposed
to be rewriting my prospectus. It’s like these creative projects are distractions that I create
for myself for some unconscious reason---it’s kind of like therapy for me. Come to think
of it, I’ve also been doing some of my crazy organizing and cleaning again. We had a
garage sale last weekend and I sold everything I could get my hands on. But I must say,
it’s all so close--it’s like I can feel the book on the tips of my fingers but I’m delaying
grabbing hold of it for just a bit longer. You know, the photography found its way into my
prospectus---I hope I don’t go down the same route with the sewing---I really don’t have
time for it :) By the way, I have been back to reading some Bourdieu though...in fact, I’m
starting to get pissy with him (RD, August 11th, 2011).
I’m putting this in writing so there can be some sort of end in sight: THE BOOK
MUST BE IN SOME COMPLETED FORM BY AUGUST 1st. It may not be what I
consider to be perfect, but it needs to be a complete first draft that I can share with some
folks and get some critique. I know if I don’t give myself this deadline I’m going to
simmer and fret over this book forever and that’s just not pragmatic when you’re trying to
write a dissertation (RD, June 13th, 2011).
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Figure 14. Words from Bourdieu 3. This is a digitally altered photograph that I took
during the analytic collage process, and it is inscribed with Bourdieu’s words.

127
What Guides a Wandering?
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Figure 15. Birds and Words. This is an enlarged image of the collage
triptych.

Stitches
A/r/tography offers new perspectives on scientific traditions that limit theory and
research to tools for answering questions. Irwin & Springgay (2008) suggest that in a/r/
tography, “theorizing through inquiry seeks understanding by way of an evolution of
questions within the living inquiry processes” of the a/r/tist (p. xxiii). Hence, questions
are repositioned as valuable products of an inquiry process that is embedded in lived
experiences. Inquiry offers new possibilities for research, one being methods of
understanding that emerge from interpretation. In particular, mediums of interpretation in
which the interpreter (i.e. researcher) is positioned in-relation-to others.
My writing is a wandering--moving, straying, getting lost--but guided by
interpretation. Interpretation that seeks understanding through multiple lenses, both
theoretical and metaphorical. This particular wandering is a strange motion in which I am
tangled, no beginning or end, instead it is a way of being in the world that beckons for
more: more thinking, more movement, more failures, more questions. I used thread to
stitch my images in difference and my writing is unbounded by time. When writing is
understood as a wandering, it cannot entail an end or final product, texts are created
through movement and remain in motion, and theory moves with a writer as she wanders.
A wanderer interprets and (re)presents the world through images and words, while guides
offer perspective on and direction for her travels. Pieces of writing become mere pauses
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in motion in a larger guided wandering that is living inquiry. What do I write? How do I
write? Why do I write? Let me wander and see what I can understand...

Figure 16. Stakes for an Artist. This is a cropped image from the larger collage, and it is
inscribed with words from my illustrated research journal.

