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Abstract 

 

This doctoral study is an investigation of my “lived experience” of art-making 

with children as an artist, teacher and researcher. The doctoral study is comprised of a 

written dissertation and creative work presented through an interactive interface on CD. 

My research project focuses on the relationship between the artist and the child. It is an 

inquiry into the nature of my practice which encompassed children as the participants 

in, and audience for, the work. The research was driven by the following emergent 

questions: “What is the nature of the relationship that occurs between adult artist and 

child during the creation of a collaborative artwork?”; “How might the experience of 

collaborating with children inform how the artist feels about his or her art practice?”; 

and “In what way does the experience of the children impact on how the artist feels 

about his or her art practice?” 

 

Various field projects within educational contexts were conducted with the 

children throughout this doctoral study. These projects contributed to the reflexive, 

critical and creative process of my digital art production leading to theoretical and 

artistic research outcomes. The visual outcomes of the research, which are presented 

on an accompanying CD and online (http://sfod.net), bring together digital interactive 

works, records of gallery exhibitions and documentation pertaining to activities 

undertaken by the children in the field projects. The final outcome of the research can 

be conceptualised as a transformation of all the research components; myself (from 

educator vs. artist to a/r/tographer); the children (from objects/subjects to active 

participants and social actors); the “spacing” of the encounter (from “learning 

environment” to “potential/creative/play space”) and; the art objects (from semiotic 

system to means of social interaction). The transformational outcome of the research 

has been the development of “a critical pedagogic competence: knowing how to act 

tactfully in pedagogic situations on the basis of a carefully edified thoughtfulness” (Van 

Manen, 1990, p.8). 

 

This dissertation draws on literature from diverse fields including 

phenomenology, psychoanalysis, aesthetics, children’s geography, gallery education, 

creativity and interactivity. It adopts an A/R/Tographic (Irwin & de Cosson, 2004) 

approach which interweaves images, stories and critical theories to arrive at research 

insights.  
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Preface 

 

The Little Prince 

 

ONCE WHEN I WAS six I saw a magnificent picture in a book about the 

jungle, called True Stories [True Stories from Nature]. It showed a boa constrictor 

swallowing a wild beast. Here is a copy of the picture. 

 

 

 

In the book it said: "Boa constrictors swallow their prey whole, without 

chewing. Afterward they are no longer able to move, and they sleep during the six 

months of the digestions.” 

In those days I thought a lot about jungle adventures, and eventually managed 

to make my first drawing, using a colored pencil. My Drawing Number One looked like 

this:  

 

 

 

 

 

I showed the grown-ups my masterpiece, and I asked them if my drawing 

scared them. 

They answered, "Why be scared of a hat?" 

My drawing was not a picture of a hat. It was a picture of a boa constrictor 

digesting an elephant. Then I drew the inside of the boa constrictor, so the grown-ups 

could understand. They always need explanations. My Drawing Number Two looked 

like this: 
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The grown-ups advised me to put away my drawings of boa constrictors, 

outside or inside, and apply myself instead to geography, history, arithmetic, and 

grammar. That is why I abandoned, at the age of six, a magnificent career as an artist. I 

had been discouraged by the failure of my drawing Number One and of my drawing 

Number Two. Grown-ups never understand anything by themselves, and it is 

exhausting for children to have to provide explanations over and over again. 

So then I had to choose another career, and I learned to pilot airplanes. I have 

flown almost everywhere in the world. And, as a matter of fact, geography has been a 

big help to me. I could tell China from Arizona at first glance, which is very useful if 

you get lost during the night. 

So I have had, in the course of my life, lots of encounters with lots of serious 

people [I have had a great many encounters with a great many people who have been 

concerned with matters of consequence].  I have spent lots of time with grown-ups. I 

have seen them close at range [I have lived a great deal among grown-ups. I have seen 

them intimately]…which hasn't much improved my opinion of them. 

Whenever I encountered a grown-up who seemed to me at all enlightened 

[Whenever I met one of them who seemed to me at all clear-sighted}. I would experiment 

on him with my drawing Number One, which I have always kept. I wanted to see if he 

really understood anything [I would try to find out, if this was a person of true 

understanding] [I wanted to find out whether he or she was truly understanding]. But 

he would always answer, "That’s a hat." Then I wouldn’t talk about boa constrictors or 

jungles or stars. I would put myself on his level [bring myself down to his level] and 

talk about bridge and golf and politics and neckties. And my grown-up was glad to 

know such a reasonable person [greatly pleased to have met such a sensible man]. 

 

 

 

 

 

 

The above passage has been taken from Antoine de Saint-Exupéry’s The Little 

Prince (1943/2000, pp.1-3). I have inserted excerpts from Testot-Ferry’s (1995) 

and Woods’s (1943) translation to some parts of the excerpt as I will be referring 

to those particular notions within the dissertation. Consequently, a thorough 

elucidation of Saint-Exupéry’s meanings are important. Testot-Ferry’s 

translations are recorded in blue font and those of Woods in purple.
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The 73 sfod in their 16 personality groupings and 8 worlds
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My Art Practice - The sfod 

 

I refer to "my art practice” throughout the dissertation. It must be noted at the 

onset that this refers to a specific procedure that comprises the following: 

- The sfod (simulacra from other dimensions): These are 73 alien creatures that 

I created during my final year of my visual arts degree. Each sfod is categorised 

according to the 16 personality types of the Myers-Briggs Type Indicator. The various 

formations of the sfod are presented in Appendix 14 – the sfod Universe. 

- The Educational Contexts (Appendix 14): children are presented with a sfod 

creature. Through guided play-art acts children create components of an alien universe 

for their sfod creatures.  The resultant children’s outcomes are then incorporated into 

my sfod universe. 
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Introduction 

 

This doctoral dissertation comprises both artworks (documented in a website 

format that is presented on CD) and written dissertation. As an a/r/tographical text – an 

approach that integrates art practice, teaching and research - my doctoral project 

encompasses a lived inquiry of making, documenting and writing about the process of 

the creation of art objects and the experiences of educational contexts. These are 

rendered analytically, discursively and poetically (in a form of narrative that is at times 

allegorical). The latter genre becomes the vehicle for (re)working and (re)interpreting 

the text (de Cosson, 2003) of lived-experience. This is central to the phenomenological 

approach I have adopted where one needs to “do justice to the fullness and ambiguity 

of the experience of the lifeworld” (Van Manen, 1991, p.131). 

 

Explanation of methodological approach 

At the onset it is imperative to clarify the above mentioned phenomenological 

approach, as the type of phenomenological approach that I adopt brings distinct 

theoretical and philosophical influences, which impact how data is gathered, interpreted 

and understood (Wilding and Whiteford, 2005, p.100). In addition, the central concerns 

of that approach must be evident in the research questions and findings.  

 

I employ Van Manen’s “lived-experience” approach (the particular nuances of 

“lived experience” in relation to educational research are explained fully in Chapter 

Three) and some brief explanations of this approach are outlined below. Barnacle 

(2004, p.59) notes that a substantial strength of Van Manen’s lived experience 

approach is “the value that it extends to a researcher’s own particular experience as an 

educational practitioner”. 

 

Van Manen (1990) refers to his methodological approach as “human science 

research” or “hermeneutic phenomenological human science” and writes 

“phenomenology describes how one orients to lived experience, hermeneutics 

describes how one interprets the ‘texts’ of life, and semiotics is used here to develop a 

practical writing or linguistic approach” (Van Manen, 1990, p.4). Van Manen (1990, p.4) 

offers a research approach “that is fundamental to the process of pedagogy, and it tries 

to practise what it preaches by orienting itself to the questions of pedagogy in the 

discussion of method”. 
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Van Manen (2002a) has also defined his approach as practical or applied 

phenomenology, where an eclectic approach to phenomenology can be adopted. In 

relation to employing phenomenology with other methods, Wilding and Whiteford 

(2005, p.102) claim that because phenomenology is rooted in philosophy, there are few 

methodological signposts for conducting a phenomenological study and thus it is valid 

to borrow techniques from other qualitative methodologies in order to conduct empirical 

studies. By adopting central concerns used within the particular phenomenological 

process, the research can still remain “true” to the particular phenomenological 

approach adopted. Gall et al. (2003, p.481) contend that the use of phenomenology 

does not exclude the employment of other research approaches. For instance, the 

researcher might conduct a phenomenological investigation as a self contained study 

or as a pilot project before other methodologies are employed. 

 

The complementarity of phenomenology with other qualitative methodology is 

of particular importance in this dissertation as I also argue that this research is an 

a/r/tographical endeavour. An a/r/tographical approach is used as a means to position 

my lived experience within the particular condition of being artist, teacher and 

researcher. The appropriateness of this position is clearly expressed by Irwin, 

considered the founder of a/r/tography (de Cosson, 2003), in the paragraph below: 

 

To be engaged in the practice of a/r/tography means to inquire in the world 

through an ongoing process of art making in any artform and writing not 

separate or illustrative of each other but interconnected and woven through 

each other to create additional and/or enhanced meanings. A/r/tographical work 

is rendered through the methodological concepts of contiguity, living inquiry, 

openings, metaphor/metonymy, reverberations and excess which are enacted 

and presented/performed when a relational aesthetic inquiry condition is 

envisioned as embodied understandings and exchanges between art and text, 

and between and among the broadly conceived identities of 

artist/researcher/teacher. A/r/tography is inherently about self as 

artist/researcher/teacher yet it is also social when groups or communities of 

a/r/tographers come together to engage in shared inquiries, act as critical 

friends, articulate an evolution of research questions, and present their 

collective evocative/provocative works to others. (Irwin, 2005, ¶.1) 

 

 



 17

Explanation of the dissertation 

 

The creative outcomes presented on the CD inform the insights articulated in 

the written dissertation. These include digital interactive works, records of gallery 

exhibitions, documentation pertaining to the educational contexts of the project, and 

work completed by the children. A printed manual (Appendix 14) provides an 

explanatory overview of the CD content by providing screen shots of the website pages 

that one will encounter.  

 

The ethical protocols pertaining to the research conducted with children is 

located in Appendix 14. These descriptions have been placed in the appendix so as not 

disturb the discursive flow of the chapters. This is also consistent with the lived 

experience approach which endeavours to be “concerned with the qualities, values, 

and impressions of experience rather than with the what, when and why characteristic 

of methods that promote abstraction and explanation” (Barnacle, 2004, p.59). Norlyk 

and Harder (2010, p.427) also argue that the presentation of sampling criteria is an 

example of empirical research criteria and should not be confused with 

phenomenological research criteria. 

 

The written dissertation comprises eight chapters. Each chapter can be 

considered a self-contained exploration of a particular theme investigated from a 

particular perspective. The structure is of a spiral nature, whereby each subsequent 

chapter builds on the concepts presented in the previous chapter, providing a “new” 

way of seeing the phenomena under examination. A discrete “literature review” or 

“methodology chapter” is not presented. In each chapter, various aspects of the 

doctoral project are introduced and then contextualised within the field of research and 

practice. As this dissertation utilises a spiral structure, references to literature and 

artworks that provided a grounding to my insights are interwoven throughout. 

 

The dissertation also presents reflective and allegorical narratives as a way to 

re-shape, re-think and re-cognise the phenomena under investigation (Van Manen, 

1990), to evoke “an alternative reality, an analogous ‘as if’ world” (Barone, 2001). So as 

not to interrupt the discursive flow, I have placed these narratives in the Appendices 

(Appendices 1-8). I utilise two different fonts as a device to separate the poetic text 

from the theoretical text, as a way to signpost that the narrative writings stand in-

between the theoretical and the visual interpretations of the same phenomena.  
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Rendering the theoretical, narrative and visual texts is “recognised as a project 

of various kinds of questioning” involving a “dialectical going back and forth among 

these various levels” (Van Manen, 1990, p.131). In the reading of a phenomenological 

or a/r/tographical text, the reader may wish to quickly get to the “punch-line”, but: 

 

As in poetry, it is inappropriate to ask for a conclusion or a summary of 

a phenomenological study. To summarise a poem in order to present the result 

would destroy the result because the poem itself is the result. The poem is the 

thing. So phenomenology, not unlike poetry, is a poetizing project; it tries an 

incantative, evocative speaking, a primal telling. (Van Manen, 1990, p.13) 

 

The reader of the a/r/tographical dissertation is thanked for their meaning 

making efforts through the “encounter burden” that the text provides (Peterson, 2007, 

p.ix), or are wished good luck at the beginning of their reading journey, “a pedagogy of 

walking” (de Cosson, 2003, xvi) through the text. 

 

In their curatorial notes to their a/r/tographical dissertations, de Cosson (2003) 

and Peterson (2007) separately write: 

 

Ah, I hear you sighing, “this isn’t helping, it seems convoluted, why not come 

right out and say what this is about, then I’ll know and I can read the conclusion 

and that will be that.” Sorry to disappoint, but there is no conclusion in any 

traditional sense of closure and finality. Yes, I (un)cover and (dis)cover things 

on the journey, however, the emphasis of my endeavor is to draw you into 'a 

reading' of my meandering journey. (de Cosson, 2003, vi) 

 

The reader after some unsteadiness will undoubtedly find their own 

rhythm or ‘way’ of working with this refractive combination…the idea or notion of 

finished or complete reading, will become difficult, occasionally feeling washed 

away in the refractive flow, or perhaps even appearing melted, burnt or burst. 

(Peterson, 2007, p. viii) 

 

I provide this introduction as the final effort of the writer to enable entrance for 

the reader to begin his or her “interpretative walk” through the text (de Cosson, 2003, 

p.xvi). This dissertation may not be as evasive or elusive as the dissertations 

mentioned above, but the unavoidable nature of the “ego-logical” (Van Manen, 1990) 

and “multi-leveled…‘open’ text” (de Cosson, 2003, p.4) is the rendering of a “restless” 

and “fluid” entrance (Peterson, 2007, p. viii). The reader of this dissertation will 
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inevitably enter through his or her selected entrance. Beginning with the introduction, 

the reader grasps at the dissertation’s structure and scope of knowledge contributions. 

Some will be initially drawn to the reference list so as to be provided with a grounding 

context. Others may begin with the conclusion if they feel that insights are revealed at 

the end. Traversing through the website of artistic outcomes with the accompanying 

manual (Appendix 14) may be a good beginning to see connections into the written 

text. In which ever way the reader enters, I trust that meaning is accommodated both 

through the written as well as the visual texts.  

 

I also hope for validation through moments that resonate with the readers’ 

sense of lived life (Van Manen, 1990, p.27) - that there are descriptions to which the 

reader “can nod to, recognising it as an experience that we have had or could have 

had”. The reader utters: “yes, I feel it to be this way”; or, “yes, I understand your 

experience”; or “Ah ha, these are unique experiences that provide insights that can be 

of benefit”. 
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Organisation of the dissertation – Scope of the research 

The Preface provided an excerpt from Antoine de Saint-Exupery’s The Little 

Prince (1943, p.1-3). The relevance of this excerpt to the dissertation is presented and 

discussed in Chapter One. 

 

Chapter One (Beginnings, Beings and Becomings) introduces the study by 

outlining my orientations. These explain the background to my art practice and 

contextualise the study as the condition of functioning in the roles of artist, teacher and 

researcher. It also considers the notion of audience and attempts to capture the 

significance of childhood in my practice and the existential condition of the “other”. 

These are presented in the narratives: Shapes of Childhood (Appendix 1); Experiences 

of the m/other world (Appendix 2); and Spaces between: “old world”, “new world” 

(Appendix 3). In this chapter, and throughout the dissertation, the “other” is conceived 

as the “adult other” who stands relative to the child. An example of the experience of 

the “adult other” is captured in the narrative of the “The Little Prince”.  

 

Chapter Two (Play: childhood’s legacy) provides a theoretical investigation of 

the key concept of “Play”. My conceptualisation of play becomes a central theme of this 

dissertation. This chapter contextualises the doctoral research within the genre of 

“Children’s Geographies” (an area of study of human geography focusing on the life-

worlds of children). The chapter outlines how childhood identity is defined through play 

and how this subsequently impacts on notions of childhood art-making and the “use” of 

the construct of childhood for purposes linked to generating creative outcomes. I 

investigate the relationship of the adult and the child in art-making and in play. In 

children’s art-making, the adults’ particular aesthetic theories, which serve particular 

ideologies of childhood, fundamentally shape the “child art” that is produced. The 

literature pertaining to the role of adults in children’s play describe notions of “being 

with” children through play; the importance of playing with children; and the particular 

significance of adults in transforming children’s imitative behaviours in play. In these 

instances, when the relationship between adults and children is being investigated, 

“child play” is conceptualised as a more embodied construct than “child art”. This 

chapter also contextualises the dissertation within visual arts education practices, 

particularly postmodern perspectives of visual art education. In this context, Wilson 

(2004) provided a proposal for a philosophy of child art, where adults responsible for 

the creation of child art would enact contemporary art practices. In Wilson’s proposal, 

the child art produced by children would question the purposes of child art.  
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Chapter Three (Lifeworld Orientations: “pedagogy” and “art”) provides an 

explanation of the methodology that grounds the dissertation. It outlines the 

significance of Van Manen’s (1990) phenomenological focus on pedagogy which 

results in thoughtfulness and tact in pedagogical situations. The chapter also outlines 

the particular research condition of the a/r/tographer, working within the intersection of 

the identities of researcher, artist, and teacher. The chapter conceptualises the 

methodology of the dissertation as “personal discovery” and outlines the continual, 

internal struggle encountered by self as artist, teacher or researcher. This struggle is 

presented in the narrative C-artographic Beings (Appendix Five). This chapter engages 

with the debate concerning artistic practice as research (Sullivan, 2005). It particularly 

addresses the questions raised by O'Donoghue (2009, p. 353) - how can a “close, 

critical and deeply contextual analysis” of art practice develop understanding and 

challenge the practices of arts-based research. The research contributes to the 

practical articulation of the methodological approach of a/r/tography (Irwin & de 

Cosson, 2004), outlining how art, teaching and research can be articulated in an artistic 

form.  

 

Chapter Four (Children’s Interactives / Interactive Art) contextualises my 

practice within the field of gallery interactives for children, and also more generally 

within the genre of interactive art, using a deconstructive process. This chapter 

contributes a diagrammatic representation of the relations of power surrounding the 

artist-child/participant-audience interaction, theorised in terms of the dialectical 

elements of freedom of the children and control of the artist. The chapter contributes to 

the genre of gallery practice with children, as well as artists working with children. By 

problematising children’s spaces within the gallery, the chapter contributes to 

Children’s Geography inquiries which have not as yet dealt with these gallery spacings. 

The research articulates, from an artists’ perspective, how the artwork needs to 

function when the participants are children and what needs to be considered when 

pedagogy enters into the realm of the artist. This chapter can also be of benefit to 

artists employing the interactive mode who consider their audience to be a central 

component of their work. The chapter extends the understanding of the relationship 

between artist and audience from the perspective of how an audience is to interact with 

the created artwork, and how the work can be of creative benefit to the audience 

member within the context of the encounter.  

 

Chapter Five (“Becoming With”…Dialectical Spacings) begins with the definition 

of the existential / relational capacity of “adult being” and “child becoming”. It extends 

the diagrammatic representation introduced in Chapter Four through the integration of 
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the notion of “becoming more authentic” as the basis for defining a more ethical 

relationship between myself and the children in the artistic project. This chapter further 

explores the relationship between self and other by utilising some notions presented by 

psychoanalytical theories. The chapter proposes that the relationship can be conceived 

as existing within a dialectical/creative/play space. The propositions made in this 

chapter can be positioned within the “emergent paradigm” that “engage[s] in and 

respond[s] to the process of reconstructing childhood in society” (James & Prout, 1997, 

p.8). The emergent paradigm challenges the “dominant framework” (James & Prout, 

1997, p.10) of childhood development and socialisation, which views childhood as 

natural and universal and influences sociological studies and socio-political contexts of 

childhood. The insights gained in this chapter extend the contributions made within the 

emergent paradigm and related “reconceptualist” practices in childhood education 

(Cannella & Kincheloe, 2002; Jipson & Johnson, 2001; Soto & Swadener, 2005) by 

investigating how teacher-artist ideologies of childhood affect art outcomes for both 

children and artists. This chapter conceptualises how the visual art practice in 

a/r/tography can be conceived and further defines the a/r/tographical suggestion of the 

“in-between”, by articulating it as a psychoanalytical, dialectical spacing.  

 

Chapter Six (Ethical Symmetry… participatory practices) focuses on the 

evaluation of practice with children by applying the lens of participatory research 

approaches. The chapter conceptualises how, as a consequence of the research, the 

constructions of children within a research project affect the capacity of research 

outcomes not only in the conclusions made, but also on the art produced. It provides 

an initial conceptualisation of how research as inquiry and reflection can transform my 

practice in such as way that the position of “ethical symmetry” (Christensen & Prout, 

2002) can be attained in the research relationship. The outcomes of this chapter are 

positioned within the current interest in “participatory research” with children. In 

participatory research, children are regarded as active participants and social agents, 

and the relationship between the researcher and the child is characterised by ethical 

symmetry. The chapter contributes research insights by articulating how the 

implications of participatory research practices can extend the genre of arts-based 

research.  

 

Chapter Seven (The child-adult universe…final artwork) reflects upon the 

artistic outcomes of the project. It interprets the art objects through Gell’s (1990) 

“anthropological theory of art” to articulate how the art objects exist within the 

framework of social interaction, rather than existing in order to be venerated as 

aesthetic objects. The chapter also reflects upon how the creation of art objects can be 
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localised within Horton and Kraftl’s (2006a, 2006b) notion of “what matters to children”, 

rather than something defined within Western aesthetic theories. The chapter suggests 

that locating art production within “children’s culture” bestows a different set of 

functions upon the art objects produced. The chapter concludes with a poetic-narrative 

investigation of the final studio outcome of the doctoral project. This chapter contributes 

a visualisation that combines Gell’s “Art Nexus” of artist/index/participant/recipient with 

Lee’s (2001) notion of adult being (multiple appendages and slowing down) and child 

becoming (singular appendages and quick changes between orders). The visualisation 

proposes how child becomes adult within the dialectical space that was proposed in 

Chapter Six. In this way, the chapter contributes to the creation of research knowledge 

by providing a practical outcome of Wilson’s (2004) call for the creation of a philosophy 

of child. 

 

Chapter Eight (and Everything…transformations) presents a summary and 

conclusion to the study. The outcomes of the doctoral project are evaluated from the 

perspective of the transformations that have taken place in my practice as 

artist/teacher/researcher. It also describes how I now conceptualise: the children as 

participants in the research; the artistic encounter as a potential/creative/play space; 

and my art objects as mediators of social interaction. The deeper understanding of my 

“meaning questions” (Van Manen, 1990) provide a context from which more thoughtful 

and tactful action in the company of children in future art-making encounters can take 

place. 
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1. BEGINNINGS, BEINGS and BECOMINGS 

This chapter introduces the doctorate study by outlining my initial orientations 

and conceptions of being an artist, teacher and researcher. These orientations explain 

the influences of childhood experiences and the significance of these to the values that 

I construct about childhood - namely that of the “adult other” who stands relative to the 

child. I discuss the excerpt from The Little Prince (Saint-Exupéry, 1943) presented in 

the preface, as an example of the experience of the “adult other”. I further discuss the 

impingement of adult reality on child imaginings in Chapter Five.  

 

I outline the conception of my art practice that occurred during my visual arts 

degree and led to the commencement of my doctorate project. It is necessary to refer 

to the concepts constructed prior to the doctorate as I have conceptualised this 

research project as a journey towards transformation of my practice. Consequently, it is 

essential to identify and explain how particular notions embedded in my work have 

emerged so that I may develop a deeper understanding of my practice with children. 

 

The theme of play emerges in this chapter as central to investigations 

pertaining to childhood, and the relationship between childhood and adulthood. The 

knowing of reality through play is further dealt with in Chapters Two and Five. 

 

1.1. Introduction 

My doctoral study is a phenomenological investigation where phenomenology 

“is the study of the lifeworld; the study of lived experience; it aims at gaining a deeper 

understanding of the nature or meaning of our everyday experiences” (Van Manen, 

1990, p.9). The doctorate is also an a/r/tographical investigation. This is an “emergent 

methodology” that centres on the integration of art practice, teaching and research that 

“allows for divergent, transformative artistic knowing to move through our research as a 

living practice” (de Cosson, 2003, vii). 

 

The common philosophical foundation of qualitative research is a subjectivist 

ontology. Reality is considered not as a ‘given’, but subjective and contextual. The 

researcher’s values, biases and opinions are interwoven in knowledge construction. 

The research seeks to understand and interpret phenomena – accepted as ambiguous 

and complex - through a variety of reflexive practices (Wilding & Whiteford, 2005). My 

subjective experiences are the object of analysis and interpretation (Kramp, 2004). 

Preissle and Grant (2004) explain subjectivism as an epistemological approach that 
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involves foregrounding the self in the research process. The self is central to meaning 

making and knowledge generation and becomes the focus of the research, through 

using “past experience, dreams or other sources to attribute meaning to the known” 

(Preissle & Grant, 2004, p.175). Understanding the constructed nature of subjectivity 

becomes central to the research goal. Likewise, an awareness of the values and 

beliefs that I bring to the research leads to deeper insights about the experiences I 

seek to understand. 

 

In order to enhance the significance of particular perspectives, and to 

contextualise the lived experiences that I wish to understand through my research, I 

reveal how I construct myself as the central character of my “narrative construction” 

(Kramp, 2004, p.112). Rather than gathering information about the particular 

experiences, I seek to determine the personal significance of the meaning about these 

particular phenomena (Kramp, 2004). I will “tell” stories of my experiences which I 

believe to be significant to the research. Narrating stories attends to the personal and 

particular to reveal the complex and the unique. I also utilise various forms of literature 

to illustrate resonances in order to gain an understanding of the deeper meaning and 

significance of particular lived experiences (Van Manen, 1990).    

 

As this research deals with childhood, and as our childhood experiences inform 

our constructions of childhood as adults (“adults cannot understand children if they do 

not understand their own childhood” Van Manen, 1995, p.22), I recount my own 

experiences of childhood as a research strategy: 

 

Notions about childhood that we bring from our own experiences as 

children can also project particular understandings onto our 

interpretations of children’s experiences. Whether researchers’ 

perspectives on childhood are based in personal experiences and 

memories of their own childhoods or socially transmitted within 

academic disciplines as part of the cultural capital of their fields, the 

subsequent objectification of children and their experiences 

necessarily impacts understanding of the research. (Jipson & Jipson, 

2005, p.37) 

 

Reflecting upon the values implicit in my childhood better equips me to interpret 

my experiences of art-making with children. I do this through reflecting upon my 

childhood memories, and subsequently, through reconceptualist theorisations of 

childhood (dealt within subsequent chapters). The relationship that we have with 
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children is bound up with what we think we know about them, which affects our actions 

and related purposes:  

We cannot return to the landscape of those prereflective days. 

We can only become present to them by reflecting on them. Yet even 

so, if we do make the effort to reflect upon them we become far more 

present to our enmeshed and open-ended selves. (Greene, 1995, 

p.73) 

 

Greene (1995, p.74), explains how the exercise of “recalling the shapes of 

childhood…[brings a] worthwhileness to my experience I might never have known 

before”. Van Manen (1990, p.13) argues that “what we must do is discover what lies at 

the ontological core of our being. So that in the words, or perhaps better, in spite of the 

words, we find “memories” that paradoxically we never thought or felt before” 

 

Locating these memories of childhood also reveals our philosophical 

orientations from which meanings are interpreted. “The power of childhood and life 

memory attests to the fact that we are historical beings – we have life histories that give 

permanence and identity to the person we are” (Van Manen, 1995, p.22). My approach 

is shaped by my life experiences which I examine here though reflective narratives. I 

have placed these in the Appendices (Appendix 1: Shapes of Childhood, Appendix 2: 

Experiences of the m/other world, and Appendix 3:  Spaces between: “old world”, “new 

world”). I provide an interpretation of these narratives in the next section.  

1.2. Orientations … 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Picture 1-1 - Self with paper and scissors in the “old world” home 
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I can recall childhood memories vividly and reconstruct them at will through 

narrative. In this sense, I do not feel separated from my childhood. It is united with my 

current state. I feel its “ongoingness” where I do not “grow up” but “go on” (Horton & 

Kraftl, 2006b) and continually wait for the moment when I will be. What notions of 

childhood do these recollections bring? What philosophical orientations do they reveal? 

How do these affect my knowledge constructions of childhood that underpin the 

particular values that can be discerned within the project? 

 

Childhood recollections represented in Shapes of Childhood (Appendix 1) 

illustrate a way of being with adults. Engaging in make-believe play, I directed the 

activities while adults encouraged, supported and enhanced the creative concepts in 

the play. Relative to the indulged state of attention from the adults, there was no 

access to children’s commodified constructs or advanced material possessions. My 

play things were plastic bottles, cotton yarns, coloured pencils, newspapers. Yet, I 

idealise this childhood because of the deep and meaningful engagement with the 

adults in my life.  

 

The make-believe play took its content from daily life (e.g., going to the shop, 

going to the theatre), and from folk tale elements (e.g., Koszalek Opalek, Dziad, Pani 

Nocka). Surrealist elements become part of my daily life and I believed them to be real. 

The imaginary world of play encroached onto the real world, and I could exist in both 

realms simultaneously. The fantasy and the reality were constructed by the adults 

around me.  

 

From these “shapes of childhood”, I project interpretations onto contemporary 

childhoods: mass popular culture impinging its own vulgar schemas onto childhood 

imaginings; adults separated from children through “children’s culture”; adults removed 

from forming deep and significant parts of children’s lives; constructs of parents as 

care-givers through the provisions of commodities, rather than truly being with children. 

This removal of adults through the ideology of “letting children be children” affects the 

young in their capacity for imagination and the bonds and experiences formed through 

playing creatively with adults.  

 

The relationships between the young and the adult exist in a shared realm that 

stands contrasted not against our relative positions but against the encounter with the 

other. Experiences of the m/other world (Appendix 2) explicate the deep bond between 

self and my mother that orientates itself towards finding authenticity relative to the 
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obfuscating other. We are not separated as adult and child but are united in the one 

realm. 

Implicit themes that manifest themselves in these tellings are those relating to 

the relationships we have with the other and “impingements” (Fonangy & Target, 2007, 

p.928) of the other upon us - the other of and as child, the other of our and other 

cultures, the encountering of ourselves with the other.    

1.3. “The Little Prince” – constructions of child, adult and other 

Van Manen (1990) explains that “borrowing” lived-experiences from others, 

including other authors in phenomenological research, provides us with a description of 

a “situated person”. It retells an experience that we may not have had or an experience 

that we can personally connect with, and so further deepens the meaning of our 

phenomenological questions.  

 

The preface to this dissertation begins with an excerpt from Saint-Exupéry’s 

The Little Prince. This excerpt is significant to the dissertation as it captures my lived-

experience “in condensed and transcended form” (Van Manen, 1990, p.19). It is written 

by an adult but from the child’s perspective and privileges child knowledge over adult 

knowledge. Below, I provide an interpretation of parts of the excerpt to illuminate the 

construction of the relationship of adults, children and the other which is the key theme 

emerging from my doctoral study. 

 

Grown-ups never understand anything by themselves, and it is exhausting for 

children to have to provide explanations over and over again. 

 

The narrator posits that grown-ups cannot make their own interpretations of the 

world, and therefore, children are needed to enlighten adults about how to approach 

and make sense of the world. Here, the narrator portrays how sense-making is 

implicitly different between adults and children. In the excerpt above, children are 

placed in the power position as their meaning making provides the more valid 

knowledge.  

So I have had, in the course of my life, lots of encounters with lots of serious 

people [I have had a great many encounters with a great many people who have 

been concerned with matters of consequence].  I have spent lots of time with 

grown-ups. I have seen them close at range [I have lived a great deal among 

grown-ups. I have seen them intimately]…which hasn't much improved my 

opinion of them.  
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The adult is positioned as “other”: another species, another culture, another 

civilisation. The narrator has lived amongst “them”, studying and observing them as a 

colonialist or anthropologist would engage with an exotic tribe, or alien race. The 

narrator clearly tells us that he does not like this species, and even after the length of 

time spent in their company, their strange rituals and habits have not become familiar. 

He does not have a high opinion of those he has lived amongst, even though others 

seem to value them. Even though he is one of “them”, he is separate. He looks at them 

from a distance. He cannot associate with “them”. He cannot share a common outlook 

upon the world. He and “they” are inherently different.  

 

Whenever I encountered a grown-up who seemed to me at all enlightened. 

[Whenever I met one of them who seemed to me at all clear-sighted]. 

 

The adult “other” is positioned here as less knowledgeable, as a lesser being. 

