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Epistemology of Arts Based Research and A/r/tography
Prologus

Abstract
How may an arts practice be considered a research
methodology? This thesis examines two arts-
integrating methodologies, arts based research and Knot
a/r/tography, to uncover their epistemological this quest begins with a question
constructs and philosophical positions. The inquiry twistedtight
begins with inquiry, a re/cursive/search for an coiled in a snarled nest the answer
appropriate methodology to allow both critical and I'workatit gently wntease the tangles
creative windows from which to gaze. Using a straighten the curls  anspring
unique, hybridized design involving educational the truth  will wafold
criticism (Eisner), the creative process of poetic find!
inquiry (Hawkins, Prendergast), and heuristic inquiry the in/side of one fold is the out/side of

another

(Moustakas), this thesis demonstrates that both arts
based research and a/r/tography resist positivism -
but for different reasons and to different effect. Arts
based research is a methodology that looks
structurally and constructively at the nondiscursive
symbolic system of art, and offers tools for
understanding the uncertain meaning in art.
A/r/tography is a methodology that sees knowledge as
rupture: it refuses to engage with positivist structures,
actively disrupts them, and finds knowledge through
disruption. Both methodologies prompt as many
questions as answers in regards to how art is a way of

knowing.

discover!

this task is not for the searing iron but

eyes wideshut
un~dulate gather
the flow the wa~ve
and and
and .4

bescribble the lines (artfully)
then hand over

hand over comb
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Proem

Getting It

What do I do when I do this:
scribble these lines,

dribble them, stumble over them,
worm them, squirm them,

leap frog hop them,

chop

them,

stay the rhymes

play them like a fish line?

I guess I hope to catch some sense,
pour it into a four-quart jar,

perch it on the mantelpiece,

throw a party, sip martinis,

call it art.

Is that what I do when I en-art my mind?
for no big reason, mind;

urged on not by hunger,

no raving thirst to save the waters —
change, blame, tame the waters —

just age old wonder

about all that is this warty world.

Is that enough?
must I shout, dart about,
art-act the page,
re-tra-ct,

spell it out,

space

the

lines

into

lists,

ist-tw em-th art-ap
restart, impart?

Well I will, if you wish,

to help you catch my drift,

though we could rather swim like fish:
(eyes)) ((askew)

gazing sidewise always,

yet ably able to see the wiggle—

and get it.
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Purpose of Inquiry, Research Questions

Research Area
This research project may be categorized as within the field of philosophy of education and

subcategorized as a topic within epistemology of the arts.

Research Topic
The epistemology that underlies two arts-integrating education research methodologies,

arts based research and a/r/tography.

Specific Research Questions
* What are the epistemologies that underlie two leading arts-integrating research
methodologies, namely that of arts based research and a/r/tography?
* How do the epistemologies that underlie two leading arts-integrating research

methodologies, namely that of arts based research and a/r/tography, compare?

Research Meta-Question

* How is art a way of knowing?

Purpose of Inquiry, Meta-Perspective

The above stated specific research questions offer a procedural entry and guide to
my master’s study. But my inquiry could be more fully described with the more expansive
question: How may an arts practice be considered a research methodology? That is, how
do arts-integrating education research methodologies view knowledge itself, and how do

they regard art as a way of knowing? What claims and assumptions about the nature of
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knowledge, explicit and implicit, are made by each of these research methodologies? How
do their conceptions of knowledge and of the epistemology of art compare? How may their
formulations be interpreted and evaluated? What beliefs, values, and constructs are they
based on? What epistemological issues do they raise? For what or for whom do they best
serve? And how might they serve me?

[ ask this last question because in my research project I am also implicating myself.
That is, while I begin this project with an analytic reading, directed towards elucidating and
comparing the epistemologies that underlie these arts-integrating methodologies, I then
use my reading and my analysis as a springboard towards an arts-prompted meditation. It
is equally in this meditation that I interpret and interrogate the methodologies, and the
epistemological issues that arise from them. And in doing so, I concomitantly consider how
my own arts practices, both as an artist and as an educator, may be considered a research
methodology and a way of knowing. What is my poetics of knowing? How do I understand
art as a way of knowing? How is art a way of knowing?

Thus, it can be seen that there are multiple layers to my research questions. Note
that, in this master’s thesis, I am not be able to complete my inquiry of the two above-
mentioned arts-integrated research methodologies, let alone the more expansive umbrella
question(s). However, this leads to another purpose of this project: the expectation that it
will form a foundation for a continuing inquiry, at the doctoral level, a study which would
be prompted by the following question: How may the epistemologies that underlie two
leading arts-integrating research methodologies, namely that of arts based research and

a/r/tography, be critiqued?
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Focus of Inquiry

As noted in the research questions, stated and discussed above, this study examines
the epistemology that underlies two arts-integrating education research methodologies,
arts based research and a/r/tography. In this study, [ examine the theoretical rationale put
forth by the authors of these methodologies, but it is important to underline that neither
methodology has a specifically formulated rationale or document. Instead, the authors of
both methodologies present their theoretic views over a number of writings. In my study,
as I examine theory, I am likewise working theoretically, combing these theoretical
documents to investigate the epistemological statements and beliefs of their authors. This
is not an easy task, given the depth, breadth and complexities of their writings, but by
circumscribing my task, I may work with specificity and particularity, and, in my critical
study, maintain a systematic and analytic focus.

It may be felt that by limiting myself to the theoretical statements of these
methodologies, and not discussing instantiations of their practice, I am likewise limiting my
discussion. I recognize this as a limitation - a useful limitation - of my study. [ am
interested in delineating the distinctiveness in the epistemologies of arts based research
and of a/r/tography, and in reflecting on their particularities. In my study, I focus on what
the authors of these methodologies have to say for themselves. In doing so, it is important
to underline that with both of these two methodologies there are no standardized
expectations of practice; no prescriptions; no systematizations. Thus, examples of
practices under the banner of either methodology are diverse, divergent, and seemingly
self-situated. I agree with Crotty (1998; see below) that all research is epistemological, and

[ see that every study applies its own unique epistemological lens. This is particularly the
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case with arts-integrating research, which, though it presents an epistemology, does not
impose it. It would be intriguing to examine examples of arts based research and
a/r/tography, to consider their epistemological correlations, but such a study is beyond the

purview of this master’s thesis.

Clarification of Terms of Reference

1. Critical, creative. In my methodological inquiry, [ speak about critical and
creative components of my work. But, it is important to note that the linguistic
nomenclature of the English language is limited and problematic here: the word “critical”
is conventionally set in opposition to “creative,” as in critical thinking versus creative
thinking (as noted by Bailin, 2001), with the former proffered as a means of a negative and
reductive catabolism, and the latter as a means of divergent or appreciative anabolism, and
with the analytic approach considered the ne plus ultra of research. This is not the
nomenclatural understanding followed in my work, by myself, nor by the methodologies I
am studying. In my work, the critical inquiry engages systematic, analytic, discursive
processes, and is expressed through prose. The creative inquiry engages nondiscursive
processes of affect, intuition, and imagination; it is expressed through poetry. However, the
delineation is not absolute; these components are distinguished to allow for alternative
conceptual frameworks, yet the processes are inter-related, not hermetic. And both
methods of inquiry are integral components of my study.

2. Methodology, arts based research and a/r/tography. Throughout my inquiry, |
refer to two arts-integrating research methodologies, arts based research and
a/r/tography. Itis important to realize that in doing so, I am denoting the theoretical

constructs of their authors, expounded over a number of theoretical writings. [ am not
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referring specifically to the authors, nor generally to the practices of either methodology,
but to the theory thereof, in particular, the abstracted, epistemological theory [ have
garnered from their writings.

3. Art. This study considers art, art practices and arts-integrating research. Should
[ define art? To define is to establish a delimiting tautology, which I am loath to do. |
expect that the readers’ understanding of art will be applicable in this inquiry. I suggest
that art may be viewed, very widely, as a creative practice, work, product, or expression,
engaging non-logical, non-systematic, non-analytical processes of mind(s), such as
imagination and intuition. Poetry, fiction, theatre, dance, paintings, sculptures, and music
are examples of art, but art could also be an installation, a meal, a game, an event, or an
activity.

4. Epistemology. This study is epistemological, as mentioned above, a study of how
art, art practices, and art-integrating research methodologies are a way of knowing. Before
continuing, it is worth reflecting on what this philosophical term, epistemology, means, and
why it is so important in research. Epistemology is widely defined as the study of
knowledge. Jonathan Dancy (1995), in the Oxford Companion to Philosophy, says it is “the
study of our right to the beliefs we have.” Thus, Dancy notes that epistemology is
normative. That is, with an expression of a particular knowledge proposition comes the
expectation of justification of that belief, as well as an expectation of judgement of the
rightness of that belief. Traditionally - traditionally meaning the Western tradition -
knowledge has entailed a quest for certainty: knowledge has been explicated as truth, or at
least as justified true belief (see Ichikawa, ]. ]., & Steup, n.d.). Yet, even traditionally,

epistemology has always been polemical, as the basis of what may justify belief has been
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viewed quite divergently. For example, an empiricist view is that there is a sure reality
beyond conscious minds, the knowledge of which is obtained by the experience of the
senses (Lacey, 1995). On the other hand, a rationalist view is that there are essential truths
prior to experience, the knowledge of which is obtained by reason (Lacey, 1995). The
above philosophies ascended in the eighteenth century, during the Western Enlightenment,
and have in common a belief in a world realized and ordered by a transcendent creator. In
either case, knowledge is uncovered, not created. Subsequently, doubts about this view of
reality resulted in alternative views of knowledge (Critchley, 2001). From the nihilism of
Nietzsche came a view of knowledge as an individual, existential choice. From the
socialism of Marx and Engels came a view of knowledge as power. This brief discussion
recounts that epistemology, the conception and study of knowledge, is, and always has
been, a contested subject. The divergence of views demonstrates that epistemology is
unavoidably ontological: one’s epistemology depends on one’s worldview. Research, as a
way of knowing, derives from one’s epistemological view. In research, one’s epistemology,
one’s view of knowledge, cannot be taken for granted, and nor can it be taken for granted

that a research practice follows a traditional or dominant paradigm of knowledge.

Context and Rationale of Inquiry

As noted above, epistemology, the study of knowing, has never been definitive or
static. The conception of what knowing is has changed with history: with ideological,
cultural, academic, and individual structures and beliefs. Thus, one may speak of
paradigms, of theoretical frameworks that have become conventionally accepted. Of
course, convention can be resisted; paradigms can, and do, change (Paradigm, 2004).

In early twentieth century, as technological achievements impressed Western
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civilization, scientific paradigms of research reigned supreme. Research presumed a
scientific methodology: systematic, linear, empirical, experimental, data-oriented, and
reductive, along with a concomitant epistemology that was objectivist and positivist. At
this time, faculties of education, along with those in other human studies, such as
anthropology, sociology, and psychology, categorized their fields as social sciences out of a
desire for the sense of credibility and justification lent by a scientific approach to research
and to knowledge. Then, mid-century, institutional and cultural epistemological views
shifted. Crotty (1998) notes several prompts to this shift. Firstly, he notes that
Heisenberg’s “uncertainty principle” - the idea that subatomic particles cannot be
predicted with certainty because their position is altered by the act of being observed -
diminished the construct of knowledge as based on an essential, fixed reality that required
a neutral observer to accurately assess (pp. 29-30). Crotty (1998) also notes that Thomas
Kuhn'’s concept of science - as a theoretical paradigm that scientists generally accept and
work within until anomalies force a shift, or revolution in thinking - highlighted the
influence of cultural and social values on scientific research (pp. 34-37).