Theorizing for understanding. Revelations about my family are seeping into my
thinking about the book. Somehow, I want this picturebook to play with ideas about the
relationships between social groups and the individual. Yes, we’re products of a social
world that is structured by power relations, but what does this mean for me? Who am I?
What am I supposed to do with me? There is no relationship outside power—I’m starting
to see power as an aspect of reality that is fixed and constant, just like gravity. Yes, the
names and the faces might change, there might be upheavals and shifts, but the force of
power remains the same. This is what makes it so difficult for me to pass judgments
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about who’s right and who’s wrong. Yes, there’s usually an obvious right and wrong
when you’re talking about oppression, but when you’re talking about power and how it
infiltrates every aspect of our lives, it becomes more difficult to say that if you were born
into an oppressive group—and in Bourdieu’s terms this means that your very cognitive
structures are shaped by your immersion in this group—then can you guarantee that’d
you’d be any different than the other members in your group? Would you even be able to
see the outside view of your group’s power? And if you could, what is it about you and
your experiences that allow you to do so? What makes you so different from the group?
Are you educated? Enlightened? Theoretically converted? I’m not so sure…(RD, March
8th, 2011).
I am not surprised by, but instead disturbed by how fatalistic I sound. I know it’s
just that Postmodern predicament, but I get so fixated on it. Again, if the world is just a
conglomeration of intersecting fields of power, then what is the point of understanding
this and what the heck am I supposed to do about it? What am I, anyway? What makes an
individual? What is the purpose of the self? And what is a postmodern self supposed to
do with these understandings? (RD, March 23rd, 2011). I want to stick with Bourdieu, so
my head doesn’t wander too far. I want to get my head back into what’s been nagging me
all along: if we’re all just puppets in the social reality show, what’s the point of the self
anyway? What can a self do in a postmodern world (in particular, the world described by
Bourdieu)? If that’s not food-for-thought, I don’t know what is (RD, May 6th, 2011).
So what does all this mean for Jay? Again, I’m not sure yet, but I’m trying to
figure it out. For one thing, there’s always going to be power, just like the food chain, so
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what does this mean? Why does the Blue Jay have to be seen as the bird-feeder-bully?
(RD, March 23rd, 2011). Like I said before, I feel like a traitor as I’m drawn to this bird.
He is a bully, he is intelligent, he is cunning, and he is somewhat oppressive in relation to
other birds, but it’s like I feel some strange sense of responsibility towards his defense. (I
also don’t know why I see him as a he, but I have since the beginning). I don’t know how
this is going to play out in the text, but it’s boggling me and I see it as some sort of
creative mission at this point in my process (RD, March 15th, 2011).
The deeper I get into these thoughts, the more I think I need to bring in all the
negative aspects of the bluebird: dominant, conniving, bully. It’s like I feel this need to
defend the dominant backyard bird. Most people hate a bluebird at their feeder because of
these traits, but there are those passionate birders who praise the intellect of the bluebird
and try to justify their actions to those who shoo the bluebirds from their feeders. (RD,
March 8th, 2011).
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Figure 17. Words from Bourdieu 4. This is a digitally altered photograph taken during the
analytic collage process and it is inscribed with Bourdieu’s words.
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CHAPTER 5
WHAT A PROCESS ENTAILS: WRITING AS METAPHOR
An Exegesis as Interpretive Commentary
As I outlined in Chapter 3, this chapter is crafted as an exegesis that allows for a
“critical explanation or interpretation of a text” (New Oxford American Dictionary). This
exegesis contains my interpretations of the understandings I presented in Chapter 4 and
serves as a sort of adhesive that binds the pieces in this dissertation together. These
understandings are situated as (re)presentations that elicit multiple interpretations;
therefore, I have reserved my interpretations for this space because articulating meaning
is like fastening the pieces in a collage. In this chapter, I bind these pieces--postmodern
picturebooks, Pierre Bourdieu, and writing--not to create a concrete work but a collage
that revels in its own constructedness and itches to be rearranged into other possibilities.
In this chapter, I share how theories of metaphor (Lakoff & Johnson, 1980/2003;
Lakoff & Turner, 1989) and writing (Flower & Hayes, 1981; Kent, 1999) produce
interpretations, recognizing that these interpretations are temporary constructions and that
theories “change the ways we come to understand what we are concerned with, what we
are thinking about in our inquiries” (Gouzouasis, 2008, p. 230). Hence, I open this
chapter by recognizing that my (re)presentations evoke multiple interpretations based
upon the theoretical lens one chooses to apply, and the critical explanations I share in this
chapter are “constructed by [my] own active mind, heart, and spirit” (Gouzouasis, 2008,
p. 230).
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In the a/r/tography field, an exegesis includes “any documentation that
contextualizes the work and helps to critique or give direction to theoretical ideas” (Irwin
& Springgay, 2008, p. xxix). In this dissertation, the (re)presentations in Chapter 4 are a/
r/tworks and the commentary in this chapter is the exegesis. Interfacing a/r/t and
scholarly writing is a common practice in a/r/tography, and as meanings about the
a/r/tworks are put into words, “neither is subordinate to the other, rather they operate
simultaneously, as inter-textual elements and often in tension with each
other” (Springgay, 2008, p. 159). Recognizing these positions, I invite readers into a
discussion that begins with an explanation of metaphor as an interpretive lens (Lakoff &
Johnson, 1980/2003; Lakoff & Turner, 1989).
After I provide a brief outline for how metaphors structure human understanding,
I explore the significance of the contemporary “Writing is a Process” metaphor.
Returning to my position in the introduction, I came into this study understanding writing
as an expressive medium that can be practiced through multiple materials (Eisner, 2002).
It is also a concept that evolves through theories that attempt to describe what it does,
how it is done, and the purposes it serves. Thus, when I critique the process metaphor, I
do so from a position that acknowledges that writing is an expressive medium that can be
practiced through multiple materials and that writers use writing to interpret their
particular situations in a public world. My purpose in critiquing the writing process
metaphor is to consider which aspects of the writing concept it “highlights” and which
aspects it “hides” (Lakoff & Johnson, 1980/2003, p.10).
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Next, I examine the creative metaphor I constructed in response to my experience
in writing a postmodern picturebook: “Writing is a Guided Wandering.” Throughout this
discussion, I follow Lakoff and Johnson (1980/2003) and use the word “is” in metaphors
as “a shorthand for some set of experiences on which the metaphor is based and in terms
of which we understand it” (p. 20). This portion of the chapter includes my explanations
of the (re)presentations I share in Chapter 4; describing how I have come to see theory as
“guides” in my wanderings. I close the chapter with possibilities for alternative
metaphors in writing theory, bringing attention to the fact that, because aspects of writing
have been taken for granted or hidden, the metaphors we map onto the writing concept
must remain contingent, permeable, and “in-the-making” (Ellsworth, 2005, p. 1). These
possibilities include the potential for questioning or “questing” (in an a/r/ographic sense)
as valuable pedagogical tools that guide writers into their own wanderings.
Metaphor as Interpretive Lens
As an a/r/tographer, I turn to metaphor as a conceptual rendering to help me
understand the world. Through metaphor, I “highlight” (Lakoff & Johnson, 1980/2003,
p. 10) relationships between concepts and write to (re)present these connections through
visual art and words. Therefore, the (re)presentations make these “relationships
accessible to our senses” (Irwin & Springgay, 2008, p. xxx). Lakoff and Johnson
(1980/2003) built a theory of human understanding as metaphorically structured,
claiming “our conceptual system is largely metaphorical, [and] the way we think, what
we experience, and what we do every day is very much a matter of metaphor” (p. 3). This
argument is not limited to linguistic concepts; rather, metaphor pervades our everyday
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thought and actions, structuring “what we perceive, how we get around in the world, and
how we relate to other people” (p. 3). Within this framework, concepts structure our
thought processes as we formulate ideas about specific aspects of the world, and these
ideas are formulated as we “understand and experience one kind of thing in terms of
another” (p. 5).
To describe how metaphors work, I draw upon Lakoff and Johnson’s (1980/2003)
example of a common metaphorical concept: “Argument is War.” Being part of a cultural
group that shares this metaphorical concept “systematically influences the shape
arguments take and the way we talk about what we do in arguing” (p. 7). The comparison
of argument to war maps certain aspects of the war concept onto how arguments are
understood. In turn, a repertoire of expressions are systematically produced from war
vocabulary and shape our discourse about arguments (i.e., attacking a position, strategies,
winning, losing, opponents). Thus, the relationships between metaphorical concepts and
linguistic expressions can be studied “to gain an understanding of the metaphorical nature
of our activities” (Lakoff & Johnson, p. 7). Although it is not necessary to conceptualize
arguments in terms of war, this metaphorical concept is ingrained in Western cultures, but
Lakoff and Johnson recognize there is always the possibility of cultures in which
arguments are not wars. This means that the shared cultural experiences of a social group
allow for the production of metaphorical concepts and, in turn, structure the group’s
understandings and linguistic expressions.
Understanding writing as a process “involves being able to superimpose the
multidimensional structure of part of the concept [process] upon the corresponding
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structure [writing]” (Lakoff & Johnson, 1980/2003, p. 81). This means the structures of
the process’s conceptual domain are mapped onto the writing concept, leading to
connections between aspects of the process concept that “fit our perceptions and
actions” (p. 81) with writing. Lakoff and Turner (1989) use the “Life is a Journey”
metaphor to demonstrate the correspondences between two conceptual domains (life and
journeys) that structure how life is understood:
•
•
•
•
•
•
•
•
•

The person leading a life is a traveler.
His purposes are destinations.
The means for achieving purposes are routes.
Difficulties in life are impediments to travel.
Counselors are guides.
Progress is the distance traveled.
Things you gauge your progress by are landmarks.
Choices in life are crossroads.
Material resources and talent are provisions. (pp. 3-4)

The correspondences between two conceptual domains are “mappings.” In this example,
journeys are mapped onto lives, demonstrating how aspects of a source domain
(journeys) can structure a target domain (life). Lakoff and Turner explain that domain
structures are like Vygotskian schemas; therefore, slots in one domain (i.e., schema) are
mapped onto another. Thus, the traveler spot in the journey domain is mapped onto the
living person slot in the life domain.
Following this framework, writing can be understood in terms of a process, and it
has been consistently framed as such in professional literature dating back to the late
1940s (e.g., Day, 1947). In keeping with Lakoff and Turner’s (1989) example,
correspondences between the writing and process conceptual domains can be structured
accordingly:
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•

The person engaged in a writing process is a writer.

•

His purposes are to generate writing products.

•

The means for doing so is to follow a series of actions in a process.

•

Difficulties in writing are blocks (or problems) in the process.

•

Experienced/successful writers are experts in the process.

•

Progress in writing is how far along in the process a writer is.

•

Things you gauge your progress in the writing process by are steps.