The knowing that is valued is that of being “enlightened”/ “clear-sighted”, which adults 

generally are not. Those who do have this quality are placed on the same level as the 

narrator. In this sense, the level of “enlightenment” is occupied by the narrator and 

children, and adults are placed in the sub-standard position.   

 

I would experiment on him with my drawing Number One, which I have always 

kept. I wanted to see if he really understood anything [if this was a person of 

true understanding], [I wanted to find out whether he or she was truly 

understanding]. But he would always answer, "That’s a hat." Then I wouldn’t 

talk about boa constrictors or jungles or stars. I would put myself on his level 

[bring myself down to his level] and talk about bridge and golf and politics and 

neckties. And my grown-up was glad to know such a reasonable person [greatly 

pleased to have met such a sensible man]. 

 

On rare occasions, the narrator finds an affinity with one of the “other” beings. A 

connection with what he thinks might be “clear-sightedness”. He gives this person a 

test to see if they really have the “true understanding” that would allow him to 

communicate on some deeper level with them.  The person fails the experiment so the 

narrator knows that the expectations he had of this person have not been realised. He 

knows now that to communicate with this person he has to lower himself to their level, 

which, whilst easy, is unsatisfying and disappointing. Of course, the person: does not 

even realise the compromise; is not aware of the narrator’s real nature; can’t perceive 
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the act or the game that the narrator plays out with him; cannot perceive the falseness 

of the situation. Everything is normal as usual. 

 

A dialectic is being enacted between: being “enlightened”/ “clear-sighted” and 

having “true understanding”; and, with being “sensible”/ “reasonable” and being 

“serious/concerned with matters of consequence”. It is a battle between the world of 

“bridge, golf, politics, neckties” and the world of far-reaching and imaginary “boa 

constrictors, jungles, stars”. It is the difference between empty conformity without 

awareness and deep attentive curiosity. 

 

Instead of framing his conception of childhood in some sort of “innocence lost”, 

where in “growing up” we lose some sort of sense of wonder, Saint-Exupéry locates 

childhood as a “going on” (Horton & Kraftl, 2006b). His lack of shared understanding 

with adults continues from childhood into adulthood. In a sense, the narrator remains 

child, not “becomes adult” as defined by stability and seriousness (Lee, 2001).  

 

Saint-Exupéry is not relationally positioning the child as the “other” to the adult, 

rather that the adult becomes the other in relation to the child. The point of “being” is 

that of “true understanding” both for adult and child in opposition to adult rationality. 

This sense of disembodiment and experience of pretence in relation to the adult other 

is captured by Sartre’s (1943) notion of “self-deception”, which I will return to in Chapter 

Five: 

 

How far away from them I feel, up on this hill. It seems to me that I belong to 

another species.  

…It’s so…so obvious from here; is it possible that I should be the only 

one to see it? Is there nowhere another Cassandra on the top of the hill, looking 

down at a town engulfed in the depths of Nature? But what does it matter to 

me? What could I possibly tell her?  

(Sartre, 1938, pp.224-227).   

 

1.4. Experience resonances 

The experiences expressed by Saint-Exupéry and Sartre resonate with my 

lived-experiences of feelings of separateness, as if from up high, watching the 

conforming behaviours playing out below me (cf. Simeon & Abugel, 2006). Learning to 

effortlessly be amongst them, only to “get along”. Continuously subsisting with a 
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longing to find and connect with those on the same experiential plain - not to be 

hindered acting out falsehoods of mechanical actions, belated by utterances; “why 

would you do such a thing?”, and gazes that suggest “that’s a bit weird to be doing 

that”, but to deeply share with the other the intricate nuances of existence, seeking 

encounters that involved a shared wonder of the world, a playfulness, a creativeness of 

the “non-useful kind” (Blais & Ippolito, 2006, p.236). 

 

Playfulness, defined here as a state of release through immersion in 

spontaneous exploration, emerges as the central compulsion. It is the exploration of 

what the materiality affords, with the excitement of the unknown that will be generated, 

not to be bounded by time and the constraining structures of what needs to occur. It is 

a state of freedom in the here and now - the deep acceptance of one’s “oneness with 

the world”. To be suspended in this unknown flow state contrasts those instances that 

must be known, classified, constrained and quickened by time, through prediction, 

production and expectation - where rules are conformed to, and where all consuming 

“Nature” lies still, low and unseen (Sartre, 1938). 

  

The knowing of reality through play, and the enacted meaning making and 

knowledge generation, is dynamic, not constant. Objects in the world can transform 

into other things and have numerous potentials for different forms of being. Hats can be 

boa constrictors (The Little Prince, 1943) and clothes become living beings (Nausea, 

1938; see excerpt in Appendix 9). The imposition of the fixed nature of external reality 

can destroy the flexibility of this imaginary reality. Young Antoine generates an “adult 

other” when the “boa constrictor digesting an elephant” is forced into its stable hat 

existence. 

 

Antoine S. (the protagonist of The Little Prince) now lives amongst “them”, 

reaching out to others with “clear-sightedness”. He hopes to challenge his perceptions 

of “them” by presenting his image from the “True Stories from Nature”. Antoine R. (the 

protagonist of Nausea), feeling as if he belongs to another species, can see “Nature”. 

They cannot see. He wonders if there may be another amongst them but, even if there 

was, what could he possibly say. When Antoine S. finally encounters “true 

understanding” and “clear-sightedness”, it arrives in the form of child. Similarly, my own 

separation of the “adult other” finds the child. This child is not “other” but somehow 

connects with my own sense making, where constructs of the world are not yet firmly 

established - where there is a quick change between orders (Lee, 2001; elaborated in 

Chapter Five), and where we can still find the unusual in usual things.    
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1.5. When I was an adult - artist 

Having discussed my orientations towards childhood, I will reflect now upon my 

formulations of my art practice. This will contextualise the beginning of my doctoral 

journey and explore how the above conceptions (i.e., play, childhood, the “other”) have 

been enacted in practice.   

 

During my undergraduate visual arts degree, I developed an aspiration for my 

art to do more than engender passive acts of looking (mainly experienced as course 

assessments in the form of studio reviews with other students as audience where one 

would talk about one’s work and have a discussion with peers and teacher). I was 

discontent with art objects that required me to look at them under the pretence that I 

was experiencing something profound. Instead of listless looking, I wanted to present 

something to the audience that would involve them, make them play, force them into 

action. I wanted them to think a little about something that they did not know before and 

get them to step outside their habitual thought patterns. My artistic strategy involved an 

interpretation and reconstruction of scientific principles (e.g., Panspermia; Second law 

of thermodynamics; the four forces of nature) and their visualisation through art-

making.  

 

My imaginings did not locate themselves with merely formalistic 

representations. I wanted to fill up time with understanding and formulating deeper 

conceptions. I was absorbed by the affordances of visionary science fiction (Arthur C. 

Clarke, Isaac Asimov) and popular science (Stephen Hawking, Paul Davies). The 

science fiction and non-fiction were similar and yet provided different interpretations of 

the same understanding of reality. They dealt with existential questions but through 

lesser or greater metaphors. Each focused on imagined potentials and capacities of 

civilisations and our relatively tentative, fragile and perilous existence. Some extracts 

below illustrate these imaginings: 

 

[Type 0 civilisation is] like a child learning how to walk, it suddenly 

becomes aware of the new life-threatening dangers in its quest to 

explore and master the world. The more it learns about the universe 

around it, the more it learns of the potential dangers… 

….is like a spoilt child, unable to control its self-destructive temper 

tantrums and outbursts. (Kaku, 1998, p.324) 
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Nicole’s mind was operating at peak speed as she watched the lights 

flashing around her. That must be an interesting story, she thought, 

reflecting on the red lights. Imagine a civilisation spread out over a 

region containing hundreds of stars. Then, suddenly, pfft, that species 

is gone…The lesson is inescapable…For everything there is a 

beginning and an end…Immortality exists only as a concept, not as a 

reality. (Clarke, 1993, p.624) 

 

Where my artistic existence needed to be caught up in the production of 

artworks, I longed to experience artistic installations that would visualise such visionary 

vistas. In this way, I imagined that one had the potential to experience and be absorbed 

in these other worlds. I dreamt about what it would be like living in this world - where 

human potentials not only would be more fully realised but our normalised conventions 

also would be transformed. I imagined a gallery of the future where the audience would 

be immersed in an environment that could take them away from their primordial human 

behaviours. I mistrusted the prerogative of producing objects for display as it always 

struck me as a sort of absurd human activity.   

 

What a peculiar occupation: it doesn’t look like a game, or a rite, or a habit. I 

think they do that to pass the time, nothing more. But time is too large, it refuses 

to let itself be filled up. (Sartre, 1938, p.36) 

 

This existence was reliant on the production and the filling up of time with more 

pointless materiality and physicality, bestowing the outcomes with special storage. The 

thoughts of the existence of these objects revolted me in the same sense as the 

objects experienced by Antoine Roquentin: 

 

Objects ought not to touch, since they are not alive. You use them, you put them 

back in place, you live among them: they are useful, nothing more. But they 

touch me, it’s unbearable. I am afraid of entering in contact with them, just as if 

they were living animals.  

Now I see; I remember better what I felt the other day on the sea-shore 

when I was holding that pebble. It was a sort of sweet disgust. How unpleasant 

it was! And it came from the pebble, I’m sure of that, it passed from the pebble 

into my hands. Yes, that’s it, that’s exactly it: a sort of nausea in the hands. 

(Sartre, 1938, p.22) 
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Throughout my visual art degree, I needed to conform to the identity of the 

artist. However, I had a growing aversion to the reality of objects, a need to maintain 

my state of otherness, coupled with the need to create an escape reality. I realised a 

way that I could conform, yet connect to a sense of authenticity through the process of 

art-making, was the creation of abstract worlds within the dematerialised cyber realm.  



 35

1.6. Emergence of SFOD (Simulacra From Other Dimensions) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Picture 1-2 - The sfod installation, Metro Gallery, 2001 

 

As a consequence of my need to create an alternative reality, the sfod 

(simulacra from other dimensions) emerged. I will explain the creative emergence of 

the sfod in Chapter Seven but, for now, I will provide a contextual overview. The sfod 

were first conceptualised in 2000 during my Bachelor of Visual Arts (Queensland 

Collage of Art) and continued their journey into this doctoral project which I began in 

2004. 

 

In 2000, I described the sfod as: 

 

73 entities that exist within the 11th dimension of M-theory (in theoretical 

physics, M-theory is proposed as a "Master theory" that unifies the five 

superstring theories, which inturn, attempt to unify the theory of relativity with 

quantum mechanics. Greene, 1999). This concept relies on a net.art-entity (the 

sfodamong) that acts as a scientist who continually researchers the sfod and 

uploads the findings on the internet. This artist-scientist has been construed to 

be an alien within the host body of a human, resulting in its quasi-pseudo-

scientist behaviour. Through computer-generated, coded art, the sfodamong 

produces an archive of “knowledge” that parallels many human-constructed 

theories that are interpreted as science-fictitious-art that sustains its ongoing 

creation-research. 
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The sfod were initially conceived as small abstract sculptural objects, to which 

other objects were added to supplant their cosmology: painted sfod portraits, 

visualisations of their planets, galaxies, and subsequently, an entire cyber existence 

(Appendix 14, website documentation, SFOD UNIVERSE). The sfod were exhibited 

both in their physical and their cyber presence. Excerpted below is a response to my 

exhibited collection of artifacts from a writer of the Honours students’ exhibition 

catalogue: 

 

…one might have found a veritable array of indecipherable oddities 

lined up for public speculation and intrigue…we too have little 

knowledge of the culture/s from which the objects in this exhibition 

came and for what purpose they were intended, only an inherent 

awareness that they resonate with the allure of the “exotic”. ….we, the 

lay public, are…left to infer what we will from the strange assortment 

of gaily coloured objects laid out for our deliberation….we must forget 

what we know of our universe and surrender our perception to a 

naiveté which allows us to step back into a place of constant inquiry, 

discovery and classification. Marta Kawka’s collection of exotic 

paraphernalia, so deliberately foreign and unexplained, forces us into 

just this position. (Shelley, 2001, p.30) 

 

Clearly, the presence of an exotic “other” is being experienced here, which I 

shall return to in later chapters. 

 

Following my interest in scientific concepts and cosmological creations, I 

connected to the emerging trend of the convergence of art, science and technology. 

This convergence has been described as a way to expand the field of art and call into 

question its subject matter and its function in society (Wilson, 2001). I was interested in 

artists who displayed a meta-cognitive awareness and understanding of the 

situatedness of their practice, who dealt with epistemology as their subject matter. 

Artists like Ken Goldberg reflected upon science in their art making as a way to 

comment on the equitable constructions of knowledge both in science and in art (“Ken 

Goldberg”, n.d.). Or Matthew Ritchie, who: 

  

Attempt to represent the entire universe and the structures of 

knowledge and belief that we use to understand and visualize it. 

Ritchie’s encyclopaedic project (continually expanding and evolving 
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like the universe itself) stems from his imagination, and is catalogued 

in a conceptual chart replete with allusions drawn from Judaeo-

Christian religion, occult practices, Gnostic traditions, and scientific 

elements and principles. (“Matthew Ritchie”, 2005) 

 

Troy Innocent’s Iconica (1997) dealt with the creation of a personal 

epistemology through the generation of digital worlds with which the audience could 

interact with: 

 

The space evolves, changes and mutates through visitors’ interactions 

and through its own artificial evolutionary processes. Genetic 

programming is used in the behaviour of the life forms within the 

space, so that they may evolve and adapt to new situations. Parts of 

the world die and decay; others thrive, bringing new life forms into the 

space. This evolution is monitored and contributed to by the end user, 

resulting in a world that is simultaneously a cyberspace, a mindspace, 

an abstract world and a stylized reality. (Innocent, 2001, p.259) 

 

Bosma (2006) has suggested that the passive relationship between the 

audience and artist shifted as the spontaneity of technology could allow for audience 

intervention to be designed into the creation process. In traditional artworks, the 

condition of the spectator and the maker was based on experiencing a representation 

of a moment that had passed, a moment that could not be intervened with, but now, 

interactive artists can create specific experiences that merge the design of the 

visualisation with that of the interactive process (Bosma, 2006).   

 

By contextualising the emergence of the sfod as an interactive art entity, I 

sought to engage the audience by designing interfaces for navigation (which was the 

outcome of my Honours project in 2001). I hoped for the audience to want to learn how 

to navigate the abstract world through making sense of the clues in the interface. I 

wanted them to engage with inquisitive energy, enter and be immersed in playing 

within the alternative world. 

 

However, there is an inherent challenge in reception of interactive work as it 

exists in relation to passive works. Feingold (2002) explains that the interactive 

encounter has an inherent flaw as the user of the artwork has an expectation of getting 

something out of the work. They may approach it with the expectation that the 

relationship will be as between human and machine - the desire for control and 
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mastery. When the encounter with the work results in unexpected outcomes, and when 

there is no clear goal, the user may get frustrated.  Also, there is often a refusal to 

interact as it challenges the schema of the passive viewing of the work. 

 

In 2001, the relationship between my interactive work and the audience was 

that of a passive spectatorship of the screen within the gallery context, filled with other 

objects. The rare few who engaged already had an existing relationship with navigating 

abstract spaces. 

 

This is suggested in a statement of a reviewer of the exhibition: 

 

Marta Kawka's convoluted CD-ROM installation, the GUT gEZX of the 

sfod, is both a game-like investigation of creative synthesis and an 

exercise in viewer-object interactivity. “Players” are directed by the 

science-fictitious sfod to manipulate on-screen icons for unbeknown 

reasons, the effects of doing so being equally mysterious. (Gomes, 

2002) 

 

Even though the engendering of mystery was satisfying, it did not demonstrate 

the engagement I sought. My aim was to engage users in trying to problem solve the 

space, to solve the inherent logic of the navigation system. However, I observed that 

users unfamiliar with alternative navigation systems did not get beyond the first page. 

Was the interface too complex? The work was excluding those who expected the work 

to function as a user-friendly website. They may have been unaware that a requirement 

of alternative navigation systems was to solve their inner logic in order to progress 

further. Patience, perseverance and curiosity were rewarded through further entrance 

into the work. The work, superficially accessible for all, only realised its function to a 

select view: those who held the “secret knowledge”. Retrospectively then, I was 

somewhat pleased with this outcome. This strangely confirmed that I really didn’t want 

just anybody to experience the work but only those who proved worthy through their 

knowledge (Saint-Exupéry’s experiment). 

 

Even communicating with a select few, I remained unsatisfied with how the 

work functioned for the audience. If there was a potential for the audience member to 

construct knowledge about the internal consistency of the work, there was potential for 

pushing this knowledge construction further in a way that would be analogous to a 

learning event.  
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These experiences led me to conceptualise an idea for a doctoral project which 

I initially entitled Interactive Learning Environments: Integrating net.art, science and 

education. The doctorate intended to clarify the nature of audience participation in 

interactive artwork by utilising pedagogical theories. In my doctoral proposal I wrote: 

 

Looking from the perspective of “constructivist learning theory” 

(Gagnon & Collay, 2001; Jonassen, Howland, Moore & Marra, 2003; 

Kivinen & Ristela, 2003; Simpson, 2001), the conventional relationship 

that is created between artist and art viewer, involves the placement of 

the viewer as a passive recipient of the “knowledge” created by the 

artist. The artist tries to transfer this knowledge to viewers and to 

convey understanding, however people actively construct their own 

knowledge to make meaning. If we introduce contemporary 

pedagogical insights into the system, then the viewer can become an 

active investigator of knowledge. 

 

I suggested in my initial proposals that the interactive artwork was different to a 

non-interactive artwork. This is in the same way that traditional computer pedagogy 

differed to newer pedagogies - where knowledge construction is argued to occur in the 

student, rather than coming from the teacher through the transmissive approach 

(teacher as disseminator of information and student as container ready to be filled with 

knowledge).  

 

However, it became evident that in conceptualising the relationship between the 

artist and audience in an interactive artwork, it was no longer adequate or innovative to 

call on pedagogical constructivism. Interactive artists were already providing theories 

about the nature of this relationship to qualify how the viewer becomes a participant of 

the artist’s artwork and how the artist responds to this participant in their work. 

 

1.7. When I was an adult – teacher, researcher…beginnings…  

Having reflected upon the origins of my artistic strategies, I will now turn to 

identifying the moment that children entered into my work.  I provide the below passage 

(written in my research journal at the onset of my doctoral studies in 2004) to illustrate 

my initial perceptions about the purpose of introducing children into my art practice and 

to highlight the preconceived ideas with which I entered the research journey:  
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Just before the completion of my visual art honours program, prior to beginning 

a primary education degree, I developed a project where the sfod world would 

encounter a world of children. The result was that the interaction with the art of 

the sfod was starkly different when the audience had changed to that of 

children. Here the encounter with my work was not incomprehensible, but 

natural. The level of engagement was pronounced, the meaning making deep. 

To the children, this way of knowing, entered through alternative navigation, 

was not excruciatingly incomprehensible, but seemed just like the usual 

manifestation of play. 

 

Thrilled by the fact that not only were the sfod now finally understood in 

the way that was intended for them, but the sfod world was actually growing 

through the encounter, I realised this was the ultimate artistic partnership. I 

needed these children for my art to grow. I needed the multitude and variety of 

ideas that children brought to the work. I though to myself that I could never 

alone be as “creative” in terms of variety and originality and multitude of output 

that was required for the sfod to exist. How could I enhance the sfod 

environment so as to fulfil educational goals? (I was not clear on what these 

would be as yet, but I knew that there was potential here for learning 

encounters to occur, and thus fulfil the goal of my art practice to be 

educationally transformatory in nature). 

 

I wanted my doctoral proposal to naturally align with what I knew about 

constructivist philosophies. I made a claim that the research was significant 

because it extended research methodologies in a way that enhanced my artistic 

practice so that it might benefit student learning. The experience of teaching in 

primary schools and the resulting immersion in education brought other 

capacities to the visions I had about transformatory art practices. It meant that 

my research shifted from simply creating an interactive artwork based on 

educational principles, to aligning my art practice to quality art education 

programmes and at the same time introducing artistic epistemologies to “school 

art”. 

 

Negotiating these discrete domains of knowledge (visual art practice 

and education practice) became problematic. As part of an art college exegesis 

I needed to write about my art practice, by aligning research to an artistic 

context. Within an education doctorate, I believed that I needed to be making 
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claims solely about educational experiences; the assessment of the learning; 

justifications of “beneficial” art educational outcomes.  

 

I felt that I was in somewhat of an epistemological predicament. I 

shuffled between the two continuously. I desperately desired to completely 

merge into a holistic way of knowing as artist-teacher-researcher, as a 

conceptual combination strategy (Chi , 1997) to create something that was 

distinct and new. However by attempting to merge the two disciplines, I felt I 

was removing the foundations of each discipline so that my research was not 

strongly positioned within a specific epistemological domain. 

  

Within this continual boundary crossing I came to dislike the rigidities of 

both disciplines, and wished that I could just be left to create my own 

justification of ways of knowing and working. Presenting my art practice to a 

visual art panel review raised such questioned as; “But, where is the art?”, 

“Where is the aesthetic?” And, “If we cannot see it as Art but as art education, 

where is the evidence of learning?”, “Why is it beneficial in comparison to other 

art education methodologies?”, “ What are the long-term benefits?” At this point 

I knew that I would need to address these questions within this study to 

legitimise my research within the requirement of the domains. My doctorate 

needed to somehow be formulated within both domains, aiming to address the 

questions of both. 

 

I focus now on creating a “learning environment” that exists both as 

artwork (it is justified through the methodologies of new media artist), and 

satisfies learning outcomes that position themselves within qualitative 

methodologies of educational research…. 

 

Even though I mention why I found children beneficial within my project, these 

initial notions do not consider the nature of the relationship between myself and the 

children, my own construction of childhood, and what implications this may have on my 

practice. These reflective questions could only be achieved as an outcome of the 

doctoral research process.  

 

The passage also recounts the experience of tension in negotiating both art and 

educational practice.  The quest for the “the rightness of fit” (Goodman, 1978), which is 

described by Eisner (2004) as a feature of artistic knowing, becomes a recurring theme 

in my dissertation. This tension is only released upon the conclusion of the research, 
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where reflexive processes lead to a greater understanding of selfhood through finding 

those ”’memories’ that paradoxically we never thought or felt before” (Van Manen, 

1990, p.13). 

 

After recalling the shapes of childhood, the formulation of values and beliefs, 

and the initial conceptualisations of my art practice filled with disciplinary tensions, the 

research journey of transformation begins - from conceptualising the research as the 

development of a “learning environment” that sought to provide evidence of its 

existence as both artwork and learning object, to the quelling of the dialectical tension 

through “discovery” of phenomenology and a/r/tography that allowed me to delve into 

the nature of the experience of these tensions. 
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2. PLAY: Childhood’s Legacy 

 

This chapter provides a theoretical investigation of the key concept of “play”. 

The chapter outlines how childhood identity is defined through play and how this 

subsequently impacts on notions of childhood art-making and the “use” of the construct 

of childhood for purposes linked to generating creative outcomes for adults.  

 

I investigate the relationship of the adult and the child in art-making and in play. 

In children’s art-making, the adults’ aesthetic theories that serve particular ideologies of 

childhood fundamentally shape the “child art” that is produced. The literature pertaining 

to the role of adults in children’s play describe notions of “being with” children through 

play, the importance of playing with children and the particular significance of adults in 

transforming children’s imitative behaviours in play.  In these instances when the 

relationship between adults and children is being investigated, “child play” is 

conceptualised as a more embodied construct than “child art”. 

 

The conflation of childhood and play ultimately leads to the construct of a 

separate child culture, which excludes adults from the life-world of children. This 

chapter initiates the investigation of a “shared space” for adults and children, where the 

notion of a “dialectic/creative space”. The implications of the intervention of adults in 

children’s play and art-making is explicated in Chapter Five. 

 

2.1. Introduction 

Chapter One concluded with the identification of my blindness to my own 

construction of children within art-making at the beginning of my artist-teacher journey. 

The sociological implications of the construction of childhood within adult-versus-child 

relationality, particularly the notions of adult being and child becoming, is a continuing 

theme from this point forwards. The focus of Chapter Two is an analysis of how 

children’s identity is constructed through play and how this subsequently leads to adult 

constructions of children’s art-making. The construction is based on play being 

regarded as the most distinctive feature of childhood (Kehily, 2003). This links to the 

essential conceptions we bring forth when we interact with children, in relation to who 

we think they are, their agency in their world and our attempts to connect with them, 

either through play acts or identifying a lost childhood in ourselves. 
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The exploration of the concept of “play” is embedded in my journey of 

understanding my own and others’ constructions of childhood, and how particular 

constructions of “childhood” and “play” have been used by adults for various purposes 

(for instance, the way that I have used my construction of childhood in my creative 

acts).  I reflect on various themes that emerge from the literature on play when thinking 

about my art practice including: perceptions that play is the exclusive realm of children; 

play as source of creativity in symbolic representation and its connection to “learning 

from children”; the difference between play and art-making in relation to aesthetic acts; 

the significance of adults and children in play; play as a link to the idealisation of our 

common humanity; and, play as either highly influenced by conformity to culture or the 

identification of our inner freedom. 

 

Within these “themes of play”, I explore how, in the relationship between 

aesthetic play and art-making, children’s art-making has been constructed, in 

particular, I examine the way in which the values embedded in the frameworks of 

dominant art education philosophies (“the u-curve of artistic development”; “the 

elements and principles of art”) originated from the expressionist paradigm of 

modernism (Sullivan, 2005; Hughes, 1998). I also examine the relationship between 

the adult and the child in the play or art-making encounter, where the adult is either a 

hindrance to children’s creative expression or the actual guarantor of its manifestation. 

This introduces the question of relations of power between child and adult – ultimately 

a key consideration that is addressed in detail in subsequent chapters. 

 

This chapter locates my research and knowledge contributions within the genre 

of “Children’s Geographies” - particularly as contextualised by Horton and Kraftl 

(2006a).  After a survey of the literature in their field, Horton and Kraftl arrive at the 

position that the central question for children’s geographers should be “what matters to 

children?” This is a valuable question for researchers “of” children to ask as it makes us 

step away from the tendency to objectify children as an “other” and gets us closer to 

childhood. By gaining a more empathetic sense of what matters to children, we can 

position ourselves more effectively in pedagogic situations as we understand that we 

are all just “going on” rather than “growing up” (Horton & Kraftl, 2006a) - a critical 

concept in understanding the construction of childhood in its relatedness to adulthood.  

2.2. “Play…” 

Anyone who talks or writes about play…is unavoidably using a term 

with ideological force that is populated with different people’s 

assumptions and beliefs about the value of play in different situations 
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and relationships. Everyone has a different understanding of play 

because of how the term is linked to various images, experiences, and 

other people’s meanings, which often include ideas about what is wise 

parenting or good teaching. (Edmiston, 2005, p.58) 

 

The dominant view that emerges when one investigates various theories of play 

in childhood research is that play is the exclusive realm of children - that children have 

a natural tendency to play (Bhroin, 2007; Kitson, 2005). There is also a ubiquitous 

dimension to play that is tightly linked to children and growing up. “It is part of being 

human” (Bruce, 2005, p.262). In this sense, play and childhood are conflated together 

and the value of play in children’s development becomes a self-evident notion (Harker, 

2005). It is not my intention in this chapter to provide a comprehensive overview of the 

immense wealth of literature spanning psychology, sociology, education, and 

anthropology that has defined the relationship between childhood and play. However, it 

is worth noting that many attempts have been made to categorise play into such 

genres as socio-dramatic, exploratory, manipulative, physical, rule-governed, fantasy 

and free-flow play (QSA, 2006; Kitson, 2005).  In Froebel’s first kindergarten of the mid-

nineteenth century, play included notions such as: “The plays of childhood are germinal 

leaves of latter life, for the whole man is shown and developed in these … play is not 

trivial, it is highly serious and of deep significance” (Froebel, 1889, as cited in Kehily, 

2003, p.6). Piaget (as cited in Kehily) regarded play as the imitation of reality and a way 

for children to construct knowledge. Vygotsky (as cited in Kehily) saw play as critical for 

children’s development. Freud bought forward the notion of play as diagnostic tool that 

would allow entry into the child’s psyche (Freud, as cited in Kehily)  

 

The self-evident and unquestioned equation of play and childhood development 

has meant a natural utilisation in curriculum guidelines for early childhood settings. For 

example, Queensland’s Early Childhood Guidelines (Queensland Studies Authority 

[QSA], 2006, p.43) specify play as one of the five main contexts for learning and 

development: 

 

In the early phase of schooling the purpose of play is to support 

children’s learning and development. Therefore teachers need to 

scaffold the play to extend children’s learning. Play occurs in both 

indoor and outdoor environments. It provides a powerful context in 

which children learn as they actively engage socially, emotionally, 

physically and intellectually with people, objects and representations.  
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To illustrate further, play has been constructed: as “essential to learning about 

oneself and about life” (Bhroin, 2007, p.2); to develop thinking; to learn literacy and 

numeracy practices; to develop creativity and imagination; to build identities and 

relationships with others; to learn through all their senses; to test prior knowledge; to 

transfer learning; to practise and master various skills; to aid children in making sense 

of their worlds; to test life’s problems; and, as a way to learn to cope with and manage 

emotions. Play is not governed by abilities but the motivation to be involved in the play 

(QSA, 2006).  Play is a powerful tool that engages children in the learning process and 

does not have to be taught (Kitson, 2005). 

 

Bruce (2005, p.261) defines “free-flow” play as having some of the following 

characteristics: play is an active process without a product; it exerts no external 

pressure to conform to rules, pressures, goals, tasks or definite direction; it is about 

possible, alternative worlds, which lift players to their highest levels of functioning. This 

involves being imaginative, creative, original and innovative. Play is an integrating 

mechanism which brings together everything we learn, know, feel and understand. 

 

Play has been argued to be so central to children’s lives that it is perceived to 

be detrimental to learning if they are not provided with opportunities for play, further, 

such deprivation will produce a society whose adults cannot: 

 

problem solve, persevere, concentrate, be imaginative or creative, 

make connections, improvise, be flexible and adaptive, read the body 

movements and language of others, see things from different points of 

view, or tune into the thoughts and feelings of other people or 

situations. (Bruce, 2005, p.266) 

 

As a result of all these validations of play, a notion has emerged that it is 

imperative for adults to be involved in children’s play and thus support the learning 

process (Kitson, 2005). This view is contrary to the perspective that for play to be 

developmentally beneficial, children should be provided with freedom and allowed to 

operate without the intervention of adults (Kehily, 2003). However, if this non-

interventionist position is maintained, Kitson (2005, p.112) argues that children’s play 

will be conducted at a superficial level; “children will frequently repeat the same forms 

of play, engage in the same role activity, model the same type of behaviours, and 

resolve similar problems”. 
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This becomes a case for adult intervention where adults can scaffold and 

extend children’s learning. Adult intervention can stimulate, challenge, deepen and 

enrich children’s experiences: Intervention can implement rules, be a model of 

behaviour to copy and maintain play momentum. If this intervention is done in a skillful 

manner, the ownership of the play by the children is not threatened - “it is important to 

remember that, although the adult can guide and to some extent shape the socio-

dramatic play, essentially the play and action must be that of the children. Their ideas 

must be used” (Kitson, 2005, p.120). 

 

Pitri (2001) proposes that, as play is a spontaneous and voluntary activity 

driven by the intrinsic motivation of fun, anyone who intervenes in the play will interrupt 

the fun. Pitri explains that that role of the adult in play is that of a friend, not of an 

instructor or entertainer. Play becomes educational when the adult’s presence ensures 

that the quality of the play is appropriate, without manipulating the experiences or 

enforcing control that will limit the freedom and spontaneity of the play.  

 

2.3. “Play the Universe and Everything”… 

In the theoretical discussions of play cited above, it seems that “play” has been 

so broadly defined as to encompass “everything”: a vehicle for the development of 

values in childhood in the realms of social adjustment, intellectual growth, emotional 

and creative development. Play can be considered as just doing nothing and play links 

to some essential nature of being human. As a “global” concept, play carries notions of 

freedom but can also involve imposed rules and can be unconstructive, merely 

repeating the scrips that pervade our popular culture. In the dominant framework of 

childhood development and socialisation (James & Prout, 1997), play also tends to be 

more closely aligned to imagination and creativity than art in children’s development, as 

it seems to embody life. Custadero (2005) describes children becoming “things” in play, 

rather than  mere representations of it. Play seems to be Life. 