Social values affect epistemology. In a postbellum Western world, diversity became
a social value, as well as an epistemological position. Eisner, among many other educators,
were dissatisfied with the “one-size-fits-all” behavioural model of education and searched
for alternatives. In the 1960s, qualitative research developed as phenomenological
approaches offered an alternative to the then-prevailing empirical and quantitative
methods of research (Qualitative Research, 2006) and allowed a wider investigation of
social issues. This qualitative turn prompted continued contemplation and practice of

alternative models of knowledge and of research - phenomenology, hermeneutics, critical
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theory and so on. However, the qualitative alternative to traditional scientific research has
not been without contention: in 1994, when an article by American physicist Alan Sokal,
published in a postmodern journal, turned out to be a hoay, it energized a furious debate
over the relative epistemological merits of qualitative versus quantitative; scientific versus
humanities research methods (Swartz, 2010). Contention notwithstanding, qualitative
approaches to research are currently very common throughout social research, including
the field of education.

Arts-integrating educational research methodologies developed out of qualitative
approaches to research, as artistically minded educational researchers, dissatisfied with
the traditional positivist paradigm of research, sought to incorporate the value of art into
their work, and to allow the art to engender new epistemological positions in research. As
one example, educational researcher Elliot Eisner developed the methodology he termed
arts based educational research and arts based research! in the 1980s2. Closer to home,
Canadian educational researchers Ardra Cole and J. Gary Knowles developed, when at OISE
during the mid-to-late 1990s, the approach they called arts-informed research (Knowles &
Cole, 2008a). And, at the turn of the millennium, educational researchers at the University
of British Columbia, Rita Irwin et al., developed an approach they termed a/r/tography

(Irwin, 2008).

1 Note that arts based research is not the same entity as arts based educational research, although Eisner and
Barone have been connected with both. Arts based research is a research methodology while arts based
educational research is titularly a special interest group of the American Educational Research Association
(AERA), whose purpose is to “[provide] a community for those who view education through artistic lenses,
who use a variety of arts-based methodologies, and who communicate understandings through diverse
genres” (http://www.abersig.com). Thus, AERA uses the term “ABER,” arts-based educational research, as an
umbrella term covering various arts-integrating research. Eisner and Barone have written about their work
under this terminology; see, for example Barone and Eisner, 2006.

2 According to Barone, 2008.
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Under the influence of these research schools, many arts-integrating research
educational projects have been carried out. Knowles and Cole’s 720-page Handbook of the
Arts in Qualitative Research: Perspectives, Methodologies, Examples, and Issues displays the
diverse range of art genres, inquiry methods, and research domains of arts-integrating
research (Knowles & Cole, 2008b). A book on poetic inquiry, by Prendergast, Leggo, and
Sameshima (2009), includes over a dozen examples of the use of this art form in research.
A review article by Sinner, Leggo, Irwin, Gouzouasis, and Grauer (2006) enumerates thirty
a/r/tographical dissertations, categorizing them by forms of inquiry, study focus, and
findings.

As is the case with all qualitative research, as arts-integrating research
methodologies proliferate, theoretical reflections into their use have also increased. Eisner,
the patriarch of arts-integrating research, wrote extensively throughout his careers3,
writings which will be examined in this work, along with those of Tom Barone, a former
graduate student of Eisner, and who is also associated with this methodology.
A/r/tography has no single spokesperson; Rita Irwin is the bellwether, but a/r/tographical
articles are usually multiply authored, as are all of the book-length works. I have found
that the anthology format is the rule for most art-integrating research works. Knowles and
Cole’s handbook is not only a prime example in itself; it serves as a reference list, as many
of its authors are joint authors and editors of other publications, such as Provoked by Art:
Theorizing Arts-informed Research (Cole, Neilsen, Knowles, Luciani, 2004). While such
anthologies are testament to the vigour of the field, their manifold nature precludes the

presentation of succinct, coherent statements of theory.

3 Note: Regrettably, Eisner passed away January 10, 2014.
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In addition to the above, other arts-integrating researchers who have written
theoretical expositions include Patricia Leavy, Graeme Sullivan, and Jan Jagodzinski and
Jason Wallin. Leavy (2015), in her book, Method Meets Art: Arts-based Research Practice,
portrays arts-integrating research methodologies as emerging from the work of
ethnographic sociologists, such as herself, from an effort to evocatively represent
researched phenomena. Sullivan (2005), in his book, Arts Practice as Research: Inquiry in
the Visual Arts, laments the perceived need of arts-integrated research to hitchhike onto
established social science and educational research methodologies and to limit the scope of
art in research. Rather, he believes that “it is possible to consider ‘the visual’ not only as a
descriptive or representative form, but also as a means of creating and constructing images
that forms an evidential base that reveals new knowledge” (p. 180). In his well-regarded
book, Sullivan develops a multi-dimensional model that relates the engagement of art
practice as research. His work draws from two sources, firstly, from Habermas’ triadic
categorization of knowledge interests, which Sullivan terms “technical, contextual, and
critical,” and which he describes, respectively, as knowing in order to control, knowing in
order to interpret, and knowing in order to transform (p. 95). Secondly, Sullivan’s work
draws from his interest in the epistemological possibilities of visual representations such
as the fold (p. 94), the braid (pp. 103-106) and fractals (pp. 106-107). While Sullivan
demonstrates an intrigue with visual representation, Jagodzinski and Wallin (2013), in
their recent book, Arts-based Research: A Critique and a Proposal, contrarily attempt to use

a Lacanian and Deleuzian point of view to interrupt the paradigm of knowledge as
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representation, proposing the concept of knowledge as an a-signifying becoming*.

Arts-based research may be burgeoning, but it certainly is not mainstream - neither
widely recognized, nor widely critiqued. Arts-integrated research seems to circulate
mostly in its own coterie, unattended by those who might be critical of such approach. Is
this because of the insularity of knowledge disciplines? Is it due to a lack of comprehension
of approaches and practices that may come across as esoteric or idiosyncratic? David
Pariser (2009), at Concordia University, is one critic who voices scepticism over the validity
of arts-integrating research, questioning its lack of scientific qualities. “Research,” Pariser
insists, “is grounded in normative science and is founded on a positivistic epistemology”
(2009, p. 2). On the other hand, Michele Forrest, at Mount Allison University, in
considering the value of arts-integrating research, asks: “What is the point of sneaking art
in the back door of the social sciences if, in doing so, one does not celebrate what makes art
distinctive?” (2007, p. 9). Arts-integrating research begets the question of what constitutes
social science, research, and knowing.

In my literature review, I have found no research that explicitly investigates or
compares the epistemological bases and warrants of arts-integrating research
methodologies. Yet arts-integrating research is not all of the same ilk. For example, as will
be seen in this work, as I examine in detail two arts-integrating research methodologies,
that of arts based research and that of a/r/tography, each offers a very different
epistemological position: the former takes a structuralist view of knowledge while the

latter is postmodern. This makes for an exciting comparison. It is both interesting and

4 Their mission: “Unfettered from the edicts of common sense, arts-based research might become a place for
the fabulation of a-people-yet-to-come, or rather, a people for which there exists no prior image, narrative, or
transcendent organizing principle” (p. 7).
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useful to examine the epistemological basis of two arts-integrating research methodologies.
By comparing these two methodologies, the distinctiveness of each is illuminated, allowing
each to be highlighted, also encouraging further reflection on their particular situation and
value in research. Furthermore, by comparing these two contrasting methodologies,
distinct and divergent conceptions of art as a way of knowing are brought forward for

contemplation.

Part One: Modus Operandi

Methodology

Preamble: Unfolding and Recursive Inquiry as a Route to Methodology

Before one can commence an inquiry to answer one’s research questions, one must
have some kind of a plan of action - a modus operandi. The funnel model is a widely used
and widely recommended tool for organizing research (Marshall & Rossman, 1999; Punch,
2006; Russell, 2012; Griffith University, 2012; Lakehead, 2012). This conventional model,
comprising the steps of identifying a research topic, composing questions, formulating a
design to answer the questions, collecting data, analyzing them, and thus determining an
answer to the questions, is proposed as a way of streamlining the process of designing
research by ensuring it fits into the same model which will then be used to structure the

research process. That is, the model is a framework that presupposes and encompasses a
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research methodology that is systematic, linear, empirical, experimental, data-oriented,
and reductive; along with a concomitant epistemology that is objectivist and positivist.>

However, what if one’s conception of knowing includes emotion, embodiment,
intuition, subjectivity, inter-subjectivity, ideation, ideology, self-development, and
transformation? What if one’s strategies of knowing include reflection, argument,
persuasion, theory, idea and question generation, narration, dialogue, and artistic
processes? Where does the funnel model allow for creativity? A conventional model of
research would not work for arts based research, or for a/r/tography, the arts integrating
methodologies I am studying, and nor would it work for mine.

“Every piece of research is unique and calls for its own unique methodology,” notes
Michael Crotty, research epistemologist, in his book on the philosophy of research (1998,
pp- 13-14). “Method must lend itself to topic,” says educational researcher Monica
Prendergast (2009, p. xxii). The first demand of my study, then, has been to form a
methodology, which I have done by first conjecturing the needs of my methodology and
then embarking on my epistemological study of arts-integrating research models long
enough to ferret out and connect to appropriate methodologies and recursively apply them
to my needs. In my search here, I conceive of methodology, after Crotty (1998, pp. 3-7), as
a broad plan of action for answering one’s research question, a plan that emerges from a
theoretical rationale, and that leads to, and incorporates, a design, structure, or framework.

Crotty (1998) notes four elements of research: epistemology, theoretical
perspective, methodology, and methods. While he stresses that a conception and view of

knowledge underlies all research, he notes that

5 A depiction of the conventional model of research, with the image of a funnel used to describe the process, is
presented in Appendix A.
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not too many of us embark on a piece of social research with epistemology as our

starting point. . .. We typically start with a real-life issue that needs to be addressed,

a problem that needs to be solved, a question that needs to be answered. (p. 13)
Likewise, I began my research with wondering about art as a way of knowing. My initial
contemplations led to the formulation of two research questions, as listed above, with their
task of describing and comparing arts based research and a/r/tography (and an eventual
third question, involving the task of critiquing). These questions are useful in their specific
tasks, yet they serve the greater epistemological query of pondering art as a way of
knowing. In pondering this, [ am attempting to fulfill a personal passion in constructing for
myself an understanding (a theory, an epistemology, a poetics) of the meaning of art.
Cognizant of this, | see the development of my methodology as a means whereby:

1. a cogent and systematic analysis of the epistemology in arts based research and

a/r/tography may be undertaken;

2. the issues prompted by arts based research and a/r/tography may be

aesthetically interpreted;

3. and my subjective understanding and investment in this study may be espoused.