•

Choices in writing are elements of the process.

•

Material resources are tools (or means) for enacting the process.

This conceptual mapping entails that writing is understood as a series of steps aimed at
generating products; therefore, the process must be mastered in order to result in
desirable products. Thus, the power of the “Writing is a Process” metaphor is its “ability
to create structure in our understanding of [writing]” (Lakoff & Turner, 1989, p. 62) and
because this metaphor has become foundational in writing theory and pedagogy, it has
become conventional and automatic in our thinking about writing.
Pritchard and Honeycutt (2006) explain that theories of writing have evolved
from thinking about writing as a seven-step linear process (Day, 1947) to a three-step-prewrite, write, rewrite--process (Rohman, 1965), finally arriving at a complex recursive
process that is individualized and in no fixed order (Flower & Hayes, 1981). Although
these theories about writing have evolved, they operate according to the process
metaphor. To understand what remains hidden about the writing concept, it is necessary
to consider the possibilities of “metaphors that are outside our conventional conceptual
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system, metaphors that are imaginative and creative” because they are “capable of giving
us a new understanding of our experience” (Lakoff & Johnson, 1980/2003, p. 139).
The Role of Creative Metaphors
Lakoff and Turner (1989) discuss how creative metaphors can “point out, and call
into question, the boundaries of our everyday metaphorical understandings of important
concepts” (p. 69). As an example, they propose of a culture where arguments are not seen
as wars, but rather, conceptualized as a dance. This alternative or creative metaphor
structures arguments not in terms of opponents, but rather, in terms of partners whose
“goal is to perform in a balanced and aesthetically pleasing way” (Lakoff & Johnson,
1980/2003, p. 5). In the “Argument Is A Dance” metaphor, we are invited to consider
what arguments might be like if they were not structured as wars. Interpreting arguments
by taking into account multiple metaphors allows people to question aspects of the
argument metaphor that are hidden by the conventional metaphor, “Argument Is War.”
Geary (2011) uses his own research on metaphor to describe how conceptual
metaphors can become foundational knowledge. Foundational knowledge is no longer
recognized as metaphorical, and Geary compares the evolution of metaphors to
volcanoes. According to this metaphor, “active metaphors are those still bubbling with
figuration” (i.e., “An Argument Is A Dance”); “dormant metaphors tend to petrify into
cliches, and their figurative nature slumbers just below the surface” (i.e., The “Argument
Is War” metaphor surfaces in expressions like She demolished his position); and “extinct
metaphors are those whose metaphorical magma will never rise again” (Geary, 2011, p.
25). Geary evokes the common phrase “I see what you mean”--an artifact of the
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“Meaning Is Visible” metaphor--to demonstrate how extinct metaphors can structure our
expressions in ways that are often taken for granted.
Geary (2011) also elicits the work of C.S. Lewis in the latter’s 1939 essay,
“Bluspels and Flalansferes,” to support his claim that creative metaphors “are essential to
communicate any kind of innovative, original thinking” (p. 172). Geary explains that, in
this essay, Lewis describes
a thought experiment in which the world had four dimensions instead of
three we can perceive. A four-dimensional world seems inconceivable, but
he likened the task of imagining it to explaining to Flatlanders--a race of
people who only know two dimensions: back and front, and left and
right--that the world is round. (p. 167)
Lewis extends this metaphor to portray the difficulty of trying to share the concept of a
round earth with persons who “have no concept of, much less words for, height and depth
(p. 167). Over time, the Flatlanders begin to accept that the world is spherical, but the
original concept--new ideas are often impossible to conceive of when people have
structured their perceptions and language according to specific metaphorical entailments
(i.e., the world is flat, so therefore...)--is lost as people merely replace one metaphor with
another (the world is not flat, it is round). Lewis’s point lies in the necessity of creative
and/or alternative metaphors to “understand and communicate the great, bewildering
truths of science” (p. 172).
Artists can call dormant or extinct metaphors into question by crafting creative
metaphors that are composed of “two or more conventional metaphors joined together in
ways that they ordinarily would not be” (Lakoff & Turner, 1989, p. 71). To (re)present
my understandings about making a postmodern picturebook, I composed a metaphor by
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joining together two concepts that may appear to be contradictory: guide and wandering.
A wandering is typically understood as an aimless movement, but when coupled with the
adjective guided, alternative entailments are made because the term guide offers
direction. I highlight the term “entailment” because I borrow this term from Lakoff and
Johnson (1980/2003), who use it to indicate what is implied about a concept when it is
conceptualized in terms of another concept. For example, conceptualizing life as a
journey entails that the person leading a life is on a journey. Thus, coupling the terms
“guide” and “wander” entails that there is some direction to movement that is typically
conceived as aimless.
As I mentioned in Chapter 4, I understand writing a postmodern picturebook as a
guided wandering. My (re)presentations attempt to create a guided wandering experience
for readers through theoretical questioning, collages, and reflective diary entries that play
with the concept of time. I begin my commentary on the guided wandering metaphor by
explaining the correspondences between the conceptual domains of writing (target
domain) and guided wanderings (source domain). As a precursor to this discussion, I
begin with an explanation of the meaning generated by the term “Guided Wandering.”
The concept of a guide implies a relationship between persons (or between
persons and objects) in which someone is finding his or her way and a guide or guides
usher him or her in a particular direction. Hence, a person begins lost or confused, seeks a
guide, and the guide leads, marks, or directs the way. A guide can also be an object and/or
standard of comparison in the formulation of conclusions, which results in leading,
direction, advice, and marking. In contrast, the concept of wandering refers to persons
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engaged in aimless or leisurely movement. Wandering suggests slow travel, casual
motion, and/or the moving away from a point of origin with no fixed place of arrival.
Wandering can also entail the straying of thought or loyalties, resulting in unfaithful acts.
But when the term “guide” is used as an adjective to describe a “wandering,” then
alternative meaning is made as wandering is conceived of as straying movement (either
mentally or physically) during which guide(s) offer direction but do not determine
arrivals because wanderings do not require final destinations.
Returning to Lakoff and Turner’s (1989) mapping of the “Life is a Journey”
metaphor, conceptualizing writing in terms of a guided wandering leads to
correspondences between domains that highlight new aspects of the writing concept. The
“Writing is a Guided Wandering” metaphor suggests the following about writing:
•

The person writing is a wanderer.

•

His or her purposes are leisure, travel, and movement.

•

The means for achieving these purposes is writing.

•

Difficulties in writing are impediments to movement.

•

Relationships with others and their words are guides.

•

Progress is the amount of travel made.

•

In writing are paths structured by various guides.

•

Material resources are tools to generate movement.