 

In the above context, the title of my dissertation - Play, the Universe and 

Everything - “Life” is replaced by “Play” (adapted from the original Douglas Adams 

book title and, now, adage “Life, the Universe and Everything”). In discovering this title 

for the dissertation, I acknowledge Bruce (2005) who, in the book The Excellence of 

Play, titled her chapter Play, the Universe and Everything. Bruce’s chapter is about the 

significance of play in children’s lives that is “crucial for the future of humanity” (p.263). 

However, in the chapter Bruce does not fully explain the relevance of her title to the 
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argument she presents. The only time that Bruce refers to the title is in the final 

paragraph: 

 

Play is, it seems, about the universe and everything. It often has to 

function in a hostile environment, but when it is encouraged, 

supported and extended, it makes a major contribution to, and 

sophisticated impact on the development of individuals and humanity 

as a whole. (p.266) 

 

I am not sure if the metaphor of “the universe and everything” is entirely 

conscious for Bruce. She may understand play to be like atoms formed in the first 

stages of the hostile universe, or the formation of life from the hostile period of the 

earth: when atoms, or the fragments of life’s beginnings are allowed to develop they 

create the universe or life forms - as if play is the building blocks from which humanity 

springs. “Free-flow play is part of the infrastructure of any civilization” (Bruce, 2005, 

p.266), and it appears to be a universal building block. Further, “there are ubiquitous 

aspects of play that resonate wherever children are growing up. Ubiquity is about the 

common core of play, which has a universal dimension” (Bruce, 2005, p.257). For 

Bruce, it appears that the metaphors suggested in the title rest on the significance of 

play to humanity and that the title can also be perceived to be in the spirit of 

playfulness.  

 

The title Play the Universe and Everything, resonated with me on a rather 

different level - “This is my dissertation!” I pronounced. The connection to Adams’s 

Hitchhiker’s Guide to the Galaxy was significant as the book represented the satirical, 

yet philosophical, science-fiction notions of which I was very fond. In Hitchhiker’s Guide 

to the Galaxy, the answer to the ultimate question of “Life, the universe and everything” 

is posed by a race of hyper-intelligent pan-dimensional beings to the super-computer 

Deep Thought. The answer that Deep Thought gives is “forty-two”. When the beings 

are surprised by this answer, Deep Thought announces that another super-computer 

needs to be created to calculate the question to the “ultimate answer”. The new super 

computer, actually the Earth, is accidentally destroyed when it is mistaken for just a 

planet. The question will finally emerge from the mind of Arthur Dent, the last remaining 

human, during an act of random play. 

 

These conceptions capture a way of knowing that is both playful and 

philosophical. It is about the transformation of philosophical questions into fictitious, 

narrative forms. The questions, being essential to our nature, also liken themselves to 
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the rather absurdist arts-based research process - finding an answer when it was really 

the question that you had to find (Appendix 5 – C-artographic Beings). Aspects of 

humour, spontaneity, and manifest joy, which are the qualities of playfulness 

(Lieberman, 1977), are wrapped up in an existential dimension. Science fiction 

presents an “other” reality as a metaphor for our lives so that we may discern it 

objectively.  These are all notions which are very near to my artistic interpretations 

where Play the Universe and Everything suggests confrontations with the “Ultimate 

Questions” of being. 

 

2.4. Play as “symbolic representation” and “active imagination” 

In Chapter One, I noted that meaning making in play involves the 

transformation of objects from one to another.  Ariel (2002) refers to this as “symbolic 

representation” and it is the characteristic feature of play. Ariel asserts that the term 

symbolic play is synonymous with make-believe, imaginative, and fantasy play. 

Symbolic play refers to using an entity as a symbol to signify another entity. This notion 

has been conceptualised by Vygotsky (1933) as the pivot. This is, when in play, the 

child wanting to ride horse stands astride a stick and pretends to be riding a horse. In 

this example, the stick is the pivot. Vygotsky explains how play is a transitional stage of 

development: 

 

It is terribly difficult for a child to sever thought (the meaning of a word) 

from object. Play is a transitional stage in this direction. At that critical 

moment when a stick – i.e., an object – becomes a pivot for severing 

the meaning of horse from a real horse, one of the basic psychological 

structures determining the child’s relationship to reality is radically 

altered. (p.10) 

 

Vygotsky (1933) further defines play as the imaginary realisation of desires, 

where children develop the higher mental function of abstract thought. Vygotsky 

elucidates that, as children get older, they internalise this pivot and it exists only in the 

mind without the need for an object and accompanying actions - “The old adage that 

children’s play is imagination in action can be reversed: we can say that imagination in 

adolescents and schoolchildren is play without action” (Vygotsky, 1933, p.3). However, 

Vygotsky (1933, p.11) claims that this stick is not a symbol, because “a symbol is a 

sign” and in this instance the stick is not the sign of a horse. Properties of things are 

retained but their meaning is inverted as the idea becomes the central point. In order to 
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illustrate the essential nature of the pivot concept, I draw attention to the work of other 

authors. 

 

Kline (1993, p.250) refers to the pivot concept using the terms “‘object 

transformative’ pretending” and the experience of using a pivot such as the horse as an 

example of the “‘indeterminacy’ of the toy as symbol”. When sticks become horses, 

swords or wands, Kline (1993) explains that children ignore the appearance of the 

object and see it as a symbol of the imaginary object in their play. Kitson (2005, p.113) 

defines this act as a marker of make-believe play where “movements or verbal 

declarations and/or materials or toys that are not replicas of the object itself are 

substituted for real objects”. Blatner (1993, p.13) defines play as activity that “includes 

more than one level of meaning, and the enjoyment that results from shifting between 

these levels”.  

 

Ariel (2002) refers to make-believe play as a semiotic system in that it relies on 

a combination of signifiers that exist in the play act to communicate meaning. She also 

explains that the language of play is quite different to other sign systems, such as the 

system of road signs which have a constant meaning that stand for the signs. In play, 

the signs can be arbitrary and unconventional - one operation can turn anything into 

anything else. Play involves transformations where “the player can readily replace the 

signified content of a signifier by another signified content” (Ariel, 2002, p.27). Ariel 

(2002, p.27) also refers to “the language of make-believe play as a theatre of the 

absurd”. In that, children make senseless expressions in their play that in other 

contexts would sound absurd, such as “we are being born now” or “let’s pretend now is 

next year” (Ariel, 2002, p.27). 

 

Bhroin (2007) suggests that, through imagination, children transform ordinary 

objects into objects of fantasy in their play and that imagination is the medium that 

children use to play and to create art in order to transform the world around them. 

Warnock (1994, as cited in Bhroin, 2007) argues that such a transformation occurs on 

two levels - children use “primary” imagination to make their play objects into real 

objects and “secondary” imagination when they create fantasy elements.  

 

Fineberg (2006b, p.6) proposed that, a child is able to “transform everything at 

hand into the necessary elements of the fantasy” and suggests that this process is 

exactly what we appreciate in artists’ works. Using the work of Picasso as an example, 

he suggests that we value his “childlike ability to overcome the fixity of meaning, known 

through experience and reason” (Fineberg, 2006b, p.6) and his ability to create art 
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works which destabilise the meaning of objects so that we are able to ascribe new 

meaning upon them. 

 

The notion of children’s “natural tendency to transform everyday objects” 

(Szekely, 1991), with reference to the symbolic representations and semiotic systems, 

has been used in definitions of play. This notion seems to relate to discussions 

pertaining to art-making. However, play and art-making have seldom been combined in 

childhood education deliberations. I examine some examples below. 

 

2.5. Artistic Play 

In From Play to Art, Szekely (1991) links play to creativity, where play 

“unleashes imagination”. This premise is based on Szekely’s belief that children are 

naturally attracted to the unusual, are constantly creative, and make art out of anything. 

Observing children playing at home, Szekely notes that children produce art on par 

with avant-garde artists, rather than the uninspired art they typically produce in school. 

Szekely sees children as natural artists and that this natural approach to creating art is 

stifled by traditional classrooms where they are instructed to follow prescribed artistic 

rules derived from their teachers’ understanding of art-making.  

 

Based on these beliefs, Szekely (1991) explains that art-making with children 

should not be based on skill training but about the provision of inspirational 

experiences through play. When compared to art, play has less to do with pretentions 

and preconceived ideas. Consequently, it affords ways to breakdown conformity and 

sameness through imaginative performance. As play can lead to creative insights, and 

as playfulness is inhibited when children feel that their ideas come from somewhere 

else (as suggested earlier by Kitson, 2005; and Pitri, 2001), children should be 

encouraged to learn with a teacher rather than from a teacher. Creativity emerges from 

experiences in the environment and so classrooms should be conceived as playrooms. 

It may appear that Szekely is promoting a very child-centric approach but, in fact, it is 

what the adult does that becomes the significant factor in the artistic play of children. In 

order to demonstrate to children what it is like to be playful and creative, a teacher 

needs to be an “active, playful designer of the environment” (Szekely, 1991, p.66). 

Szekely (1991, p.68) goes on to describe the teacher as a performer who plays, 

pretends, and is full of playful instruction: 

 

words are carried from one artist – the teacher – to the other artists – 

the students – who translate them into images. This delicate process 
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depends for success on belief, conviction, and interest – and an 

imaginative voice.    

 

This quote illustrates the centrality of the teacher “as performer”. The role is to 

“create fantasy”, to use a particular kind of language, as this will make “a big difference 

on the students perceptions and actions” (Szekely, 1991, p.68). It reinforces that it is 

the adult rather than the child, who constructs and maintains the play in the educational 

context.  

 

The conception of creativity emerging from the educational experiences of 

children is described by Hino (2003) and Fujie (2003) in relation to play activity within 

art education in Japan. They explain that the centrality of early childhood art education 

is based on playing with materials from which art-making can emerge. Wilson (2004, 

p.311) would attribute this to the ingrained “beliefs about the natural art of the child”, 

which have shaped the Japanese art curriculum. Playing with art materials as a way for 

children to make sense of the world is also a feature of the Reggio Emilia approach to 

early childhood education (Danko-McGhee & Slutsky, 2003; Davilla, 1998; Edwards, 

1993; Tarr, 2001; Wexler, 2004).  

 

Similarly, Pitri (2001) makes the connection between the commonality of play 

and art-making behaviours in that both processes involve inquiry, divergent thinking, 

exploration, experimental manipulation of media, spontaneity, risk-taking and 

expression of ideas. Pitri conceives of artistic play as an exploration with materials and 

problem solving through a set design challenge. Play is productive and serves 

cognitive developmental functions through the development of problem solving skills. 

Unlike Szekely’s (1991) artistic play where children are referred to as artists, Pitri does 

not suggest that children are producing art - “artistic” is a term which refers to using 

materials to produce something, for example, the production of a mushroom to protect 

a princess from the rain. Rather, this production indicates the generation of useable 

solutions.  

 

The role of the adult in Szekely’s (1991) play is a presence full of playful 

instructions. In Pitri’s (2001) context, the teacher’s role is to provide only the initial 

prompt with the children then suggesting their own experiences and plans to continue 

the play experience. As children are meant to play without following the teacher, Pitri 

(2001, p.48) calls this the “liberation of the art classroom”. 
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In summary, in the above conceptualisations of artistic play, both Pitri (2001) 

and Szekely (1991) challenge the notion of the teacher imposing rules on the play. For 

Szekely, artistic play involves the unleashing of creativity of the unusual and 

ambiguous type. For Pitri, creativity is linked with the generation of useable solutions. 

2.6. Play – creative or imitative? 

Developmental notions of play tend to be linked with creativity and imagination 

rather than with conformity (Harker, 2005). However, Ariel (2002, p.92) attests that 

questions concerning whether play is creative or imitative are empirical ones.  He 

explains that definitions relating to the nature of play are based on culturally specific 

values. Relating his study of play behaviours within various sociocultural groups of 

children in Israel, Ariel classifies the cultures based on their attitude to play. He 

identifies and defines cultures closer to the modern pole as those that encourage play 

(provision for free play and access to various play objects), whilst cultures closer to the 

traditional pole demonstrate indifference or negative attitudes (lack of toys, play seen 

as a waste of time). Ariel outlines that many ethnographers of play maintain that in 

cultures close to the traditional pole, children tend to mimic the behaviour of adults. In 

modern scenarios, children tend to follow more imaginary scripts. This can be 

attributed to the provision of the rich imaginary culture (children’s popular media) for 

children in Western societies. However, both modern and traditional children, use the 

communication scripts that are available in their societies. Present day children’s play 

repertoires reflect cultural stereotypes and clichés, such as “hero versus villain” or 

beauty make-overs. 

 

Central to these conceptions of play as imitative or creative is the role of objects 

and toys. Singer (1973) and others have conceptualised how realistic toys may impede 

fantasy development and suggested that unstructured toys may encourage greater 

fantasy - for example, “a bride doll could only suggest stories about a wedding, while a 

rag doll could be a baby, a witch, or a fairy princess” (Pulaski, 1973, p.77). Kline (1993) 

provides a thorough conceptualisation of contemporary (highly structured) toys and 

their imposition on children’s play. He suggests that contemporary toys are 

accompanied with commercials which promote a type of “play orthodoxy”. Toy 

commercials are “a force for rigidifying and consolidating particular play ’scripts’ – 

sequential patterns of action and meaning – which children replicate in their play” 

(Kline, 1993, p.327). This effectively means that merchandised toys minimise the 

potential for play as acts of symbolic representation and active imagination. Kline 

(1993, p.329) suggests that Piaget’s definition of play as a creative and assimilative 

form of learning may need to be reassessed as “the play activities exhibited with 
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contemporary toys reveals evidence of imitative learning in which children 

accommodate their mental schema to prevailing attitudes and norms in society”. 

Further: 

 

modern character toys are not designed to enhance children’s 

creativity and meet their emotional needs; rather, they are fashioned 

around carefully researched and positioned play niches – symbolic 

representations of characters which children like to manipulate in their 

play.  (Kline,1993, p.329) 

 

Toy advertising provides children with a ready-made script for how the toy is 

meant to be used, how the qualities of the toy are made to help children play in a 

particular way, and how only a specific toy can make a particular type of play available. 

Each toy is clearly linked with a specific type of role play and demands an 

“internalization of television’s predefined scripts” (Kline, 1993, p.328). This means that 

the play does not exhibit “open-ended exploration or creative elaboration of an 

imaginary world” (Kline, 1993, p.328). For example, a baby doll enacts the mothering 

play script - “In advertising you don’t see a baby doll used as a warrior, or a dump truck 

used to take baby for a walk” (Kline, 1993, p.252). Character toys portray the most 

gendered play fantasy in promoting stereotypes within the masculine or feminine 

scripts. For example, action heroes enact acts of power through weaponry and female 

dolls enact domestic, nurturing or romance scripts. The character personalities also 

orient children towards a particular play script that deals with playing with the toy’s 

identity in terms of its superficial features “but it rarely involves their subjectivity – the 

feelings, philosophies, wishes or hopes that that these pretend characters experience” 

(Kline, 1993, p.330). 

 

This means that instead of play invoking “rule-breaking and rule transformation” 

(Kline, 1993, p.333), children tend to repeat the same role play scripts, and mimic 

fantasies that have been made for them: 

 

Faced with this world of faithful and complicated toys the child can 

only identify himself as owner, as user, never as creator; he does not 

invent the world, he uses it; they are prepared for him, actions without 

adventure, without wonder, without joy… they are supplied to him 

ready-made; he has only to help himself, he is never allowed to 

discover anything from start to finish. (Barthes, as cited in Kline, 1993. 

p.337) 
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Ivashkevich (2006) also challenges the belief in children’s innate creative ability 

in that children more readily copy cultural schemas than represent innovative ideas. 

Indeed, “consumer culture provides children with a shared repository of images, 

characters, plots, and themes; it provides the basis of small talk and play” (Thompson, 

as cited in Ivashkevich, 2006, p.52).  

 

This notion is the basis of Thompson’s (2006) exploration of the “Ket Aesthetic” 

in children’s art-making. Thompson notes that the term is borrowed from the essay 

“Confections, Concoctions, and Conceptions” (James, 1998, as cited in Thompson), 

where “ket” is a term used by adults to denote rubbish but has been appropriated by 

children to refer to the sweets that they purchase (e.g., Nerds™). According to 

Thompson, the “Ket Aesthetic” embodies the preferences that children make in their 

visual representations when direct intervention from teachers or parents is removed. 

These representations comprise of various popular cultural symbols, that can include 

imagery of favourite toys, TV characters, cartoon or comic imagery, and popular 

symbols like love hearts, stars, rainbows, balloons. Thompson explains that these 

visual representations can often make adults feel uneasy due to the value of wanting to 

see children doing something worthwhile and serious. The resistance and discomfort 

also has to do with adults’ perception of the corruption of childhoods’ innocence by 

popular cultural imagery: 

 

Art educators felt the pangs of defeat whenever they saw evidence 

that children’s drawings and paintings had become corrupted by adult 

imagery – often imagery of the “worst” sort, stolen from popular visual 

culture. (Wilson, 2004, p.314) 

 

The interpretation of these events leads to conceptions of children asserting 

control as they create their own culture separate to that of adults. Children are also 

seen to be constructing their own culture as it is their particular tastes and resulting 

selections that drive the childhood product industry. However, we can also interpret 

“the visual culture of childhood as a culture manufactured for children by adults who 

understand them poorly” (Thompson, 2006, p.87).  

 

Kline (1993, p.44) explains that “what might be taken for children’s culture has 

always been primarily a matter of culture produced for and urged upon children”. Kline 

further asserts a current cultural trend in childrearing is to provide children more 

freedom and more time for leisure activities that privilege playfulness. Consequently, 



 56

play has become a product of the orientations of parents. He reinforces this belief with 

the example that, in early medieval society, children were more integrated into the daily 

life of adults as they worked with their parents and shared the same games and stories. 

There was not a separate world of childhood as children did not have a separate status 

or privileged position relative to adults. Childhood gained new status in the nineteenth-

century as children were perceived as innocent and in need of protection. Children 

were placed into separate institutional spaces, were excluded from adult life and so 

removed from equal participation (Kline, 1993).  The creation of a separate entity of 

“childhood” means the separation of adults from children and the attribution of play as 

distinct childhood quality.  

2.7. Play - Reconceptualised 

In the above sections, I examined the dominant framework justifications 

regarding the position of play in children’s development and began to highlight how 

“our contemporary notions seem to be bound up in attitudes which link play and 

childhood” (Kline, 1993, p.46). I now turn to a deconstruction of these notions through 

the lens of Children’s Geographies which can assist in gaining a fuller understanding of 

how childhood has been constructed within play 

 

Matthews (2003, p.3) explains that children’s geographies “deals with issues 

regarding the geographical worlds of children and young people”. These geographies 

relate to how institutional and social constraints, places and spaces, construct 

children’s experiences. Investigating how children’s realities are shaped also involves 

approaches that seek to position children “as frames of reference in their own right not 

as bit-part players on a societal stage” (Matthews, 2003, p.3). 

 

By understanding play through a “geographical perspective”, one becomes 

“alert to the often forgotten or taken-for-granted spaces and places in which children’s 

’play’ happens” (Thomson and Philo, 2004, p.112). This perspective “can help us to 

deconstruct adult assumptions about ‘play’, and in so doing offer a more child-centred 

social geography of children’s ‘play’” (Thomson and Philo, 2004, p.112). 

 

Thomson and Philo (2004) explain that “play” is yet another notion constructed 

by adults as a means of understanding what children actually do when they are not 

following the instructions of adults. The assumption here is that play is some sort of fun 

activity that children naturally do, when left to their own devices, in a rather carefree 

and joyful state. It also assumes that play is very separate to the serious stuff that 

adults do when they engage in work or social life. This common conception is 
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expressed by Blatner (1997, p.10) who argues that “play differs from work in being an 

activity done for its own sake, for fun. Play is also the major activity of the child; it is 

engaged in seriously by children”. Kehily (2003, p.10) also writes: “play is not just about 

having fun, but about the serious business of growing up. It is seen as a means to an 

end. Of becoming a more mature, component, socially integrated person”.  

 

Article 31 of The United Nations Convention on the Rights of the Child “stresses 

the rights of the child ‘to engage in play and recreational activities appropriate to the 

age of the child, and to participate freely in cultural life and the arts’” (Thomson and 

Philo, 2004, p.112). In critiquing Article 31, Thomson and Philo (2004) argue such a 

statement infers that only those spaces and associated activities which are 

“wholesome” and “cultural” and afford stimulating, organised and productive 

environments are those that have the right to be guaranteed for children. They 

recognise this as yet another motivation to construct space for children that supports 

adult values, beliefs and expectations rather than guaranteeing the provision of what 

actually matters to children: 

 

It might still be claimed that geographers could do more to study not 

only children and “their” spaces from the viewpoint of the child, but 

also to ask if the activities carried out by children in “their” places are 

always meeting the stereotypes of play projected onto them by adults. 

(Thomson and Philo, 2004, p.112) 

 

Similarly, Harker (2005) recognises that the labels “children” and “play” are 

often used in close proximity and without a great deal of thought. He writes “in thinking 

about children and playing, it was a while before I realised that the two terms seem to 

coagulate together, and this seemed to happen without much comment” (Harker, 2005, 

p.47). Harker continues this theme and suggests that this apparent, self-evident notion 

needs to be challenged, as it presumes a separate “childhood culture” that is distinct 

from adults and that there is something different to child play as compared to the play 

of adults. 

 

Harker (2005) also critiques developmental theories of play. Play, done either 

by adults or children, is construed as a developmental activity linked with intellectual 

growth - a “rhetoric of play-as-progress” (Sutton-Smith, 1997, as cited in Harker, 2005, 

p.49). This kind of rhetoric seems to serve the need of many adults allowing them to 

intervene in children’s lives, rather than to do their best to meet the needs of children. 

Sutton-Smith (1997, as cited in Harker, 2005, p. 50) provides an alternative viewpoint 
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and suggests that play can also be defined using non-developmental terminology - 

“play seems to have more to do with waiting than with preparing; more to do with 

boredom than with rehearsal”. In a similar vein, Thomson and Philo (2004) 

reconceptualise notions of play and suggest that perhaps children are not actively 

doing something in play, but are just being, just existing. Play is conceived as “being” 

rather than “doing” and I will return to this notion at the end of the chapter.  

2.8. Artists’ utilisation of childhood  

In the sections above I have focused on elucidating how the conflation of play 

with children has separated childhood from adulthood, and constructed children as 

either innately creative beings or imitative beings who merely copy the social scripts 

handed to them by adults. I have also introduced the notion that art-making adults have 

been constructed to share similar characteristics as those that are used to define 

children. These constructions are conveyed via a number of interpretations of 

children’s art-making, which I will further explore below. 

 

An appropriate starting point for this discussion is Fineberg’s (2006c) book, 

When we were young: new perspectives on the art of the child, as it provides a 

thorough cross section of the values that are often projected onto children’s art-making 

and the beliefs represented in the intersection of child art and artist creativity. Fineberg 

(2006b, p.16) refers to child art “as a kind of creative play”, where the “forces of the 

unknown in the unconsciousness of childhood” are made evident. The book features a 

collection of the child drawings of “modernist masters” like Picasso, Klee and Miro. 

These are selected because they show the “incipient gifts” of these “extraordinary 

people”. The collection also features other children’s drawings, chosen by the author 

because of the “sheer pleasure of looking at them” (Fineberg, 2006b, p.16). They 

demonstrate, “expansive creativity“, “the control of form“, or they “take our breath away 

when we learn that it was made by a three-year-old”. Other comments by the author on 

the child art include descriptions such as “startled by the directness and power of 

emotion in an eleven-year-old“, “the mastery over the experience through 

representation“, and “surprisingly serious in their concentration on the skills of 

capturing a likeness from the real world“. For Fineberg, children’s art-making is 

championed when it demonstrates a certain precociousness, a giftedness. Childhood 

forms are fascinating when they closely resemble the expressive mimetic skills of adult 

artists.  

 

From the above examples, we can discern that child art can be conceptualised 

as less encompassing than child’s play, limited only to the creation of products that are 
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later evaluated externally from the child, suggesting the valuing of artistic skill levels 

that affords a direct comparison with adult art.  

 

Historically, the interest in studying children’s art-making has focused almost 

exclusively on children’s drawing. It emerged alongside a heightened interest in 

childhood in the mid-nineteenth century (Ivashkevich, 2006). The preoccupation at this 

time was with the study and classification of graphic representation with a focus on the 

quality of the drawings. It was less interested in the intentions and motivations of the 

children who created them. It has only been in the last decades of the twentieth-century 

that a more focused concern emerged in regard to the contexts and motivations of 

children’s art production. This shift is evident in the conceiving of child drawing as 

symbolic play by Claire Golomb in the 1970s and the subsequent shift of focus from 

children’s drawing as merely the imitation of reality to the transformation of reality by 

children (Ivashkevich, 2006).  

 

Despite this movement towards a recognition of the transformative power of 

children’s art late last century, Kindler (1997) still notes an incongruity within the 

modern conceptualisation of artistic development. On the one hand, qualities such as 

expressiveness, spontaneity, authenticity, originality, freshness are valued in child art. 

Yet, from another standpoint, art which still focussed on realistic mimicry in traditional 

two dimensional surfaces has been used as a marker of children’s development. 

Kindler identifies that the difficulties relating to understanding what constitutes artistic 

development can be attributed to the ambiguity of the term “art”. As a clear definition of 

artistic development could not be articulated, terms such as children’s “pictorial” or 

“graphic representation” have been used to discuss children’s art development.  

 

2.9. Modernist artists’ utilisation of childhood aesthetic 

The construction of childhood as “an innocent and innately creative state of 

being, free from the conventions of culture” (Ivashkevich, 2006, p.45) emerged with the 

romantic paradigm of modernism. Sullivan (2005) explains that modernism was 

preoccupied with a developmental approach to the species which resulted in the view 

that children and non-Western cultures belong to the lower ends of the developmental 

continuum. Both children’s art and the art of non-western cultures were seen to hold 

expressive power “shaped by a compulsive urge to create in ways that were innocent 

and imaginative” (Sullivan, 2005, p.19). Wilson (2004, p.311) labels this notion as 

“cultural primitivism” – “the belief that earlier states are better and purer because they 

are more innocent”. Childhood was a “site of profound cultural symbolism” (Sullivan, 
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2005, p.19) and represented a radical new way of seeing that modernist artists 

championed and were inspired by. 

 

Fineberg (1997, 1998, 2006a) provides an account of modernism’s fascination 

with child art. He asserts that; 

 

immersion in the creativity of the child added vibrancy to their 

explorations of whatever was most fundamental to their aesthetic 

projects, whether it was the radical multivalency of images in 

Picasso’s cubism or the relentless exploration of authenticity that 

dominated Klee’s career. (Fineberg, 2006a, p.87)  

 

Fineberg (2006a, p.92) explains that the interest to appropriate children’s art 

forms stems from children’s drawings representing a freshness and innocence in 

interpreting the world in visual form and suggests that what is called “innocence”, 

“helps us distance our adult selves from the perseverance of thoughts too primitive to 

acknowledge”. He also suggests that artists are fascinated by children’s drawings 

because the forms generated by children are surprising - artists like to see the 

unfamiliar, the out-of-control, something that breaks the habit of seeing. Artists desire 

to recover/regain/reintegrate childhood:  

 

because the kind of genius that pertains to the creativity of the artist 

involves, first, a radical exposure – a general lowering of the artist’s 

psychic defences so as to have liberal access to this material…in this 

way, the experience of art involves an integration of unconscious 

memory and energies with current events. (Fineberg, 2006a, p.90) 

 

In the constructed similarities between children’s and artist’s ways of seeing, 

Fineberg (2006a, p.93) makes a distinction between the “most talented child” and the 

“adult master”. Even though their work may share similar formal properties, the 

difference rests on the adult artist having an “intellectual grasp” of artistic strategies 

which the child does not, such as the artist having advanced artistic skills of visual 

representation and electing not to use them. Subsequently, “this ultimately gives his 

work a deeper meaning with respect to a wider range of intellectual issues than a child 

is able to engage” (Fineberg, 2006a, p.93). 

 

The distinctions and similarities between children’s drawing and the works of 

artists that utilise children’s artistic forms are also discussed by Arnheim (2006). 
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Arhheim suggests that although modernist artists were influenced by children’s 

drawings (and also by the formal properties of “African carvings”), they knew nothing 

about the meanings, functions, and states of mind that produced these “unassuming” 

artifacts (p.20). In this way Arnheim, seems to be sensitive to children’s drawing by 

recognising them as the product of individual beings - as compared to other historians 

and critics of modern art who merely suggest that children’s drawings are a 

“standardised product” and who do not attend to the actual intention of producers of the 

artifacts. Arnheim suggests here that modernist artists project their “precepts, 

interpretations, and connotations” onto the children’s work where, in fact there is none. 

On the other hand, he also introduces a deficit model of children’s art production by 

suggesting that a key difference between adult artists and children is that children are 

not aware of the communicative power of art elements. In his view, children’s art 

results are mere accidents which illustrate their weakness and lack of skill proving their 

inability to represent reality. In contrast, adult artists, being aware of the communicative 

power of art elements, can use these formal properties for the expression of various 

concepts. 

 

In summary, the “use of childhood” by modernist artists focused merely on 

copying a certain “child aesthetic”. This meant that these artists did not really delve into 

the notion of childhood but only took the forms that were created by the children. Artists 

“appropriated” the aesthetic or directly incorporated the forms created by children into 

their work. This was related to ideas of reclaimed innocence and freedom from 

imposed schemata, identified as residing in children’s drawings as originality, 

spontaneity and authenticity. However, artists did not explore these qualities in 

themselves as inspirational, so the notion of “childhood” was not “utilised” in any sense 

beyond children’s formal representations. 

 

2.10. The “uses” of “childhood” 

Advancing beyond mere appropriations of childhood forms, more recent 

“utilisations” of childhood still employ romantic essences. In Being Playful – learning 

from children, Dix (2003) demonstrates a common perception of the relationship 

between childhood, play and creativity and how it may be used to assist the adult. In 

relation to the context of computer interface design, Dix claims that, as creativity is 

needed to design innovative solutions to design problems, children’s understanding 

can be used as a resource for designing creative interfaces. Yet again, childhood 

understanding is equated with “playing”. The chain of reasoning goes that, as 

childhood means play, and play is the origin of imagination which is essential for 
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creative thought, then we need to expose adults to children’s thinking - “putting people 

in this “place” of creativity allows their own creativity to flourish and invariably they will 

generate interesting and novel solutions and ideas” (Dix, 2003, p.8). Dix (2003, p.8) 

contends that if adults get in touch with their playful side “pure imagination and play 

leads to…innovation, divergent thinking, large leaps into the unknown”. However, this 

creativity generated from the playful sense of the child, still needs to be guided by adult 

rationality as it is “likely to end up nowhere” (Dix, 2003, p.8). 

 

In a similar way that Dix (2003) applies notions of childhood’s playfulness onto 

innovation in technological design, in "Being with": The Resonant Legacy of 

Childhood's Creative Aesthetic, Custodero (2005) also links childhood’s imaginative 

qualities with creation in music composition. Custodero describes how the common 

experiences can be seen in musicians’ flow experiences are very similar to what is 

observed when witnessing children’s engagement, exploration and innovation in 

creating sounds. Custodero (2005, p. 38) asserts that adult musicians can be inspired 

to greater musical creativity when learning from childhood’s musical playfulness, 

describing this as “childhood’s legacy to adult creative work”. She goes on to outline a 

“theoretical framework” based on the notion of “being with” - being with music and with 

others. Custodero’s theorises a “childhood aesthetic” as a legacy that children leave for 

adult artists, and which is the source of artistic genesis. “Being with” is conceptualised 

as a state that children enter when they are with music and this is congruent with the 

inspirational state for the adult artist.  “Being with” also refers to this adult artist being 

physically present with children to be inspired by them.  

 

Custodero’s (2005) conception of the “childhood aesthetic” involves being “in 

the moment”, revelling in the seemingly miraculous moments of aesthetic insight. 

Recollections of early experiences tend to be deeply embedded and sensory, sensitive 

to experience, embodied, involving intimate knowing which “become” phenomena in 

free play. “Childhood aesthetic” involves: a sense of wonder and deep knowing; the 

ability to imagine and invent; an openness to possibility; and, an orientation towards 

discovery. It is infinitely ingenious, persistent, curious, and exploratory. It involves being 

in a state of flow when engaging in aesthetically rewarding activity.  In this flow state, 

one is absorbed in long periods of engagement. Here, goals are clear - there is 

immediate feedback and action is consequential. “Childhood aesthetic” engages a 

special humility infused with joy and freedom from value judgement around the creative 

work. Unfettered from self-judgment, one is free to “be with” and experience one’s own 

personal criteria for beauty. Concerned with process rather than product, there is an 

acceptance of not knowing. One is comfortable with imperfections, ambiguity and 
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doubt. In “childhood aesthetic”, one is drawn to knowledge that is not easily articulated 

and captures the feeling of when things couldn’t be completely understood. Custodero 

claims that this anti-intellectual logic of the child is the answer to overcoming the 

limitations of over-analytical adult concepts of logic.  