[ require a unique methodology that particularly responds to the aims and
requirements of my study. Developing that unique and appropriate methodology is an
integral and essential aspect of my inquiry. It is an epistemological inquiry, in itself. Itis
also an enormous and disquieting undertaking, as Knowles and Cole (2008c) relate in their
article, “Using an Arts Methodology to Create a Thesis or Dissertation:

To complete a thesis or dissertation is a formidable task in itself, and new scholars

and their supervisors working with arts-related approaches face additional
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challenges that make the thesis/dissertation journey all the more full of uncertainty

and surprises. Risk taking, courage, openness to unknowing, and tolerance for

ambiguity . .. are prerequisites for developing an arts-related project. ... Creativity

is at the heart of the enterprise. (p. 519)

To orient my project, [ have taken what Keith F. Punch refers to as an unfolding
approach to research. In his 2006 book, Developing Effective Research Proposals, Punch
distinguishes an unfolding research design from what he calls a prestructured research
design (p- 13). Punch notes that the prestructured approach is the conventional approach
to research, in which the research methodology follows an empirical approach and where
the research questions, investigation, analysis, and evaluation follow a highly structured,
predetermined format (pp. 13-14; 36-38; 70-72). By comparison, Punch describes an
unfolding approach as one in which the research questions and the investigative format
emerge as the study evolves. Punch suggests that the prestructured approach is suitable
for quantitative research, while qualitative research may prefer the latter approach. |
believe that Punch is relating that with some qualitative research, much study may already
have occurred prior to the point where research questions and design can be specified.
Such has been the case with my research project. Before I could begin to describe, compare
and critique arts based research and a/r/tography, I have had to study them as well as
other arts-integrating research methodologies in order to recursively devise a framework
for my study, which I will now describe.

The methodology of my study is hybridized, engaging a critical, a creative, and a
heuristic inquiry; incorporating elements of educational criticism (Eisner 1991, 2002a,

2002b), an intuitive creative process (Hawkins, 1991), poetic inquiry (Prendergast, 2009)
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and heuristic inquiry (Moustakas, 1985, 1990). While it generally follows the structure and
nomenclature of a traditional framework, it sometimes re-appropriates traditional terms,
such as “data” and “data acquisition,” and other times it adopts less conventional terms,
such as “proem” and “parvum opus.” It involves a tripartite design embracing and
integrating critical, creative, and subjective elements. It is communicated in written form,
using a prose essay with poetic excursions. A diagram of my research design is found in

Appendix B.

Critical Inquiry

My thesis report begins with a critical inquiry, an investigation of the research
methodologies of arts based research and a/r/tography, wherein I examine closely and
carefully what these methodologies say about knowledge itself and how they consider art a
way of knowing. I review and compare these two epistemological constructs. This critical
examination is structured by what Eisner calls educational criticism.

Eisner discusses his concept of educational criticism in several of his books,
including his 1991 work, The Enlightened Eye: Qualitative Inquiry and The Enhancement of
Educational Practice; his 2002 book, The Educational Imagination: On the Design and
Evaluation of School Programs®; and his 2002 work, The Arts and the Creation of Mind.
Eisner defines criticism, after John Dewey, as “the re-education of perception of the work of
art,” (2002a, p.187) and says that good criticism should “help others see what they
otherwise may not have noticed and, if noticed, not understood” (p. 187).

Eisner (1991, 2002b) relates four dimensions to educational criticism: description,

6 The Enlightened Eye has gone through two editions: 1991, 1998; The Educational Imagination has gone
through three editions: 1979, 1985, 1994/2002; I reference the editions I used in my study.
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interpretation, evaluation, and thematics (sic). I like that these dimensions are meant to
apply equally well to a critique of either artwork or academic work. Description, says
Eisner, is “an attempt to identify and characterize, portray, or render in language [the]
relevant qualities” of a work (2002b, p. 226). Eisner also relates description as an “incisive
rendering in an expressive medium” (2002b, p. 226). Furthermore, he states that
description should be evocative, allowing the reader to “participate vicariously,” to
imagine, or to connect through imagination (2002b, pp. 226-229). He also notes that
description, as the dimensions of educational criticism, is necessarily subjective, as the
critic focuses her particular attention and unique perceptions on the study at hand.
Description, as all of the dimensions of educational criticism, may be subjective and
creative, yet incisive and analytical. Interpretation offers explanation, for example, of the
ideas or ideology of a piece of work. Evaluation, says Eisner, “requires judgments about
merit” (1991, p. 188), about “value” (2002b, p. 231), based on the “application of
educational criteria” (2002b, p. 232). Eisner espouses strong principles regarding
evaluation, as will be discussed in my descriptive analysis of arts based research. For now,
[ note that Eisner believes that evaluation in the arts cannot be achieved by standards, by
quantitative measurements, but by judgements whose warrant depends on the
establishment and application of criteria appropriate to the work itself (Eisner, 1995;
Eisner 2002a, chps. 6-7; Barone & Eisner, 2012, chp. 8). And finally, Eisner suggests that
thematics, the fourth dimension of educational criticism, consists of deriving
generalizations, distillations, or conclusions about the issues in the work one is critiquing
(Eisner 2002a, pp. 188-189; 2002b, p. 233).

While these four dimensions suggest distinct and linear steps, and while [ am using
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them as a framework, as sequential signposts, in my study, Eisner notes that, in fact they
form part of an integrated process (2002a, pp. 188-189). This integration may especially
be noticed in my creative work (poetry), which may be seen, betimes, as descriptive,

interpretive, and evaluative. Please note that in the subsequent subsection on methods, |

further elaborate on the analytic procedure of the critical inquiry.

Creative Inquiry

[ believe that just as one cannot swim without getting into the water, one cannot
understand the epistemology of art (or art-integrated research) without the involvement of
art. Thus, this study also involves a creative inquiry. A creative inquiry allows a unique
way of knowing, one that differs from a scientific or positivistic way of knowing, the study
of which is the entire point of this thesis and thus cannot yet be summarized. However,
from my study to date of arts-integrated research methodologies, | know that the epistemic
issues go beyond the formal, categorical, rational elements associated with critical inquiry
into other dimensions of knowing, such as the sensory, emotional, social, and existential.
While such dimensions may certainly be studied through systematic, analytic processes,
accessing them through an artistic approach prompts a different understanding - an
“epistemic seeing” says Eisner (2002a, p. 89). What does an artistic approach to knowing
involve, and how may it be described as methodology? Alma Hawkins, an American
choreographer, art therapist, arts researcher, and founder of the dance studies department
at UCLA, wrote extensively about her conception of the creative process, and I adapt it for
my own use here (Hawkins, 1991; Cancienne, 2008, p. 401). Hawkins applied this process
to the creation of art; it may be equally well applied to the creation of poetry.

Hawkins describes the act of creation as an intuitive process involving the following
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phases: sensing; feeling; imagining; transforming, and forming. How do these phases apply
to my creative exploration of the ideas, issues, problems prompted by my comparison of
arts based research and a/r/tography?

Sensing involves taking in sensory input and being aware of the inner sensation that
results. In terms of the research experience, this could be applied to the reading process
(literature study). Reading offers data, which in critical analysis becomes fodder for an
examination of argument, for a reaction of agreement or disagreement. In the creative
process, | read and allow myself to intuitively react. Feeling is that reaction; it is an
embodied response which, all the while experiencing, I take note of. I attend to my feelings,
my sense of agreement or conflict, my sense of surprise, dissonance, wonder, curiosity,
complacency, assurance, reassurance, defensiveness - whatsoever be the feelings that
arise. Sensing and feeling are experiential processes, which lead to the next few steps,
which are still experiential, but also experimental. Imagining involves linking feelings to
sensory images’, or aesthesias, and vice versa, linking sensory images to feelings.
Imagining involves freely associating, projecting, or transmediating from one sensory
domain to another (synaesthetizing). Note that for a creative writer, words themselves
become not just linguistic symbols, but artistic images. When [ imagine, | am free to go
beyond the conventional, the rational, and the logical. [ am guided instead by my
impressions, reactions, associations, intuitions — by my embodied feelings. Transforming
involves letting these sensory images develop and evolve into aesthetic patterns, situations,
scenarios, designs, and ideas. It involves engaging the language of aesthetic media as well

as aesthetic devices. When I create poems, transforming involves exploring my artistic

7 Note that images are often defined as visual representations. In the arts, the term, image, means a concrete
representation of any sensory experience (Holman, 1980).
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images and ideas in the form of poetic devices such as figurative language, tropes, irony,
rhythm, word and line order and placement. Forming is expressing inner ideas in an
outwardly communicable form. In the context of this research project, forming is the
formal act of registering my feelings and ideas regarding the data in the form of poetry.

The artistic genre that I have chosen, poetic inquiry, will be further discussed in the
subsequent subsection on methods. At this point, note that although I am describing the
two main components of my research separately, as distinct epistemological processes, in
fact, they form part of a more complex, interconnected research system, as the two

components reverberate with each other.

Heuristic Inquiry

And this brings us back to the unfolding. I began this section on methodology by
describing my research project as taking an unfolding approach. I described the unfolding
approach as one in which the study does not rigidly predetermine the questions and
research design, but allows these to emerge and evolve as the study progresses. This is
useful in a qualitative study, especially when the initial questions are discovery oriented;
when findings may change the initial question, or bring up unanticipated responses, or
prompt a discussion of hitherto unrecognized issues. But the idea of discovery,
unanticipated responses, hitherto unrecognized issues, is itself an epistemic idea, an
assertion that knowledge is not just a matter of using a prestructured methodology to test
and un-cover pre-existing realities, but also a matter of participating in the creation of

meaning.8

8 Such is the case, for example, with the discovery learning approach of educational psychologist and
constructivist theorist Jerome Bruner (1960).
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Another research methodology I have engaged, which works well with Punch’s
conception of an unfolding approach, which encompasses the subjective, and which allows
the critical and creative components of research to work meaningfully together, is that of
Clark Moustakas’ (1985, 1990) methodology of heuristic inquiry. Moustakas and fellow
researcher Bruce Douglass, describe this method in their 1985 conceptual essay, “Heuristic
Inquiry: The Internal Search to Know.” In this article, the authors describe heuristic
inquiry as “a search for the discovery of meaning and essence in significant human
experience” (p. 40), and they state that it entails “a subjective process of reflecting,
exploring, sifting, and elucidating the nature of the phenomenon under investigation” (p.
40). Heuristic inquiry is phenomenological in that it sees meaning as something that arises
from lived experience. But unlike classical Husserlian phenomenology, in heuristic inquiry,
the research does not bracket off the experience, but remains passionately connected to it
(p- 43). Thus, in this model of research, the researcher is directly implicated and involved;
data is pursued through “the intimate and authentic processes of the self” (p. 40). “Itis the
focus on the human person in experience and that person’s reflective search, awareness,
and discovery that constitutes the essential core of heuristic investigation” (p. 42).

It is also pertinent to note that heuristic inquiry is not synonymous with the
psychological concept of heuristics, in which the term refers to a cognitive shortcut or
mental rule of thumb. Rather, heuristic inquiry connects to its etymological origin, the
Greek word heuriskein, meaning to discover or to find (Moustakas, 1990, p. 9).

In the earlier article, Moutaskas and Douglass (1985) outline steps that would be
involved in heuristic research, namely, immersion, acquisition, and realization. In later

writing, Moustakas (1990) expands these into seven phases: initial engagement; immersion;
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incubation; illumination; explication; creative synthesis; and validation of the heuristic
research. The phases are not meant as a prescribed sequence, and I do not them as such in
my research. What I think is important, and what I take from heuristic inquiry, are the
meaning-making processes involved, which Moustakas considers deeply in his writings.