The correspondences between writing and guided wandering imply that writing is a
human experience that is in constant motion--at times slow and aimless--nevertheless
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ushered by guides that lead writers along various paths that provide temporary direction,
but always withstand leading wanderers to final destinations.
Understanding the correspondences between these conceptual domains allowed
me to strategically construct a text that (re)presents my metaphoric understandings of
writing as a guided wandering. Because I wanted to demonstrate the idea of “theory as
guide,” I created an architecture for Chapter 4 based upon the Bourdieusian questions that
led me into this inquiry. Working through this structure, I composed responses to these
questions through a series of collages, artist’s statements, and reflective diary entries. Just
as I saw theory as a guide in my wanderings, I crafted the artist’s statements with the
intention that they serve as a similar guide for readers--providing some direction but
refusing to allow fixed meaning to become a final destination.
I created the collages to (re)present wanderings because this medium entails a “set
of practices that put the individual in relationship with various ‘worlds,’ without
establishing any one of them as permanent ground for the others” (Brockelman, 2001,
p. 37) and such an approach allowed me to consider how multiple worlds or fields (in the
Bourdieusian sense) played into my writing (e.g., my relationship to the academic and
children’s literature fields). The obvious cuts, rips, and tears in these collages are a/r/
tographic openings “that resist predictability, comfort, and safety” (Irwin & Springgay,
2008, p. xxx). Wandering suggests moving without aim or direction, and it is indicative
of the idea that openings are places where “knowledge is often created as contradictions
and resistances are faced, even interfaced with other knowledge” (p. xxx). In an opening
(as in collage), multiple meaning-making paths are open for travel--paths indicated by the
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signposts of countless guides--and there are no fixed arrivals, but rather, endless
possibilities for movement.
For similar purposes, I used a collage-like approach to construct diary entries by
piecing together fragments from multiple entries in a nonsequential fashion--deliberately
choosing fragments from disordered periods of time--and purposively working to
compose entries that read seamlessly. My intentions were for these entries to flow just as
the entries I composed in the original diary but to do so in a subversive way that suggests
I understood my experiences across time but not within its linear constraints. Therefore, I
chose to carefully enjoin fragments of text that flowed perfectly, and I often sought out
small pieces of text to create this sense of flow, but I inserted dates whenever one piece
ended and another began. These are not the deliberate seams that collage usually evokes,
but they still function as an a/r/tist’s experiment with alternative conceptions of time.
Irwin and Springgay (2008) explain, “In western cultures, time is typically perceived as
uniformly flowing without regard for individuals, events or contexts” but “artists perceive
time differently” (p. xxvii).
To articulate how an artist can represent alternative conceptions of time, Irwin and
Springgay (2008) cite a work titled Shell by Canadian artist, Germaine Koh. Koh’s
“architectural invention” is “fashioned from aluminum, plexiglass and plywood . . . an
enclosure is built on the inside of the space, attached to the existing glass front of the
gallery, but with a pane of glass removed in order to create free access to the structure
from the street” (p. xx). This architecture allows the artistic space to be accessed by the
public 24 hours a day--which stands in contrast to the daily operating hours of the
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museum where the exhibit is housed. Thus, Koh’s space in an “in-between space that is
both and neither private or public” (p. xx). Irwin and Springgay cite the work of curator
Monica Szewczky to explain that this transitory space “accentuates both the
contemplation of time and the wasting or killing of time” (p. xx). When viewers enter
into this space that occupies the “in-between,” they are invited to contemplate time as
they participate in time inside a space that “is waiting to be filled and acted upon” (p. xx).
While Koh uses architecture to call time into question, I use citations to experiment with
my own conceptions of time. The practice of citing dates to indicate nonlinear shifts in
time creates a sense of irony in a piece that reads like a linear diary, and it allows me to
suggest that time is “pausing, enduring, changing, interrupting, and pacing” (p. xxvii).
My perception of time in the context of wandering led me to consider writing as a
concept that is not merely linked to products (as the process metaphor suggests) but
rather indicative of constant movement within time and space. The process metaphor also
touches on time because the process concept indicates the passing of time as stages or
steps proceed, leading to a specific moment in time when the desired results or products
are achieved. When writing is (re)conceptualized in terms of a guided wandering, time
passes as writers write, but products become temporary locations along never-ending
routes of travel. These temporary meaning-making locations suggest that writing as a
guided wandering is concerned with moving across locations and thinking throughout
time.
The metaphorical implication that writing is connected to locations suggests that
time can pause in a wandering, but to maintain movement, pausing at a location entails
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reverberating motion. Pause is key term in understanding writing locations in a guided
wandering. When writers represent their understandings, they pause at a location but
remain in motion during this pause because they are representing inside a temporary
location. If writing products are locations where writers pause in their wanderings, a
writer may physically leave a location, but the location remains and others can enter in
and make meaning of what the writer left behind. Most importantly, a piece of writing is
not finished and/or does not stop moving when a writer wanders on--it rumbles, pulsates,
reverberates--in active meaning construction. As a guided wandering, writing is a concept
both outside and within writing locations and the flowing of time. In these terms, writing
becomes a “condition for living; a condition for engaging with the world through
inquiry” (p. xxvii).
Understanding writing as a guided wandering highlights many of the same aspects
of writing that are articulated in the Post-Process movement. The guided wandering
metaphor and Post-Process theories of writing (Kent, 1999) maintain that writing is more
than a process, is guided by interpretation, is shaped the perception of space and time,
and in constant motion in relation to others. In the following section, I will present the
tenets of Post-Process Theory (Kent, 1999) as I explain how my understandings about
writing align with these perspectives. After I have established these connections, I make
suggestions about the possibilities of metaphor and a/r/tography in the future of writing
theory.
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A Post-Process Perspective on Guided Wanderings
Composition researcher and theorist Thomas Kent (1999) argues, “writing is a
practice that cannot be captured by a generalized process or a Big Theory” (p. 1). Instead,
Post-Process theorists posit that the writing acts are public, interpretive, and situated. As
I describe these tenets, I will explain how each relates to the “Writing Is A Guided
Wandering” metaphor, demonstrating that there are numerous connections between PostProcess Theory and my understandings about writing a postmodern picturebook. At the
close of this chapter, I propose that recognizing writing as a metaphoric concept creates
openings to negotiate understandings about what writing can be.
Writing is Public
The observation that writing is public means writing acts are communicative
interactions between language users, and writers always write in relation with others.
Thus, “we could not write at all if it were not for other language users and a world we
share with others” (Kent, 1999, p. 1). Because these moments and relations of
communicative interaction always change, it is frivolous to suggest that writing can be
reduced to a process that captures “what writers do during these changing moments and
within these changing relations” (p. 2). Post-Process theorists recognize there are
“codifiable shortcuts” that writers draw upon to help them communicate efficiently