 

Custodero (2005, p.53) insists that this is not merely “romantic ideology” as 

such a position would cause us to “reject the need for attentiveness” to children’s work, 

which has dangerous implications for children’s learning. Rather, it is about respecting 

and honouring childhood and is fundamentally concerned about “why childhood 

matters”, in the sense that it “functions as a mirror for our adult lives” (Custodero, 2005, 

p.36). Adults’ experience of children’s “being with” music can transform adults and 

deepen their experience of music. The implication for teaching is the provision of an 

unstructured environment that allows the learner to carve out a path for themselves, as 

well as an obligation to be with children to understand their purposes so as to 

understand the world through their viewpoint. 

 

Custodero’s (2005) reminds us of the legacy of childhood which is 

characterised by a freedom to express, an ability to find delight in everyday objects and 

events that are hidden by adult perspectives. If we honour the childhood moments of 

“exuberance and wonder”, this will lead to creative work. This is the “respectful 

attention and acknowledgment of the transformational potential they provide” 

(Custodero, 2005, p.54). 

 

2.11. Critique of Custodero  

In the above examples, Custodero (2005) promoted a childhood aesthetic of 

“being with” as a key component in “childhood’s legacy” to adult creativity. As children’s 

creations were not dismissed as cute or charming or merely seen as a preparation for 

adulthood, Custodero claims that the “childhood aesthetic” was not an example of the 

romantic idealisation of childhood creativity. However, Custodero does not 

acknowledge that her perspective on the nature of “childhood aesthetic” has been 

shaped by expressionistic theories of the aesthetic where it is suggested that children 

have some special, intuitive, insight that is shared with adult artists. 

 

In the framework presented by the “u-curve shape of artistic development” 

(Davis, 1997), young children’s drawings are evaluated to be as creative as adult 

artists, with a decline in expressiveness in middle childhood. In this framework, 

Custodero’s (2005) “childhood aesthetic” would only encompass children between the 
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ages of 2-6, as middle years childhood would not represent “spontaneous creativity” 

but the desire for imitation. 

 

Utilising perspectives of Children’s Geographies (Matthews, 2003), the 

childhood that Custodero (2005) refers to is ubiquitous and universal. Custodero’s 

childhood’s aesthetic conveniently avoids the “Ket Aesthetic” (the imitations of popular 

cultural scripts suggested by Thompson, 2006). It can be imagined that Custodero likes 

to “be with” the children who already have a particular modernist aesthetic inclination 

(i.e., spending long instances exploring and generating) when there may be children 

who do not exhibit these valued behaviours. 

 

The implications of “childhood legacy” is not all encompassing of children. It 

may be that the percentage of children whose behaviour meets these particular 

aesthetic criteria may be exactly the same creative percentage as that of the adult 

population. Rather than suggesting that all children who are naturally creative grow up 

and somehow transform into un-creative adults who then need to be re-inspired by 

children’s creativity, it could be that we just “go on” (Horton & Kraftl, 2006a) and 

become the type of adults that we were as children - creative or uncreative. Childhood 

and adulthood are not separate where “they”, the children-objects, are the alien 

species that provide “us”, adult humans, with transformational potential.  

 

For Custodero (2005), “childhood matters” primarily because it is a mirror to be 

used by adults. This is in contrast to Horton and Kraftl’s (2006a, 2006b) approach - 

“what matters to children?”- where they would be presented with a different set of 

answers and a different type of child aesthetic. Custodero’s (2005) “being with” is also 

representative of the view that children’s creative play is not an adult construct but a 

natural phenomena. It is where children are allowed to play - the stuff they do when 

they are not being given instructions from adults (Thomson & Philo, 2004). Play is 

constructed as joyful and productive because that is what adults want to see in 

childhood experiences (Thomson & Philo, 2004). The fact that “being with” is 

considered joyful and likened to being in creative flow is more about the need for adults 

to feel joy in their life rather that illuminating the play experience of children. Being a 

child, or playing as a child, may not at all be joyful or harmonious (Thomson & Philo, 

2004), not always pleasurable (Vygotsky, 1933). Similarly, adult creation is not 

necessarily always delightfully sensory, filled with imaginative responses. It can be 

filled with angst, frustration, disappointment and a continual aporia.  
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At this juncture, I come closer to understanding my initial conceptualisations of 

my art-making with children (as evidenced in Chapter One). I was drawn to “utilising” 

children because of: a belief about a “childhood aesthetic”; the manifest joy of children; 

their eagerness to contribute and discover; their acceptance of ambiguity; and, their 

willingness to be in the moment without needing a specific goal or outcome. In this 

context, my approach to children was similar to Custodero’s (2005). However, these 

can now be established as the construction of a romantic ideology of childhood. Even 

though attentive to children, it still sees them as an object with projected ideologies 

about humanity - an object largely untainted by negative conceptions, encompassing 

purity and virtuousness and existing as a hope for all of our futures.  

 

If it is accepted that our adult assumptions about child art affect the sort of child 

art that is produced, how might changing our assumptions about child art create a 

different sort of art as a consequence of this different approach? Importantly, how can 

these assumptions free children from being conceptualised as objects and transform 

them into active participants in this art making? 

 

2.12. Child art as adult construct 

One of the most important tasks for those of us who teach art and who 

inquire into the visual cultural products of young people is to uncover 

hidden ideological positions held by ourselves and other pedagogues 

who have initiated students’ art-making activities and to recognise our 

own biases. (Wilson, 2004, p.321) 

 

…teachers and researchers are not sufficiently aware of the 

consequences of their aesthetic theories. Researchers, like art 

teachers, have artistic preferences and aesthetic theories that 

influence the way they interpret children’s art. (Wilson, 2004, p.91) 

 

In Child Art after Modernism: Visual Culture and New Narratives, Wilson (2004) 

provides a thorough and extensive critique of the unquestioned assumption that child 

art is a natural, creative act that purely originates from the child. He asserts that the art 

of children, which has been assumed to be least affected by culture, is actually the 

product of adult intervention. Rather than representing a spontaneous, creative act, 

child art created by modernist art educators and psychologists, is actually a cultural 

construction. 
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Wilson (1997, 2004) maintains that the belief in children’s innate creativity and 

innocence, the belief that children make art spontaneously by themselves, or the belief 

that children are more creative or exhibit creativity differently to adults are all products 

of modernism’s grand narrative. This is where the artist was constructed as a producer 

of art objects, unconstrained by convention.  

 

In relation to art education practices, Wilson (2004) contends that teachers 

exercise control over the production of children’s representations. School art production 

reflects modernist beliefs about children’s innocence as the art produced conforms to 

what child art should look like in terms of subject matter and style. This can include 

“topics from everyday life, holidays, festivals, and illustrations of fairy and folktales” 

(Wilson, 2004, p.324).  

 

Wilson (2004, p.325) asserts that “that a philosophy of art is the single most 

underdeveloped area pertaining to the visual artifacts produced by children”.  Further: 

 

If an object becomes a work of art by virtue of the interpretations that it 

attracts, as Danto claims (1986, p.4) then we art educators have lots 

of interpreting to do before we transform the things children make (and 

that we compel them to make) into artworks. The interpretative task 

becomes all the more complicated when visual appearance and 

aesthetic qualities no longer count and when art is anything that is 

interpreted as art. (Wilson, 2004, p.325) 

 

It is this process of interpretation that transforms children’s objects into art-like 

things or not-art-like things. These differing interpretations are based on the different 

ideologies, values and aesthetic positions of the interpreters. In turn, this affects 

interpretations about how child art develops and what functions it plays in children’s 

lives (Wilson, 1997, p.82). As definitions change about what is classified as art in the 

art-world, similar processes occur in relation to the interpretations made about child art. 

Wilson (1997, p.82) provides the following example - when the skilful depiction of linear 

perspective was the criterion to judge something as art, and as “most children were 

unable to master these rigorous conditions, the things they could do, their drawings on 

walls, for example, were probably viewed by adults and children alike as little more 

than play”. As these conventions were rejected by modernist artists, and other criteria 

were at the forefront, children’s art could again be granted the status of “art”.  
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Wilson (1997) outlines that children’s creations can be interpreted from varying 

perspectives - from an art theory perspective which will tell us about art world values; 

from the perspective of the child’s world which will tell us about the child’s motives, 

cognitive and developmental states; and, from an educational perspective, which will 

provide values about educational goals and judgements regarding the child as an artist. 

What is most significant is that the child’s art is not the only sign that is being 

interpreted here, but: 

 

Our interpretations are also signs; when we watch ourselves and 

others in the act of interpreting child art, we learn something about the 

assumptions and aesthetic theories on which interpretations are 

based. (Wilson, 1997, p.83) 

 

Thus, the interpretation, and the subsequent understanding of children’s 

artwork, is based on three interrelated components: the child’s object (what has been 

represented/expressed); the conditions under which the art was made (the context that 

child is in and the art tradition that is influencing the art production); and, the interests, 

values and assumptions of the people who are interpreting the object. 

 

For example, Wilson (1997) asserts that Davis’s (1997) research, which has 

supported the theory of the U-shaped curve of artistic development, centres on 

analysing children’s drawing and paintings in relation to artistry which is viewed through 

an abstract expressionist lens. The particular conclusions that are reached about 

children’s art making – which then heavily influences art education perspectives – are 

based on these expressionist aesthetic theories. If another perspective is applied, then 

different conclusions may well be drawn from the same art object. 

 

Teachers and researchers shape the art of children on the basis of their 

assumptions of what art is and ought to be. As visual art continually redefines itself 

through continual subversions of previous forms, so should the interpretations 

pertaining to child art be redefined. Wilson (1997, 2004) promotes the view that child 

art should reflect contemporary art practices with the creation of installation or 

performance art, as well as address complex issues like politics or feminism (Wilson, 

1997, 2004). He suggests a “philosophy of child art”. This includes the premise that if 

artworks can be anything, and accepting that teachers exert control in relation to what 

is produced by children, the teachers (through the children) can: 
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create artworks that question the assumed nature of child art; produce 

child-artworks that look like adult-artworks; make artworks in which 

there is a conscious effort to mix child-like and artist-like images; make 

artworks that mimic and mix styles; make artworks that are 

consciously anti-visual or anti-aesthetic; or make works for the 

purpose of attempting to transform them into artworks through multiple 

acts of interpretations? (Wilson, 2004, p.325) 

 

The purpose of the creation of child art would then be to “raise philosophical 

questions about the nature of child art” (Wilson, 2004, p.325).  

 

2.13. Art education philosophies  

The above sections have highlighted the various philosophical and ideological 

considerations that have influenced the interpretation of child art production. In this 

section, I wish to contextualise these considerations in a broader milieu of art education 

philosophies. Bamford (2006) provides a comprehensive summary of the major trends 

in art education that impact on art education practices - “Technocratic art”, “Child art”, 

“Art as expression“, “Arts as cognition“, “Arts as aesthetic response“, “Arts as symbolic 

communication“, “Arts as cultural agent“, and “Postmodernism“. Bamford (2006, p.32) 

suggests that these various “philosophical, ideological and pragmatic considerations 

interplay to give the kinds of arts education we see in most countries around the world”  

 

The “Technocratic Paradigm” emerged in the late 1800s and was focused on 

the development of skills that were seen to be useful in the construction of a productive 

workforce (Bamford, 2006, p.32). These values are still reflected in the functional 

justifications that are made in relation to arts education, will addressed in Reimer’s 

(1992) argument below. The ideology pertaining to “Child Art” views art as a natural 

developmental phenomenon governed by the child’s physical and psychological growth 

(Bamford, 2006, p.32). These are the notions that Wilson critiques and that can be 

subsumed under the dominant framework of childhood development and socialisation. 

These developmental notions have been highlighted in the perspectives of Arneheim 

(2006), Fineberg (2006a, 2006b), and Golomb (1992).  

 

Custudero (2005) and Shekely (1991) can be positioned within the “Art as 

Expression” ideology as they represent a belief that individuals can be freely engaged 

in art experiences that stress creativity, imagination and authenticity of outcomes. This 

implies a level of therapeutic benefit to the individual (Bamford, 2006, p.33). Eisner 



 69

(whose views are examined both below and in subsequent chapters) promotes the 

“Arts as Aesthetic Response” position. Here, individuals are involved in the exploration 

of sensory and perceptual definitions of art through disciplined inquiry into the 

principles underpinning the aesthetic (Bamford, 2006, p.35). Eisner (1972, 1991, 2002) 

can also be positioned with the “Arts as Cognition” approach, as can Sullivan (2005) in 

his representation of artist knowledge as “transcognition” (examined in Chapter Three). 

In the cognitive approach, the arts are a form of intellectual inquiry capable of being 

studied within a cognitivist framework whereby the arts embody unique forms of 

thinking in the process of creating artworks (Bamford, 2006, p.34). 

 

Within the view of “Arts as Symbolic Communication” (Bamford, 2006, p.35), 

the arts are seen as a language form whereby people communicate. Duncum (2001, 

2002a, 2002b), referred to below in his position on visual culture and visual literacy, 

would be subsumed under this approach.  Sullivan (2005), amongst others, promotes 

the view of “Arts as a Cultural Agent” that accentuates the role of the arts in social 

action and social transformation (Bamford, 2006, p.36). Wilson (1997, 2004), who 

through his challenges to the traditional definitions of arts and the definability of a 

concept called “the arts”, would be aligned to “Postmodern” art education practices 

(Bamford, 2006, p.36). Wilson’s (2004) standpoint would challenge some of the 

viewpoints of educators such as Shekely (1991) who have the belief that every child is 

an artist. Wilson brings attention to the notion that child art is a creation of the adult 

rather then the creation of children (as can be seen in Shekely’s (1991) insistence on 

the importance of the adult in the artistic play). Similarly, Wilson’s (1997, 2004) position 

contests Custodero’s (2005) beliefs about children’s innate creativity with the promotion 

of art-making as sensuous experiences linked with joy and pleasure.  

 

Eisner’s (2001b, p.8) position on the sensuous nature of the arts involves the 

experiencing of emotion, feelings and the intrinsic satisfaction that arise from making 

and seeing - “The smell of paint, the feel of clay, the heady aroma of rubber cement are 

qualities that satisfy”. He explains that teachers are involved in art education because 

these are the sorts of experiences that are “cherished” and “liked”. Eisner (2001b) 

claims that these experiences are important because not everything at school needs to 

be appreciated for its instrumental value and it also helps students to understand that 

there are numerous ways “to be” in the world. For Eisner (2001b, p.8) “another way to 

live, another way to think, another way to be in the world” is to be involved in sensual 

experiences through art making, rather than challenging existing paradigms. In this 

way, he expresses a concern about the new “visual culture” education (Duncum, 2001, 

2002a, 2002b) replacing art education as it involves the analysis of art as cultural texts. 
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This would mean that art education “would become primarily content for political and 

social analysis” (Eisner, 2002, p.8), rather than an engagement in the experience of the 

aesthetic.  

 

Eisner’s concerns are warranted in the context of art education needing to 

justify its existence in curriculum design constructed through utilitarian values. Reimer 

(1992) explains that the knowledge considered most valuable is that which is aligned to 

the dominant values and beliefs of a particular time. For instance, if a current concern 

in education centres on the development of social skills, moral development, self-

esteem, problem solving or “the basics” - and that these can shown to be met by art 

instruction - then that makes the arts a valued discipline (Reimer, 1992). However, 

these functional claims leave the arts poorly justified as other more effective means - 

linked with instructional style rather than any particular characteristic of the arts - could 

be shown to contribute to the development of the same values (Reimer, 1992). 

Justification of the arts based on functionality endangers the arts as being conceived 

as not “important or valuable in any essential sense, nor as requiring instruction 

endemic to their own nature” (Reimer, 1992, p.24). In this way, art educators like 

Eisner, have made aesthetic and cognitive claims to justify the arts in education - “The 

aesthetic dimension of human experience is seen as a distinctive cognitive domain 

requiring to be understood and valued on its own terms and taught in ways relevant to 

those terms” (Reimer, 1992, p.25). 

  

Contrasting Eisner’s (2002) experiential belief in art, Sullivan (2005, p.223) 

maintains that for art practice to establish itself as a theoretical profession, it is no 

longer sufficient for artists to “remain silent” and “delegate authority to others” about 

their art, through the “inane misconception that the arts are a warm, fuzzy, feel-good 

part of our lives”. Sullivan (2005, p. 173) argues that artists need to be established as a 

“a hybrid identity”: 

 

The image of the artist as creator, critic, theorist, teacher, activist, and 

archivist partly capture the range of art practice today. Many 

contemporary artists move easily over the terrain of other disciplines 

as they absorb, adapt, and co-opt a research language. (Sullivan, 

2005, p.151) 

 

The contemporary artist these days is part theorist, performer, 

producer, installer, writer, entertainer, and shaman, who creates in 
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material, media, text, and time, all of which takes shape in real, 

simulated, and virtual worlds. (Sullivan, 2005, p.4) 

 

Particular philosophies, ideologies, values and beliefs about visual art 

influences what occurs in educational contexts (Sullivan, 2005). Hughes (1998) and 

Austin (2005) acknowledge that contemporary visual arts practice encompasses the 

practices referred to by Sullivan (2005). However, current school art education is 

removed from these art practices because it cannot cope with the fact that art is as an 

open construct, continually changing and so can never be adequately defined.  

 

Hughes (1998, p.43) has argued that current school art education practices 

stem from nineteenth century values and are based on a “fundamental misconception” 

that art can be defined by “necessary and sufficient properties”. Sullivan (2005, p.19) 

explains the process of the internalisation of the “framework of art knowledge based on 

a formalist language of art”, where the “elements and principles of art” have been 

enshrined as the essence of art education, as universal and foundational, as a 

“fundamental truth” (Gude, 2004). One of the legacies of modernism for art education 

was the alignment of artistic inquiry with reductive methods of science inquiry. In this 

way, “elements of visual arts could be identified, structured and formalised” (Sullivan, 

2005, p.19). As visual art was thus represented as a language of forms with 

quantifiable criteria that could be taught and measured, it could therefore be easily 

translated into curriculum content. The “elemental approach” entered schooling 

(Sullivan, 2005) and school art was formulated as a closed concept so that preordained 

objectives could be met (Hughes, 2008). 

 

These conceptions of art education enclose child art within rather confined 

definitions of art, in contrast to an understanding of art as a form of play, which is 

perceived as a much more fluid construct.  

 

2.14. Conclusion 

The position mounted in this chapter can be aligned to the “emergent paradigm” 

(James & Prout, 1997) that views childhood as a social construction and thus 

problematises the dominant framework of childhood development and socialisation. 

This emergent paradigm acknowledges that “childhood, as distinct from biological 

immaturity, is neither a natural nor universal feature of human groups but appears as a 

specific structural and cultural component of many societies” (James & Prout, 1997, 

p.8). In this position, adults stand before “the situated, specific, ’historical child’”, rather 
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than “an ‘eternal’ child – timeless, universal, essentially unchanging” (Walsh, as cited in 

Thompson, 2006, p.38). 

 

What this means for play and art making with children is that particular 

conceptions of childhood will result in relatively different pedagogic conceptions. For 

example, Arnheim’s (2006) position on children’s inability to understand the 

communicative power of art elements would suggest that abstract explorations may be 

completely irrelevant and inappropriate. However, from a play perspective, where 

children are believed to hold an innate tendency for symbolic transformation, making 

meaning from abstraction would be natural. 

 

Shekely (1991) has utilised the notion of play as the basis for art-making with 

children. He argues that the way children play with materials – without the intervention 

of adults - is much closer to what contemporary artists do, than what tends to happen 

in “school art” through teacher rules, values and beliefs. The central position presented 

by Wilson (1997, 2004) was that it is the adult, not the child, who is responsible for the 

creation of child art through the activities conducted and the interpretations made about 

children’s products. It is the construction of what childhood is meant to encompass that 

removes children’s art-making from contemporary practices of artists. 

 

Even though the dominant framework conceives of play as representing 

primitive cognition (James & Prout, 1997), children’s play is still a more strongly 

embodied notion than children’s art-making. Play is seen as active imagination 

(Vygotsky, 1933) where meanings are readily transformed within symbol systems. In 

the dominant framework, art-making seems a more static notion, dealing with mimicry 

and representation, rather than the core of what it means to be human (Bruce, 2005). 

The justifications and definitions that are made about play, represent it as active being 

in the world, rather than notions of translating the world that are embedded in children’s 

art creation. Play has been conceiving as either “being” or “becoming”. Thomson and 

Philo (2004) have conceptualised play as a state of “being”, but Harker (2005, p.52) 

asserts that “playing has more to do with becoming rather than being”. He contends 

that: 

 

playing occurs at the intersection of being and becoming. It has no identity 

(being), except as a secondary characteristic of its ontological difference 

(becoming). Therefore, we must shift our attention away from pursuing playing in 

its being, or in other words, trying to offer some kind of definition of what playing 

is, and instead investigate playing in its becoming. (Harker, 2005, p.53) 
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The above insights provide a context through which I can gain an 

understanding of my own ideological positions towards my art-making practices with 

children. My underlying ideology of childhood - based on innate playfulness which 

brought with it notions of creativity, fun and spontaneity – meant that I perceived 

children as objects that could be utilised for my adult-centric purposes. I entered into 

my work and subsequently this research with the romantic conceptions of the use of 

children for aesthetic gains. On the basis of these insights, my art-making with children 

can now be situated within artistic play justifications and postmodern art education 

conceptions. It attempts to exclude, where possible, ”dominant” art education practices 

where the “art” in pedagogical encounters poses limitations on what both the children 

and myself can produce, both individually and in our encounters together. Importantly, 

rather than attempting to understand and construct children through the notion of play, 

and by doing so, further separate childhood from adulthood, we should seek to 

understand the relationship between childhood and adulthood: 

 

Rather than knowing “their” world, we can instead know something 

about this betweenness that we both share. What occurs between 

adults and children is inevitably inflected by unequal relations of 

power, but it is, irreducibly, a shared space. The ethical task then 

becomes, how do we create and live in such spaces. (Harker, 2005, 

p.60) 

 

The implication here is that play, as it is conceptualised in these existential 

terms, appears to be a concept that in some epistemological/ontological fashion, unites 

adulthood with childhood in an imaginary realm. In this perspective, “playing creates 

imagined spaces in fictional worlds that can be entered by people of all ages” 

(Edmiston, 2005, p.55). As my art practice intimately involves interactions between 

adult and child and our imaginations, this particular perspective on “play” becomes 

central to how my art practice might be reconceptualised.  
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3. LIFEWORLD ORIENTATIONS: “pedagogy” and “art”  

 

This chapter provides an explanation of the methodological position that 

grounds the dissertation. It examines the various methodological practices of “arts-

based research” that are utilised by researchers who wish to “take advantage of the 

way the arts offer unique insight into the human knowing and understanding” (Sullivan, 

2006, p.23). “Arts-based research” includes: Arts-Based Education Research (ABER) 

which focuses on how the arts can broaden perspectives on educational research, 

mainly through narrative inquiries; Practice-Based Research that claims research 

methods need to be grounded in the artist studio and that these can be rigorous 

enough to satisfy intuitional demands (Sullivan, 2006); and, the research approach of 

A/r/tography, which addresses the intersection of the artist, researcher and teacher, 

and uses various artistic modalities in the research process.  

 

As phenomenological approaches are fraught with difficulties of interpretation, 

this chapter also examines and addresses the implications which arise from using a 

phenomenological approach in one’s research. This chapter highlights the significance 

of Van Manen’s (1990) phenomenological focus on pedagogy which results in 

thoughtfulness and tact in pedagogical situations. However, it must be noted that Van 

Manen takes the position that there is an inherent difference between the 

methodologies of “art” and phenomenology, in that phenomenological descriptions can 

only occur through the writing process. Unlike art, phenomenological analysis needs to 

denote and state meaning, rather than artistic processes which connote and express 

meaning.  

 

 The chapter conceptualises the methodology of the dissertation as “personal 

discovery” and outlines the continual, internal struggle encountered by self as subject - 

self as researcher, artist or teacher.  

 

3.1. Introduction 

This chapter frames the study within the discourses on the artist as researcher, 

but also the artist as teacher, where a dominant theme is that in order to orient towards 

a particular methodology, one needs to elucidate how one “stands in the world” (Van 

Manen, 1990, p.137). Inevitably, the artist-researcher adopts the metaphor of the 

journey: “let us begin then a journey through a walking metonymy that explores 

textu(r)al sculpture (installation) as a pedagogical (a/r/tographical) mode of/in research” 
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(de Cosson, 2003, p.1). My metaphorical journey of locating one’s orientation is 

rendered in the narrative of C-artographic Beings (Appendix Five), where my 

"becoming" the artist-researcher-teacher involves an existential state of the 

wonderer/wanderer clad in a mantle of bricolaged theories that at various times has an 

attendant feeling of "right fit" (Eisner, 2004) or "dis/comfort" (Springgay, et al., 2005, 

p.902) for the journey. Thus, the methodology is not a pre-determined approach to, but 

rather, a discovery or outcome of the doctoral project - as an a/r/tographic endeavour. 

This chapter explores the various methodologies that I have discovered upon my 

research journey which allowed a deeper understanding of what I sought to find. They 

“reveal what was once hidden, create what has never been known” and allow me to 

imagine what I hoped to achieve (Irwin & de Cosson, 2004, p.36). 

 

 

3.2. Phenomenology and ‘Lived Experience’ 

 

In exploring the nature of phenomenological method, it becomes apparent that 

there exists great variation within the approach which makes it difficult to ascertain 

what makes phenomenological research phenomenological (Norlyk & Harder, 2010). It 

thus becomes imperative to clearly elucidate the phenomenology approach I have 

adopted in this dissertation, as any account of phenomenology may be considered 

inaccurate if subsumed under the one generic approach (Richardson, 1999). Also, 

critical to understanding the phenomenological approach adopted in this dissertation is 

how the research participants and the researcher are conceptualised. 

 

I commence by contextualising phenomenology within the qualitative research 

paradigm. Gall, Gall and Borg (2003) organise the qualitative research tradition into 

three categories based on their approach to studying phenomena. Gall et al. (2003, 

p.477) explain that some qualitative research methods “focus on understanding the 

nature of lived experience” (e.g., phenomenology, phenomenography, cognitive 

psychology), “others seek to understand cultural and social phenomena” (e.g. 

ethnography, ethnomethodology, symbolic interactionism), and “others seek to 

understand language and communication phenomena” (e.g. hermeneutics, narrative 

analysis, semiotics). Gall et al. note, however, that it is not possible to provide a 

definitive clarification of these research traditions, as; there is cross-fertilisation 

amongst these traditions (researchers use mixed-method approaches); research 

traditions transform as research paradigms shift; and there is disagreement about the 

philosophical assumptions of a particular method. This signals that “lived experience” is 
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a key feature of phenomenology, however, as will be highlighted in the following 

paragraphs, phenomenology can be blended with other approaches and thus defy 

clear classification.     

 

In examining various definitions of phenomenology, Cohen et al. (2000, p.23) 

define phenomenology as “a theoretical point of view that advocates the study of direct 

experience taken at face value; and one which sees behaviour as determined by the 

phenomena of experience rather than by external, objective and physically described 

reality”. Gall et al. (2003, p.481) explain that “in doing a phenomenological study, the 

researcher is intimately connected with the phenomena being studied and comes to 

know himself within his experiencing of these phenomena”. Cohen et al. (p.23) 

explicate that phenomenologists may disagree about what the essential structures of 

consciousness are, but highlight that the distinguishing feature of phenomenology is a 

“belief in the importance, and in a sense the primacy, of subjective consciousness” and 

also “an understanding of consciousness as active, as meaning bestowing”. They 

further claim that there are “certain essential structures of consciousness of which we 

gain direct knowledge by a certain kind of reflection”. In relation to the various strands 

of phenomenology, Van Manen (2002a) has designated the following traditions or 

orientations: transcendental, existential, hermeneutic, historical, ethical, and language 

phenomenologies. He also confirms that this list is not exhaustive or even that each 

orientation has a precise philosophical location. He asserts that the tradition is rich and 

complex with continuities and discontinuities within the traditions.  

 

Norlyk and Harder (2010) suggest that to develop a greater understanding of 

phenomenology one must be cognisant of the differences between descriptive and 

interpretative approaches. They define descriptive approaches, grounded in the 

transcendental phenomenology of Husserl (the father of phenomenology), as focused 

on describing the meaning of experiences using some form of bracketing. Husserl’s 

transcendental phenomenology suggests that we grasp the phenomena of our world 

through describing how it is constituted in and by consciousness (Van Manen, 2000c). 

In contrast, interpretive approaches, grounded in the work of hermeneutic 

phenomenologists – Heidegger, Gadamer and Ricoeur, focus on the interpretation of 

experiences, incorporating an individual’s existing preconceptions. Richardson (1999) 

emphasises that key components of Husserl’s transcendental phenomenology were 

rejected by these interpretive philosophers to the point that it could be argued that they 

should not be considered as belonging to the same philosophy. Hermeneutic 

phenomenology suggests that a Husserlian “transcendental” approach is not possible 

(Wilding and Whiteford, 2005, p.100). Interpretations of phenomena are influenced by 
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one’s own experiences “the self is the ultimate basis of all interpretation” (Wilding and 

Whiteford, p.101). Hermeneutic phenomenology deals with lived experience and 

interpreting “the ‘texts’ of life” (Butler-Kisber, 2010, p.51).   

 

Giorgi (cited in Norlyk & Harder, 2010, p.427) offers another conception for 

classifying the various phenomenological methods and suggests that phenomenology 

can be considered scientific or philosophical. In his view, scientific phenomenology 

“aims at describing a general or typical essential structure, based on descriptions of 

experiences of others” whilst philosophical phenomenology “aims at describing 

essential universal structures of a phenomenon based on reflections of experience just 

from oneself”. Van Manen (2002b, ¶.1) provides us with yet another distinction and 

suggests a difference between “phenomenological research performed by professional 

philosophers and phenomenological research conducted by professional practitioners”. 

Simply put, a philosophical phenomenologist deals with philosophical issues, whilst a 

professional practitioner is concerned with practical issues which arise in a professional 

field. In the application of phenomenological method to professional practice, Van 

Manen (2002a) advises that it is appropriate to use an eclectic approach to the tradition 

of phenomenology. 

 

From the various elucidations of phenomenology made above, it becomes 

evident how certain miscomprehensions concerning phenomenology can play out in 

research. I provide below an example of this which is drawn from nursing research. 

Phenomenology has become a dominant methodology in nursing research in recent 

years (Norlyk & Harder, 2010), however nursing research has been criticised for 

misunderstanding the key principles of phenomenology (Norlyk & Harder, 2010). Norlyk 

and Harder (2010) analysed peer-reviewed empirical nursing studies and discovered 

that great variation and inconsistencies exist in nursing research literature which claim 

to be utilising phenomenology as a research approach. Examples of the variation and 

inconsistencies identified by Norlyk and Harder include; using the terms 

“phenomenological approach” or “hermeneutic approach” interchangeably within the 

one research study; labelling the study as “hermeneutic phenomenology” while 

labelling the analysis “phenomenological”; and, varying the name of the approach 

within articles, but providing the same primary reference, or having the same primary 

reference but labelling the approach differently. Norlyk and Harder (2010) attribute 

these problems to the fact that there have been various schools of phenomenology 

that, although they have some common features, differ greatly in terms of purpose, 

approach and analysis. Caelli (2000, cited in Norlyk and Harder, 2010) identified 18 

different forms of phenomenology. Norlyk and Harder (2010, p.429) concluded from 
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their research that; “it is not enough to refer to phenomenology as a research 

approach. It is important to clarify how the principles of phenomenological philosophy 

are implemented in the particular study”. 

 

Similar misconceptions concerning phenomenology exist in the field of 

educational research (Barnacle, 2004). Barnacle, despite these misconceptions, 

argues that it is the notion of “lived experience” that is the stand out feature of a 

phenomenological approach in the educational field. Barnacle explains that the notion 

of “lived experience” can be attributed to the “influential work” of Van Manen who 

transmuted philosophical phenomenology such that it could be utilised in the context of 

educational research. Barnacle writes (p.57) “his research model, based on the notion 

of lived experience, has provided a basis for educational researchers to reflect on their 

own personal experience as educators”. Barnacle explains that Van Manen’s approach 

goes beyond the philosophical as he is concerned with the everyday direct experiences 

of individuals rather than abstract reflection.  