Moustakas notes that one begins research through immersion and he says that
“vague and formless wanderings are characteristic in the beginning” (Douglass &
Moustakas, 1985, p. 47). Of course, Moustakas does not expect this sense of uncertainty to
continue, suggesting that through focused reflection, “a growing sense of meaning and
direction emerges as the perceptions and understandings of the researcher grow”
(Douglass & Moustakas, 1985, p. 47). This focused reflection Moustakas calls (after
Polanyi, 1964, 1969, 1983) indwelling, and he describes it at length in his writing, calling it
“the willingness to gaze with unwavering attention and concentration into some facet of
human experience in order to understand its constituent qualities and its wholeness”
(Moustakas, 1990, p. 24). Moustakas emphasizes focus and discipline in the research
process, all the while following a reflection that is intuitive, tacit, subjective, and inter-
subjective. [very much relate to Moustakas’ description of immersion, of wandering and
wondering; this has comprised a long period of my research, and, in fact, is a continuing
phase, as the scope of my study is not completed with this master’s thesis (and, indeed,
perhaps it never shall be).

Moustakas’ model focuses on the use of personal reflection, of turning inward, as a
means of comprehending a phenomenon or experience. Moustakas acknowledges that
what constitutes data acquisition will vary depending on the specifics of the research

project, yet promotes the idea of dialogue, both with research participants (Moustakas,
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1990, pp. 46-49) as well as with oneself (i.e. self-dialogue; pp. 16-18). I can relate to
Moustakas’ conception of data acquisition, as, in my case, [ am in “dialogue” with other
researchers through their writings and with myself through my poetic reflections.

Where the reflective period of immersion and incubation leads, Moustakas
promises, is to a point of realization, “a unifying picture” or “Gestalt” (Douglass &
Moustakas, 1985, p. 47). In his later writing, Moustakas (1990) expands the phase of
realization to include the components of illumination, explication, and creative synthesis.
This is a useful expansion, elaborating on what one might do with one’s insights, after the
moment of gestalt. Moustakas suggests that one must then try to make sense of the gestalt,
to interpret and explicate it. He suggests that after illumination, “concentrated attention is
given to creating an inward space and discovering nuances, textures, and constituents of a
phenomenon” (p. 31). This is very much what occurs in this study, as [ try to understand
the epistemological nature of arts based research and of a/r/tography.

Moustakas’ model culminates in a creative synthesis. Moustakas stresses that a
creative synthesis is not merely a conclusion or a summary, but “a new reality” (Douglass &
Moustakas, 1985, p. 52) and “a comprehensive expression of the essences of the
phenomenon investigated” (Moustakas, 1990, p. 32). Here, my methodology differs from
Moustakas. Firstly, I do not know whether an essence can ever be pinned down, much as |
agree that insights may be found, may interpret and illuminate. Thus, I would not say that
my inquiry will ever culminate in one creative synthesis. Rather, [ think that each step of
work that [ undergo creatively synthesizes, or gathers, from previous steps. Accordingly,
my methodology has been synthesized from my initial readings, and the subsequent

comparative analysis of arts based research and a/r/tography is an application of my
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methodology. Furthermore, my methodology includes a poetic inquiry, which presents
numerous creative discernments, though these may relate more to Moustakas’ idea of
Gestalt, of cumulating insights, rather than of culminating syntheses.

As noted above, Moustakas’ description of the epistemological processes of heuristic
inquiry correlates extremely well to that of an unfolding approach to research. Heuristic
inquiry encompasses the exploratory nature of an unfolding approach to research and yet
also offers an epistemological explanation for how clarity of direction and findings will
come about: “The indwelling process is conscious and deliberate but not logical or linear.
One follows clues wherever they appear and then dwells inside them expanding their
meaning and associations until a fundamental insight is achieved” (Moustakas, 1990, p. 24).
This associative process may seem at odds with the with more categorical aspects of
educational criticism, which [ am using for systematic analysis, but as may be seen later in
the descriptive review of arts based research, the heuristic model does fit well with arts
based research’s concept of qualitative reasoning, which likewise proposes an
epistemological approach of immersion with material until an insight is gained.

[ note that initially, in investigating educational criticism and heuristic inquiry as
methodology, it seemed to me that the phases of heuristic inquiry would correlate to the
sequential phases of educational criticism, with the initial phases of heuristic inquiry, of
immersion and acquisition, corresponding to the stages of description and interpretation of
educational criticism, while the phase of realization would correlate to the stages of
evaluation and thematics, but I have found this not to be the case; in both cases, but
particularly with heuristic inquiry, the meaning-making processes are porous and

integrative. Ultimately, I think it is important to consider the model of heuristic inquiry as
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dynamic rather than static, as a non-linear rather than as a sequential pathway, as process
rather than structure, and as recursive, as a process that ends only to begin anew. Thus, I
work my way through the heuristic arc in both micro and macro levels as | engage in my
master’s study, and will then continue the process as I further my epistemological study of

arts-integrating research at a doctoral level.

Postscript (Another Ambling and Unfolding)

[ mentioned in my discussion of the unfolding model of research, above, that an
inquiry may already be well underway by the time research questions, format, and
procedures are delineated. What has evolved in my study is an awareness that not only
one’s research, but also one’s methodology incurs a philosophical and epistemological
position. The above section has described my methodology, not merely as procedures or
tasks but as an unfolding path to knowledge. This entire study is an exploration of
knowing: what it means to know; how art is a way of knowing; what is my epistemology;
my poetics of knowing. At this point, in this study, I see that my epistemological lens, like
that of the methodologies I am studying, is non-positivist. My inquiry unfolds not as the
uncovering, of facts, nor of proving an argument, but of engaging with, interacting with, and
interpreting another’s communication, aware that this is a limited, incomplete, always
tentative and frail human position. All the same, I see that my poetics looks at knowledge
as both personal and holistic. My tripartite research design encompasses a circle of
knowing: knowing through the mind, through the body, through the spirit; through reason,

imagination, and intuition; through bones, flesh, and blood - wholly.

Poetic Excursus
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Wholly

It isn’t enough to know, just thinking
If I think, therefore I am

And if I am, herefore I stand

So I must know with all mine own.

With my own eyes, I must see the fit

With my own ears, it must sound right

How can I know, unless I sniff

and smell who before me has known?

How can I know, unless I taste?

Always I hope for lemon gelato or creme brulée
but what if it tastes like an aspirin stuck sick

in the back of the throat?

What if it tastes like the mucous of a snail trail?
I've not tasted snail snot —

What would that taste like?

And what it touches like —

I must be able to run my fingertips over its texture
Is it smooth or rough, and in what way —

smooth as the glossed glass of Toronto skyscrapers?
or smooth as a cleaned, creamed baby’s bum?
rough as scraping my elbows on pavement?

or rough like the wool tweed of a fiddler’s cap?
And feel the pattern —

Is it regular, repeatable, as the two-times table?
Are there unexpected breaks

fractures sharp as shattered glass?

Or fissures of eroded time?

It isn't enough to know with my brain

with grey convolutions, synapses and straw-coloured fluid

cerebral

I must know with my heart

With my bones, my blood, my bladder, my bunions
I must know within my self.

With whole, wholly, self must I know

I must strip to nothing and stand on the edge
Open armed, I must spin full circle

Let sun wind rain me, weather me

wrinkle me

whistle me

whisk, whiz

whoosh.

30
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Methods

After Crotty (1998), [ am distinguishing methodology and methods, the former
encompassing the framework of my research and my plan of action (modus operandi), and
the latter comprising the activities and tasks to carry out my plan. In this section, I will

look at each of my methodologies and describe the methods I will therein apply.

Educational Criticism Method

The critical component of my inquiry consists of describing and comparing the
methodologies of arts based research and a/r/tography in a systematic and analytic way,
using Eisner’s educational criticism as a framework. To facilitate a systematic and analytic
perusal of the authored works that comprise the two methodologies under study, I have
generated a list of twenty questions. This list serves as prompts for deliberation, not as a
standardized tool or checklist. Note that these questions go beyond the description of arts
based research and a/r/tography, into the interpretation, evaluation, and thematization of
the epistemological concepts of these methodologies, spanning all the phases of
educational criticism delineated by Eisner. Furthermore, they go beyond the critical
component of the research and offer a springboard to engage in a subjective and

imaginative reflection on the issues. The question list may be found in Appendix C.

Creative Process Method: Poetic Inquiry

In the above section on methodology, I described a process of intuitive creation,
using the ideas of dance choreographer Hawkins. The actual method of creation will be
that of poetic inquiry. Poetic inquiry could be, and indeed is, considered a methodology, a

research strategy. Monica Prendergast, Laurel Richardson, Carl Leggo, and Sandra
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Faulkner are several arts-integrating researchers who define themselves through this
methodology. Prendergast, Leggo, and Sameshima have edited a book on poetic inquiry,
Poetic Inquiry: Vibrant Voices in the Social Sciences (2009). In the opening chapter
Prendergast discusses the field of poetic inquiry, noting its “hybridity and heteroglossia” (p.
xx) and that the term is “an umbrella to cover multiple terminologies” (p. xx). Perhaps
poetic inquiry is better seen as methodologies, rather than a methodology. Prendergast
considers poetic inquiry as a qualitative research practice that is focused on meaning, on
expressing human experiences, the inherent lyricism of which, she says, poetic language
and devices are most effective in conveying. Prendergast asserts, “in my opinion, the best
poetic inquiry will carry within it the power to move its audience affectively as well as
intellectually” (p. xxii).

Initially, I had thought to use poetic inquiry as a methodology, but as my study has
unfolded, [ have decided that this vast pluralism makes it difficult for me to relate a
theoretical rationale for its use, thus [ have decided to categorize the use of poetic inquiry
as a method rather than a methodology. Prendergast (2009) relates three approaches, or
voices, of poetic inquiry: vox theoria; vox autobiograhia/autoethnographia; and vox
participare, although she acknowledges conceptual overlap between them. Vox theoria,
she categorizes as poetry linked to theory in a discipline or field, while vox
autobiographia/autoethnographia, is poetry written from field or research data, and vox
participare is poetry written from interview transcripts or from participants themselves (p.
xxii). Thus, Leavy (2009) and Faulkner (2005), who emphasize the use of poetic inquiry as
a tool in the representation of data in ethnographic research, would employ the latter two

methods. In my research, I use poetry as a means of contemplating epistemological issues,
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which would thus be considered the first method, vox theoria.

A significant and contentious issue in using poetic inquiry as a method of research,
one that prompts epistemological considerations, and one that comes up in Poetic Inquiry:
Vibrant Voices in the Social Sciences (Prendergast, Leggo, & Sameshima, 2009), is that of
communicability. In this book, there is much discussion regarding the literary merit of
research poetry, including how artful a poem must be to be accepted as poetic inquiry.
While there is no discussion of how comprehensible a poem must be to be accepted as
research, there certainly are assertions about whether art in research requires explication.
In this text, many artists express resentment, even anger, at the suggestion that their art
would need “translation.” Educator and creative writer Jane Piirto states, “That an artist
should have to explain the work of art is anathema to many who work seriously and with
intention. . .. To explain my literary novel is impossible, for only now, 15 years after [ wrote
it, am I seeing it” (2009, p. 83). Eisner, however, as will be noted in the description of arts
based research, below, encourages such translation as part of the task of educational
criticism. Eisner (2002b, p. 213; perhaps following Socrates) uses the metaphor of a
midwife to depict this task as a noble gesture of birthing knowledge. In this light, [ have
written a poetry gloss as an aide to comprehending the research significance of the poems
of my thesis (see Appendix D). On the other hand, I trust that the poems do stand on their
own. As poet psychologist Kay O’Connor warns, “If the poem does not succeed without
these [after]words, these [after]words cannot succeed even with the poem. If [ were you, I
wouldn’t read them” (as quoted in Prendergast, 2009, p. xxxi).