during writing acts (e.g., knowledge of conventions, words, language, and genres), but
identifying and studying these shortcuts has little to do with “what writers actually do
during these passing communicative moments” (p. 2).
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In my (re)presentations, there is evidence of “communicative interactions” in the
ways that I struggled with notions of audience questioning whether I had veered too far
from a text that spoke directly to children, or if my purposes in audience had shifted (see
page 118). At times I even reminded myself that my purpose should be making a book
that my own children will enjoy (see page 121). I also expressed intentions for my
postmodern book in terms of what other author/illustrators had already created (see page
122) and I used visual elements to represent the same idea in the collages. For example,
there is an image in the background of the How do I act strategically? collage that is a
photograph of children’s books copied onto a transparency. I collected these books as I
was creating the postmodern picturebook because I realized I was drawing upon specific
techniques I had seen other author/illustrators use in their work. Having these books in
my desk drawer allowed me to consider how my work was becoming a sort of collage in
itself--I was using multiple pieces (techniques) to create something new.
Post-process theory argues all writers are engaged in these types of
communicative interactions when they write. Although writers are not always cognizant
of the ways in which they are engaged with others’ writings during their personal writing
acts, I was attuned to such interactions because, from a Bourdieusian perspective, these
interactions are likened to what he calls “strategic practice” (1994/1998). Kent’s (1999)
ideas about “codifiable shortcuts [or] our knowledge of conventions, our ability to
manipulate genres, our facility with words--help us communicate more efficiently during
the act of writing” (p. 2) are akin to strategic practices in the ways that these shortcuts
allow writers to better understand the field and aid them in their success within it.
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Therefore, the ways in which I understand my writing experience as strategic are also the
sort of communicative interactions where I drew upon what I knew about the postmodern
picturebook genre to make decisions about the text.
Following this line of thought, writing as a guided wandering entails that “we
cannot start from nowhere when we write; everyone starts writing from somewhere, and
depending on our communicative situations, we may have more or fewer shortcuts at our
disposal” (Kent, 1999, p. 2). These shortcuts are guides that give direction to a
wandering, and, in my experience, I was guided by what I knew about the postmodern
picturebook genre and how it functioned as a Bourdieusian field. Hence, these guides (or
short cuts) became interpreters in my postmodern picturebook making practices, and, as
Bourdieu might suggest, the best guides are those that show writers how a field functions,
pointing out what is valuable and why as well as how to obtain it.
Writing is Interpretive
The notion that writers make decisions as they write leads to the second claim
made by Post-Process theory: Writing is interpretive. According to Kent (1999),
interpretation is likened to “‘making sense of’ and not just exclusively the ability to move
from one code to another [and a] means to enter into a relation of understanding with
other language users” (p. 2). When writers interpret, they are “making sense of” what is
said by other language users and they predict who their readers may be and what they
might expect: “When we write, we interpret our readers, or situations, our and other
people’s motivations, the appropriate genres to employ in specific circumstances, and so
forth” (Kent, p. 2). These acts of “making sense of the world never cease” (p. 2) as
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writers use the act of writing to figure out answers to their questions about how the world
works. Again, these claims are not necessarily conscious efforts of writers, nor are they
absolute theories of why writers write, but in my experience, I wrote to “make sense of”
how I understood Bourdieusian theory within the context of my life (see pp. 129-131).
At the beginning of Chapter 4, I explain that “I made a book about a bird. A bird
who was lost and then found--or found and then lost, whichever you choose.” It is also a
book where the beginning is also the end, as it can be read from front to back or back to
front. Read from the beginning, it tells the story of a bluejay that is alone, sets out to find
where it belongs, and ends up with a bird of its kind. Read from the end, it tells the story
of a bluejay that is content with his kind, but wanders out on his own, and ends up happy
alone. Conceptualizing a book in this way was an interpretive act in which I used my
knowledge about what postmodern picturebooks can do to “make sense of” how
Bourdieusian theory plays out in my understandings about the world. I do not make any
truth claims about what his theories mean, but looking back on my writing practices, I see
how my interpretations of his words shape how I understand life and, in turn, writing.
Being caught in this sort of sense-making loop is what Kent (1999) describes as
interpretation “all the way down” (p. 2).
Kent (1999) further develops the claim that writing is interpretive by clarifying
“interpretation does not end someplace or carry us to some specific destination that
provides us with a god’s-eye view of the world” (p. 2). From an a/r/tographic perspective,
theories--like writing--provide interpretive lenses. These lenses can change but cannot be
removed because without them “all we see is a blur” (Gouzouasis, 2008, p. 230). Thus,
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there is no writing or making sense of the world without interpretation. Written
interpretation refers to the moves/decisions writers make as they align what they say
(think) with the sayings (thoughts) of others. For Kent, these moves are uncodifiable
because they never work in the same way twice and “do not constitute a process in any
useful sense of the concept, except perhaps in retrospect” (p. 3). Thus, when writers look
back on their writing acts they can always “map out” (p. 3) what they did, and it may be
understood as a sort of process they employed. But the idea of theorizing a grand process
that describes what writers do when they write is frivolous because no process will work
in the same way twice. Kent acknowledges that while writers may become better guessers
when they repeatedly write in similar situations, there is always potential for their
communicative intentions to fail. Therefore, although I may continue to develop my
understandings of postmodern picturebooks by writing more of them (or, as Bourdieu
might say, “develop my feel for the game”), any retrospective process that I may be able
to discern through this inquiry will never work the same way twice.
Understanding writing as a guided wandering recognizes that there are no direct
routes to successful writing; instead, there are multiple pathways--some quite similar,
others vastly differing--to all kinds of writing and no one guide can guarantee the correct
course of travel, or make it possible to claim a correct course. But wandering also entails
movement away from a point of departure, so it is also necessary to consider where acts
of writing begin.
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Writing is Situated
Post-Process Theory takes interest in the location of writers and writing and
claims that writing is situated. Because “writing is a public act that requires interpretive
interaction with others, writers always write from some position or some place; writers
are never nowhere” (Kent, 1999, p. 3). Similar claims are made by process-theorists who
understand writing from a sociocultural perspective, observing that “writing emerges out
of far-flung historical networks, and the trajectories of a particular text trace delicate
paths through overgrown sociohistoric landscapes” (Prior, 2006, p. 64). But, Post-Process
theorists want to delve deeper into this claim, asserting that “we all require beliefs that
help us start to ‘guess’ about how others will understand, accept, integrate, and react to
our utterances” (Kent, 1999, pp. 3-4). I emphasize the connectedness between writing as
situated and writing as interpretive. Not only are writers writing from sociohistoric places
at specific moments in time, but they are “making sense of” the world from that particular
place and time. Therefore, the situated nature of writing is more than “guesses” about
how others will understand our writing; it also concerns how writers interpret the world