 

Somewhat echoing the problems associated with labelling particular 

phenomenology approaches in nursing research raised above, Barnacle (2004) refers 

to “Van Manen’s phenomenology” “Van Manen’s human science approach”, “lived 

experience approach”, “hermeneutic phenomenology”.  Regardless of the varying ways 

in which Barnacle conceptualised Van Manen’s work, what is clear, is that Van 

Manen’s contribution to methodology is the notion of lived experience which deals with 

“the immediacy of an educational practitioner’s personal experience”.  In this “lived 

experience approach”, the subjective and practical experiences of the educational 

practitioner are a privileged site of knowledge production. “The practical experience of 

the educational practitioner, therefore, is afforded a privileged status in the lived 

experience model” (Barnacle, p.61). 

 

A limitation of the lived experience approach relates to the notion that lived 

experience appears to be valued and privileged over other means of knowledge 

production. As lived experience is valued as authentic, autonomous, and natural, it is 

rendered as unproblematic, and not conceived as a cultural production in itself. 

Barnacle (p.64) argues, however, that if lived experience was to “think against itself”, it 

would need to engage in the sort of abstract thinking which it fights against in the first 

place. Even though seeing lived experience as privileged is considered a limitation of 

this approach – it is exactly the condition that makes the approach significant. Norlyk 

and Harder (2010, p.428) remind us to be particularly cognisant of how, as 

phenomenological researchers, we conceptualise our research, as “philosophical 
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differences have methodological implications for empirical research” and thus 

“researchers are challenged to be careful when naming the research approach, and to 

be specific about what it entails”. 

 

I return now to the explication of Van Manen’s phenomenological approach 

being adopted in this dissertation. Van Manen (1995) explains that much of his work 

has been dedicated to the practical application of hermeneutic phenomenology to 

pedagogy. In his key methododological text, Researching lived experience: human 

science for an action sensitive pedagogy, he explains that his text is:  

 

avowedly phenomenological, hermeneutic, and semiotic or language 

orientated…because pedagogy requires a phenomenological sensitivity to lived 

experience (children’s realities and lifeworlds). Pedagogy requires a 

hermeneutic ability to make interpretative sense of the phenomena of the 

lifeworld in order to see the pedagogic significance of situations and relations of 

living with children and pedagogy requires a way with language in order to allow 

the research process of textual reflection to contribute to one’s pedagogic 

thoughtfulness and tact. (Van Manen, 1990. p.2) 

 

Van Manen explains that the knowledge generated by this approach serves the 

practical aims of pedagogy. He explains that his use of the term “human science” is 

narrow and that he uses it interchangeably with the terms “phenomenology” and 

“hermeneutics”, and he notes that this is not inconsistent within the “human science” 

hermeneutic phenomenology tradition of Dutch and German origin. To clarify the 

meaning of “human science”, he suggests that it encompasses “symbolic 

interactionism, phenomenological sociology, ethnography, ethnomethodology, critical 

theory, gender study, semiotics” (Van Manen, p.3). 

 

Van Manen further explains (1990, p.4) that the fundamental model of his 

approach is “textual reflection on the lived experiences and practical actions of 

everyday life with the intent to increase one’s thoughtfulness and practical 

resourcefulness or tact”. The couplet notion "pedagogical thoughtfulness and tact" is a 

signature term employed by Van Manen (1995, p.40) “to describe the improvisational 

pedagogical-didactical skill of instantly knowing, from moment to moment, how to deal 

with students in interactive teaching-learning situations”. In the following quotes, Van 

Manen clearly expresses the significance of his couplet notion on research: 
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In acting tactfully I demonstrate unwittingly what I can do as a pedagogue with 

children. In thoughtful reflection I later discover what I have done, what tactful 

action I am capable of demonstrating. As I reflect pedagogically on my daily 

living with children I discover my pedagogical nature, its present limits and 

possibilities. (Van Manen, 1991, p.205)  

 

Thoughtful reflection discovers where unreflective action was 

“thoughtless”, without tact. Thus the experience of reflecting on past 

pedagogical experience enables me to enrich, to make more thoughtful, my 

future pedagogical experience. This is not just an intellectual exercise, but a 

matter of pedagogical fitness of the whole person. What we might call 

“pedagogical fitness” is a cognitive and emotional and moral and sympathetic 

and physical preparedness. (Van Manen, 1991, p.205)  

 

This section has explored various notions of phenomenology as a way of 

contextualising Van Manen’s lived experience approach - focusing on the subjective 

and practical experiences of the educational practitioner - which I adopted in this 

dissertation. As Van Manen’s “pedagogical thoughtfulness and tact” is a key 

component of this approach, it is utilised throughout the dissertation and is also seen 

as one of the outcomes of this research. The following section explores the impact of 

Van Manen’s conceptions of lived experience.  

 

3.3. Lifeworld orientation – artist or teacher 

The way that one articulates particular questions is related to the 

method that one chooses, and the method that one chooses does not 

occur by mere preference, but “ought to maintain a certain harmony 

with the deep interest that makes one an educator (parent or teacher) 

[artist] in the first place. (Van Manen, 1990, p.2) 

 

I began the phenomenological journey, charted by this written text, with 

descriptions of lived experiences in Chapter One. I did this to demonstrate the 

particular notions that I am preoccupied with and how I stand in the world. The 

descriptions are a “sign” of the particular orientation that I am coming from, as it is the 

way that we are oriented that affects how we interpret experiences (Van Manen, 1990). 

 

The phenomenological questioning of the research could only become possible 

when I identified my particular interest and vantage point - when I asked “what human 
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experience do I feel called upon to make topical of my investigation” (Van Manen, 

1990, p.41). Van Manen further explains that when one orients to a particular 

phenomenon this comes from a particular interest; for example, if one is interested in 

children and how they learn, then one orients pedagogically to children.  My interest 

has been in children, and how children affect and are affected by my artwork. In this 

way, I orient myself pedagogically to children, but also, I orient myself artistically to 

them - meaning that my particular orientation is not only that of an educator but also 

that of an artist. To address the question of what this experience of being an educator 

and being an artist is “really” like is to do phenomenological research (Van Manen, 

1990). 

 

In a recursive way, this doctoral research (as poeticised in the story of the C-

artographical Beings in Appendix Five) has been firstly about finding one’s orientation 

(which in the beginning was filled with anxiousness of being suspended in-between 

disciplines), and then inquiring into the lived experience of what it means to orient 

oneself to the lifeworld as an educator, artist and researcher, and what implications this 

has for generating particular research outcomes. The phenomenological journey 

involves entering the research without knowing where one will end up, or how one will 

get there, or what questions will be generated that will drive further investigations. As 

we develop insights about what we are investigating, the research questions form and 

change throughout the research/writing process (Van Manen, 1990). The formation of 

meaningful questions allows entrance into a deeper understanding and thus to 

transformation.  

 

The transformational outcome of the research has been “a critical pedagogic 

competence: knowing how to act tactfully in pedagogic situations on the basis of a 

carefully edified thoughtfulness” (Van Manen, 1990, p.8). This occurred through a 

reflexive, critical and creative process that meditated upon the nature of my lived 

experience of making art with children.  This resulted in not only a conceptualisation of 

a more “thoughtful and tactful” practice for pedagogic situations, but a deeper 

understanding of the epistemological implications of the roles of researcher, artist and 

teacher.  

 

3.4. Pedagogic orientation - Van Manen’s phenomenological approach 

Van Manen's (1990) argument is central to my location within the study as 

artist-researcher-teacher in relation to its dual focus on phenomenology and pedagogy. 

Van Manen (1990, p.2) defines pedagogy  as “the activity of teaching, parenting, 
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educating, or generally living with children, that requires constant practical acting in 

concrete situations and relations”.  The intention of phenomenological research 

regarding children is to connect to “the lifeworld of living with children” (1990, p.135) 

and the research outcome is “a critical pedagogic competence: knowing how to act 

tactfully in pedagogic situations on the basis of a carefully edified thoughtfulness” 

(1990, p.8). 

 

To do phenomenological research that orients to the lifeworlds of children, 

initially means asking “meaning questions” (Van Manen, 1990, p.23). Meaning 

questions cannot be solved and are different to questions that are conceptualised as a 

research “problem”. Problem questions seek solutions and effective procedures. The 

research ends when the problem is solved. Consequently, meaning questions are 

posed to develop a deeper understanding of the phenomena which result in thoughtful 

and tactful action in our lives with children. In this way, meaning questions remain 

open, “they will always remain the subject matter of the conversational relations of lived 

life, and they will need to be appropriated, in a personal way, by anyone who hoped to 

benefit from such insight” (Van Manen, 1990, p.23). 

 

Meaning questions also imply that phenomenological research outcomes 

cannot be summarised: 

 

As in poetry, it is inappropriate to ask for a conclusion or a summary of 

a phenomenological study. To summarise a poem in order to present 

the result would destroy the result because the poem itself is the 

result. The poem is the thing. So phenomenology, not unlike poetry, is 

a poetizing project; it tries an incantative, evocative speaking, a primal 

telling. (Van Manen, 1990, p.13) 

 

Undertaking a phenomenology inquiry to orient oneself to the lifeworld of 

children means that the inquiry is not concerned with demonstrating or proving how 

one educational technique is better than another technique. Nor does it deal with 

developing effective educational procedures or the most effective methods for teaching 

children. Phenomenology does not ask:  

 

 “How do these children learn this particular material?” but it asks, 

“What is the nature or essence of the experience of learning (so that I 

can now better understand what this particular learning experience is 

like for these children)”?  (Van Manen, 1990, p.10) 
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In this way, Van Manen (1990, p.135) provides a critique of educational 

research that attempts to abstract pedagogical knowledge which distances us from the 

lifeworlds of children "rather than bring these lives closer to the field of vision of our 

interest in children as teachers, parents". To orient us to pedagogy in our relations with 

children: 

 

Pedagogical theory has to be theory of the unique, of the particular 

case. Theory of the unique starts with and from the single case, 

searchers for the universal qualities, and returns to the single case. 

The educational theorist, as pedagogue, symbolically leaves the child 

– in reflective thought – to be with the child in a real way, to know what 

is appropriate for this child or these children, here and now. (Van 

Manen, 1990, p.150) 

 

3.5. Speaking with a pedagogic voice 

The way that an adult describes and interprets a child’s experience has to do 

with the way the adult stands in the world (Van Manen, 1990, p.137). In this research, 

my interpretation involves an understanding of what it means to be a teacher, a 

researcher and an artist.  

 

Van Manen (1990) explains that the lived-experience description, such as a 

child skipping, could be written in a variety of ways based on the writer’s orientation. It 

could be about: the cultural experience of skipping; the physiological quality of skipping 

where we may try to understand how the body feels while skipping; or, the social 

significance of other’s skipping. As an ethnographer, I might ask the child to tell me 

about skipping. An historian may be interested in how aspects of skipping relate to 

other children’s games.  

 

Van Manen (1990) provides a sample teacher’s description of the skipping 

event and interprets the particularity of the teacher’s description which is based on their 

pedagogic orientation.  The teacher sees the child in a school context and knows the 

child in terms of what sort of learner they are and their relationship to their peers. The 

teacher also describes the child’s home background as it relates to this skipping 

encounter. Van Manen’s teacher description elucidates what a teacher observation 

looks like and what a pedagogic voice might sound like - it involves the child in a 

learning context and home background as it relates to their academic and social 
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development in the classroom.  From the basis of how Van Manen describes the 

pedagogic voice, I ask: what sort of lived-experience description an artist would make 

about the child skipping? Also, I can ask: if I were to write a description of this event, 

would it reveal a pedagogic voice or an artistic voice? The resultant answer would 

reveal my orientation.  

 

I suggest that an artistic description would poetise skipping through the 

description of sensations, or the imaginings of the child’s thoughts as they skip, or from 

the perspective of somebody observing the skipping. The artistic description of the 

experience of skipping would not need to rest on a human account either. It could be 

from the perspective of an insect on the child’s shoulder, or the experience of the 

skipping rope itself, or even from the ground being hit by the rope. The artistic 

description would also not limit itself simply to describing the skipping instance but 

could move outside the skipping into other imaginings and interpretations of the 

skipping event - even providing an imaginative story of what happened at the end of 

the skipping. Also, it wouldn’t necessarily have to be about skipping itself, but the 

skipping could be used as a metaphor for some other event, or the explorations of the 

multiple meaning of “skipping”. The lived-experience description of a child skipping 

would need to be transformed by the artist, not only focusing on the essence of the 

experience of skipping but also moving beyond this essence. 

 

Van Manen (1990) elucidated a key difference between art and phenomenology 

(which I will explore further in section 3.8 below). For him, phenomenology makes 

things explicit, whereas art makes things implicit. Using the above example, we can 

see that the phenomenological description of the child skipping would make explicit the 

meaning of the experience of skipping. An artist would make this meaning implicit, it 

would be more nebulous, more ambiguous. The phenomenological description of the 

child skipping would seek to elucidate a universal meaning about what is like for the 

child to be skipping; an artist would make an alternative meaning based on their 

personal proclivity to the event. In summary, I ask: what would it involve for an artist to 

speak with a pedagogic voice, when a phenomenological description needs to make 

explicit the meaning of the particular experience being questioned, rather than have a 

tendency towards creative imaginations and interpretations?  

 

3.6. Arts-Based Educational Research (Barone and Eisner) 

Arts-Based Educational Research (ABER), described as a “tradition” by Barone 

(2006), in the sense that its presence is well-established in the research community, 
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stemmed from Eisner’s 1970s aspiration to develop an approach to educational 

research that was derived from the arts. This was a response to social science 

methods which, until that time, were the main means of revealing educational issues 

but which excluded other ways of knowing the world due to their emphasis on scientific 

methodologies (Eisner, 2006). Eisner sought to devise a form of inquiry that could 

employ artistic approaches, which relied on imaginative and expressive crafting, as a 

way to make vivid, reveal and enlarge understanding of educational matters. 

 

Barone (1995) suggests that varying methodologies generate different claims 

as to what constitutes knowledge. He explains that projects of social science aim to 

“reduce uncertainty”, that they seek a literal truth where knowledge is gained by way of 

“explanation, prediction and control” (Barone, 1995, p.170). However, Barone (2001, 

p.24) goes on to explain that some educational researchers, have “a proclivity to 

endow features of our experience with more than a single meaning”. They are opposed 

to securing truth-claims. They playfully express alternative, even conflicting 

interpretations of the phenomena under study. They generate questions that have been 

left unasked and they refuse closure so that the questioning can be open for further 

interpretation.  

 

As the purpose of art is “to promote doubt about the desirability of the values 

and interests associated with knowledge in a particular paradigm, framework, or world 

view” (Barone, 1995, p.172), Barone declares that these not-scientific educational 

projects should not be referred to as “social science” but art. Barone (1995, p.172) 

argues: “good art…can be said to promote the enhancement of uncertainty”. Further, 

“good art…is capable of ’lay[ing] bare questions that have been hidden by the 

answers’” (Baldwin, in Barone, 2001, p. 25). 

 

Barone (1995, p.172) also highlights that arts-based research has “legitimate 

and important non-scientific purpose and uses”. Beyond providing research information 

to a research community, the text’s function, as in a narrative text, lies in drawing the 

reader into an alternative reality, an “as if” world. Participating in this imaginary world, 

the reader experiences the events portrayed in the text in “strange ways”. This 

simulates reflection about education issues that aim to challenge the reader’s 

unquestioned views of the world. 

 

To explain how arts-based research is an artistic form of educational research, 

Barone (2001) outlines the aesthetic design that the research employs.  The written 

text uses literary language that is everyday and contextualised rather than abstract, 
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technical or propositional. It uses metaphor “in order to recreate experiences 

indirectly....[and has the] presence of a heightened degree of ambiguity” (Barone, 

2001, p.25). To further elucidate the connection and definition of art, Barone (2001, 

p.26) also outlines the features that are present in artworks: there is an affinity with 

ambiguity; a playful consideration of alternatives; a generation of viewpoints alternative 

to the current regime of truth; a quest to disturb and interrogate personal and cultural 

assumptions that have been taken for granted; and, the use of design elements to 

recast experience into a form with the potential for challenging deeply held beliefs and 

values. Barone suggests that if all of the above features are achieved by arts-based 

research then it can rightly attain the status of art. If it only achieves some of these 

features then it becomes “arts-based research rather than full-fledged art” (Barone, 

2001, p.25). For arts-based research to reach the level of “pure art”, the narratives 

presented would need to be “metaphor-laden” and the analysis would need to 

connote/express meaning rather then denote/state meaning.  

 

3.7. Practice-led research (Sullivan)  

In contrast to Barone, Sullivan’s (2004, 2005, 2006) position is that arts-based 

educational research is insufficient to support visual art research outcomes, as the “art” 

in ABER is “instrumental” as its purpose serves educational aims. He contends that, 

even though arts-based educational researchers claim that the arts provide a special 

way of coming to know, “the arts continue to be seen as agencies of human knowing 

that are drafted into service according to educational practices already in place” 

(Sullivan, 2005, p.xvii). Sullivan (2006, p.25) also claims that some arts-based 

methodologies are restricted “by conditions and protocols framed by the social 

sciences”, and that they tend to reinforce modernist traditions by aligning qualitative 

research methods with formalist aesthetics to generate an “elemental” approach to 

research. In this way, the claims made about artistic experience and insights that are 

brought to culture and the individual carry a “structuralist and essentialist stamp” 

(Sullivan, 2005, p.xvii). In this way: 

 

essentialist concepts are reified rather than contested, and 

perspectives remain passive rather than critical. For some, the quest 

to embrace more artistic forms of representation results in decorative 

research rather than critical inquiry. (Sullivan, 2006, p.24) 

 

Sullivan (2004, 2005, 2006) argues that visual arts research needs to be 

credible both in the field of research but also in the art world. Therefore, it cannot be 
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constrained by existing frameworks. For Sullivan (2004, 2005, 2006), the arts in 

research are not used as a means for the research, but are integral to the research -

they are the research. Therefore, he suggests that “practitioner-led research” is better 

positioned to address the issues surrounding the production of the artwork as part of 

the research process. In practitioner-led research, art making is a “site for knowledge 

construction and meaning making itself” (Sullivan, 2005, p.81).  Its distinction lies in the 

claim that the position taken is not art-based but arts-centred. It is “a study of visual 

arts practice as research, not an inquiry in visual arts practice as research” (Sullivan, 

2005, p.131). Sullivan writes; 

 

The approach I take makes the case that informing theories and 

practices are found in the art studio, and the image of the artist-

theorist as practitioner is taken as the locus of action rather than the 

arts teacher. Therefore visual arts research has to be grounded in 

practices that come from art itself, especially inquiry that is studio 

based. In addition, an axiom of research needs to be followed which 

accepts that different paths can be used to get to the same place. 

(Sullivan, 2005, p.xvii) 

 

This practitioner-led approach is what Barone (2006, p.7) identifies as a major 

shift in arts-based research and one that may “represent a future vision for arts-based 

researchers” - the shift has been “from arts-based inquiry as qualitative research 

toward the practice of art”. In reference to Sander’s (2006) paper, which locates artists 

as precursors to ABER methodology, Barone (2006, p.7) asserts that Sander’s move is 

controversial in that it “transmutes the identity of recent arts-based researchers from 

that of scholars standing on Eisnerian shoulders to the ‘prolific progeny of past 

performance [artists]’”. Barone (2006, p.8) considers Sullivan as the exclusionary of the 

arts-based scholars in the tradition, but recognises that his work presents “a persuasive 

explication of an additional, rather than singularly appropriate, approach to thinking 

about educational research”.  

 

Even though the epistemological aspirations of Sullivan and Barone differ in 

relation to where the locus of the research is placed, their position on the knowledge 

processes in the arts - such as critical questioning and heightened degree of ambiguity 

- are shared. In his book Art Practice as Research, Sullivan (2005) provides a thorough 

overview of how visual arts knowledge processes can be conceptualised as research 

practices. For example artists are involved in various “Understanding Practices” which 

involve “Transformative”, “Constructivist”, “Contextual”, and “Conceptual” knowledges 
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(Sullivan, 2005, p.100). As an example, “Transformative knowledge” is recursive - it is 

continually changed through the process of making art. “Constructivist knowledge” is 

produced in art making and integrates theory and practice which leads to “powerful 

understanding” (Sullivan, 2005p.101). Artists are also involved in “Reflexive Practices”, 

which is a “research activity that uses different methods to ‘work against’ existing 

theories and practices and offers the possibility of seeing phenomena in new ways” 

(Sullivan, 2005p.101). 

 

Sullivan (2005, p.130) conceptualises “visual arts knowing” as “transcognition” 

as it involves the cognitive structures that the artist is involved in and it “captures the 

movement of the artistic mind”. The cognitive process is distributed amongst the art 

objects, the viewer, and various cultural contexts, which all have a role in constructing 

meaning. The artist generates knowledge as meanings are created and reflected upon, 

through various mediating factors, in a recursive and reflexive manner. Such 

knowledge generation “involves both an interrogation of existing theories and practices 

and a reinterpretation or review in light of personal proclivities and research interests” 

(Sullivan, 2005, p.130). 

 

Sullivan (2005, p.101) contends that visual arts knowledge also involves 

“Postdiscipline Practices”, in that visual arts research takes place beyond existing 

discipline boundaries, as advances of knowledge do not need to occur within existing 

frameworks.  As the goal of research is to create new knowledge, one needs to be 

inventive not only in the creative act of art-making but also in the research design. 

Therefore, the analytical processes employed, the literature used, the tools used for the 

inquiry, can all utilise imaginative processes.  

 

3.8. A/r/togrpahy 

A/r/tography is an “emerging research methodology” coined by Irwin in 2002 

(de Cosson, 2003, xii). Irwin and de Cosson (2004, p.36) explain that: 

 

A/r/tography is a form of representation that privileges both text and 

image as they meet within moments of métissage. But most of all, a/r/tography 

is about each of us living a life of deep meaning enhanced through perceptual 

practices that reveal what was once hidden, create what has never been know, 

and imagine what we hope to achieve.  
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Sullivan (2006) differentiates a/r/tographers from arts-based educational 

researchers as, though they have “similar interest in schools, community and 

culture,…a/r/tographers focus on developing the practitioner-researcher who is capable 

of imaginative and insightful inquiry” (Sullivan, 2006, p.20). A/r/tographers explore art 

practice through the intersecting roles of the artist, research and teacher, where the 

various roles are described in the following way: 

 

The Artist en-acts and embodies creative and critical inquiry; the 

Researcher acts in relation to the culture of the research community; 

and the Teacher re-acts in ways that involve others in artistic inquiry 

and educational outcomes (Sullivan, 2006, p. 25). 

 

Slattery (2003, p.901) explains that the meaning of “artist” for a/r/tographers is:  

 

imbued with the understanding that to live the life of an artist who is 

also a researcher and teacher is to live a contiguous life, a life that 

dialectically moves between connecting and not connecting the three 

roles. The dialectical in/between spaces amid these roles are dynamic 

living spaces of inquiry. 

 

A/r/tographical research occurs within the roles of artist, teacher, researcher. As 

these roles appear to be a means of uncovering educational issues, this premise 

differentiates a/r/tographers from Sullivan’s practitioner-led research where art practice 

is the sole means for the generation of new knowledge and understanding.  

 

An a/r/tographic approach involves feeling equally distributed amongst the roles 

of teacher, artist and researcher. Instead of positioning one disciplinary state over the 

other, a/r/tographers claim that the roles of artist, teacher and researcher are 

intertwined in such as way so that one role has no leverage over the other and “that 

researching is a living inquiry of what it means to know and to search as artists, as 

researchers, and as teachers” (Slattery, 2003, p.900). 

 

I utilise Slattery’s (2003) words here to demonstrate, not interpret, the 

experiences of their orientations: 

 

Rather, the intent of drawing attention to these roles is to also speak of 

their interrelatedness, their shifting, transitory nature, and to make 
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visible the spaces in between the roles and the activity inherent in 

practicing these roles. (Slattery, 2003, p.900) 

 

A/r/tographers anticipate performative, visual, and textual inquiry as 

they move from one role to another, learning through the uniqueness 

of each role, before they venture into rendering an 

inter/characterization of the roles. (Slattery, 2003, p.901) 

 

It is about dwelling in a space of inquiry that resists formal naming: A 

willingness to allow for discomfort, frayed edges, and holes. (Slattery, 

2003, p.901) 

 

Sharing a phenomenological approach (lived inquiry – a sense of “self 

becoming” through the research process), and art epistemologies (a state of searching 

for a deeper understanding, not settling on linear patterns of inquiry, comfort with “not-

knowing”), a/r/tography is distinguished by its unsettled state. It is forever shifting 

between the three orientations (artist, educator, researcher) and residing in the 

condition of “in-betweeness” and “dis/comfort” (Springgay, et al., 2005, p.902). 

 

In summary, methodological resonance relies on the location from which the 

“locus of action” (Sullivan, 2005) arises – whether it be from the artist, the teacher or 

the researcher. The a/r/tographical position seeks to understand the epistemological 

implications of what each of these roles involve, and it is from this position, I emphasise 

that the function of the “artwork” in the research needs to be more thoroughly explored.  

 

O'Donoghue (2009) has recently made a significant point about arts-based 

researchers (including a/r/tographers). He claims that the visual provides a viable 

alternative to linguistic forms of research. In seeking to find recognition and legitimacy 

for the visual form as research, arts-based researchers have not sufficiently engaged 

or given diligent attention to the theories and philosophies of contemporary art. 

O'Donoghue contends that, as arts-based researchers have not adequately engaged 

with the epistemological and ontological core of their field, this has limited the 

potentialities of arts-based researcher practice. Instead of asking how an artwork can 

be a legitimate piece of research, arts-based researchers should be engaging with the 

inquiry of how can a “close, critical and deeply contextual analysis” of the art practice of 

artists advance understanding and challenge the practices of arts-based research 

(O'Donoghue, 2009, p. 353). 
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I have similarly argued that the issue surrounding the justification of arts-based 

research does not necessarily need a fuller articulation of visual arts as a modality in 

research, but in fact, the significance of the different conceptions of “visual art” in the 

various methodologies. For example, is the “visual art” in a/r/tography the same as in 

the “visual art” Sullivan’s practitioner-led research? Both approaches deal with 

“artworks” as research outcomes but do these works achieve the same “status” within 

the art-world? Does a different status impact on the overall research outcomes? By 

way of illustration, the potential implication of claiming to be directing the research 

solely from the locus of the artist is that the art outcomes are judged by art-world 

standards as it is within this context that works are legitimised as art. The generation of 

“artworks” from the locus of the artist within the a/r/tographical condition, may face the 

problem of legitimacy in the art-world context as it mingles educational practices. The 

context of existing within a distributed location, where claims are made about the 

condition of what it means to be an artist as one seeks to find legitimacy in one’s art 

creations, is a clear example of the un-settled state of the a/r/tographer. These are 

themes to which I will return in subsequent chapters. 

 

3.9. Arts-based research and phenomenology 

To illuminate my particular methodological orientation, I will further extract the 

meanings of “art” in the research process by comparing Van Manen’s (1990) 

phenomenology to the arts-based research approaches that I have explored above.  

 

The arts-based approaches share “procedures” that relate to the reflexive, 

dialogic process of questioning the phenomena under study. In phenomenology, this is 

“reminiscent of the artistic activity of creating an art object that has to be approached 

again and again, now here and then there” (Van Manen, 1990, p.131). Arts-based 

research has the quality of a “heightened degree of ambiguity” (Barone, 2001, p.25). 

Van Manen (1990, p.131) articulates that a phenomenological description needs “to do 

justice to the fullness and ambiguity of the experience of the lifeworld…laying bare 

certain truths while retaining an essential sense of ambiguity”. 

 

There are also other qualities of phenomenology that are described as art-like. 

Both artists and phenomenologists seek to capture the essence of an experience in 

their text. In these artistic texts, experiential experiences are transcended through 

artistic recreation (Van Manen, 1990). Artists transform lived-experiences into 

“transcended configurations” (Van Manen, 1990, p.70). These artistic approaches to 

inquiry acknowledge that there are elements to life that cannot ever be fully captured, 
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as life is complex and mysterious (Van Manen, 1990). Knowledge cannot be 

schematised or abstracted as it removes itself from the investigated essences. Shared 

with the proclivities of Children’s Geographies, the research needs to be attentive to 

what may seem to some as the trivial dimensions of life.  Indeed, “it makes us 

thoughtfully aware of the consequential in the inconsequential, the significant in the 

taken-for granted” (Van Manen, 1990, p.9). The knowledge created needs to be “deep” 

and personally meaningful to us, yet it must connect with its audience.  

 

Phenomenology and the literary-arts-based research of Eisner and Barone 

share a clear affinity as the literary art form is the basis of the “arts” in research. The 

significant component of the research is the act of writing through which educational 

issues are revealed to the author and then exposed to the reader. Eisner (2006) and 

Barone (2006) acknowledge that other art forms beyond the literary are equally as valid 

as modes of research. From this premise, a burgeoning of arts-based research (and its 

various modalities) has occurred (Barone, 2006; Sullivan, 2006; Sanders, 2006). 

 

Even though the reflexive process of writing about educational issues is a 

shared conception, there is a key difference in Van Manen’s (1990) application of “arts” 

to phenomenology.  Van Manen recognises a number of distinctions between “arts” 

and phenomenological descriptions. He states that phenomenology is not to “be 

confused with poetry, story, or art” (Van Manen, 1990, p.19) or that these endeavours 

should be seen as forms of phenomenology. In contrast, Barone (2005) asserts that 

the intention of arts-based research is to increase uncertainty rather than reduce 

uncertainty which is the claim of social science research. In this sense, Van Manen is 

more akin to social science knowledge claims. Van Manen (1990, p.19) makes the 

claim that phenomenological research aims to makes things explicit - “One difference is 

that phenomenology aims at making explicit and seeking universal meaning where 

poetry and literature remain implicit and particular”. Van Manen explains that the 

difference between phenomenological descriptions and artistic narrative is that “they 

aspire to different epistemological ends” (Van Manen, 1990, p.19). Narrative focuses 

on plot, leaving the themes implicit. Phenomenology explicates the themes through the 

narrative and attempts to remain true to the nature of the experience being presented. 

In these ways, Van Manen refers to phenomenology as “human science”. 

 

Van Manen (1990, p 23) removes the possibility of a phenomenological 

investigation being achieved, except through a writing process, meaning that pure 

visual research outcomes could not adequately reveal a complete understanding of 

lived experiences. However, Van Manen’s conceptions clearly articulate ways of 



 93

coming to a deeper understanding of lived experiences, particularly as they relate to 

being with children. Thus, sufficient conceptualisation is provided to develop the 

phenomenology of art practice as it relates to connecting to the lifeworld of children, 

and in my case, of making art with children. For instance, Van Manen (1990) proposes 

that the research and writing are the same process, in that the phenomenological 

outcome is the writing. We can reapply this and propose that the research and visual 

art-making are the same process, as in Sullivan’s conception of art as research. 

Through being driven by the production of an artwork as a research outcome, and the 

interrogation of the related art-making practices – through writing processes - I could 

come to a deeper understanding of the lived-experience of making art with children.  

  

Van Manen’s (1990) phenomenological approach to pedagogically attuned 

research seeks to prevent ourselves being distanced from children’s lives - where we 

continually need to ask of our research text: “Can you find the child?” (Van Manen, 

1990, p.139). This leads me to question whether this description – this artwork – 

communicates the significance that children have in my art practice. Does it elucidate 

what children mean to me in the work? Does the artwork reveal the relation I have with 

children? Does the art practice connect with the lifeworlds of children? Does the 

artwork elucidate their lived experiences? Does it teach us to “live our lives with 

children more fully”? Does the presence of children in the work “force us to reflect on 

how we should talk and act with them and how we should live by their side” (Van 

Manen, 1990, p.139).  

 

3.10. Conclusion - The “right fit”? 

Central to my research, and explored in this methodological chapter, has been 

the identification and attempted resolution of the particular, anxious, epistemological 

tension.  Does my lifeworld orientation stem from being an artist, researcher or 

teacher? Depending on the answer to this question, a different set out of research 

expectations and outcomes arise. The “anxious life“, “nervousness“ filled with “a 

continual process of not-knowing, of searching for meaning that is difficult and in 

tension“ (Springgay, Irwin & Kind, 2005, p.902), an aporetic praxis (de Cosson, 2003), 

arises from requirements of justification, and forces the search for shared experiences 

that can function as epistemological support. The process of finding the methodological 

literature that would justify my condition, and the resulting choices that were made, 

were based on these methodologies “resonat[ing] with [my] sense of lived life....[where 

by] a good phenomenological description is collected by lived experience and 

recollects lived experience and is validated by lived experience as it validates lived 
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experience“(Van Manen, 1990, p.27). In this sense, only through experiencing my own 

methodological tension, could I connect to the a/r/tographical condition “something that 

[I could] nod to, recognising it as an experience that [I] have had“ (Van Manen, 1990, 

p.27). In this sense, I connect with the experience of both Springgay (in Bickel, 2006, 

p.119): 

  

My own identity is leaky, porous, performed, and partial. I struggle with 

labels- artist, researcher, and teacher. I do not think that these are 

different roles, split identities that I endeavour to make sense of, but 

that I am always an artist.  