What I think is even more valuable than an explication of the poems in a poetic

inquiry is an ability to read and understand poetry oneself. How does one read a poem? I
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believe that first and foremost, to read a poem, whether a “research poem” or an “art
poem,” requires an appropriate attitude. To start, [ think this means accepting poetry
reading as engaging in a conversation, a conversation involving non-objectivist language.
While poetry may assert statements, it does not do so through logical argument. The
language of poetry is literary and thus, a fluency in being able to decipher its sign system -
the artistic devices used to carry meaning - is helpful. Hence, annotations, such as the gloss
[ have written, may be of great help. However, understanding poetry is not just a matter of
intellectual decoding; poetry is also a lyrical conversation involving senses, feelings and
imagination. Hawkins’ methodology is apt here, as a guide. [ recommend entering the
poem sensually, allowing yourself to concretely experience the images in a poem. I also
recommend reading with empathy, feeling and sharing the emotions of the poem, and
relating them to your own experience. I recommend reading the poem intuitively,
heuristically, as the poem may work a logic that is not rationally apparent. Here, again,
attitude comes in: to read a poem, a tolerance of ambiguity is essential, as double entendre,
and even polysemy, is a fundamental characteristic of literary language. In that poetry is a
conversation, the inherent multiplicity of interpretation is an invitation for the reader’s
response. And in that poetry is a conversation, etiquette is involved. Poet Eve Merriam
(2006, p. 7) advises:

Don't be polite.

Bite in.

Pick it up with your fingers and lick the juice that

may run down your chin.

It is ready and ripe now, whenever you are.
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Heuristic Synthesis Methods
In the above section on methodology, I have presented and discussed heuristic inquiry as a
methodology. In addition to describing the phases of heuristic inquiry, Moustakas (1990)
also describes more specific practices of heuristic inquiry, which he summarizes as:
identifying with the focus of inquiry; self-dialogue; tacit knowledge; intuition; indwelling;
focusing; and the internal frame of reference (pp. 15-26). Some of these practices - self-
dialogue and indwelling - have been described already. In the others, Moustakas points out
further qualities of a personal, creative inquiry. As these qualities have not yet been
discussed in this proposal, it is worthwhile to discuss them here. In identifying with the
focus of inquiry, he addresses the need for empathy (pp. 15-16). Tacit knowledge is a
concept he draws from the well-known scientist and philosopher, Michael Polanyi.
Polanyi’'s famous quote, “We know more than we can tell” (as cited in Moustakas, 1990, p.
20), acknowledges the contribution of passion, values, imagination, and intuition in the
formation of personal truth and meaning. Moustakas particularly emphasizes intuition in
the development of knowledge, a quality he believes is very important in the discovery
process that leads to a gestalt: “Through intuition I reach beyond the scope of my usual
perceptual abilities and discover knowledge and meaning unexpectedly and implicitly”
(Douglass & Moustakas, 1985, p. 50). By focusing, Moustakas (1990) not only alludes to the
rigour of his methodology, but also to the benefit of a “relaxed and receptive state [that]
enables perceptions and sensings to achieve more definitive clarification” (p. 25). Finally,
Moustakas emphasizes the importance of the internal frame of reference in research; that it
is important for the researcher to be aware of her own motivations, as well as those with

whom she is in dialogue (pp. 26-27). It is important to emphasize that the method of
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heuristic inquiry does not consist of steps or procedures and corresponding results.
Rather, heuristic inquiry is a research methodology that emphasizes psychological
attributes and practices that enfold the research process. I have used, and continue to use,
these heuristic methods in my contemplation of epistemology of art. Note, too, that

heuristic qualities may also serve in the reading of research!

Poetic Excursus

ten thoughts
1.

a mouse maze of streets
and a map in a strange tongue
my journey begins
2.
art experiment
itchy questions twitch the quest
not hypotheses
3.
shall i study the
taxonomy of a rose
to learn about love?

4.
like solomon’s knot
twisting around, how do

i know that i know?
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5.
many times i’'ve known
truly what will come to pass
every time i've cried
6.

i thought i knew you
once but now, as i think twice
i know i know naught
7.
all i claim is that
i was born from love and so
i was born to love
8.
bread crumbs on the floor
butter in the sugar bowl
shall we play a tune?

9.
sunrise to sunset
the sun beats across the sky
my heart clocks the time
10.
if poems were read
as answers why would we keep

on asking questions?

37
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Part Two: Parvum Opus

Description of Arts Based Research and A/r/tography

Introduction

In this section, [ will describe the epistemological foundations that underlie the arts-
integrating research methodologies of arts based research and a/r/tography. Note that
these methodologies do not set out to present epistemologies - theories of knowledge - per
se. Rather, their authors present and argue for their visions of arts-integrating research.
Their methodologies are theoretical, not procedural. Though they are not explicitly
epistemological, they do purport a route to knowledge. While their authors make
numerous statements regarding their views of research, knowledge, and knowing, they do
not extensively relate these in terms of their epistemological basis. Nor do they detail their
philosophical stance. Nonetheless, a close reading of these methodologies uncovers their
epistemological issues and frameworks.

Both arts based research and a/r/tography share many things in common. They are
both research methodologies developed by university academics. Both advocate strongly
for the incorporation of art into a research practice. Both have a social mandate, in the
engagement as well as the outcome of research. Both see their research as of benefit to the
social realm that is education. Both portray this benefit as coming about not from
disinterested researchers, nor from researchers impelled primarily by a mandate of
systemic social critique and change, but from subjectively engaged researchers, immersed
in, and passionately responding to their lived social situations. Although both

methodologies include researchers who identify as artists (a situation more strongly the
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case with a/r/tography than arts based research), both use written, discursive language to
present their visions, ideas, and points of view. Neither methodology employs art as a
means of explication, although both refer to examples of arts-integrating research and both
integrate examples of art when discussing aesthetics (e.g. Eisner in his 2002 book, Arts and
the Creation of Mind; Irwin in her 2003 article, “Toward an Aesthetic of Unfolding In/Sights
through Curriculum”). Eisner and Irwin are connected more strongly to the domain of
visual art, although their commentary applies to any art form and researchers connected
with each methodology have applied them thus - Barone, for example, to narrative
research, and Leggo, to poetic inquiry. Most significantly, both methodologies act in
resistance to the traditional positivist research paradigm. Their entries in the 2008 Sage
Encyclopedia of Qualitative Research Methods both make reference to this position and, as
they are written by the researchers themselves (Tom Barone in the case of arts based
research; Irwin in the case of a/r/tography), it is worthwhile quoting them here. In his
entry, Barone writes that arts-based research not only “entails a shift away from the
traditional objectivist epistemology identified with most social science research” but it
often “transgresses” against conventional understandings of the social world (Barone,
2008a). And Irwin writes that a/r/tographers “interrupt taken-for-granted ways of
knowing” (Irwin, 2008). [ will describe arts based research, the older methodology first,

then proceed with a/r/tography.

Description of Arts Based Research
Arts based research and a/r/tography hold in common a sense of resistance to the
traditional construct of social science research, which has focused on a positivist approach

that emphasizes the collection and evaluation of observable, objective, and measurable
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data. Both Eisner and Barone look to alternative approaches to research. Both wrote
significant and cogent polemic tracts to this effect (arguing against positivism) during the
1980s and 1990s, and these articles still stand well to elucidate their philosophic points of
view and are still widely referenced to explain and substantiate the use of arts as a
qualitative way of knowing.

In his 1981 article, “On the Differences between Scientific and Artistic Approaches
to Qualitative Research,” Eisner notes the difference between a traditional, positivist
approach to research and compares it to a specific alternative qualitative approach, that of
art. The first thing he notes is that the difference is not actually one of a quantitative versus
qualitative analysis; furthermore, nor is it one of phenomenon of study, but of mode (p. 5).

In his article, Eisner goes on to compare ten key modes of scientific versus artistic
research, which may be summarized as follows:

1. Forms of representation: Science uses formal statements and discursive propositions; art
allows an idiosyncratic, non-discursive use of form (pp. 5-6).

2. Criteria for appraisal: Science uses a formalized set of procedures to verify the reliability
of research conclusions; art looks to persuasiveness: “what one seeks is illumination and
penetration” (p. 6).

3. Points of focus: Science looks at the manifest behaviour of an individual or group; art
looks at the experience of individuals and the meaning of their actions for others (p. 6).

4. Nature of generalizations: Social science is nomothetic, says Eisner, taking a statistical
approach in its effort “to move from the particular to the general, and is interested in
particulars only insofar as they represent the general” (p. 7). Art, on the other hand, can

learn from a sample of one: “Generalization is possible because of the belief that the
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general resides in the particular and because what one learns from a particular one applies
to other situations subsequently encountered” (p. 7).
5. Role of form: Science aims for standardization for form; art exploits form - for art, form is
content, according to Eisner (p. 7).
6. Degree of license allowed: Eisner queries the dichotomy between science and art - that of
fact versus fiction and objective versus subjective - all the while acknowledging the greater
degree of license allowed in an artistic approach to research (pp. 7-8).
7. Interest in prediction and control: Science aims for prediction and control while art looks
for explication: “It is not an algorithm that artistically oriented research seeks as much as a
heuristic” (p. 8).
8. Sources of data: In science, the researcher uses formal instruments to collect data; in art,
the researcher is the instrument (p. 8).
9. Basis of knowing: Science expects emotional neutrality to generate formal propositions;
art accepts the role of emotion as central to a “methodological pluralism” (pp. 8-9).
10. Ultimate aims: The issue here, for Eisner, is of truth versus meaning. Ultimately, Eisner
notes that the aim of science is to un-cover a pre-existing, essential truth; the aim of art, on
the other hand, is to construct meaning. This aim, Eisner says, entails a clear separation
between these two approaches to research. “Truth implies singularity and monopoly.
Meaning implies relativism and diversity” (p. 9).

In this 1981 article, Eisner comes out as a methodological pluralist, stating that
“each approach to the study of educational situations has its own unique perspective to
provide” (p. 9). In trying to understand the epistemology of arts based research, a good

place to start is Eisner’s resistance to positivism. Arts based research does not exist solely
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in resistance to positivism, but as the presentation and advocacy of an alternative research
methodology. It is useful to look developmentally at Eisner’s educational theories to sleuth
out the epistemological beliefs that arose from the concomitant development of the arts
based research methodology.

Eisner’s early work in education theory, at Stanford University, in the 1960s and
1970s, shows his resistance to the positivist views of curriculum theory that then held
sway. In his 1969 article, “Instructional and Expressive Educational Objectives: Their
Formulation and Use in Curriculum,” Eisner discusses the difference between instructional
objectives and expressive objectives. He notes that the idea of instructional objectives
comes from a scientific model of curriculum, notably, the positivist model of behaviourism,
in which learning is based on predicting outcomes, controlling a learning situation to bring
about said outcomes, and evaluating the success of education by measuring said outcomes.
“In an effective curriculum using instructional objectives the terminal behavior of the
student and the objectives are isomorphic” (p. 34), says Eisner, of the behaviourist view of
curriculum. However, Eisner notes, and proposes, an alternative, in the form of expressive
objectives, which he describes thusly:

An expressive objective does not specify the behavior the student is to acquire. . ..