from their current situation.
Kent (1999) describes situated writers as “always [coming] with baggage, with
beliefs, desires, hopes, and fears about the world,” and Bourdieu would expand this
definition by adding that writers are situated in multiple and competing fields that
structure how they interpret the world, or in his terms, their habitus. In my
understandings about writing a postmodern picturebook, I am situated in numerous fields
that shape how I “make sense of” the world. For example, the reflective diary entries
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frequently address my perceptions of the multiple roles I play: mother, graduate student,
aspiring picturebook writer/illustrator (see pp. 112-116). From a Bourdieusian
perspective, although persons may be situated in physical locations, these locations are
composed of multidimensional social fields that structure their habitus, or how they
interpret the world. My emotional response to this positioning across fields is often
troubled as I attempt to negotiate who I am, why I am writing, and whether or not I have
the confidence (or as Bourdieu might say, capital) to do so. In other words, I am situated
in a sociohistoric place that includes time and my physical and social locations in the
world, but as Bourdieu warns, observations about what happens in such locations are not
clearly objective.
Understanding writing from a sociohistoric perspective is complicated because a
theorist must recognize how the sociohistoric perspective that has been put forth by the
academic field is constructing how she is able to conceptualize writing. Bourdieu
describes this aspect of the postmodern conundrum as “fundamentally epistemological”
because theorists must question “the presuppositions inscribed in the fact of thinking the
world, or retiring from the world and from action in the world in order to think that
action” (Bourdieu, 1994/1998, p. 129). Thus, recognizing that writing acts are socially
and historically situated does not guarantee any grand theory of writing because the very
idea that writing is a sociohistoric action is a sociohistoric concept within itself. Instead,
my ability to step outside my writing experiences to interpret or “make sense of” (Kent,
p. 2, 1999) them is always limited by the act of abstracting thought from one action
(writing) and attempting to inscribe it through another (theorizing). Bourdieu explains
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that what theorists really want to know is “in what ways this withdrawal, this abstraction,
this retreat impact on the thought they make possible and thereby on what we
think” (Bourdieu, 1994/1998, p. 129).
The collage medium speaks to the situated nature of writing in that collage invites
viewers to consider how materials from a variety of sources (or situations) can be ripped,
cut, torn--abstracted--and re-adhered for the purposes of something entirely new (or a
new situation). Like collage, “situatedness” becomes something fractured and
deliberately composed by multiple pieces that have been abstracted from their original
context; hence, understanding writing as situated recognizes the fracturing that occurs
when thought is abstracted from the immediate experience of writing, and recomposed as
theories about writing. Because determining the situated origins of specific writing acts is
complicated by “a “world” composed of competing and interlocking
worlds” (Brockelman, 2001, p. 37) theory cannot pinpoint writing on a map. Instead,
writing is better understood as someone or something on the move, roaming-wandering--following guides but guides that are multiple, temporary, and unpredictable.
The claim that “meaning is not guaranteed” is often attributed to a kind of
“metaphysical and spiritual paralysis” resulting from “a world lacking a metaphysical
ordering principles” (Brockelman, 2001, p. 37). In his theoretical account of collage and
postmodern theory, Brockelman describes the ambiguity of collage as possibilities:
In collage, sense is something to be made rather than secured. . . . The
experience of collage both insists that we learn to live without guarantees
of meaning (the reality of “knowing our place”) and opens the possibility
for a kind of meaningfulness that we ourselves produce through a process
of judgment. (p. 37)
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I use collage to understand writing as a guided wandering because it invites the kind of
thinking about writing where individual writers are “actively engaged with questions of
meaning” (p. 37) as they seek to “make sense of” the world. In the act of interpreting a
collage, sense must be made by viewers, not secured by the artist or any grand theory
about how collage means. Therefore, I do not intend for this exegesis to say what my
collages mean; rather, I invite viewers to experience collage in passing: communicative
interactions where meaning is made as writers “represent [their] best guesses about how
other people will understand what [they] are trying to convey, and this best guess will be
met by readers’ passing theories that may or may not coincide with ours” (Kent, 1999,
p. 5).
Writers engaged in guided wandering are employing their “beliefs, desires, hopes,
and fears to formulate passing theories in [their] attempts to interpret one another’s
utterances” (Kent, 1999, p. 4). Yes, these theories emerge from particular writing
situations and attempt to predict how others will interpret our writing, but, like a
wandering, “a passing theory goes by us; it never “stops” so that we can capture some
sort of unitary, complete, or determinate meaning” (Kent, p. 4). Writing situations, like
collage, are locations of reverberative movement where sense is being made, and as
writers continue to wander, these situations become fragments “that pass away; never
endure; never work twice in the same way” (Kent, p. 4).
Summary
Post-Process Theory maintains that writing is public, interpretive and situated
and, for these reasons, concludes that writing “cannot be reduced to a generalizable
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process” (Kent, 1999, p. 5). In their alternative to a grand process, Post-Process theorists
argue that thinkers of writing take interest in “the activity of theorizing, the act of
engaging in critical, philosophical, hermeneutic speculation about [writing]” (Olson,
1999, p. 8). From a postmodern perspective, theory, the noun, “is dangerous because it
entices us into believing we somehow have captured a truth, grasped the essence of
something” (p. 8). I respond to this appeal by suggesting that a/r/tography--a way of
being and inquiring in the world--allows for alternatives to theory. A/r/tography is
interested in theorizing through practice, echoing the Post-Process call for active
theorizing, which “can be productive (so long as a “theory” is not the objective) because
it is a way to explore, challenge, question, reassess, speculate” (Olson, p. 8). For these
reasons, I propose that theorizing writing as metaphorical “opens up conversations and
relationships instead of informing others” (Irwin & Springgay, 2008, p. xxx) about what
writing is.
Keeping Metaphors Active: Process as Endangered Metaphor
As I mentioned earlier in this chapter, Geary (2011) evokes the volcano concept to
explain how metaphors become extinct, or lose their “metaphorical magma” (p. 25), as
they are accepted as foundational knowledge or truths. Taking up this metaphor, I argue
that the “Writing Is a Process” metaphor is in danger of extinction. When a living species
is identified as endangered, steps are taken to revive the species by minimizing threats
and protecting and restoring space for the species to flourish. The writing process
metaphor has been questioned and extended, as in the acknowledgement of its
recursiveness (see Elbow, 1973/1998); its variance in response to specific genres (see
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Emig, 1971); its emergence within the context of developmental stages and sociocultural
contexts (see Haas-Dyson, 1993, 1997, 2003); the exploration and articulation of
extensive pedagogical implications (see Calkins, Hartman & White, 2005; Elbow, 1986;
Fletcher & Portalupi, 1998, 2001a, 2001b; Graves, 1983, 1990; Murray, 1982, 1990,
1998; Wood-Ray, 1999, 2004); and a more expansive view of the writing process to
include multiple composition modes (see Albers 1999, 2007; Jewitt & Kress, 2003; Zoss,
Smagorinsky ,& O’Donnell-Allen, 2007). Despite the diverse response to the process
movement, I maintain that the basic metaphorical entailments are still foundational in
theories of writing, endangering the writing concept.
For example, sociocultural perspectives have challenged cognitive theories of
writing by suggesting that process theory be revisited to account for the idea that “writing