 

and Slattery (2003, p.193): 

 

I believe that I am only effective and competent as an artist, 

researcher, and educator when I holistically integrate all three of these 

dimensions of my work. It is impossible to separate the three. 

Whenever anyone attempts to categorize my work, the results are 

disastrous.  

 

In a way, a/r/tography, or indeed phenomenology, could not be comprehended 

theoretically. It could only be understood “from the inside”; only be accomplished by 

“actively doing it” (Van Manen, 1990, p.8) or actively being the condition. A/r/tography 

could only be validated by my lived-experience in the act of research, not something I 

appropriated prior to researching. Only by living through the tension between the roles 

of artist, teacher and researcher, could I further inscribe the spaces in-between and 

relationships of each of the roles with that of the viewer/reader/participant.  

 

The other methodological approaches that have been explicated here were also 

appropriated through the process of resonance, but not as completely. Van Manen’s 

(1990) hermeneutic phenomenology becomes the “meta” method in my doctoral project 

in the sense that it provides the articulation of reflexive techniques that allow for the 

investigation of the pedagogic lived-experience that deeply interest me. However, when 

it comes to articulating these lived-experiences from the orientation of an artist, Van 

Manen’s (1990) phenomenology ceases to completely resonate as it does not allow for 

implicit imaginings. To counter this, Sullivan’s (2004, 2005, 2006) practitioner-based 

research allows me to understand the centrality of artistic practice - that new 

knowledge is generated through the art-making processes accompanied by the 

techniques of reflection, creativity and critical practice. However, this still is not 
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sufficient for the practitioner who tries to straddle educational and arts contexts, and 

particularly one who is trying to come to an understanding of the significance of 

children in their life. Nor are the above research approaches sufficient for articulating, 

and understanding, the significance of the viewer as the researched – or the viewer as 

the researched and participant in the artwork (the viewer as artist). Here, it becomes 

necessary to call on “participatory research” practices to articulate the significance of 

the relationship with children in a research encounter. I have left the discussion of 

“participatory research” approaches for Chapter Six. 
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4. Children’s Interactives / Interactive Art 

 

This Chapter contextualises my practice within the field of gallery interactives 

for children and also more generally within the genre of interactive art. It does this 

through an interpretative approach of art texts consistent with Van Manen’s 

hermeneutic phenomenology (outlined in Chapter Three), whereby one investigates 

lived experiences not only through personal recounts, but also through the experiential 

descriptions of other artistic modes of expression – to further deepen the meaning of 

phenomenological questions (Barnacle, 2004; Van Manen, 1990). The very strength of 

the lived experience approach is that it brings legitimacy to a researcher’s own 

personal experience (Barnacle, 2004). 

 

It is thus important to articulate at the onset of this chapter that the judgements 

made from this hermeneutic perspective, “need not be seen as ‘right’ or ‘wrong,’ but 

rather as only interpretations or ‘plausible insights’ (Van Manen, 1990). In other words, 

“there is no such thing as an omniscient perspective, only a personal one” (Wilding & 

Whiteford, 2005, p.101). As Van Manen (1990, p.9) notes, “anything that presents itself 

to consciousness is potentially of interest to phenomenology, whether the object is real 

or imagined, empirically measurable or subjectively felt”. Interpreting various texts 

during the phenomenological process is “not meant to give us clear-cut answers; it is 

meant to balance out the attempt to clarify the research problem by also letting the 

research problem clarify us” (Nielsen, 2000, p.12).  

 

My interpretation of the artworks presented in this chapter may be interpreted 

quite differently by different readers, “just as lived experience is individual and personal 

to the person having it” (Nielsen, 2000, p.10). Nielson appeases our potential concern 

regarding an obsession with “correct interpretations”, by reminding us that this is not 

weakness of the phenomenological approach, but its strength. 

 

This chapter focuses on introducing the artist/teacher’s dialectical dilemma of 

making art with children. On the one hand, the need to facilitate children’s freedom in 

their aesthetic creation so that children may have autonomy and not be controlled by 

the artist’s art production. On the other hand, the resultant negative reinforcement of 

children’s generation of Ket aesthetic forms, and in this way, privileging the romantic 

ideology of childhood in its charming immaturity. In this scenario, the level of aesthetic 

control of the adult – and thus the adult’s underlying ideology about childhood - has a 

direct impact on the child art that is produced. 
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A diagrammatic representation (Figure 4-1 Space of artist’s instructions vs. 

function of the artwork) is devised to visualise the relations of power surrounding the 

artist-child, participant-audience interaction. It is theorised in terms of the dialectical 

elements of freedom of the children and control of the artist. I use this visualisation to 

discuss selected children’s gallery projects. Discussions pertaining to engagement, 

response, and experiences of the children in my project are dealt with in Chapter Six 

and Chapter Seven 

 

The second part of the chapter deals with contextualising my digital art practice 

more generally within the genre of interactive art. The Figure 4-1 representation is 

subsequently applied to the work of interactive artists (Figure 4-2 User control vs. artist 

control within an interactive artwork). I extend this visualisation to my own practice in 

Chapter Five to illustrate the notion of “becoming with” children in our art-making 

encounters. 

 

Importantly, this chapter proposes that, if we take the position that an artist 

collaborating with children is a pedagogical encounter, then the artist would apply 

pedagogy as a measure to the standard of one’s own work (Van Manen, 1990), 

whereby particular reflective strategies need to be undertaken. In this position, the 

dissertation questions emerge: “What is the nature of the relationship that occurs 

between adult artist and child during the creation of a collaborative artwork?”, “How 

might the experience of collaborating with children inform how the artist feels about his 

or her art practice?”, and “In what way does the experience of the children impact on 

how the artist feels about his or her art practice?”. I explore these meaning questions 

by applying them to the collaborative child-adult artwork Biocollage (Oritz, 2007) to gain 

insight into my own practices. 

 

4.1. Introduction 

Chapter Two investigated how childhood has been constructed within various 

educational theories of play and art-making. It outlined how adult values and beliefs 

about children affect the production and interpretation of child art and how various adult 

notions pertaining to aesthetic theories produce the construct of “child art” (Wilson, 

1997; 2004). Chapter Two also articulated the conception of a child aesthetic that is 

either perceived as a  “childhood legacy” (Custodero, 2005) for adult artist inspiration, 

in terms of qualities like expressiveness, spontaneity, authenticity, originality, freshness 

(Kindler, 1997), or a “Ket Aesthetic” - the assimilation of popular cultural imagery by 

children to which adults are averse (Thompson, 2006). 
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This chapter will apply these notions to some contemporary practical and local 

contexts as a way to arrive at a deeper understanding of my own art practice with 

children. Significant to these deliberations are the roles of adults in children’s art-

making. These roles include scaffolders and extenders of knowledge in play scenarios 

(Kitson, 2005); inspiring performers of the creative environment (Shekely, 1991); or, the 

actual creators of child art based on personal aesthetic theories (Wilson, 1997; 2004).  

This chapter extends the investigation of the relationship between the adult and the 

child in the art-making encounter, particularly how a relationship with an artist has been 

constructed in current gallery spaces.  

 

As a starting point, this chapter critically evaluates a number of current 

practices related to collaborative art-making and assesses how they construct an 

unequal power dynamic between the artist and the “audience member”. In order for me 

to become more aware of my constructing behaviours in my relations with children, I 

undertake an examination of art-making approaches with children in the gallery 

context, particularly focusing on the local context of the Queensland Art Gallery (QAG). 

Once again, this is not intended to be a comprehensive audit of children’s programs, or 

a relativistic comparison of “better practices”, but functions to reveal examples of how 

childhood is constructed in visual arts contexts through adult-child relations and what 

meaning can be drawn from this construction in terms of the values and beliefs about 

children, artists and art-making.  It is also a strategy to interrogate my own art-making 

practices with children, particularly “the meaning and significance that children have or 

could have in our lives” (Van Manen, 1990, p.141). Finally, the interrogation of these 

various practices leads a generation of a “visualisation” (figure 4.1) that conceptualises 

the relationship between artist and child in the art-making encounter in relation to 

aspects of power and control  
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4.2. Biocollage Questionings 

 

 

Picture 4-1 - Santiago Ortiz, Biocollage – screen shot of index interface 

 

The implications of artists co-opting children into their artwork will be 

demonstrated by my critical analysis of the artwork Biocollage (Oritz, 2007) - Picture 4-

1. The intention of my critique is not to aim at a “factual” account of the work but is a 

strategy to experience my own practice through the outside and question inherent 

values and beliefs about childhood. This is a crucial component of understanding my 

work as, “from a phenomenological point of view, we are less interested in the factual 

status of particular instances” (Van Manen, 1990, p.10) but rather in how they assist 

one to gain a deeper understanding of lived experiences, and “allow us to become 

more experienced ourselves” (Van Manen, 1990, p.64). 

 

To contextualise this point, I briefly refer again to the significance of these 

undertakings, within the methodology applied to this study, involving the centrality of a 

particular condition of identifying oneself as teacher, artist and researcher.  Chapter 

Three concluded that a key doctoral research outcome was to generate questions that 

would allow me to understand my research/art/teaching practices more deeply. This 

resulted in not only a more “thoughtful and tactful” practice for pedagogic situations but 

a deeper understanding of the epistemological implications of the roles of researcher, 
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artist and teacher. Chapter Three also explained that the research was a quest to 

understand the nature of my practice and that finding similar practices of doing / 

thinking / knowing became points of inquiry that facilitated a conceptualisation of my 

practice. I now turn to the investigation of one of these points of resonance, Biocollage, 

from which emerged a number of research questions addressed in this dissertation. 

 

Biocollage (2007), created by Santiago Ortiz, is a digital art project that directly 

takes children’s art-making outcomes and integrates them with the artist’s artwork. 

Oritz is an internet artist recognised for his creation of visually rich interactive abstract 

interfaces. However, Biocollage is only one of his many artworks that includes children. 

Biocollage is an interactive artwork archived on the artist’s website 

http://moebio.com/santiago/  at http://www.bestiario.org/_proyectos/biocollage/. It is 

also “sanctioned” as an artwork on the net art database at rhizome 

http://www.rhizome.org/object.php?o=47369&m=1008511 .The database provides this 

entry by the artist about his work: 

 

Biocollage is a technique for fantastic character's [sic]creation based 

on the combination of paper cutting, drawing and assembling (material 

collage) with parts digitalization, assemblage and kinetics and 

behaviour definition based on code writing (digital collage). 

On [sic] a workshop with 5 to 10 kids, each kid creates one or more 

characters that will live on the island. While more workshops are done 

the island will increase its population. The first inhabitants of the island 

were created at La Laboral Art Center on 1st and 2nd december of 

2007. (Oritz, 2007) 

 

My interpretations of Biocollage are based on the available evidence, which 

includes the websites, the above description, and the flickr photographs 

(http://www.flickr.com/photos/biocollage) provided by the artist.  

 

Biocollage is a unique artwork due to its integration of the work of children. 

Similar practices may be found within children’s art activities in galleries (explored in 

sections below) which may result in the exhibition of children’s artworks. However, 

these artworks do not enter into the artist’s oeuvre and thus do not function as, or 

become interpreted as, artworks. In Chapter Two, I also outlined how modernist artists 

used children’s aesthetic in their artworks - these were mere appropriations of 

children’s forms, not “collaborations with children”.  Biocollage is also conceptually 

distinct from the ideology of “using children”, such as observing children to witness and 
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be inspired by the “transformational potential they provide” (Custodero, 2005, p.54). 

Oritz is not merely “inspired” by children but directly works with them to produce an 

artwork. 

  

Biocollage resonates with my own art practice in that similar elements are 

present - the collage type activity conducted with the children, the importation of the 

children’s collage products into the computer, the integration of these now digital 

objects into an interactive interface environment, and the existence of an environment 

solely based on the creation of a fantasy world made up of creatures. Although this 

was all so surprisingly familiar, I also experienced an immediate discomfort as I 

interacted with Oritz’s work. The work generated unanswered questions and provided a 

means for me to experience my own artwork from the outside, and so understand the 

aspects that had remained unproblematised in my own work at that point in time.  

 

These questions included: Why does the artist (Ortiz) want to engage children 

in his project?; What is the purpose of “using” children?; and, why is it that the children 

have been designated the job of creating the collage monsters for the project? As 

Oritz’s main practice is to create interactive artworks, was the artist invited to work with 

the children? If so, what experiences did he believe he was bringing the children - was 

it so that they could experience how it is to create interactive artworks, or was it simply 

to play and make fun creatures?  

 

Dealing with these emergent questions as I experienced the work, I felt that 

Oritz was merely focused on the means of production for Biocollage. As a 

consequence of being an interface artist (interested in the technological potentialities of 

the digital medium), his focus was on creating the scripting for the digital work, rather 

than being conscious of addressing the pedagogical implications which arise when 

working with children. Even though I experienced the presence of the children in the 

work – by having images of them on the main page – the work remains unresolved as 

the children’s presence remains unarticulated. This brings forth Van Manen’s (1990, 

p.139)  notion that adult projects with children often see children as objects in the 

adults’ interest in them “but they are…not concretely and morally present in that they 

force us to reflect on how we should talk and act with them and how we should live by 

their side”. Applying Van Manen’s conception of pedagogy, an artist “collaborating” with 

children would stand in a pedagogical relationship to children and have a pedagogic 

responsibility to them. Being sensitive to children’s realities and lifeworlds insists that 

“forever and ongoingly” (Van Manen, 1990, p.154), “we act responsibly and 

responsively in all our relations with children” (Van Manen, 1990, p.12).   
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If we take the position that an artist collaborating with children is a pedagogical 

encounter, then the artist would apply pedagogy as a measure to the standard of one’s 

own work (Van Manen, 1990). The artist would be concerned with reflection that 

deepens thought to bring about action. They would ask: what does it mean to be an 

artist with children? In these ways, taking a phenomenological orientation towards my 

art practice with children was “itself a form of deep learning” (Van Manen, 1990, p.163) 

leading to an “increased pedagogic thoughtfulness and pedagogic tact” (Van Manen, 

1990, p.154). 

 

4.3. Biocollage / sfod – arriving at the research questions 

 

As a way to examine my experiences of Biocollage, I generated the below 

questions. These questions have subsequently become the framing inquiry of my 

doctoral project: 

 

What is the nature of the relationship that occurs between adult artist and child 

during the creation of a “collaborative artwork”? 

 

How might the experience of collaborating with children impact on how the 

artist feels about his or her art practice? 

 

In what way does the experience of the children impact on how the artist feels 

about his or her art practice? 

 

To gain a deeper understating of these meaning questions, I inquire into the 

relationship of Ortiz and the children in his Biocollage project, and subsequently begin 

to consider these questions in relation to my own project initialisations.  
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What is the nature of the relationship that occurs between adult artist and child 

during the creation of a “collaborative artwork”? 

 

 Artist      Child 

 

Picture 4-2 - The artist’s and children’s creatures of Biocollage.  

 

The first question suggests that, to understand the nature of the relationship, 

one needs to comprehend why the artist co-opts the children into the project. Is it a 

game to the artist, or a serious investigation? Does the artist use the children because 

he needs them to populate the world and fill it with randomness? Is it enjoyable to be 

playing with children or is it more than playing? Is he drawn to the “cuteness” of the 

child aesthetic, finding their products “charming” in terms of adults not being capable of 

generating such whimsical forms?  

 

The next aspect of the question involves determining at what level the artist 

learns anything from the children. What happens when an adult enters into art-making 

with children - “when one enters into the dialogue of creating an interactive artwork” 

(Shaw, 2008).  Is the artist in any sense attempting to reawaken his own childhood or 

re-inspire his latent imagination through the children, as suggested by Custodero 

(2005)? Is this a conscious strategy? In what sense is the artist exploring his imaginary 
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world as an engagement for the children? In Biocollage, it is evident that the children 

contribute to the Ortiz’s aesthetic, but what is the artist contributing, in terms of an 

aesthetic for the children’s explorations?  

 

Applying these questions to my own practices, my initial reason for co-opting 

children in my artwork was not that far removed from the concept of the use of 

childhood as inspiration.  As outlined in Chapter One, the relationship at the outset was 

based on “appropriating” the childhood aesthetic in my artwork. I entered the research 

with the notion that I required participants to generate forms for later integration into my 

projects, and that children would be the most appropriate participants as they would 

readily engage and generate the most creative forms. Moving beyond the 

appropriations and exploitations of children’s visual forms, I was also interested in 

children’s capacity for spontaneous meaning making and the exploration of the quality 

of engagement of the children in the project. 

 

How might the experience of collaborating with children impact on how the artist 

feels about his or her art practice? 

 

I do not have access to the Ortiz’s experiences but I ask this question because 

thoughtful consideration of the participant in the work means a more highly resolved 

interactive work. Ortiz may have the experience that the children are very engaged in 

his project. He may believe that children’s naïve and random aesthetic gives a certain 

endearing “innocence” to his final work. He may even believe that utilising children is 

an artistic statement that challenges the practices of interactive works where only 

adults become the collaborators. Or it may have been simply the affordances of the 

random situation that he toyed with. 

 

My initial experience of children’s capacity for creative exploration and meaning 

making meant that I chose children rather than adults as the contributors to my artwork. 

In this sense, my choice to be with children was a more conscious manoeuvre. In 

Chapter One, I wrote that children were the most appropriate participants in my work 

because of their “desire for play, their abandon, un-criticalness, energy”. My 

construction of childhood was embedded in the notion of conflating childhood with play. 

However, my “use” of children was unlike the “uses” outlined in Chapter Two, where 

the child becomes an “other” object that can be used by the adult, such as Dix’s (2003) 

and Custodero’s (2005) appropriation of child behaviours onto the adult; or Modernist 

appropriations of child aesthetic with the resultant removal of the child. 
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In one way, Oritz destabilises the child as other by bringing the child into his 

world. However, this is not an entirely thoughtful process as he maintains the 

stereotypical forms of children’s art production within his work. Picture 4.2 

demonstrates the difference in form of his own creatures, compared to the creatures 

that were generated by the children. Supporting and privileging children’s stereotypical 

art production would mean reinforcing the belief in the deficiency of children’s aesthetic 

sense and their desire for representation which becomes evidence of their charming 

incompetence (Arnheim, 2006). To thoughtfully consider what is the meaning of the 

child in the work, an understanding of how the child is constructed in the work is 

required. In my practice, this involves the creation of abstraction by the children, 

challenging the “dominant paradigm” view that children cannot communicate through 

artistic elements (discussed in Chapter Two).  

 

In what way does the experience of the children impact on how the artist feels 

about their art practice? 

 

Picture 4-3 - Images from the Biocollage, Santiago Ortiz  

 

In answering this question, I can only rely on interpretations of the flickr images 

of the children participating in Oritz’s workshop (Picture 4-3). I can also project my own 

experience of children’s responses to similar activities – that the children would have 

enjoyed and been engaged in Oritz’s project. However, I do not know if Oritz considers 
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the actual engagement of children in relation to his art making or whether it matters to 

him what the children’s experiences are like.  

 

When an artwork requires co-construction with children, it is crucial to 

understand the experiences of the children so that one may have a deeper 

understanding of the construction of one’s work. At the onset of my project, the 

children’s experiences were closely interlinked with the construction of the work. The 

research intention was to explore the depth of children’s responses to the art-making 

so that I could devise strategies that would enhance their responses, and in turn, result 

in a change in my behaviours within the project. The approach required an 

attentiveness to the children in order to reflect on their varied capacities for creative 

generation. 

 

In this way, a collaborative artwork needs to involve an interest in the 

participants and how they contribute and engage with the work for creative generation. 

The artist reflects upon the participants’ contributions which results in a change to 

practice. Practice here refers to the artist’s “instructions” and the establishment of a 

specific environment which is required for the collaborative artwork to take place. This 

involves the creation of objects prior to the participation and the design of how the 

participation will take place. All of these are components of the art-making and 

research processes which are required when one orients towards the creation of a 

collaborative artwork with children (or indeed any co-participants).  

 

Considering the experience of the children in the work also involves an 

understanding that a collaborative artwork with children must operate differently to a 

collaborative artwork with adults.  This difference is evident at two levels: in its function 

towards the audience of children and in its function towards the greater domain of art 

practice. In its function towards the audience, it must deeply consider the implications 

of the child as a participant. For instance, conceptualising the subject matter of the 

work means making decisions as to why the artist wants children to be exposed to 

particular themes.  It means developing an attentive philosophical concern towards why 

the child is required to participate in the work.   

 

These conceptions directly influence the second level: how the work functions 

in the artworld. Due to decisions based on appropriateness and purpose, an artwork 

created with children functions on a pedagogic level. A pedagogic function means an 

obligation to children to design a work that is purposeful for them. Further, at the 

forefront, there is an awareness about how their presence as children is being 
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constructed and why the children are being co-opted into the artwork as a target group, 

rather than adults.  

 

As the specific design of artworks for children shifts the role of the artwork to 

that of pedagogy, engendering a particular relationship between the artist and his or 

her target audience, it is of interest to investigate the work of interactive artists and their 

relationship with their audience. Understanding the nature of the adult-to-adult 

relationship in interactive artworks can elucidate the nature of the relationship when the 

audience become children. I explore these notions further in the chapter, but for now, I 

will turn to clarifying how the child art audience is constructed.  

 

4.4. Gallery Exhibitions for children – deconstructing values and beliefs 

To form a deeper understanding of the relationship between the artist and child 

audience, it is necessary to investigate the experiences of artists and children, 

particularly to reveal how these relationships have been constructed by adults. As the 

voices of artists and the children in collaborative artworks are relatively silent, I call on 

gallery documentation that may help reveal the underlying values embedded in these 

relationships. To better understand the relationship between the audience, art-objects 

and children, I shall briefly outline notions concerning gallery education. 

 

Bedford (2003) and Mayer (2005) contend that the transformation of the 

perception of gallery objects can be indebted to Foucault’s and Derrida’s theoretical 

conceptualisations: Foucault questioned how western societies controlled knowledge 

and thus how artworks were to be interpreted; Derrida’s deconstruction allowed 

unchallenged meanings underpinning art objects to be revealed. Fulkova, Straker and 

Jaros (2004) contend that the postmodern questioning of Grand Narratives has meant 

that the gallery no longer holds control over the purveyors of objective interpretation of 

art objects based on predefined criteria. Viewers are invited by the gallery to make their 

own interpretations.  Both Mayer (2005, p.359) and Bedford (2003, p.15) quote Barthes 

(1977): "the birth of the reader must be at the cost of the death of the Author", to 

emphasise that the role of the viewer and the artist has changed. This suggests that 

viewers bring their own lives into the interpretation of the artworks, and as a result of 

these notions, galleries have modified their educational practices - from that of 

transmitters of historical facts where gallery objects were representative of an historical 

narrative (Bedford, 2003; Mayer, 2005) to “engagers” of art interpretation of individual 

artworks in ways that are meaningful to audiences’ lives.  Bedford (2003, p.16) 

explains: 
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…gallery educators hope to find a 'hook' that will 'draw students in', 

capture their interest, get them involved so that they have the kind of 

cultural capital that will enable them to make a connection between 

what they are seeing and their own lives. 

 

Bedford’s (2003) main point is that gallery educators play a key part in how the 

objects of the gallery are understood and interpreted. The role of the gallery is to 

collect, preserve and display artworks. The role of gallery education staff is to establish 

a connection between the audience and artwork by helping the audience to interpret 

these works via a variety of practices and with assistance in the development of 

perceptual skills. Bedford contends that the gallery education approach views the 

audience member as an active constructor of knowledge and thus the gallery’s role is 

to facilitate multiple and creative interpretation points.  

 

Lynne Seear (Deputy Director - Curatorial and Collection Development) and 

Andrew Clark (Deputy Director - Programming and Corporate Services) of Queensland 

Art Gallery (QAG) (2005), maintain that the essential goal of the gallery is the 

preservation and display of objects and the dissemination of information about the 

value and meaning of the objects. They contend that for the gallery’s continued survival 

they need to “capture an audience from an early age” (Seear & Clark, 2005, p.19). In 

this sense, the QAG is an example of the phenomena described by Ravenswood & 

Mallos (2005, p.24) where: 

 

contemporary galleries are seeking ways to engage young audience 

members. Where once galleries were quiet, contemplative 'adults-only' 

institutions, they are now places openly encouraging children to 

explore, discover, engage and interact — in other words, to play. 

 

In the same way that successful commercialisation pitches its “products to a 

wide audience, so too the gallery targets families and children by creating interactive 

exhibitions to ensure “memorable visits” to the gallery. Jackson (1999, p.91) contends 

that there has been a recent shift in considering the visitors’ needs in the gallery, which 

is evidenced by the fact that “the phrase ‘customer care’ has entered the art museum”. 

Seear & Clark (2005) explain that the QAG needs to walk the tightrope of being both 

fun and of historical significance. The beliefs and values that are seen emerging here 

are those of the gallery having a “core business” of attracting audiences through the 
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provision of entertainment with attendant focus on emphasising that the art objects, 

which the gallery stores and preserves, have a value to the audience.   

 

Seear & Clark (2005) affirm that QAG achieved success in audience 

attendance when the gallery began to create exhibitions that specifically targeted 

children. As these children’s exhibitions represent the values and beliefs outlined 

above, the activities need to be perceived as fun and memorable, but also relate to the 

objects that the gallery holds. The goal of the exhibitions involve disseminating 

information about artworks in a stimulating way, including the use of “charming 

mascots and dramatic play zones” (Seear & Clark, 2005, p.20). Seear & Clark (2005) 

argue that although there is a potential concern for representing the meaning of the 

artwork in a way that children would understand, they believe that if an appropriate 

narrative is connected to a work, even the most esoteric concepts can be 

communicated. The positive emphasis is not to avoid difficult topics or to patronise the 

audience but to try to impart information about the work correctly. They further explain: 

 

the Gallery's commitment to encouraging the creative potential of 

every child as part of our core business will continue with a vibrant 

program of exhibitions, interactives, artist-run workshops, publications, 

festivals and performances. The focus of our children's exhibition 

program will always be on major works from the Collection — we want 

the state art collection to be a fun and enlightening part of the lives of 

the children of Queensland.  (Seear & Clark, 2005, p.22) 

 

While the above passage reiterates the values of the gallery stated above, and 

emphasises its core value on “encouraging the creative potential of every child”, the 

notion of “creativity” is never clarified. For instance, are children being creative when 

they are receiving information about artworks? In targeting a child audience, gallery 

curators concern themselves with the translation of artworks in a way that makes them 

accessible to children and as a vehicle for providing appraising opportunities for 

existing artworks.  Galleries are not centres for audience art-making or of cultural 

transformation but are about enculturation to existing values and beliefs about the 

gallery. Jeffers (2003, p.113), effectively captures this notion:  

 

through their illusions and appearances, museums represent certain 

sociocultural values and became a part of what Gablik refers to as 

‘modern aesthetic structure’, with its ‘vision-centered concepts, its 

passive, spectatorial orientation’.  
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In these ways, interactive environments for children in the gallery will not 

facilitate the emergence of the child voice but will instead be inadvertently focused on 

maintaining particular sociocultural values.  

 

Researchers such as Piscitelli and Anderson (2001) address the recent interest 

in children making up the audience of galleries by evaluating children’s experiences 

through recall of gallery visits. Piscitelli and Anderson’s (2001) work is also related to 

the recent trend of galleries commissioning research projects that evaluate visitors 

experiences as a way to sustain the public support of galleries (Jackson, 1999).  

 

Piscitelli and Anderson (2001) contend the voices of young children are absent 

in the research of past decades that focussed on visitors’ experiences of museums. 

They explicate children’s hidden voices by demonstrating children’s recall of museum 

visits (here, museums refer to an art gallery, natural and social history museum and an 

interactive science and technology centre) through the research instruments of 

children’s drawings, interviews and surveys. The results reveal that children tend to 

recall large exhibits, those experiences that were connected to stories, and those that 

were connected to their life experiences. For example, dinosaurs were recalled the 

most as they were large, and also because children encounter dinosaurs in their 

personal lives as toys or on television.  

 

Anderson, Piscitelli, Weier, Everett and Tayler (2002) and Piscitelli, Everett and 

Weier (2003) conducted research which was focused on evaluating the learning of 

children in a gallery setting, where the gallery setting is viewed as a learning 

environment. The research outcome was a manual for gallery staff that provided 

guidelines for how to improve the gallery setting to promote learning. This research 

was part of the Queensland University of Technology (QUT) Museums’ Collaborative 

funded by the Australian Research Council (ARC), whose focus was on “the 

investigation of children's interactive and informal learning in museum-based settings” 

(QAG, 2002). The QAG (2002) website outlines that the project “provided national 

recognition of Queensland institutions” unique commitment to innovative research and 

delivery of children's programs”. Some of the research outcomes were that it: 

 

 provided new information and insights on children's learning in museum 

settings, which challenged current understandings of informal learning in 

settings such as schools 



 111

 increased the skill level of museum staff and volunteers in the areas of program 

design, curriculum implementation and research based decision-making.  

(QAG, 2002) 

 

In Anderson et al. (2002), learning is defined as a change in knowledge, 

attitudes and values. However, the focus seems to be more on knowledge acquisition, 

such as being able to differentiate a landscape from a portrait. Some of the 

characteristics of children, as identified in the manual, are that they are playful, 

energetic and creative. To be appropriate for these learners, the learning environments 

should be child-centred, with a central element being “play-based” – “children are 

encouraged to engage in hands-on, minds-on, self-directed, enjoyable play situations” 

(Anderson et al., 2002, p.12).  

 

The recommendations provided focus on facilitating a particular environment 

that will provide for meaningful museum experiences, through facilitating motivation; 

encouraging affective experiences for learning; providing opportunities for memory and 

recall; and increasing visiting frequency. It is important that children are provided with 

opportunities for play as this will provide a pleasurable museum visit. 

 

For children, “often the first step in learning from an exhibit is to have a 

playful experience with an object or phenomena” (Perry, 1994, p.28). 

Museum staff can offer playful experiences during museum visits by 

employing strategies such as treasure hunts, role-play and other 

‘game-like’ activities. (Anderson et al., 2002, p.12) 

 

In evaluating the research or the recommendations made, it is apparent that the 

researchers do not refer to any creating or making activities. Nor do they include any 

discussion about the implications of art-making for children. The benefits of play are 

again reified as a self-evident notion, and in turn, childhood and play is conflated once 

again. Interpretations of children’s experiences are extrapolated from adult-centred 

data collection, which involve surveys and interviews and from the belief that the 

creation of children’s drawing, and its subsequent interpretation by adults, is an 

effective way of gauging the experiences of children. I will return to the notions of child 

play in the gallery later in this chapter.  
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4.5. The relationship between the artist and the child in the gallery setting 

In addition to understanding the child as a distinct audience of the gallery, as 

referenced in QAG gallery documentation, the relationship between the children and 

the artist must also be investigated. The concern here is to understand what is 

communicated about the roles of the artist and the child in the relationship. What is the 

relationship between the artist’s aesthetic and how children are being constructed in 

these encounters in the gallery?  

 

The common perception of the nature of the relationships between children and 

the artist, at least as it is perceived by the QAG, is clearly expressed by Don Heron 

(Head of Exhibitions & Display) and Tamsin Cull (Children's and Family Program 

Intern) (2005). They explain that, as part of QAG programming for families, 

contemporary artists are invited to develop workshops and “interactives” for children. 

As artists find it difficult to create projects for children, they are helped in this 

endeavour by the gallery staff who make the activities straightforward and multi-

layered. Heron and Cull (2005, p.28) encourage and support the artists as, in their 

view, “children are highly discerning critics who, whether they like something or not, 

express their ideas in brutally clear terms”. The statement suggests that gallery staff 

are needed to help the artists to make the children’s encounter with them successful 

and their product enjoyable, or as a way to protect the artist from criticism (perhaps 

suggesting that adults have more manners and so the artist does not need protection) -

not as a way to provide a valuable learning encounter. In documentation provided to 

exhibiting artists and the wider public, Heron and Cull (2005, p.28) explain: 

 

as part of major festivals and regular workshop programs, children can 

work with artists on variety of art-making activities. Most of these 

programs involve children creating what may only vaguely resemble 

the artist's work, but nevertheless these activities are always closely 

aligned with concepts central to the artist's practice. Through these 

process driven workshops, children have a better understanding of the 

ideas the artist is trying to convey. Instead of being struck by notions 

of celebrity, or an artist's status or credentials, children think of the 

artists as people with whom they can explore ideas and materials. 