An expressive objective describes an educational encounter; it identifies a situation

in which children are to work, a problem with which they are to cope, a task in

which they are to engage; but it does not specify what from that encounter,
situation, problem, or task they are to learn. An expressive objective provides both
the teacher and the student with an invitation to explore, defer, or focus on issues

that are of peculiar interest or import to the inquirer. An expressive objective is
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evocative rather than prescriptive. (p. 34)

In later writings (e.g. The Educational Imagination), Eisner changes his terminology
from expressive objectives to expressive outcomes, to contradistinguish from the idea of
objectives being pre-formulated goals:

Outcomes are essentially what one ends up with, intended or not, after some form of

engagement. Expressive outcomes are the consequences of curriculum activities

that are intentionally planned to provide a fertile field for personal purposing and

experience. (2002b, pp. 118-119)

Arthur Efland, in a review article on Eisner’s theories, notes that from his work on
expressive objectives, Eisner is led to further consider what such objectives entail with

respect to epistemology; videlicet, what they say about knowledge. Efland notes that the
behavourist model of instructional outcomes led to taxonomies of instruction, separating
subjects into the cognitive, affective, and psychomotor:
The cognitive subjects were those that cultivated high levels of abstract thinking;
those in the affective domain gave rise to the expression of feelings and emotions
like in the arts, while the psychomotor dealt with the acquisition of physical skills.
(2004, p. 72)
And the result of this taxonomy, says Efland, was that art was considered to be non-
propositional and non-cognitive. But Eisner, disputing this postulate, is led to his
subsequent, significant inquiry: "if work in the arts is cognitive or intellectual, in what way
is it so? Are there such things as qualitative forms of thought and problem solving?” (as

cited in Efland, 2004).

Eisner’s inquiry into art as a way of knowing spanned his entire career. His early
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works, as noted above, show his theorizing art in contradistinction to positivist, behaviorist
models of learning; disputing that learning in art may be predicted and specified, rather,
that this is something that must be allowed to be explored and expressed. In further works,
for example Cognition and Curriculum Reconsidered (1994) and The Arts and the Creation of
Mind (2002a), Eisner closely considers how art is a way of knowing. It is this
understanding of how art is a way of knowing, this epistemology of art, that he brings to
arts based research.

Eisner strongly repudiates the idea that art is non-cognitive. In doing so, however,
he redefines the meaning of “cognitive.” Building on the work of a number of theorists,
including cognitive scientists as well as philosophers of mind, Eisner develops a cogent
theory of the cognition of art, predicated on his conceptions of sensation and perception,
qualitative reasoning, forms of representation, and somatic knowledge, which [ will now

detail.

Sensation and Perception

In chapter 2 of Cognition and Curriculum Reconsidered, Eisner (1994) discusses the
role of senses in concept formation. Drawing from the cognitive science work of Ulric
Neisser, he notes that cognition is rooted in the biologic sensory system (1994, p. 35). As
Kant, too, noticed, cognition is inextricably somatic: percepts from sensory systems
translate into sensory constructs, or “images,” that form the basis of mental concepts
(McCormick, n.d. section 4). Eisner’s model may seem simplistic, or even self-evident, yet it
relates a distinct philosophical position that stands in contrast to classical (Platonic,
Cartesian) rationalist theory, which separates mind and body. Eisner’s model deliberately

breaks away from this traditional scheme; in his model, cognition includes more than
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rational thinking, more than the workings of an isolated brain; rather, Eisner re-embodies
human cognition as a somatic system interacting imagistically (aesthetically) and
affectively with its environment. Eisner emphasizes that embodied cognition is interactive:
it is not only constructive, as described above, but also experiential, transactional,
reciprocal (p. 27). “What one is able to experience through any of the sensory systems
depends, for example, not only on the characteristics of the qualities in the environment

but also on one’s purposes, frames of reference . .. anticipatory schemata” (p. 25).

Qualitative Reasoning

Eisner’s concept of qualitative reasoning builds on the above-described conception
of a mind that works with sensory images, as well as the assertion by philosopher Noam
Chomsky that thinking is not necessarily linguistic (Eisner, 1994, p. 30). Eisner uses these
cognitive science propositions and connects them to the arguments of American
philosophers John Dewey and Suzanne Langer regarding the epistemology of art. Eisner is
greatly informed by Langer’s theory of semantics, particularly her distinction between
discursive and presentational symbolization. Eisner notes these distinctions in expression,
and parallels them to a distinction between discursive and non-discursive knowledge
(1994, 70-71; 2002b, p. 220-226). Discursive symbolization is based on convention and a
rule-bound syntax wherein “the terms employed in discursive propositions can be
combined not only to create new meanings but to alter them without the loss of meaning”
(1994, pp. 70-71). Presentational symbolization, or what Eisner calls non-discursive
symbolization, on the other hand, is qualitative and requires a holistic interpretation, as
with a poem, a picture, or a tune: “when you change a part, you change the whole in which

it participates” (1994, p. 71).
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For Eisner, an awareness of non-discursive symbolism is key to grasping the
qualitative nature of artistic reasoning, along with its very cognitive quality. Eisner
purports a non-linguistic, non-discursive basis to artistic knowing: instead of rational,
linguistic, propositional thinking, he believes that, in art, knowing is based on qualitative
reasoning: an ability to apprehend and work directly and wordlessly with images, with
sensory elements, with the apprehension of felt qualities, both physical (e.g. weight, time,
space) as well as artistic (e.g. tension, suspense, mood, tone). Eisner fastens his conception
of qualitative reasoning to a key comment by Dewey, in Art as Experience, that qualitative
reasoning is every bit as intelligent as propositional discursive thinking:

Any idea that ignores the necessary role of intelligence in production of works of art

is based upon identification of thinking with use of one special kind of material,

verbal signs and words. To think effectively in terms of relations of qualities is as
severe a demand upon thought as to think in terms of symbols, verbal and
mathematical. Indeed, since words are easily manipulated in mechanical ways, the
production of a work of genuine art probably demands more intelligence than does
most of the so-called thinking that goes on among those who pride themselves on

being “intellectuals.” (2005, p. 47)

Forms of Representation

In Eisner’s model of art as cognition, the thinker is an experiencing individual,
always interacting in a social environment. Thus, in addition to apprehension and
internalization, cognition involves externalization. “In order to achieve a social dimension
in human experience, a means must be found to carry what is private forward into the

public realm” (1994, p. 39). Aesthetic thought involves perception, qualitative reasoning,
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and expression. Expression is achieved through forms of representation, “the devices that
humans use to make public conceptions that are privately held” (1994, p. 39). Eisner also
defines a form of representation as an “expressive medium” (1994, p. 45). The use of the
term “medium” is most appropriate as what Eisner is considering is the vehicle of
communication. In his book, Cognition and Curriculum Reconsidered, Eisner (1994)
explores the semiotics of artistic forms of representation. He stresses that in art,
communication may occur wordlessly, non-discursively, through the use of a selected
medium such as dance, instrumental music, sculpture, and painting (pp. 35-36). He notes
that a medium may be multi-sensory (p. 37) and synaesthetic (p. 40). He considers the
process of working qualitatively with a medium and notes that any particular medium will
offer both constraints and affordances (pp. 40-42; also, 2002a, pp. 236-238). While Eisner
avoids defining forms of representation as genres of art (e.g. music, sculpture, poetry), the
consideration of forms of representation leads to his definition of art, which he describes
here (and also in Eisner, 2002a; Barone & Eisner, 2012) as an action, as a heuristic (non-

algorithmic) process of working within a medium (p. 43).

Somatic Knowledge

In Eisner’s model, the processes of cognition is carried through an entire cycle from
receiving sensory data, translating data into image constructs, working qualitatively with
these constructs, and expressing conceptions through forms of representation. Richard
Siegesmund (2004), commenting on Eisner’s work, enumerates these processes into three
stages® - perception, conception, and expression (pp. 82-84). For Eisner, all of these stages

of aesthetic knowing may be non-discursive, based on qualitative reasoning. Thus, they

9 Eisner, surprisingly, for a listophile, does not explicitly enumerate these processes.
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require decisions based, not on rules, as is the case with discursive, propositional
judgements, but on “somatic knowing”: on “rightness of fit,” an aesthetic, imagistic,
affective bodily feeling that one’s artistic judgement is right (Eisner, 2002a, pp. 19, 76-77,
121, 231). Eisner explains:

The process of composing relationships in qualitative material does not yield to

algorithms or other formulas. . .. One must make judgments by consulting one’s

somatic experience. ... In the process we undergo an aesthetic form of life. ..
pervaded by feeling. The anaesthetic dulls feeling. The aesthetic promotes it.

(20024, p. 231)

Although, in his conception of aesthetic cognition, Eisner emphasizes non-discursive
cognition, I feel it is not that Eisner is wanting to silence linguistic language or remove it
from the artistic process; rather, it is that he wants to point out that its involvement in the
art process itself is facultative. He acknowledges that the separation of discursive and non-
discursive is not an either-or phenomenon. In his chapter on the semiotics of art, in
Cognition and Curriculum Reconsidered, he notes that while some forms of representation
(e.g. arithmetic, computer programming language), have rigid, rule-oriented, or
conventional syntax, others are figurative, and allow for novel, idiosyncratic interpretation
(1994, pp. 55-60). Note that art may involve a linguistic medium as it may be appropriated
non-conventionally, as in the associative, a-syntactical work of poetry. Eisner recognizes
that linguistic language, while not essential for art creation, is a primary mode of
communication, and may be essential for the discussion, contextualization and
comprehension of art (2002b, pp.220-225).

Perception, qualitative reasoning, forms of representation, and somatic knowledge:
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these four elements not only inform the elements of Eisner’s theory of the cognition of art,
they also inform the methodology of his research-arts-based (educational) research. How?
Because as integral as intelligence in qualitative reasoning, skill with forms of
representation, and astuteness of somatic judgement is to the process of art, so it is the
methodology of art research. First and foremost, Eisner asserts (and Barone agrees), an
arts-based researcher is a connoisseur of art. Ulteriorly, an arts-based researcher is a critic
of art. And one cannot be a critic, says Eisner, without being a connoisseur (although one
can be a connoisseur without being a critic) (2002b, p. 219).

Eisner notes that, in art, to be a connoisseur is to be able to appreciate the qualities
of art (as a wine connoisseur appreciates the qualities of wine). To be a critic, whether of
art or of education, is to “[disclose] the qualities of events or objects that connoisseurship
perceives.” (2002b, p. 219); thus to “re-educate perception” (2002b, p. 213). Eisner is very
insistent on the specifics of role of the critic: this role is not to attempt to translate or
recreate a work of art; but to account and evoke the art in such a way as to allow an
audience to experience the qualities of the art that they may not have otherwise noticed.
Eisner invokes the verb, “render”:

The art critic finds himself or herself with the difficult task of rendering the

essentially ineffable qualities constituting works of art into a language that will help

others perceive the work more deeply. In this sense, the critic’s task is to function
as a midwife to perception, to so talk about the qualities constituting the work of art
that others, lacking the critic’s connoisseurship, will be able to perceive the work

more comprehensively. (2002b, p. 213)

In Eisner’s model of qualitative research, criticism forms the method of research. Because
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the educational researcher, or critic, is competent in both discursive and non-discursive
communication, s/he can “read” education as an art critic would a work of art, examining
the qualities and qualitative relationships, and communicating (describing, interpreting,
evaluating, thematizing) them from her/his frame of reference.