is a mode of social action, not just simply a means of communication” more explicitly,
positioning writing as a “sociocultural practice” (Prior, 2006, p. 58). The sociocultural
movement in writing can be tied to the interpretive tenet of Post-Process theory as
sociocultural theorists propose that writing is “connected to who we are and who we will
become” (p. 64). In both sociocultural and Post-Process theories, writing is frequently
referred to as an action and a practice. From a metaphoric perspective, these concepts-action and practice--frame Post-Process and sociocultural understandings about what
writing is. At first glance, these terms may seem like benign observations, but as Lakoff
and Johnson (1980) point out, each concept is used metaphorically to structure
understandings about the target domain: writing. Hence, sociocultural and Post-Process
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theories imply that writing is a sociocultural construct, but metaphorically, these theories
claim that “Writing is an Action” and “Writing is a Practice.”
Writing is consistently described as a sociocultural concept, but there are other
important correspondences in these contemporary writing metaphors. Returning to Lakoff
and Turner’s (1989) approach to outlining the basic conceptual frameworks metaphoric
concepts, there are specific correspondences that occur when writing is conceptualized in
terms of an action and a practice, one of which is that the purpose of writing is to get to
something--whether it be a particular aim, gain, or level of proficiency. In the action
metaphor, writing is “the fact or process of doing something, typically to achieve an
aim” (New Oxford American Dictionary); and in the practice metaphor, writing is the
regular carrying out or performance of “a particular activity, method, or custom” to
“acquire and maintain proficiency in it” (New Oxford American Dictionary). Therefore, it
follows that writing results in products like achievements, completed activities, methods,
and/or customs that can be measured and observed.
At this point, it is necessary to recognize that the dimensions we attribute to
metaphorical concepts are based on how we experience the world. According to Lakoff
and Johnson (1980/2003), humans understand concepts through their experiences, which
are structured multidimensionally. These dimensions include the kinds of participants
involved in the concept; the parts of the concept; the stages involved in a concept (which
involve the initial conditions, beginning, middle, and end of an experience); and the
linear sequence and purpose of an experience (p. 82). Thus, it is logical that writing has
been compared to actions and practices because both of these concepts allow us to
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understand writing as an experience that entails specific participants (including a writer,
an audience, and some sort of experienced other who provides leadership or instruction);
occurs in stages; follows some sort of linear sequence; and has clear purposes. But I
propose that conceptualizing writing as a guided wandering is comparatively different
and “capable of giving us a new understanding of our experience” (Lakoff & Johnson,
1980/2003).
Working within Lakoff and Johnson’s (1980/2003) dimensions of experience, the
“Guided Wandering” concept leads to understandings about writing that invite writers to
consider what a writing experience might be like when the very dimensions of our
experiences are called into question. Said differently, conceptualizing writing as a guided
wandering entails that the participants are a writer and a guide (similar to those in the
process, action, and practice metaphors), but the ideas that writing occurs in coherent
stages, follows a linear sequence, and has clear purposes (resulting in finished products),
are called into question. Wandering suggests that writing can occur in no specific stages
and that it requires no linear sequence or purpose. Instead, stages, sequence, and purpose
are determined by the guides writers encounter--guides that participate physically as other
readers and writers, or abstractly through constructs like genres, modalities, and theories.
In a guided wandering, writing products are not results or final destinations (as might be
implied if writing were likened to a journey) but locations where wanderers pause to
make sense of their travels, seeking advisement from multiple guides.
These writing locations are comparable to a/r/tographic openings where
possibilities are “opened up” as attention is given to “what is seen and known and what is
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not seen and known” (Irwin & Springgay, 2008, p. xxx). As wanderers (writers) move
into such openings, movement does not cease; instead, they engage in “dynamic
movement, dramatic or subtle, that forces [them] to shift their understandings of
phenomena” (p. xxx). From a metaphoric perspective writing as a process, action, or
practice entails texts written and interpreted. Theorizing within these metaphors makes it
difficult to move beyond the notion that the purpose of writing is to get to something, but
writing within a reverberative location implies interpretation in motion and texts being
written across time.
Within the realm of Post-Process Theory, George Pullman (1999) argues for
similar ideas about writing, claiming “the product of writing (a text) is an unstable entity,
the diaphanous effect of multiple interpretative efforts by people” (p. 28). Nevertheless,
this position--as in most Post-Process positions--grounds itself in the ideas that writing is
no generalizable process (although multiple processes may occur in writing) and
therefore a highly interpretive, public, and situated act or practice. But I have shown
these are metaphorical concepts within themselves that evoke similar structures for
understanding what writing is. In other words, although others have offered vastly
differing perspectives on writing, the basic metaphors they employ (writing is not a
process, but an action or a practice) highlight many of the same aspects of the writing
concept. For that reason, it is useful to consider writing as a metaphoric concept, turning
to a/r/tography as an approach to inquiry that allows us to reconsider what writing can be.
Proliferate questioning is valuable in both a/r/tography and Post-Process theory
because an answer is “only interesting insofar as it is a new question, not in that it allows
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someone to assert a solution and thereby close off inquiry” (Olson, 1999, p. 12). A/r/
tographers take up this call to questioning but put forth new perspectives on how
researchers can theorize. As in the early days of the process movement, a/r/tography
recognizes that “the sources of theory are in practice”; thus, the practices of writers (who
are also artists, researchers, and teachers) are theoretical sites where “circumstances are
created to produce knowledge and understanding through inquiry” (Irwin & Springgay,
2008, p. xxiv). Therefore, when the “real” writers studied how they wrote and used this
inquiry to theorize about writing (see Elbow, 1973/1998), they were theorizing through
their practice, and process became the dominant metaphor for how writing was
conceptualized.
Post-Process Theory and sociocultural theories of writing trouble writing process,
but they have put forth their own metaphors about writing (Writing is an Action; Writing
is a Practice). I suggest that writing is a metaphoric concept and that all writers--whether
they be students, teachers, researchers, artists--should create their own metaphors to
understand what writing is for themselves. My understandings about writing a
postmodern picturebook are not new--writing has been recognized as interpretive, public,
and situated--but my questioning of writing as a metaphorical concept is authentic. The
idea that “Writing is a Guided Wandering” is not intended for validation, replication, or
as a replacement for other metaphors; rather, it serves as an invitation into “a creative
impulse and a critical attitude that not only disrupts and debates but opens up the
possibility to see things differently” (Sullivan, 2008, p. 242). Theories of writing have
shifted since the arrival of the process metaphor, but our metaphors for speaking about
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writing have not because conceptualizing writing as an “action” or “practice” still entails
following a series of steps (or a process) to achieve a desired result. From a Bourdieusian
perspective, these similar metaphors may be valuable in the ways that they allow for the
teaching of writing to be commodified and measured, thereby positioning writing as
something that functions as capital in multiple forms (cultural, social, and economic).
When individuals construct creative metaphors for their writing experiences, they