 

This suggestion that the children’s work “may only vaguely resemble the artist's 

work” infers that the intention of the activity is for the children to create reproductions of 

the artist’s work and that the value of the artist working with the children is for the 

children to learn to work like the artist does. From the statements, we can discern that 
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the goal of the artist/child relationship is for the artist to impart his/her knowledge of art 

making in an information transmission type model, using “vision-centered concepts” 

that are a step beyond “passive, spectatorial orientation” (Gablik, in Jeffers, 2003, 

p.113), so that children understand the concepts behind the work. Heron and Cull’s 

(2005) statement suggests that artists are celebrities and that children know this. By 

having artists run workshops with children, the artist can in a sense, come down from 

the “creative heights” to the level of the common people and provide artistic ideas for 

these people.  

 

In this critical deconstruction, underlying assumptions are revealed which 

indicate that a quality pedagogical relationship between the child and artist is not 

envisaged. Children are constructed in the relationship as receivers of knowledge 

about the artist. Children receive the artist’s “modern aesthetic structure” (Gablik, in 

Jeffers, 2003, p.113) as the goal of such an encounter. 

 

4.6. Art-making in the gallery – uncertainty enhancement? 

The role of the artist in the gallery, and their subsequent relationship with 

children, is arguably based on the gallery process of “commodification and 

institutionalization” (Jeffers, 2003, p.114). In Jeffers’ conceptualisation, artists become 

a product within the institution, where they and their products are commodified and 

consumed. The artist does not enter the institution as a thinker or as someone who 

destabilises the system through his/her art (Jeffers, 2003). From an alternate and more 

challenging perspective, Jeffers (2003, p.115) argues that: 

 

the museum is no longer a physical place, but rather, a metaphorical 

space in which the human community is free to explore and reconnect 

with art as a part of daily living. 

 

This is a similar position to that of Sholette (2008, p.4) who also suggests an 

artistic challenge to the gallery system, for example; 

 

…exploring what a liberated, post-revolutionary museum might look 

like, how it would function, and what its revitalized role within the local 

community would be is an approach often taken up today by younger, 

socially committed artists who have grown apprehensive of the 

virtually conventional form of institutional critique.  
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My analysis of QAG’s gallery documentation relating to children’s exhibitions 

uncovered the underlying values that the gallery holds and how its activities locate “the 

child” dichotomously within the adult-artist relationship. It reveals that the identity of the 

children and the artist are bound by inherent assumptions concerning knowledge and 

truth and that the social and cultural values inherent in the curricula decisions serve 

particular interests which specify an acceptable role of the teacher, the artist and what 

constitutes “appropriate” teaching practice. 

 

By way of example, as a way for the gallery to promote their children’s 

programmes, the participants (teachers, artists, parents, students) in the children’s 

gallery projects were interviewed by the gallery staff and the video footage of the 

resulting participant verbalisations was showcased on the gallery website (Appendix 

10). I cannot presume that these are the actual values that the participants had but I 

can infer that the gallery made a selection of footage that reinforces their belief-value 

system. Consequently, an interpretation of these verbalisations can reveal the gallery’s 

values and beliefs about their programmes.  

 

The participants support the view of the gallery as a place to learn about the 

collected objects. Responses refer to the formalistic concerns of making things, the 

opportunity to be involved in the activities. There is reference to creativity but here 

creativity is not defined and seems to refer to the provision of freedom and making 

without limits, and that the children’s activities provide an opportunity for this.  If I can 

assume that this a representation of the values of the participants, then either they 

have been constructed to have these values in relation to the programme, or these are 

the values that they already had before participating, and the programme did not 

challenge the values they had. Thus, the values-beliefs about the gallery and its role in 

art education, or values about art and its role, have not been challenged or questioned 

by the participants, only reinforced to some extent. In a sense, the participant always 

had these beliefs but they were not fully articulated - only through the activities were 

they able to articulate them.  

 

The above discussion relates to Barone’s (1995) function of arts-based 

research that was explicated in Chapter Three. Arts-based research needs to engender 

“enhancement of uncertainty” and “value negation”, and as Chapter Three outlined, 

these not only happen in the reader of the research, but also in the participants 

themselves. If the participants have simply reinforced the dominant cultural values, 

then their encounter with the art was not an effective arts experience, as it did not 

“promote doubt about the desirability of the values and interests associated with 
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knowledge in a particular paradigm, framework, or world view” (Barone, 1995, p.172). It 

did not create a context where “old attitudes and values had been questioned and 

negated, replaced by an alternative way of viewing a part of the world and one's place 

within it” (Barone, 1995, p.176).  

 

As the participants only confirmed the values that they held, the projects (in this 

case, the Box City project) were not transformatory. The project only helped to 

reinforce the dominant cultural positions about art, art education, the artist – for 

example, comments such as “fosters appreciation for art”, “that this is a great place to 

be part of”, “the variety and variation brings the children back” supported the values 

and beliefs of the gallery as a holder of objects that have a value for the audience. 

 

This critique of the artistic practice of collaborative art-making with children in 

the gallery (as articulated in the QAG documentation) is based on the premise that the 

“imaginative and intellectual work undertaken by artists is a form of research” (Sullivan, 

2005, p.xi); that the function of arts-based research is to engender “uncertainty 

enhancement” and “value negation” (Barone, 1995); and, that this happens for both the 

researcher and the “audience”. If the encounter with the artist only reinforced the 

participants’ values rather than challenged them, the children’s encounter with the 

artist, and their art, was not an effective arts experience. Barone (1995) suggests that if 

the latter occurs it was more likely a scientific than artistic experience. 

 

4.7. Artists / Child aesthetic in interactive artworks 

I now return to the notion of collaborative art-making with children as 

pedagogical encounter, as explored in Chapter Three. There I established that 

pedagogical thoughtfulness and tact is realised through addressing the significance of 

children in our lives.  The above examples were used to demonstrate the nature of the 

difference between creating workshop activities for children and the collaborative art-

making of artist and child.  

 

With the notion of adults and children working together to generate a shared 

work, we are reminded of the “interventions” of adults in play of Chapter Two.  

Henceforth, I will use the term “instructions” rather than “intervention”. “Intervention” 

suggests that the creative work is not done together but rather that the adult enters into 

something being done by the children. On the other hand, the term “instructions” 

suggests a representation of the artist as facilitator and co-collaborator. 
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Within the collaborative artwork, the artists’ “instructions” to the children 

become a consideration in the creation of the artwork - I argue that the type of 

instruction given results in a particular artwork. For example, what level of instruction 

was provided to the children in Biocollage and at what level was this considered by 

Oritz? If Oritz already needed to provide some sort of instruction to the children so that 

they could produce the creatures to be integrated into his work, could the instruction be 

“enhanced” so as to produce artforms that have a richer quality for the artist’s 

integration? This can be related to the skilful “intervention” of adults to enhance 

children’s play which was discussed in Chapter Two. 

 

Questions relating to co-creation engender a discussion about who maintains 

control over the aesthetic of the artwork. For instance, Oritz likely had control over the 

aesthetic that was produced as he had made a decision of incorporating a particular 

“child aesthetic” into his work. On the other hand, is Oritz really responsible for 

generating this idealised child aesthetic, or is he simply inattentively collecting 

children’s Ket Aesthetic outcomes? 

 

The notion of the construction of a “child aesthetic” by adults (Wilson, 2004) has 

application here as Ortiz creates a cute, charming and whimsical world. In a seemingly 

unintentional way, Oritz reveals to us his perceptions of childhood. Thus, we can say 

that the artist’s perception of childhood, her / his understanding and philosophy of it is 

realised through the type of work that s/he does with children, and in turn, the type of 

art that the children produce. As explained in Chapter Two, the philosophy that the 

artist holds of children and children’s art is directly related to the outcome for the 

children. If we have a perception of children as “powerful, capable, curious, and full of 

potential” (Danko-McGhee and Slutsky, 2003, p.13), then this will likely be the art that 

children will produce.  

 

As there exists a direct relationship between the adult and creating child, there 

is potential, as suggested by Wilson, to create alternative versions of “child art”, such 

as, child art that raises philosophical questions. Here the researcher-artist-teacher in 

Wilson’s (2004) “philosophy of child art” can explore how these alternative artworks can 

be generated.    

 

Consequently, the “instructions” provided to the child participants become 

paramount in shaping the “child art” which is created. As the “child art” is a component 

of the overall artwork outcome, the instructions thus become a part of the work.  The 

collaborative art outcome will reveal much about the relationship that the artist had with 
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the children. The artist’s values and beliefs about childhood will not only be evident in 

the type of instructions provided but also at the level the children’s artwork is integrated 

with that of the artist. This is to suggest that the nature of the relationship in a 

collaborative artwork exists on a continuum between artist instruction and contribution 

to the artist’s work. These notions are illustrated in the following examples.  

 

In Kid-created Mondrian, Truby (2002) describes an artist-residency involving 

the creation of “Mondrian” paintings. The artist would give prescribed steps to complete 

the paintings (origami like: choose this colour, select this square, and so forth). In this 

example, the children would display their finished product as part of their individual 

contribution but it would not be integrated into an artwork of the artist. If it were the 

artist’s intention, this could be achieved if each child added their painting into a 

structure that then became the artist’s artwork. In this instance, the children’s works 

may have been significant for the artist’s own project, even though instructions were 

prescribed. 

 

In Biocollage, the instruction might be loosely bound (i.e. use all these materials 

to create your own creature) and so be at the other end of the continuum to the 

Mondrian work. Also, in contrast to the Mondrian work, the children’s creatures become 

fully integrated into Ortiz’s work. 

 

In the Verbal Eyes children’s program at the Tate Modern (2006-2007), one of 

the main objectives was to directly expose children to contemporary artist practice 

through workshop activities with the artist both at school and at the gallery. In one of 

the workshops, Similarity and Difference (Tate Modern, 2007) (Picture 4-4) facilitated 

by the artist Meera Chauda, the children created “domino-style” paintings through 

which they were required to reflect upon their identity and place in the world. The 

outcomes of these projects are documented on the gallery website. 

 

  

Picture 4-4 – Meera Chauda, Similarity and Difference, Tate Modern, 2007 

s1272679
Text Box
Images deleted



 118

 

In Similarity and Difference, the work of the children shared the same overall 

design but was differentiated by different symbols and images that the children used to 

represent themselves. The children used stereotypical schemas in their representation 

(such as stick figures and speech bubbles), incorporated with magazine cut-outs and 

photos, and all created similar imagery. These outcomes were exhibited on the gallery 

floor, which appeared to be an effective display due to the regular forms, repetition, and 

solid repeating colours of the domino canvas blocks. My interpretation of what was 

effective in this work was not based on the children’s constructions of the dominos, but 

on the artist’s skill in conceptualising the design for the installation. 

 

The website provides a reflection from the artist in relation to “the impact of 

Verbal Eyes on her own work”. The artist reflects: "exploring the cultural experiences of 

pupils in the classroom is a special area of interest for me and relates to my own 

practice. The Verbal Eyes project allowed me to expand and develop this area and look 

at it in a different way" (Meera Chauda, 2007). The website also provides an outline of 

the learning experiences that children went through to create the domino work. This 

outline, and the fact that the children generated similar domino forms, suggest that the 

instructions provided by the artist were quite prescriptive. On the other hand, the fact 

that children generated the stereotypical schemas (Ket Aesthetic) would suggest that 

they were give considerable freedom as these forms were generated. In relation to the 

integration of the works into the artist’s ouvre, Chauda’s website comments suggests 

that, while as an artist, she relates conceptually to the experience with the children, the 

outcome does not typify an integration of the children’s work into that of her own. 

 

The instructions involved in the QAG’s Yayoi Kusama’s interactive work The 

obliteration room (Picture 4.5) are of another quality yet again: 

 

Yayoi Kusama's instructions for her children's installation in the 'Asia–

Pacific Triennial of Contemporary Art 2002' were quite specific: create 

a room similar to an Australian living room, furnish it with typical 

household items, paint the room and all its contents white, give 

children coloured dots of various sizes, and invite them to 'obliterate' 

the whole environment by sticking dots everywhere (including, if they 

wished, on themselves). (Heron & Cull, 2005, p.31) 

 

Here, the contributions of the children may in a sense become Kusama’s 

artwork. But does it really function as an artwork in the end or is just a play space? In 
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this instance, the instructions do not engage children creatively - they superficially enter 

into the artist’s world. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Picture 4-5 - Yayoi Kusama, The obliteration room, QAG, 2002 

 

Similarly in Olafur Eliasson’s, The cubic structural evolution project 2004 

(Picture 4-6), visitors encounter tables with white Lego bricks, alongside the artist’s 

white Lego towers (Chambers, 2005). The visitors are invited to build their structures 

on a table in the style of an activity workshop. As the location of the work in the gallery 

is situated as a workstation, as an audience, we do not get the sense that “this is an 

artwork”. It is simply a workstation that allows the visitors to create Lego structures in 

the style of Eliasson. In this sense, visitors are given complete freedom within the 

bounds of the locations and the Lego blocks, and even though it looks like the artistic 

forms created by the artist, the contextualisation of the work removes it from the artist’s 

ouvre more so than the Kasuma work. 
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Picture 4-6 – Olafur Eliasson, The cubic structural evolution project 2004, QAG 

 

I have constructed Figure 4-1 below to visualise the relationship between the 

artist and the child in a “collaborative artwork”. My figure visualises the dichotomies 

between “prescribed instructions” (artist control – where the artist is in control of their 

aesthetic through the specific instructions given) versus “complete freedom” (child 

control – where children can create anything that they want with the materials provided 

to them). The other dichotomy considers whether the contribution of the children is 

integrated into the artist’s ouvre of art-making or whether it falls outside of it, simply 

functioning as an activity for the children. 

Figure 4-1 - Space of artists instructions vs. function of the artwork 
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Using the above visualisation, the art-making activities with children facilitated 

by artists can be classified in a way that reveals the hidden power differential between 

children and artist. If artists consider where they situate themselves within the quadrant 

when they conduct or propose activities for children, they may develop a more 

thoughtful practice.  For the artist/child encounter to display pedagogic thoughtfulness 

and tact, the relationship point – the “ideal area” - needs to positioned in the realm of 

artist’s ouvre. When the work of the children becomes removed from the artist’s 

practice, it begins to simply exist as children’s activities and not a creation of artworks 

belonging to the artworld. In the “ideal area”, the level of instruction needs to be 

controlled but not to the point of freedom as this will tend to lead to the creation of 

stereotypical forms and reinforce the value of children’s innate creativity. Too much 

control suggests an imposition of power over the children and will result in children 

simply conforming to the values of the artist. 

 

4.8. Gallery conclusion 

Specifically-designed interactive works for children, or artistically driven gallery 

educational programs, are usually championed for their innovation in the development 

of children’s programs (QAG, 2002). However, when we start to uncover the hidden 

values within these programs through reconceptualist lenses (Jipson & Johnson, 2001) 

we see the maintenance of childhood constructions rather than cultural 

transformations. In this instance, we also hear the voices of Horton, Kraftl and Tucker 

(2008, p.338) who remind us: “let us not forget to constantly problematise the absence 

of children and young people from broader contemporary ways of knowing, writing and 

researching the world”. Rather than focusing on children’s art-making, the gallery 

agenda focuses on facilitating the interpretation of gallery objects (Bedford, 2003; 

Mayer, 2005). Children may be found to make art-like things as a way to facilitate this 

goal of appraisement. However, they do not make artwork as an end in itself or as a 

portal for adults to gain access to their worlds.  

 

The emergence of custom-designed artworks for children suggest the creation 

of a special “children’s culture” created by adults, but distinct from them. As described 

in Chapter Two, the industrial revolution’s ideal of a “traditional childhood” generated 

the emergence of children’s rights but at the same time removed many shared 

privileges (Kline, 1993). With their resultant exclusion from the adult realm, the special 

treatment of children, yet again brings forward notions of play as the distinct qualifier of 

childhood. What this means is that, even though made with children in mind, the 

creation of exclusive child spaces in the gallery still reinforces adult constructions of 
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childhood, such as the conflation of childhood and play. Also, as shared privileges are 

removed, children’s interactive artworks do not enter into the adult artworld but remain 

exclusively in the child realm. 

 

In a previous section, I explained how the creation of galley experiences for 

children have been designed to support “play”. It is assumed that it is natural for 

children to play and that play is a joyful activity, which has meant that artwork for 

children must already imply play. If it already implies play, it means that as constructors 

of the artwork/activity, adults do not consciously design or scaffold the play. Anything 

can be provided for the children to play with, and thus, an artwork has been designed 

for them. As childhood and play are conflated, and as “play” is understood to be 

inherently beneficial, the quality of the artwork does not have to be very conceptually 

rich or challenging - artworks for children can simply be anything that the children can 

“play with”.  

 

However, as explored in Chapter Two, play does not necessarily equate with 

freedom. In actuality, it can involve careful scaffolding by an adult. In order to illustrate 

this point, imagine an activity planned for adults. In this scenario, if we were dealing 

with interactive artworks for adults, play may not necessarily be the central quality of 

the work. If it were, it would be a conscious and deliberate strategy. For example, the 

artist wants us to experience particular notions about play - a sense of abandon, a 

sense of joy, humour, spontaneity – therefore, the artist consciously nurtures this 

notion in the audience member through a specifically-devised “design”. In this example, 

the “play” is scaffolded for the adults rather than being considered a “given” as 

happens with scenarios which occur in the realm of children. 

 

4.9. Interactive artworks: Relationship between the artist and the user  

The investigation of the artist and audience in the creation of a collaborative 

artwork would be incomplete if it did not refer to the collaborative practices of 

interactive artists where the viewer of the artwork is transformed into a user who is 

“actively involved in the construction of the artwork, its design, content, and behaviour” 

(Weibel, 2008). Again, the intention here is not to provide a comprehensive articulation 

of interactive art theories, but to provide a contextualisation - not only in relation to 

practices similar to mine but also as an investigation of unexplored terrains.  

 

By exploring the relationship between the user and the artist in an interactive 

artwork, we may gain some insight which will further an understanding of the nature of 
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the relationship between the artist and the child in a collaborative artwork: What is the 

experience of the artist or the user in this relationship? What does the artist learn 

through this relationship? By investigating interactive artworks, we can also understand 

the relationship between the quality of “creation” by the user relative to the control of 

the artist as well as the extent to which the contributing aesthetic is driven by the user 

or the artist. 

 

I again return to various notions of “play” - in particular, whether “play” can be 

considered as an artistic strategy in the interactive artwork for adults. Professor Jeffrey 

Shaw (2008), interactive artist and Director of the iCinema Centre for Interactive 

Cinema Research, University of NSW, maintains that interactive artists do not create a 

product but a “framework” where the viewer is allowed to “play” with the artwork. Shaw 

explains that the viewer can also explore the artwork, re-articulate it and re-form it. In 

his view, the artwork becomes a performance, dependant upon the particular person 

who happens to be performing the work and so the artwork changes in character. 

Questions emerge at this stage (which I will revisit to later). What does it mean when 

the artwork becomes a framework that allows the viewer to play? What is inherent in 

this play? What does it mean to play? Why is the person playing? Is play the driving 

conceptual notion of the interactive artwork? Are interactive artworks in the modernist 

state exploring their medium’s potential, rather then their conceptual innovations?   

 

There has been a burgeoning of literature pertaining to the creation of 

interactive artworks (e.g. Baumgartel, 2001; Druckrey & Weibel, 2001; Mealing, 2002; 

Wilson, 2002; Ascott, 2003; Meadows, 2003; Stallabrass, 2003; Greene, 2004; 

Lovejoy, 2004; Brouwer, Fauconnier, Mulder & Nigten, 2005; Blais & Ippolito, 2006). I 

will only refer to some conceptions which illustrate how the interactive artistic strategy 

deals with considering the audience member as a component of the artwork or those 

which emphasise the relationship between the artist and the user. In this way, I also 

highlight the new “hybrid identity” of the artist (Sullivan, 2005) which challenges the 

notions of the sensual and expressive modernist artist retained in the closed concepts 

of art curricula (Chapter Two). 

 

Bosma (2006) argues that audience participation in an interactive artwork is 

integral to the work. The audience completes the work. If they are removed, there 

simply is no artwork. Bosma contends that the relationship between the audience and 

the artists is one where the artist “uses” and “guides” the audience within the work, and 

in this way, manipulates how the artwork is interpreted. Dinkla (2002) further contends 

that in an interactive work, the artist needs to free themselves of ownership. The work 
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is designed to be experienced by the user, so the work is said not to possess meaning 

but affords meaning to be made by its relationship with the audience.  

 

Similarly, Feingold (2002) asserts that the meaning of the interactive artwork is 

only generated in the moments of interaction. However, he also contends that the 

process of interaction should not provide ready-made answers and transparent 

navigation procedures where all that is needed is to point and click. He believes the 

work needs to be complex and mysterious, which are the features of a good artwork. In 

addition, being “understandable and functional” constrains the work by removing the 

possibility for asking questions, and therefore does not challenge the “globalised 

consumer’s fascination” with high-end commercial interfaces (Feingold, 2002, p.126). 

When creating an interactive artwork, the artist needs to put themselves in the 

audience’s shoes and consider how they will interact. Feingold (2002, p.126) asserts 

that: 

 

This aspect of imagining oneself as another adds a layer to the 

creative process, which is highly problematic. Can I imagine myself as 

another, or do I imagine them as myself? Is there a loss of integrity 

when the artist tries to imagine their audience, as if targeting a product 

for a market? Does one need to know to whom one is speaking?  

 

Feingold (2002) explains that the role of the artist in relation to the audience is 

to draw them physically into the work to decipher its meaning. The success of the work 

will be in the audience continuing to uncover meaning after they have ceased their 

interaction. The continued interaction and meaning generation is the purpose and 

function of the work.   

 

With a focus on meaning generation, Seaman (2002, p.248) asserts: “I am very 

much interested in the nature of ambiguity as a poetic vehicle in how meaning is 

emergent over time within particular contexts”. He explains that his particular interest 

rests on how meanings emerge in the process of “inter-authorship” - that there is a 

continual interaction between the audience and the artist where multiple meanings are 

generated. Seaman (2002) claims that responsibility for the final meaning rests on the 

viewer, and that meaning is always in a state of becoming in such a work.  

 

Evident in these voices of interactive artists is the shared artistic strategy which 

emphasises the provision of an experience for the viewer/participant. Weibel (2008) 

asserts that this shift is a representation of the current cultural movements of the 
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control of the consumer in media production. Rather than being a consumer of media, 

the viewer becomes a producer.  More than this, the focus of interactive art is on the 

articulation of meaning through the work - that meanings are not static and predefined 

but co-created in the process of interaction.  

 

What interests me in this context, and what remains to be further articulated, is 

the “pedagogic” (Van Manen, 1990) significance of such encounters. What does the 

artist gain from the participant? What does the participant gain from the artist? For 

instance, the following statement from Shaw (2008) triggers questions in relation to the 

role of the interactive experience in the construction of a relationship between the 

participant and the artist: 

 

As soon as you enter it at a point where you feel some sort of need 

and obligation where you begin to consider the viewer as a participant 

in your work, and the further you take that, and the more focused you 

are in how do I bring the viewer into the work…how do I give the 

viewer a breadth and depth of experience…it opens up a whole 

Pandora’s box of interactivity. (Shaw, 2008) 

 

How does the artist evaluate this experience or the depth of the interaction? To 

qualify an artwork as deeply interactive is to: 

 

Share the experience of creativity as a core value – not just in the product 

itself, but in the process…As an artist knowing the pleasures of creativity and 

feeling that it is some sort of core value and core experience in life, I consider 

a desire to want to share that. Not just the final end outcome of that, but also 

feel that process itself is sharable. And that’s what art can be for the public, it 

can be a shared space of creative pleasure. Shaw (2008) 

 

As the key articulation of the depth of interaction is articulated by Shaw as the 

“sharing of creativity”, I diverge here to explore this notion of creativity in Shaw’s work. 

It is not intended as a critique of Shaw but as a way to understand what creativity may 

mean in an interactive artwork. How can “the experience of creativity” be qualified? 

How does one assess that the interactive encounter is creative or not?  

 

To assist in the defining of creativity I use Csikszentmihalyi (1988) Systems 

Model of Creativity, where creativity is considered a phenomenon constructed through 

an interaction between the producer and audience. Creativity is a process that can be 
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observed only at the intersection where individuals, domains (structure and 

organisation of a body of knowledge) and fields (gatekeepers of the domain – 

determines and structures knowledge) interact. Creativity is not the product of single 

individuals but of social systems making judgments about the products of individuals. 

Creativity may not be an objective quality but rather a subjective assessment by a 

particular field of judges, Consequently, in the system of interaction, the creative 

process could be anything that the artist, as the gatekeeper to his domain, deems to be 

appropriate for the function of the work. For instance, in Shaw’s work T_Visionarium 

(2008), participants enter a physical environment that displays a selection of 20 000 

video clips on three dimensional projections which surround the audience.  Through a 

special control, the participants can select, rearrange and link together the video clips 

from the database (Bennett, 2008). It cannot be denied that the work is visually 

multifaceted, technically complex and is designed to immerse the audience in the 

environment through provision of manipulation of what surrounds them. However, 

claims about “sharing the creative process” with the artist cannot be made. Although 

the participants are involved in the viewing and retrieval of information, the artist does 

not do this in order for the participants to share the experience with him. The artist’s 

creative process involves inventing the concept of the work and building the 

mechanisms for interaction.  

 

Csikszentmihalyi’s System Model would also question Shaw’s claim of “sharing 

the creative process”, as in his construct, creativity occurs when a person makes a 

change in a domain. In terms of the model, changes are not adopted unless they are 

sanctioned by the gatekeepers who are entitled to make decisions as to what should or 

should not be included in the domain. Further, “novelty is often cited as one of [the] 

distinctive characteristics of [creative products], as is some form of utility – usefulness, 

appropriateness, or social value” (Nickerson, 1999, p.392). According to these 

measures of creativity, Shaw’s work can be defined as creative as his work is original 

in context and has social value in relation to other interactive artworks. However, the 

participants are not creating anything that can be said to change the domain. They are 

simply interacting with the product. As no change results in the domain, Shaw’s 

interaction can be seen to limit the possibility for participants to share the creative 

process. 

 

In psychometric approaches to creativity, something considered creative would 

need to demonstrate particular qualifiers of creativity (Plucker & Renzulli, 1999). For 

example, the Torrance Test of Creativity Thinking (TTCT) scores respondents on four 

criteria of creativity: fluency (the production of a large number of ideas); flexibility (the 
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production of a large variety of ideas); elaboration (the development or embellishment 

of ideas); and, originality (the use of ideas that are not obvious, banal, or statistically 

infrequent) (Torrance, 1962, as cited in Amabile, 1996, p.24). If we use the TTCT to 

measure creative production, can it be said that the participants are being creative in 

Shaw’s work? As there is no particular formalised pressure on, or measure of what the 

participant does with the work, the creativity claimed is not able to be evidenced. 

 

Can the artist fully share the “creative process” with the viewer in light of the 

broader understanding of creativity presented here? On what basis can the creativity of 

the participant be ascertained? If the function of the artwork is for the participant to be 

creative, can the artwork function as a way to demonstrate enhancement of the 

participant’s “creativity”? For instance, could the artist aim that through interactions, 

participants could experience creative discovery (Finke, Ward, & Smith, 1992)? 

 

The “Genaplore Model of Creative Cognition” (Finke, Ward, and Smith, 1992) 

shows the cognitive processes that underlie the creation of practical objects and 

inventions. Creative cognition consists of two distinct processing components: a 

generative phase followed by an exploratory phase. In the generative phase, one 

constructs mental images called “preinventive” structures that have various properties 

which promote creative discovery. These constructs are then exploited during an 

exploratory phase in which one seeks to interpret the preinventive structures in 

meaningful ways. The generation of the preinventive structure may involve the 

combination of components (e.g., square, squiggly line, hoop) into the structure and 

then inventing a purpose for the structure. It may also involve receiving a descriptor 

such as ‘this is a chair’ and then inventing how the chair functions according to the 

random components. Finke, Ward, and Smith (1992) demonstrate that creativity does 

not emerge through the provision of freedom. In fact, the opposite is the case, as it is 

the restricting of elements and components available for use in generating an idea, 

which promote creative resourcefulness and force one to think in more creative and 

less conventional ways. Appendix 14 – Educational Context 6: Sfod Geneplore 

evidences how I have applied this model in the design of an interactive artwork. 

 

In relation to Shaw’s statement that interactivity is about the artist “sharing the 

creative process” with the participant, the question arises: What exactly does “sharing” 

mean in such a context? And, what then is the status of authorship if the participant 

completes the work? In regards to this issue, Rush (2005) contends that the function of 

the interactive work is to reduce the separation between the artist and audience but 

also to ensure that authorship has not disappeared. The artist becomes a facilitator of 
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the art experience, and the artwork becomes “an extension of education, a hands-on 

type of creative learning” (Rush, 2005, p.227). In contrast, Lansdown (2002) asserts 

that in an interactive artwork the artist passes their aesthetic control over their work to 

the audience. In this instance, the artist is no longer in control. 

 

In light of the definitions of creativity above, references to interactive artists as 

facilitators of the creative experience, alert us to the notion that participants are actually 

entering the artwork at a superficial level of the creative process, if at all. Many artists 

using the interactive genre have expressed doubt over claims of real participation in 

interactive artworks. In fact, in most cases, “participation is illusory and manipulates the 

participant into believing that they are engaging in a democratic process through their 

interaction” (Shulgin, as cited in Stallabrass, 2003, p.60). This thought “acutely raises 

the issue of whether contributors to such works are any more than sociological 

specimens who supply data for the artist” (Stallabrass, 2003, p.60). Deck (2005) 

acknowledges this doubt in his own work;  

 

I believe that the online pieces I've made pose interesting questions 

about what creativity means in the context of software. Whether it is 

“true” creativity is arguable. Hopefully, through an engagement with 

artistic software people will become more attuned to the ways that 

their agency and behaviour are coerced by the decisions that have 

been made by programmers. If people don't perceive that their 

creativity is bounded and predictable, the resulting “collaboration” may 

be practically indistinguishable from the passivity of broadcasting. 

 

Artworks which rely on the audience to follow a predetermined sequence of 

events, where the artist has pre-specified the route to be taken, are not interactive 

artworks as “this is not interactivity. It is an ‘interactive-style’ activity. There’s nothing 

participatory about it” (Rushkoff, as cited in Stallabrass, 2003, p.62). Genuine 

interactive artworks are those that provide “mutual and simultaneous activity on the 

part of both participants, usually working towards some goal” (Stone, as cited in 

Stallabrass, 2003, p.63). Such genuine artworks exhibit qualities that, when the 

participant is interacting, they have an impression of infinite choices and alternative 

paths are created at the point of interaction. This has been termed “second-order 

interactivity” (Couchot & Hillaire, as cited in Hansen, 2005, p.153) - “first order 

interactivity understood human-computer interactions on a stimulus-response or action-

reaction model”, and focused on the control of communication; second-order 
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interactivity deals with notions of “self-organisation, emergent structures, networks, 

adaptation and evolution”. 

 

The beginning conceptions of second-order activity were effectively described 

in Laurel’s (1991) Computers as Theatre. Laurel proposed that the definition and 

measure of interactivity lies not in the user standing outside a representation and 

poking at it with some sort of virtual hand, but in the feeling of being and participating in 

the representation. This immersive interactivity “enable[s] you to act within a 

representation” (Laurel, 1991, p.21) and become an agent within the representational 

context. Laurel goes on to explain that actors know what this is like, as do children in 

make-believe play. Laurel’s thesis was based on applying this notion of theatre and 

play to designing “human-computer experiences” (Laurel, 1991, p.22).   

 

The following investigation of the experience of interactivity in artworks does not 

necessarily focus on the participants’ sense of being in the artistic representation, but 

more so, on the experience of sharing in the artist’s creative process. 
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4.10. “Interactive space” visualisation 

Figure 4-2 - User control vs. artist control within an interactive artwork 

 

To gain an understanding of the nature of the relationship between the child 

and the artist in a “collaborative artwork”, it is valuable to understand the relationship 

between the artist and the adult-participant in the interactive artwork. Figure 4-2 

proposes the same structure as Figure 4-1. In this context, it is used to understand the 

relationship between the audience and the artist, conceptualised as existing within the 

dialectic of artist control versus user control. In this figure, the “ideal” artwork is 

positioned in the same place as Figure 4-1. This positioning on the figure is not meant 

to qualify the artworks as successfully interactive, but to place the focus on the 

participant and question at what point the participants begin to feel a sense of agency 

and collaboration with the artist. 