As with a positivistic model of research, Eisner maintains an expectation of
developing generalizations from one’s research. In his model of criticism, generalizations
are termed “thematics.” At this point, reviewing his 1981 article, described above, puts his
comments on the difference between scientific and art research into greater perspective,
recalling, for example, his statement that in science one makes generalizations based on
commonalities of many samples, whereas in art one may generalize from a sample of one.
For Eisner, judging the adequacy of meaning in art, is not based on repetition (predictive
value of averaging), but on issues of structural corroboration and referential adequacy,
which he describes thus:

Structural corroboration seeks to determine the extent to which criticism forms a

coherent, persuasive whole. It seeks to determine if the pieces of the critical story

hold together, make sense, provide a telling interpretation of the events. Referential
adequacy is the process of testing the criticism against the phenomena it seeks to
describe, interpret and evaluate. Referential adequacy is the empirical check of

critical disclosure.” (2002b, pp. 240-241.)

Eisner developed his theories of knowing, and his methodology, over many years of
working in educational research. Arts based research, of course, is not solely connected to
Eisner; it is a methodological umbrella employed by numerous arts-integrating

researchers. The creation of this methodology is also particularly linked with Tom Barone,
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a former graduate student of Eisner, who has also worked for years in educational research
and whose focus has been arts-based, particularly on the use of narrative in research, on
fiction as research and as knowledge-making.

Barone’s methodological consideration of narrative in research has both merged
with and extended from Eisner’s conception of arts based research. Barone has
implemented narrative to investigate the issue of educational risk in his 1989 book, Ways
of Being at Risk and the issue of teacher quality and its pedagogical effect on students in his
2001 book, Touching Eternity. Barone has also theorized on the use of narrative in
research.

In his 1995 article, “The Purposes of Arts-Based Educational Research,” Barone
makes his oft-quoted statement that “the postmodern genie is out of the bottle and will not
return” (p. 171). Barone is influenced by postmodernism and interjects a postmodern
influence to arts based research. In this article, Barone comments on
anthropologist/storyteller Clifford Geertz and his postmodern aspiration of genre blurring
between science and art. In Barone’s consideration of narrative, extrapolating from the
ideas of literary critic Wolfgang Iser, he troubles and blurs the dichotomy between fiction
and nonfiction as he explores commonalities between the two traditional genres (Barone &
Eisner, 2012), as well as the use of conventions of fiction in non-fiction texts (Barone,
2008b). The genre blurring, for Barone, serves not a postmodern exercise but a
justification for the use of narrative in research. In his 2007 article, “A Return to the Gold
Standard? Questioning the Future of Narrative Construction as Educational Research,”
Barone states: “Our aim as researcher-storytellers is not to seek certainty about correct

perspectives on educational phenomena but to raise significant questions about prevailing
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policy and practice that enrich an ongoing conversation” (p. 466). This points to an
epistemological statement about art, and about arts based research methodology, one
which Barone explicitly makes in his 1995 article: “Good art can be said to promote the
enhancement of uncertainty” (p. 172).

Barone and Eisner together have written many articles and chapters on arts based
research. In 2012, they published a book-length exposition of their methodology. Arts
Based Research is a very accessible work, suitable for students or educators wanting an
introduction to arts based research. The book reiterates and reinterprets concepts and
theories of arts based research that have been developed over the years in numerous
articles and book chapters. Thus, the book serves as an excellent summary of arts based
research, although its brevity gains depth from having experienced the chronological
development of the ideas of arts based research. Barone and Eisner’s book also serves well
to summarize their conceptions regarding the epistemology of art and of arts based
research, maintaining their proposition of both art and a/r/tography as not aiming at truth
or certainty, but as meaning-making endeavors that enhance uncertainty. While this book
still strongly endorses a semiotic view of art as a nondiscursive form of representation, it
shows its postmodern influence in its consideration of the purpose of art and of arts based
research, which it conveys not only as generally “enlarging human understanding” (p. 8),
but also as a “disturbance,” a “disequilibrium,” an “undercutting of a prevailing world
view,” and an “emancipation” (p. 16). This book also reflects an evolved epistemological
sense of the warrant, or justification of knowledge claims. The earlier criteria of structural
corroboration and referential adequacy, described above, have changed over time and the

criteria now put forth for appraising research are incisiveness, concision, coherence,
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generativity, social significance, evocation, and illumination (pp. 148-154).

Arts based research grew out of a lack of applicability of positivist theory to explain
artistic knowing. From the attempt to explicate the nondiscursive epistemology of art,
Eisner and Barone developed a theory and a methodology of arts-integrating research. An
important point of arts based research can be summed up using the classical knowledge
warrant of syllogism: if arts are a way of knowing, and a way of knowing is a way of
research, then arts are a way of research. Arts based research theorists state that their
methodology “enlarge[s] the conceptual umbrella that defines the meaning of research
itself” (2012, p. 2). The arts based research methodology has supported many arts
theorists over the decades and has grown into a dominant American arts education theory,
an umbrella encompassing many arts-integrating research methodologies. Next, I shall

consider a more recent methodology, a/r/tography.

Poetic Excursus

Either it will rain tomorrow or it will not rain tomorrow

The way science works is this:

It peers into dark clouds with long polished lenses
searching for the ultimate.

Then it announces, “Hey, Lego blocks make up the world!”
And just to prove it, science goes to its lab bench

and makes a copy of what it sees,

using its own set of plastic toys.

Then science smiles, because the two structures look alike.

I can do that too.

I can say that kittens are young female felines

and that digital phones are audiovisual communication devices
and that free speech is a democratic stream of consciousness.

But you might say those are tautologies.
And you’d be right.
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It doesn’t always work, flipping things around, as if theyre the same
I can say catfish, but not fishcat

I can see catbirds, but not birdcats

And speech may be free but my cellphone is not

Nonsense.

What I really want to know is

why does my father have seventeen cats, and why, when I call,
does he only talk about them —

sweetly furry Isabel, second chance Ivan, that good mother Gem —
but never a word about my mom?

What is it like to realize you are losing your memory?

Does it feel better when it’s gone for good?

Will my mom get her mind back in heaven?

What was my sister praying as she waited on her knees

for death to come?

What happens to the souls of aborted lives?

What if we could rescue unwanted life; take it from those who don’t want it
and give it to those who do?

Dad spelled backwards is dad
God spelled backwards is dog
Pray flips into yarp

And mom is now cat

Up in the sky, clouds darken, it’s raining
cats and dogs

laffing, yarping
and I, the poet-scientist, run outside to collect
Lego blocks.

Description of A/r/tography

As with arts based research, a/r/tography promotes art as a way of knowing and
resists the positivism of scientific or quantitative approaches to research. However,
although a/r/tography shares many features of arts based research, its epistemological
raison d’étre is very different; a/r/tography resists positivism for different philosophical
reasons.

As mentioned above, a/r/tography is a recent methodology, and although it is
associated originatively with Rita Irwin, a strong feature of a/r/tography is its multiple

associations and writers. Since an inaugural article in 2003, each subsequent article has
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featured fresh writers along with additional methodological considerations and
propositions. As with arts based research, a/r/tography shows a connection between its
conception of art, research, and knowledge. However, unlike arts based research,
a/r/tography does not demonstrate a clear evolution of ideas. The term “evolution” and its

»n «u

consequent corollaries of “time,” “progression,” or “development,” would be much too
positivistic to describe a/r/tography. Rather, one could say that over time, a/r/tography
has explored many tangents of research, and has expressed a number of positions. In this
chapter, I will offer a tour through a/r/tographical articles from 2003 to 2008 as a means
of describing a/r/tography’s statements and positions with respect to the following
epistemological questions - What is research? What is knowledge? What is art? - and in
doing so, concomitantly answer the question - What is a/r/tography?

Although Irwin references a/r/tography in a 2003 article, the earliest publication I
have found in which Irwin presents this methodology is a chapter of a 2004 book she co-
published with Alex de Cosson, A/r/tography: Rendering Self Through Arts-Based Living
Inquiry. In this chapter, “A/r/tography, A Metonymic Métissage,” Irwin offers the following
concise and epigrammatic definition of art: “Art is the visual reorganization of experience
that renders complex the apparently simple or simplifies the apparently complex” (p. 31).
Her definition of a/r/tography, however, is anything but concise:

A/r/tography is a living practice of art, research, and teaching: a living métissage; a

life-writing, life-creating experience (Irwin et al. 2001). Through attention to

memory, identity, reflection, mediation, storytelling, interpretation, and

representation, the artist/writers/teachers who share their living practices with

us. .. are searching for new ways to understand their practices as artists,
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researchers, and teachers. They are a/r/tographers representing their questions,

practices, emergent understandings, and creative analytic texts. They are living

their work, representing their understandings, and performing their pedagogical
positions as they integrate knowing, doing, and making through aesthetic
experiences that convey meaning rather than facts (see Green 1995). Their work is
both science and art (Eisner and Powell 2002), but it is closest to art and as such,

they seek to enhance meaning rather than certainty (see Ellis and Bochner 2000,

751). (p. 34, citation format as per cited text)

[ have presented this definition in its unabridged form in order to demonstrate the
prolix, abstract, and vague qualities of the writing, a style that continues in this and all of
a/r/tographical writings, and which renders them difficult to follow, summarize, interpret,
and discuss.

Here are what I consider the salient aspects of this definition. Firstly, a/r/tography
is presented as a living inquiry. This concept hearkens back to Pinar’s concept of
curriculum as currere, that is, of inquiry as an experiential process (verb) rather than a
static, standardized content (noun).1® Secondly, this inquiry engages and interweaves the
roles of artist, researcher, and educator. Thirdly, the aim of this inquiry is best described,
hearkening here to Eisner’s proposals, as a search for “meaning rather than certainty.”