become open to opportunities for metaphoric thought that is “essential to communicate
any kind of innovative, original thinking” (Geary, 2011, p. 172). When we overlook the
role metaphor plays in our understandings of the world, we miss out on “what the arts
have to offer to human understanding” (Sullivan, 2008, p. 242). A/r/tistic practices, as
well as the works they lead to, are “both presented by the [a/r/tist] and interpreted by the
reader [and] always present ambiguity and thus provide openings for
learning” (Sameshima, 2008, p. 54) about the world. A/r/tography as living inquiry does
not hide behind the guise of an objective science but embraces the subjectivity of
knowledge as embodied, relational and always “in the making” (Ellsworth, 2005, p. 1).
Hence, recognizing writing as a metaphoric concept opens up opportunities to negotiate
understandings about what writing can be as opposed to nailing down an answer to the
question of what writing is. “Guided Wanderings” is just one of many stories told about
writing and is my response to the call “to increase the number of stories that get told and
the actors who tell them” (Olson, 1999, p. 11), thereby contributing to “our fullness of
understanding” (Sameshima, 2008, p. 52) about what writing can be.
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In 1990, Anne Haas Dyson made an important contribution to our understanding
of early childhood literacy. She, too, used metaphor to critique the dominance of the
“scaffolding” concept in early childhood literacy development and pedagogy. She argued
that the scaffolding metaphor “alone cannot capture the challenge of responding to the
diversity of young children’s intentions in literacy activities” (p. 204). Instead, she
proposed an alternative metaphor for early childhood literacy learning: weaving. Dyson
explains,
Whereas scaffolding is a vertical metaphor, one that represents how those
who are more skillful support children’s progress within one activity,
weaving adds a horizontal dimension. It suggests how children’s progress
in any one activity is supported by their experiences in varied activities.
(p. 204)
Dyson uses the weaving metaphor to point out aspects of children’s literacy learning and
development that are overlooked in the scaffolding metaphor and offers new perspectives
through the concept of weaving. In other words, Dyson explores what each metaphor
hides and highlights (Lakoff & Johnson, 1980/2003) about early childhood literacy.
Dyson uses her critique to argue that, “We, as professional educators, must be cautious
that our own language does not constrain us. Terms like meaningful and scaffolding can
become meaningless if they keep us from seeing and allowing space for the diverse
intentions and resources of our children” (p. 212).
Taking up Dyson’s call, I have become more cautious about the ways in which I
am constrained by language. After this guided wandering experience, I will never teach
writing the same way--not the same as I did before and never again in the same way
twice. As a teacher, my experiences have opened my eyes to new ways of thinking about
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writing pedagogy. I now understand the pedagogical quandary that Post-Process theorists
describe: There is no grand answer to the question of how to teach writing (Breuch, 2002;
Pullman, 1999). Although practitioners have suggested that there is benefit in students’
crafting metaphors about how they understand the writing process (Knoeller, 2004),
writing is still assumed to be a process and students are encouraged to compare that
process to another concept. Asking students to consider how the writing process plays out
in their personal writing practices is a loaded question. The writing process must be
called into question as a metaphor in and of itself; instead, it is accepted as foundational
knowledge about what it means to write.
Instead, writing must be conceptualized in its own terms because writing is about
multiples--multiple paths, multiple locations, multiple guides--and I suggest that when
these multiplicities are acknowledged, writing is allowed to do its work. Writing’s work
moves from writer to writer, child to child, voice to voice, material to material, serving
each writer’s temporary purpose before it moves on. Thus, writing always begs the
question: Where will it go next?
As a writing teacher, I propose that writing will move on to new questions
because it is questions that drive the wandering that is writing. At this moment in my
living inquiry (Irwin & Springgay, 2008), I understand writing pedagogy as questioning,
but not the prescribed questioning that so often permeates curriculum. If I had not
engaged in a/r/tography, I would not have taken time to question the nature of writing,
and, consequently, I would not have noticed the value of questions’ producing other
questions. I was content with the idea that writers write to answer questions, but now I
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recognize that while writers do seek answers to questions, answers are temporary and it is
the questions that keep writers writing.
A/r/tography has shown me that writers’ questions can be windows into the ways
in which they interpret their situations in a public world (Kent, 1999). Following Dyson
(1990), I maintain “there is no best way to do literacy activities”; therefore, “decisions
about helping individual [writers] must be made by individual teachers” (p. 211). I add
that writing teachers should consider “decisions” as further questions to ask their students
in response to their writing inquiries. If our students are writing to interpret the world--to
engage in proliferate questioning--how can our questions serve as guides that “do not
impinge or claim to know the best outcome” (Ellsworth, 2005, p. 76) of writing? I
propose that a/r/tography offers an invitation for teachers, and their students, to consider
how questions can create openings for new writing experiences, beckoning them to
embark on their own wanderings.
I opened this dissertation by comparing it to a collage: a collection of bits and
pieces that have been cut, torn, and repurposed for my inquiry. As I temporarily bind
these pieces--postmodern picturebooks, Pierre Bourdieu, and writing-- I understand the
connections between them through adhesive theories that help me describe what writing a
postmodern picturebook has taught me about what it means to write. Although collage
entails a sort of permanent binding, I imagine an approach to understanding collage as
“in-the-making” (Ellsworth, 2005, p. 1), a medium where the connections between pieces
can be interpreted through multiple theories. Like collage, theory attempts to secure
meaning, but a/r/tography proposes that these are momentary encounters, or “exposures
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of meaning” (Springgay, 2008, p. 160) that seek to capture meaning, if only for a
moment. Therefore, my understandings about writing as a metaphoric concept are
temporary constructions that are not intended to replace the process metaphor. Instead, I
seek to perform an active “questing” (Irwin & Springgay, 2008, p. xxiii) for answers to
the question of what it means to write.
Writing a postmodern picturebook has shown me that as an a/r/tographer, I have a
responsibility to share my writing situations with others not for the purposes of changing
their actions or pedagogical perspectives but rather to share aspects of my living inquiry.
It is through this process of “stepping outside our own personal shell” (Irwin &
Springgay, 2008, p. xxxii) that a/r/tographers share their understandings with others along
the way (p. xxix). A/r/tography seeks not to disseminate knowledge but to “open up
conversations and relationships” where “meanings are negotiated by, with, and among
a/r/tographers as well as with their audiences” (p. xxx). My (re)presentations as well as
the understandings I articulate through theories of metaphor are intended to carve out
openings where our thinking about writing can “resist predictability, comfort, and
safety” (p. xxx) which beckons artists, researchers, teachers, and their students to
reconsider what writing can be.
Is writing always a process? Who said so? Why? What have we learned about
writing from the process metaphor? What have we missed? How do other metaphors
answer the question of what it means to write? Are we going to keep metaphors active, or
allow them to become extinct?
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As you leave this dissertation, I invite you to ask your own questions in hopes of
arriving at temporary answers, but most importantly, new questions--questions that are
catalysts to your wanderings because they allow you to continue asking: What is writing,
anyway?
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