In this article, in spite of her diffuse style, the author does use some organizational
devices to relate her concept of a/r/tography: namely, figures of speech, metonymy and
metaphor, some images, and some conceptual terms. Starting with metonymy, what

a/r/tography extracts mostly from this figure of speech is the idea of contiguity. This is

10 The concept of currere is introduced several times in Irwin’s 2003 work without reference until the end of
the article. It is not uncommon for a/r/tographical works to introduce concepts without references.
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exemplified in the title of the methodology, which embeds and visually demonstrates the
proximal relationship of the integral roles of artist, researcher and teacher. The idea of
contiguity of roles continues in the image of the braid, which additionally portrays the idea
of roles interacting and interconnecting. This metonymic image is further extended into
the theoretical concepts of a/r/tography with the terms, métissage and

thirdness. Métissage is a neologism which takes the Canadian fur-trade word for
miscegenation (Metis) and (wittily) applies it to the research approach of a/r/tography,
extending the image of braided, interwoven research roles, all the while adding a
connotation of cultural synergism and transgression, a connotation also located in her
term, thirdness.!! With her term, thirdness, [rwin invokes a number of ideas.? Note firstly,
that thirdness fits in with the idea of braiding, of an interweaving of three strands. Beyond
that, Irwin uses the concept of thirdness to recur to Aristotle’s triad of knowledge - theoria,
praxis, and poiesis - to point out the validity and benefit of contiguously incorporating each
of these three modes of thought - knowing, doing, and making - which she correlates to
researching, teaching, and creating art. Although not directly expressed by Irwin, the use of
thirdness in the above instance suggests a re-integration, through addition, of fractions of a
whole (i.e. 1/3+1/3+1/3=1). Irwin also employs the meaning of thirdness as an ordinal
reference in her proposal of a/r/tography as resistance to traditional positivist research.
Whereas traditional positivist research, says Irwin, creates dichotomies and hierarchies in
thinking, a/r/tography not only prefers “a dialectic perspective [that] views categories of

thought as being in equal relationship to one another” (p. 28) but also extends that

11 A visual symbol of the Métis was their colourful braided belts, called ceintures fléchées.
12 [n this article, Irwin makes no reference to Homi Bhabba’s concept of “third place,” from which this concept
seems to draw, although she does reference Bhabba elsewhere.
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perspective into “a multilectic view that encourages thirdness, an in-between space that
exists between and among categories” (p. 28). Thirdness works not so much as a metonym
here as an abstract metaphor. By not being first or second, thirdness emphasizes
a/r/tography as being non-dominant, like the Métis, a minority group on the border of
society. Irwin pushes this idea as she links thirdness to another abstraction, that of the in-
between. What is the in-between? Irwin does not offer a response at this point except to
say: “There are spaces between and spaces between the in-between,” (p. 31). What she is
relating, here, [ believe, is her view of the uncertain, ambiguous, multiple and even
subversive nature of knowledge, qualifiers [ have drawn from her text, and which are
reprised in subsequent works by Irwin et al,, in related terms, such as hyphenated

relationships, intersitital, liminality, and without.

Although Irwin’s 2004 article demonstrates a hermeneutic alliance with arts based
research, still sitting under its research umbrella, and agreeing with arts based research
that knowledge is “meaning rather than certainty” (p. 34), in a 2005 article, “A/r/tography
as Living Inquiry Through Art and Text,” written with Sylvia Wilson Kind, and with
Stephanie Springggay acting as principal author, a/r/tography flies off on a tangent of its
own. Indeed, in this article, a/r/tography is described as a “tangential thread” (p. 899).
The mood of this article is feisty, as a manifesto is declared:

This article proposes an understanding of arts-based research as enacted living

inquiry, which we call a/r/tography. A/r/tography is not intended to discredit other

forms of arts-based research, nor is it separate from all previous discourse. Rather,

it is one of a range of research methodologies involving the arts and education. Itis
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a tangential thread; perhaps a thread that has become un/stitched, un/raveling its

own existence into new beginnings. (p.899)

In this article, the authors assert that a/r/tography needs its own methodology, not
a methodology or criteria based on that of existing qualitative research (p. 898). What
would this methodology be? The authors boldly pronounce a methodology that moves
beyond any positive statement of method, a methodology whose basis lies in absence, a
term explicated thus:

Loss, shift, and rupture are foundational concepts or metonyms for a/r/tography.

They create openings, they displace meaning, and they allow for slippages. Loss,

shift, and rupture create presence through absence, they become tactile, felt, and

seen. (p. 898)
[ consider the concept of absence, as well as the other synonymic terms, metaphorical
vehicles used to describe, not only their methodology, but also their conception of
knowledge. Various terms are used to develop this metaphor of knowledge as absence,
those above - loss, shift or rupture - as well as the term, without, a concept to which they
acknowledge visual art researcher Irit Rogoff. The authors state that “this without is not a
form of negation, a lack, or a denial of what has been previously done.” (p. 898). Rather,
they state, it is “a space of active participation where one discovers that previous
methodologies are not sufficient while simultaneously resisting the formation of specific
criteria to replace them” (p. 898).

A close reading here begs the question: if there are no criteria, how will the
methodology be described, structured, ordered, carried out, or evaluated? And of course,

the answer is “without.” Without method. Just as a/r/tographers look to find knowledge in
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the spaces between the spaces, a/r/tography looks to find methodology in a place of
“without” - that is, in alternative figures of speech. Thus, here, instead of method, the
authors, as per Rogoff, offer process (“a condition you might find yourself while doing
work”). Additionally, the authors, this time borrowing from Miele Bal, proffer concepts in
place of methods. But the term, concept, does not follow common usage; it is appropriated
by the authors as a figure of speech in the explication of the alternative epistemology that
underlies their methodology. “Concepts are flexible, dynamic, and intersubjective locations
through which close analysis renders new understandings and meanings” (p. 898,
emphasis mine).

Indeed, the linguistic reappropriations in this article make for difficult reading! It
helps to examine the article structurally. The first section consists of a proclamation of
manifesto - the need for a/r/tography to be accepted as an independent methodology,
distinct from qualitative research - and then an orientation to the alternative methodology
proposed. Subsequently, the article enumerates fundamental concepts of the methodology
of a/r/tography. Described thus, the article seems straightforward, but the explication of
a/r/tography’s epistemology of absence is anything but direct.

After the authors first “rupture” the idea of concept by defining it as a location, they
go on to further rupture the idea of concept by neologizing it as rendering. Note: this was
actually the first article I read about a/r/tography and I was nonplussed: the explanation
of how or why the concepts are termed renderings made no clear associations, in my mind.
The connection to the etymological root sense of “giving back” relates only weakly to the
neologism, rendering. And the subsequent enumeration and description of six such

renderings do not clarify the terminology. Nonetheless, the authors offer six renderings,
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six “theoretic spaces through which to explore artistic ways of knowing and being
research”(p. 899). These six renderings (concepts, spaces) are as follows: contiguity, living
inquiry, openings, metaphor/metonymy, reverberations, and excess (p. 898).

Just as I found the explanation for the term “rendering” difficult to follow, so I found
the explanations of the renderings themselves. I grasped, and I could see the use of
association, metaphor, and metonymy as a means of opening up new ways of
understanding. But the non-linear, jargon-heavy descriptions puzzled me. It is difficult to
describe these six renderings, because, as the very idea of rendering suggests, they rebel
against conceptual correspondence and categorization. For example, contiguity deals with
the idea of the juxtaposed roles in a/r/tography of artist/researcher/teacher, but it is more
about abstract a/r/tographical ideas of positionality and relationality. The rendering,
contiguity, recursively employs the metaphor of dynamic space by means of explanation.
Thus, using their appropriated nomenclature, one could summarize renderings thus: the
“space” of “space” is about “space.”

Irwin et al. return to the concept of renderings in later works, and are discussed
again, below. For now I offer this summary: in this 2005 article, a/r/tography is described
by the use of methodological markers that highlight ideas of research as knowing through
experience, life and art. They highlight the idea of knowledge as absence, as rupture, as
non-categorizable, non-namable, and non-linear; as emerging, rather, from experience,
from the “emotional, intuitive, personal, spiritual and embodied” (p. 902). The renderings
also highlight the use of rhetorical devices of metonymy and metaphor, as artistic and
linguistic means of communicating the a/r/tographer’s researched gleanings. A

fundamental term and concept of this methodology is that of contiguity.
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In this article, the authors seem quite aware of the difficulty in following their
communication, describing, as they do, their work as a “tangential thread” (p. 899). They
are certainly provocative, which they also evidently intend: “Itis about dwelling in a space
of inquiry that resists formal naming: A willingness to allow for discomfort, frayed edges,
and holes” (p. 901). And they are not without depth; in fact, they reverberate with poetic
insight: “Spaces touching at the edges, then shifting to be close, adjacent, but not touching -
only to touch again. Itis not a process of categorization, but a concept that requires deep
attention and penetration” (p. 901). The authors obviously hope to offer an opportunity for
meaning-making, ending their article with the wish that “a/r/tography becomes a passage

to somewhere else” (p. 909).

The above-described 2004 and 2005 articles describe fundamental aspects of
a/r/tography: its epistemological resistance to a (positivistic) dichotomous construct of
knowledge; its proposed methodological alternative of absence, or rupture, and the
research qualities (the renderings) of a/r/tography. Further articles by Irwin et al. divulge
the philosophical theories from which a/r/tography is drawn.

In the 2006 article, “Rhizomatic Relations of A/r/tography,” using the context of an
actual art-based research project - rendering the meaning of immigration with recent
Chinese-Canadian residents - the authors (Rita Irwin, Ruth Beer, Stephanie Springgay, Kit
Grauer, Gu Xiong, and Barbara Bickel) explore the rhizomatic concept of knowledge
proposed by Gilles Deleuze (and Felix Guattari), as well as the relational aesthetics theory
of art proposed by Nicholas Bourriaud. The links to Deleuzian theory and to relational

aesthetics are brief, as the authors seize on key features that relate to a/r/tography. With
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respect to Deleuzian theory, the authors connect to the idea of rhizomatic knowledge being
non-linear and non-dualistic - i.e. non-taxonomic - presenting, instead, a relationship of
interconnected networks. This idea of rhizomatic knowledge is used analogically by the
authors to describe their experience of working collaboratively in, and with, a community.
They also tie the concept of the rhizomatic structure of community with the very nature of
the artwork they collaboratively created, through the relational aesthetic depiction of art as
site dependent, meaning, in Bourriaud’s theory, that art is a contextual and interactive
event rather than an object.

Subsequent articles by Irwin et al. expound further on these two theoretical (and
ideological) concepts (i.e. rhizomatic knowledge, relational aesthetics). Still, what is
interesting here are the propositions regarding a/r/tography as research and knowledge.
A/r/tography is now defined as a “methodology of situations” (p. 70). A number of
qualifiers describe the conception of knowledge that emerges from this “rhizomatic” and
“relational” influence on a/r/tography. In this 2006 article, knowledge is described as:

* “aconstant state of becoming” (p. 71)

* ‘“emergent, generative, reflexive, responsive” (p. 71)

“relational, singular and rhizomatic” (p. 72)

“shifting” and “unstable” (p. 79)

A curious thing happens in this article as Bourriaud’s conceptions merge with those
of Deleuze: the place-based metaphors shift, as the quality of movement is added to that of
space. The authors note this shift in regards to installation art, where “‘site’ as a fixed
geographical concept moves to a relational concept re-imagined as a ‘situation’ within

political, economic, cultural, and social processes” (p. 72). This shift can be also noted in
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their epistemology, as can be seen in the above descriptors as well as in the following
summary statement:
Rhizomatic relationality affects how we understand theory and practice, product
and process. Theory is no longer an abstract concept but rather an embodied living
inquiry, an interstitiall3 relational space for creating, teaching, learning, and

researching in a constant state of becoming (see also Britzman, 2003).” (p. 71)

In 2008, Springgay, Irwin, and Kind published a chapter in Knowles and Cole’s
Handbook of the Arts in Qualitative Research. This chapter, “Artographers and Living
Inquiry,” picks up on the conception of a/r/tography as a methodology of situations. It
muses on concepts from philosophers Bourriaud, Deleuze, and Jean-Luc Nancy (among
other theorists) to further explore knowledge from the perspective of situation. It uses the
installation (“situational”) art of Rachel Echenberg as exemplification.

The authors begin by reiterating the “relational understanding of community,