 

In the Interactive Sound Installation Audiobar (Jacobsen, 2006-2008), users 

create various sounds by selecting designed bottles that have sounds or music 

allocated to them. The sounds are generated by placing the bottles on a special table. 

From a choice of 260 bottles, the users can combine various bottles to generate a 

combination of sounds, and in a way, make their own musical composition. In this 

instance, the interactive environment is that of the “point and click” variety as the user 

makes a selection from pre-defined choices and user interactive capability is very 
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similar to Shaw’s T_Visionarium work. By playing with the work and generating sounds, 

the users fulfil the function of the work. However, there is limited contribution to the 

work as responses are not collected. It is a successful interactive work because of 

scripted interaction but is far from the “ideal” position in terms of the participant’s sense 

of “collaboration” or “sharing the creative process”. 

 

In Andy Deck’s, Open Studio (1999), visitors encounter a “drawing software” 

interface accessed on the web. Using the available tools, they can simply draw 

anything that they like. The point of the work is not so much the capability of drawing 

but that users from any geographical location can access the work and simultaneously 

draw on the same digital canvas. Additionally, all of these drawing movements are 

recorded for later viewing. As each user contributes, their actions are stored into a 

database that can be accessed at any time.  In a sense, the users are given “complete 

freedom” as they can freely add any forms that they desire to the work. In terms of 

artist control, the users’ contributions are directly stored and accessible as part of the 

work. Here, the participant experiences a real sense of contributing to the work. 

However, because of the positioning on “total freedom”, there is a sense that the artist 

does not care about the quality of participant contributions but only that such 

contributions can occur. In this sense, when compared to Audiobar, the work is more 

collaborative as users’ contributions are retained.  

 

A-Volve (Sommerer & Mignonneau, 1994-1997) situates itself in a gallery 

context where users contribute to an interactive environment by creating a virtual 

creature for a virtual water habitat. The programming of the environment allows visitors 

to influence the evolution and survival of the creatures based on the created physical 

characteristics. Interacting with the environment, the user can learn what forms lead to 

survival. In the relationship between the artist and this audience member, the user 

control is somewhere between “point and click” and “total freedom”. With the possibility 

of creating their own creature, users are not being manipulated through predetermined 

constructions. However, they can only create a creature from the available software 

tools, which means that “total freedom” is limited.  In relation to the artist’s control, the 

users’ creations are completely subsumed as part of the work rather than merely 

viewing the results of their “clicking” actions. There is a sense of “ownership” as users 

identify with the creatures they have created. The contributions are not stored as this 

would be inappropriate within the evolutionary nature of the work. In terms of “sharing 

the creative process” with the artist, the participants are again removed from the initial 

stages of creation. However, it may be claimed that in some sense, the work is guiding 

them through “creative product generations” as they learn to design items that will be 
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“useable” in a fictitious domain. When compared to Audiobar and Open Studio, A-Volve 

provides for a more collaborative encounter as participant contributions become part of 

the work and they feel that their contributions are somehow significant to the existence 

of the work. 

 

In terms of real “collaboration”, the examples discussed above suggest that a 

number of elements need to coincide to generate the “ideal position” (Figure 4-2) for 

the participant in an interactive artwork. The primary element is the utilisation of the 

participant’s contribution which becomes a significant part of the work. However, a 

second element is required. The contribution cannot be anything the participant desires 

as this would mean that experience of “sharing the creative process” is removed. This 

total freedom cannot be realised as it would indicate thoughtlessness on behalf of the 

artist who created the initial work.  

 

4.11. Conclusion  

In understanding the purposes and functions of interactive artworks, it is 

possible to further evaluate the interactive artworks for children explored in this 

chapter. Firstly, we can discern that Chaudra’s Similarities and Difference and Truby’s 

Create a Mondrian cannot be qualified as interactive artworks as they have not been 

designed for the purposes of interaction. They are simply workshop activities for 

children facilitated by an artist and whose outcomes may be presented as a display. 

This is in contrast to Kasuma’s Obliteration Room and Eliasson’s Cubic structural 

evolution project, which in a sense, have been designed for interaction and have a 

presence in the gallery.  Biocollage shares features of both - beginning as a workshop 

activity for children, and at the point of display, being a superficial interactive work in 

the adult artworld realm.  

 

The difference between these interactive artworks designed for the children and 

the interactive artworks referred to above, are detailed. The Kasuma and Eliasson work 

cannot be considered “genuine interactive artworks”. This is not only because of the 

context in which they are placed (children’s workshop corners of the gallery) but also 

because the creation of interactive artworks is not the main genre of activity of these 

artists. The works presented for the children appear to be mere accidents concocted by 

the gallery staff. In this sense, they are more of a creation of gallery staff than the artist 

themselves. This further reduces the validity of the work that has been provided for the 

children’s appraisement as “artwork”. In relation to the Kasuma and Eliasson work, it is 

only the Kasuma work that seems to reference children as the Eliasson work only 
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appears to have become appropriate for children after the interpretations made by 

gallery staff who have associated the Lego with children. Only the Biocollage 

interaction enters into the artist’s ouvre of interactive works. However, it is only at the 

production stage that interaction is possible. Once it reaches the display stage, the 

work enters the realm of the adult artworld and ceases to be available for change by 

the child participants. It can claim that that process of creativity was shared with the 

artist.  

 

Common in the works examined above is that they have been designed for the 

purpose of interaction. However, the real value of the interactive work is in the depth to 

which the artist has considered how the interactive process will occur. For example, the 

Eliasson work can be considered as a superficial first-level interactive work as 

participants are only invited to play with the Lego blocks. This can be compared to 

Shaw’s T_Visionarium where he has scripted a very sophisticated technological 

mechanism and immersive environment. A-volve can also be classified as a second-

order interactive work as it allows for emergent evolutionary processes at the hands of 

the participants.  

 

For the most part, a second shared process evident in the artist-participant 

relationships noted above is all that is required for the work to fulfil its function is for the 

participant to interact with the work. There is no requirement concerning the quality of 

the interaction. Even though Cameron (2005, p.19) argues that it is the quality of the 

interaction which should be the basis on which the work is judged, the main premise 

still only seems to rest on use - “if you make interface art, and your audience doesn’t 

want to use the interface, then you’ve failed the first hurdle”. None of the works 

explored above appears to demand much from the participant in relation to the quality 

of the work contributed by them in an interactive work. Shaw (2008) states “it is 

fundamental to give the viewer control over their own time; they can choose how long 

they want to spend with the work”. Bosma (2006, p.35) further argues that “the 

audience is left as free as possible to engage”. Bosma (2006, p.35) maintains that 

participation in an interactive artwork is “an act of personal engagement that requires a 

willing subject who feels the need to act within or for the work”. These thoughts 

demonstrate that it is not quality engagement that is sought in the participation, but 

simply, the fulfilment of an invitation and a preference for the level of interaction. A 

common feature of the interactional relationship between the artist and participant (not 

unlike traditional artworks) is that the relationship is largely mono-directional as the 

artist does not interfere with the work once it has been created. In the examples 

previously discussed, the only depth of engagement with the products produced by the 
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participants has been that of Biocollage, where the artist needs to manipulate the 

objects created by participants in order to insert them into his virtual environment.  

 

In respect to children, another element to consider in the relationship between 

the artist and audience is that interactive artworks for adults are interested in the 

aspect of meaning making. The majority of the artists referenced will refer to some 

quality of meaning that is generated with the engagement of audience with the work. 

However, in interactive artworks for children it seems that all that is necessary within 

the artwork is to allow children to play. As there really is no genre of creating specific 

interactive works for children, the works presented do not deeply consider the levels of 

meaning making occurring for the child. All that appears to be necessary in providing 

the “ideal combination of ingredients for a children's contemporary art installation.... [is 

that it is] engaging and fun for kids while remaining true to the artist's own practice” 

(Heron & Cull, 2005, p.31). In this sense, the relationship of children as an audience in 

the gallery serves two roles: Firstly, some activities are meant to fulfil educational 

purposes so that children may be informed about particular artworks. Secondly, in the 

works emphasising fun and play, the purpose is to attract visitors to the gallery so that 

it may fulfil its function of public visitation.  

 

To better understand the difference in intention in interactive artworks that have 

been designed to engage children and ones that engage adults, one needs to ask: 

what does the participant of the interactive artwork experience? Krueger (in Cameron, 

2005, p.18) contends that the evaluation of the work should be based on the quality of 

the interaction, “which may be judged by general criteria: the ability to interest, involve 

and move people, to alter perception, and to define a new category of beauty”. Apart 

from the necessary engagement, the audience member makes judgments about the 

quality and the success of the work as an interactive artwork. Evaluations would be 

based on the originality of the interactive design.  The adult audience approaches the 

work as an artwork in the context of the artworld. Interactive artworks for children are 

designed to be approached as activities with underlying educational goals. The adult 

interaction does not have explicit educational aims - the work simply enters into the 

knowledge schema as another interactive artwork.  

 

On the surface, my art practice may appear to sit comfortably with the various 

artist and children collaborations in the gallery setting. My final digital works could also 

potentially enter the artworld of interactive artworks. However, when contextualising my 

practice within these considerations, both these domains represent a different set of 

values to those which I seek to engender, particularly in relation to the underlying 
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nature of the collaboration. In my artistic construct, my collaborations with children 

need to apply a “pedagogical thinking and acting” (Van Manen, 1990, p.151). In the 

company of children, and in their participation, I would seek to “to arrive at a better 

pedagogic understanding of questions concerning children’s experiences” (Van Manen, 

1990, p.138). In the relationship of artist and audience, the artist would also orient 

pedagogically to the child audience, try to understand their experience, and in turn, 

explore what they could learn from this experience themselves. By suggesting a 

pedagogical interest in the audience production, I evoke the practice of a/r/tographers – 

the intersection of artist (the one responsible for creating the interactive work), teacher 

(the one with pedagogical interest towards the participant) and researcher (the one 

who is involved in a research practice to generate a successful interactive work).  

 

In interrogating the nature of the relationship that I have with children within our 

art-making encounter, I find myself suspended within a particular dialectical condition. I 

began the chapter by elucidating that the creation of an artwork for children is different 

to creating artworks for an adult audience as such creation needs to engender a 

pedagogic relationship. This could suggest that I maintain the position of an adult 

creating a separate culture for children, with its own separate artworks, where children 

become excluded from regular interactive artworks that are created for an adult 

audience. This would be contradictory to the critique of childhood commodification that 

constructs exclusive child realms which uphold adult control over children. However, I 

have also demonstrated that the desire for pedagogic consciousness for artwork might 

not only be for the benefit of children but for all participants as a more effective 

interactive practice. The creation of interactive artworks for children does not intend to 

separate children from the adult world, where under the guise of child welfare, they are 

constructed as an “other” relative to the adult. One needs to be more attentive to 

children when constructing spaces for them. To relinquish the unequal power dynamic 

that privileges adult over child, the space must be a shared space that contains the 

features of both adult and child realms, both affecting each other. As I expounded in 

Chapter One, I seek to create a “spacing” that is an escape into another world from 

which the adult is perceived as an other, rather than child as other. In this way, both 

adult and child can share their existential in-betweeness within the space.  It is the 

nature of this “shared space” – as it relates to my art-making relationship with children - 

that I will explore in the next chapter.    
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5. BECOMING WITH…dialectical spacings 

This chapter begins with the definition of the existential/ relational capacity of 

“adult being” and “child becoming”.  It extends the diagrammatic representation 

introduced in Chapter Four through the integration of the notion of “becoming more 

authentic” as the basis for defining a more ethical relationship between myself and the 

children in the artistic project. It further defines this relationship by utilising 

psychoanalytical theories to understand the relationship between self and other.  The 

chapter proposes that the relationship can be conceived as existing within a 

dialectical/creative/play space.  

 

5.1. Introduction 

In the previous chapter, I began to investigate the nature of the relationship 

between adult and child in the collaborative art-making encounter. The particular nature 

of the collaboration is based on the values that the artist holds in relation to the child 

and the art-making as evidenced in the documentation of the artist’s work. I concluded 

that, for the encounter to represent a deep understanding of the implications of the 

child in the collaboration, I needed to conceive the encounter as a pedagogical one, 

which engendered pedagogic thoughtfulness and tact. The encounter was 

conceptualised as dependant on the processes involved in the freedom/control 

dialectic and was visualised in Figure 4-1 and Figure 4-2. This chapter furthers this 

visualisation by applying it to my specific context. Figure 5-1 “Becoming With” – the 

“creative/dilalectical space” encompasses my conceptualisation of the nature of the 

relationship between the children and myself. It is characterised by the notion of mutual 

becoming.  

 

The intention of this chapter is to further deepen an understanding of the nature 

of the relationship between myself and the children – focusing on the existential 

dimension of “becoming” related to the constructs of “childhood” and “adulthood”. I 

introduce psychoanalytic conceptions as a way to develop an understanding of psychic 

reality and to understand the concept of “sharing” in the relationship of self and other. 

This is accomplished by addressing the question that was raised in Chapter Four –

namely: What is the “sharing of the creative process” in an interactive artwork? Chapter 

One and Chapter Four concluded that I seek to create a “separate space” for myself 

and the children within my artistic encounters with them. Consequently, I explore 

dialectical process in this chapter as well as the notion of a “space” that is generated in 

my encounters with the other.  
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5.2.  “Human Beings” and “Child Becomings”  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Picture 5-1- Dorotka at her favourite place 

 

As a child, my mother was asked by an adult “…so Dorotka, what do you want 

to be when you grow up?”  

“I want to be nothing”, she answered 

“What do you mean nothing? You can’t be nothing!” the adult retorted 

incredulously. 

“I just want to be me”, my mother replied. 

My mother explained that she didn’t really understand the question posed by 

the adult. “How can I become something else? I just want to be the same person that I 

am now. I want to be myself.” 

 

In this section I aim to highlight how there is a “tendency to think of adults and 

children as fundamentally different types of humans“ (Lee, 2001, p.5). Further this 

separation can be conceptualised as existing between adult “human beings“ and child 

“human becomings“ (Qvortrup, 1994, as cited in Lee, 2001). Lee (2001, p.5) further 

elaborates on this notion: 
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The human being is, or should be, stable, complete, self-possessed 

and self-controlling. The human being is, or should be, capable of 

independent thought and action, an independence that merits respect. 

The human becoming, on the other hand, is changeable and 

incomplete and lacks self-possession and self-control that would allow 

it the independence of thought and action that merits respect. The 

division between beings and becomings is that between the complete 

and independent and the incomplete and dependant.  

 

In this way, the being/becoming division is a product of historical development 

and so is open to change. Lee believes that in this “age of uncertainty”, “in the absence 

of journey’s end” (p.140), where lives have become unpredictable, there is no clear 

state that adults can strive towards. Consequently, it is hard to understand what ”being” 

means. 

 

Lee (2001) provides an historical perspective on the being/becoming distinction, 

and demonstrates that it cannot maintain itself in the current time of unstable futures. 

He refers to the dominant framework of development and socialisation, which sees the 

child as irrational and, only through supplementation, able to develop rational thought 

(Piaget, 1955, as cited in Lee, 2001). Alternatively a situation is depicted where the 

child is born ignorant of social orders and is socialised towards an understanding of 

social values and conventions (Parsons, 1956, as cited in Lee, 2001). In this way, the 

dominant framework presents adults as more orderly than children where growing up 

can been seen as movement from disorder to order.  

 

In this dominant framework, children are seen as “recipients of 

supplementation” (Lee, 2001, p.44) and interactions with adults are “steps along the 

journey toward the future of state of completion” (Lee, 2001, p.44). These interactions 

are based on a “truth” of what children are like and what supplementation they need. 

The dominant framework makes adults confident in their decisions regarding what is 

best for children.  

 

From a critical perspective of the sociology of childhood, James and Prout 

(1997) challenge the dominant framework, and reconstruct childhood, “to see children 

as human beings, active participants in social life, rather than as human becomings, 

passive recipients of socialisation” (Lee, 2001, p.47). In James and Prout’s (1997) 

“emergent paradigm” the study of childhood is conducted “in a way that does not 
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always support and confirm adults’ authority, power and superiority” (Lee, 2001, p.47). 

The aim of such an approach is to: 

 

empty out the category ‘human becomings’, and to make it possible 

for researchers and theorists to recognise children as beings 

alongside adults. Where there were two types of humans, the new 

paradigm sees only one – the human being who is a social agent. 

(Lee, 2001, p.47) 

 

Lee (2001) chains on two other theories to support the conception that there is 

no longer a stable ideal of what children might “develop into”. The first is Derrida’s 

(1976, as cited in Lee, 2001, p.103) notion of incompleteness where adults cannot be 

defined as being complete. The second is Deleuze and Guattari’s (1972, as cited in 

Lee, 2001, p.103) assemblages and multiple becomings where life is not to been seen 

in terms of completion, but through a continual extension via assemblages. Within this 

theory, a “man-horse” assemblage is when humans borrow the powers of a horse to 

extend themselves – by riding or ploughing. Through further encounters the 

assemblages change to generate constant multiple becoming. Instead of seeing the 

adult as complete and independent, we should “empty being” and “multiply becoming” 

so that it applies to all humans beings. In this proposition, adults and children are seen 

to be fundamentally dependant and incomplete. The difference between them is 

delineated by access to assemblages.  

 

To reconceptualise childhood, and challenge the idea of growing up as the 

movement from disorder to order, Lee (2001, p.140) states that it is not that children’s 

activities lack order but rather “their activities contain a profusion of different orders 

which they can move between very rapidly”. To illustrate this difference between child 

activities and adult activities, Lee (2001) conceptualises child activities through an 

example of play and the adult activity within the serious activities involved in the 

courtroom. Lee acknowledges that adults are not always serious and children are not 

always playing. Further, in the sense that they are more or less real and pretend as 

each other, there isn’t anything particularly different about their activities. What is 

different between child play and adult activities is this notion of the constant and rapid 

changing of children’s orders. In this example, he refers to a classic conception of play 

(the “pivot” as explained in Chapter Two), where an object in the play becomes a prop 

that can quickly change into anything else. In Lee’s play example, a change of order 

occurs when children change from playing surgery to playing dentist - a plastic wrench 

prop transforms from an instrument for abdominal surgery to a dental tool for the 



 140

extraction of a tooth. These rapid changes still involve “real materials, real people, real 

relationships and real conventions” (Lee, 2001, p.141). In contrast, adult activities are 

stable because they have more extensions available. In the courtroom example, 

extensions refer to the specially-designed buildings: the people involved (judges, jury, 

lawyers, witnesses, the general public), the other related systems and institutions (law, 

politics, prisons) and so forth. The changes between orders are slower as they involve 

more materials and more people. Therefore, growing up is defined as orders becoming 

less changeable (slowed down), and an increase in the number of available 

extensions.  

 

Lee (2001) explains that his conceptions neither accept nor reject the “age of 

uncertainty” but simply provide an alternative to the being/becoming dichotomy that has 

become problematised by our new reality. The aspect of time in growing up is not a 

straight line that everybody travels where their progress is measured. To the contrary, 

adults can exist as “becoming-child” if they participate in rapidly changing orders or act 

through few extensions. This appears to liberate the adult from the model of 

completeness. However, the child remains in their incompleteness. In a way, it 

suggests that the movement from disorder has ceased and that everybody exists in a 

state of disorder. In this scenario, the adult does not see children as needing 

supplementation but provides children access to assemblages. Lee contends that, 

rather than relating to children in terms of their limitations, adults can ask what 

extensions are only provided to adults and how these assemblages can be extended to 

children. 

 

The blurring of the conceptual boundaries between adult and child are 

facilitated by Lee’s (2001) definitions. I can position myself, and children, as either adult 

or child. For example, if I take children’s play, extend it and slow it down, it could 

become an adult activity. Taking the qualifiers of Lee’s adult courtroom activity - that it 

operates within a special place, that the people involved have designated roles and 

that the activity extends itself to other systemic assemblages - and applying it to my art-

making play space, the play of children can become a serious adult activity. The play-

art activity would occur in a specially designed space (the gallery, cyberspace) and all 

objects and participants would have specific positions and roles in the system. The 

activity assemblage would be connected to further assemblages (the adult artist). The 

artist is then connected to other more serious assemblages of the institution, the art 

system and gallery system. Existing as artifacts in the gallery or the internet opens it up 

to more assemblages. In this play/adult reality instance, the orders are stable as an 

artwork is created and becomes “displayed”. 
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Just as the children can enter the adult reality, via access to assemblages and 

slowing down of orders, the adult (myself) can also enter the child reality. For example, 

I may choose to rapidly change the orders of the sfod as they change their identity and 

function. I could choose to cut off the appendages to the art-world as the activity turns 

from serious to play. I could create a context where the play-art is not about real things 

at all but is just filled with the pretend. According to Lee’s schema, this would make it 

more child-like than adult-like. It could be that art activity is neither child-like nor adult-

like - or it could be both. 

 

Even though Lee’s (2001) notion of becoming challenges the dominant 

framework of development and socialisation, there is still a form of socialisation 

occurring. In the human becoming of the “age of uncertainty”, social forces move 

humans towards rapid change and uncertainty (the erosion of stable jobs, and stable 

relationships) and diminish the role of human agency. Adults are “becoming-child” as 

they are “rapidly rebuilding themselves to fit the ready-made orders that a new job or 

career segment involves” (Lee, 2001, p.143). This suggests that adult behaviour can 

be defined as closer to that of children as they rapidly change between orders in their 

working lives.  “Becoming” suggests that it is a constant state of “incompleteness”. 

Individuals have no sense of control over their identities, only to be moved by the ebb 

and flow of change that is experienced as an imposition of some greater power - “like a 

river with many eddies, whirlpools, patches of white water and currents, all running and 

changing at different speeds” (Lee, 2001, p.137). As an alternative, “becoming” could 

encompass the need to transcend enculturation, an “authentic becoming”. An 

“authentic becoming” would maintain a position of rebuilding oneself to resist ready-

made orders and to invent new suitable orders. In this position, “becoming-child” is not 

about a childlike rapid changing of orders but is concerned with creating serious stable 

orders through a constant state of playful childlike negation.  

 

5.3. “Becoming more Authentic” 

The above section has introduced the notion that children and adults of the 

“emergent paradigm” have been conceptualised as being located on the same 

existential plane of becoming. Lee (2001) envisaged that, in this “age of uncertainty”, 

becoming is conceived as a movement towards “disorder” rather than the stable order 

which growing up entailed. In a sense, this conception can be interpreted as lack of 

human agency as humans are controlled by external forces. An alterative notion to 

these extrinsic controls, but which still retains the conception of child and adult 
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becoming, is Park’s (1999) philosophical treatise of “Becoming More Authentic”. Park’s 

conceptualisations are insightful to my context as they describe a dialectical existence 

between authenticity and conformity. They are easily applied to my visualisation of 

“becoming with” for adults and children. 

 

Park (1999) based his treatise on Sartre’s notion of Authentic Existence, as well 

as the arguments of other philosophers who deal with notions of self-actualisation or 

the authentic self (e.g., Heidegger, Maslow, Camus). Park (2007a, ¶1) explains that 

“Becoming More authentic” means: 

 

creating our own comprehensive life-meanings - our "Authentic 

projects-of-being". When we re-centre and re-integrate our lives 

around our freely-chosen purposes, we become more focused, 

unified, and decisive. 

 

Park’s (1999) philosophy of “becoming” relies on gaining greater autonomy and 

increasing the capacity to resist and transcend enculturation. He outlines that this is 

achieved by identifying “Authentic Projects-of-Being”. In his own project-of-being, Park 

(2007b, ¶ 3) seeks to: 

 

help others to resist and transcend their enculturation, to create their 

own philosophies of life, and to put their values into action. In helping 

others to grow in these ways, I help myself at the same time. 

 

To create an “Authentic Project-of-Being” one needs to “explore, imagine, and 

experiment with various life-meanings until we devise a set of purposes and goals that 

seem worthy of our comprehensive efforts” (Park, 2007a, Authentic Projects-of-Being, ¶ 

1).  This requires us to create one’s own project of being, without “copying others”, and 

strive towards continual self-creation and the development of meaningful life-purposes.  

 

In the creation of this dissertation, and in the beginning of a phenomenological 

study, I have enacted such a “Project-of-Being” (in the sense of the project “being” in 

the state of “becoming”). Similarly to Park (2007b, ¶ 3), my sfod project can be 

conceptualised as facilitating participants to transcend enculturation through play-art “to 

create their own philosophies of life…In helping others to grow in these ways, I help 

myself at the same time”. With such a goal, I cannot impose my values onto the 

children as this would result in a limited capacity for them to be autonomous (explored 

through a psychoanalytic conception below). However, I can provide a “holding 
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container” that allows for the exploration of cultural transformations. This container can 

be encapsulated in the notion of “Becoming With”, which I explain further below. This 

does not necessarily mean that we are to become these authentic beings but rather, as 

the emergent paradigm proposes, that children stand alongside adults as human 

beings, and that as human beings we move towards authenticity rather than “disorder”. 

This might suggest a return to the dominant framework of growing up as the movement 

from disorder to order. However, I am not equating authenticity with order, or do I 

suggest we will ever arrive at authenticity. Rather, it is the movement that is important. I 

am also not suggesting that this movement is linear but that, in the movement, we 

engage with particular tensions between conformity and autonomy. By exploring these 

tensions, we can generate a “creative space” that helps us deal with this dialectic.  

5.4. “Becoming With” visualisation 

“Becoming With” is a reference to Custodero’s (2005) “theoretical framework” of 

“Being With” which I examined in Chapter Two. Custodero conceptualised “Being With” 

as a “childhood aesthetic” experience of being with music, which is inspirational for 

adult musicians when they are “with” children. This in turn may be Custodero’s 

appropriation of Sartre’s (1943/1989, p.413) notion of “Being-with”, which describes the 

existential notion of not being in conflict with the Other but being in union with them.  I 

have replaced “being” with “becoming” as adults in the emergent paradigm would be 

positioned as not “being with” children but “becoming with” them. 

 

Figure 5-1 – “becoming with” – the “creative/dialectical space” 
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I have constructed the “Becoming With” visualisation (Figure 5-1) to extend the 

notions presented by Figure 4-1. This figure maintained the separation of the adult and 

child in collaborative art-making as the artist was not focused on the quality of the 

interaction that they engendered. In contrast, Figure 5-1 represents the position where 

the nature of the relationship between the artist and the child is central to the 

transformational potential of both. The notion of transformation also extends the basis 

of the gallery activities with children, critiqued in Chapter Four, which reinforce the 

values of the participant, rather than providing opportunities for “value negation” 

(Barone, 1995). Rather than plotting a relational matrix between collaborative artworks, 

the quadrants of Figure 5-1 visualise the various relationships between child and adult 

that can be entered into on an existential level. 

 

Figure 5-1 also visualises the specific relationship between myself and the 

children in my project. It proposes that the movement of the participants, children and 

myself within the exchanges, is towards greater authenticity. The focus is not only on 

the children “becoming more authentic” but also emphasises that we are both on the 

same journey. This is necessary in “becoming with” – we both need to be in the same 

existential state to challenge the being/becoming dichotomy which maintains adult 

control over children. I will explain the nature of the conformity/autonomy dialectic, and 

the meaning of each of the quadrants, below. 

 

5.5. Dichotomies: Conformity-Autonomy  

Park (2007c) provides a “chart” that describes the features of Authentic 

Existence (Appendix 11). Here, the phenomenon is conceptualised as a dialectic 

between Conformity (where we conform to cultural norms) and Autonomy (where we 

seem to transcend enculturation). Park explains that we do not exist at either of the 

dialectic poles but that we live our lives shifting between them.  
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 In Table 5-1 below, I utilise Park’s (2007c) dialectical elements of 

Conformity/Autonomy to identify these phenomena within my own art-making 

encounters with children. 

 
 Conformity 

Accept (even defend) our given 
culture or sub-culture; Governed 
by cultural patterns; “Pursue” 
culturally-provided meanings and 
goals. 
 

Autonomy 

Transcend enculturation; 
Invent our own patterns; 
Unique, self-defining, self-
creating; Create our own 
meanings and goals. 
 

 
Children conformity 
vs. autonomy 
 
How the children are 
becoming more 
authentic through the 
project 
 

 

When children represented 
stereotypically female gendered 
forms (Ket Aesthetic) and 
verbalisations of their art works 
e.g., pet shops with bunnies and 
horses, love hearts, shopping 
centres, spa baths. 
  

 

When children created 
“original” forms/conceptions 
e.g., “rooties” and “ledggies” 
(alien fruit and vegetables) 
 

 
My conformity vs. 
autonomy 
 
How I am becoming 
more authentic 
through the project  

 
I have been constrained in the 
beginning of my project through 
the “institutionalised” view of art.  
 
I might be constrained to work 
with children in a relationship that 
would maintain the “dominant 
framework” of socialisation and 
development.  
 
In making art with children I might 
be led to believe that “freedom of 
expression” equals creativity.  
 

 
In a phenomenological project, 
my practice is conceptualised 
through lived-experiences that 
resonate with own sense of 
lived life. 
 
Various dominant frameworks 
can be challenged through 
reflexive arts-based strategies 
of “uncertainty enhancement”; 
“value negation”. 
 
  

Table 5-1- Conformity vs. autonomy  
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5.6. Dichotomy quadrants – dialectical elements 

Table 5-2 below, illustrates how the quadrants of the “Becoming With” 

visualisation (Figure 5-1) can be articulated. 

 

 
We are both conforming  
 
 
I play the adult and the child plays the child 
and we do things that we are expected to do. 
I say “copy this Mondrian” and then the child 
does exactly as I say. 
 

 
I am autonomous, children are 
conforming 
 
I have developed the sfod. Then I tell the 
children to copy the sfod. I repeat exactly 
how to build the cities and what to put into 
them 
 

 
Children are autonomous, I am 
conforming  
 
Children are given total freedom in 
responding in any way that they like because 
that is what I believe that children should be 
doing. I am conforming in this instance to the 
belief that freedom and expression leads to 
beneficial and creative outcomes. I am 
conforming to the constructions of the child 
where play is something that children do in 
freedom. 
 

 
We are both autonomous 
 
 
I have developed the sfod objects upon 
which children apply their meaning which I 
then integrate into my artwork. Here, the 
relationship is based on mutual relationships 
were we develop our creative constructs 
together. As the artwork develops, so too do 
we in our integrated relationship.  
 

Table 5-2 - “becoming with” descriptions  

 

In Figure 5-1, I have visualised the movement towards the “we are both 

autonomous” quadrant - as the participants (myself and children) of the project 

transform towards a more autonomous collaborative practice. In this quadrant, we 

(child and adult) exist as becoming entities rather than separated through the 

being/becoming dichotomy that can be said to exist in the “Children are autonomous, I 

am conforming” quadrant. To further understand the dialectic of conformity-autonomy, I 

need to turn to psychoanalytical conceptions of dialectic and the relationship with the 

other.   

 

5.7. Psychoanalysis – relationship between self and other 

The above section outlined the notion of “Becoming With”, which stemmed from 

conceptualisations of the being/becoming dichotomy. In the dominant framework of 

childhood development and socialisation, this dichotomy divides adults and children. 

My notion of “Becoming With” expands Lee’s (2001) idea of “becoming”, which 
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describes the current relationship between children and adults in the “age of 

uncertainty”, with Park’s (1999) conception of “becoming more authentic”, as a way to 

challenge dominant social forces which construct particular relationships between 

adults and children. This study seeks to understand the nature of the exchange that 

occurs between the artist and children within an art-making realm. “Becoming With” 

visualises a space for developing a greater “authentic existence” in which adults and 

children mutually transform through a shared imaginary space.  

 

Chapter Eight specifically deals with the transformational aspect of my 

research. However, to understand “mutual” transformation I need to introduce 

psychoanalytic deliberations at this point. Psychoanalysts Fonagy and Target (2007), 

suggest that, as external reality happens within us, we can never have the capacity to 

fully access the transformation that has happened to the external other. They articulate 

that if I seek to transform the other, I am effectively transforming the other within 

myself. Psychoanalysis also involves “a process that allows the analysand [and the 

analyst] to more fully recognize and understand who he is, and who he is becoming” 

(Ogden, 1992, p.3-4). This understanding leads to the intersubjective approach in 

psychoanalysis which Stolorow, Brandchaft and Atwood (2000, p.1) characterise as 

seeking to: 

 

illuminate phenomena that emerge within a specific psychological field 

constituted by the intersection of two subjectivities – that of the patient 

and that of the analyst… Psychoanalysis is pictured here as a science 

of the intersubjective, focused on the interplay between the differently 

organised subjective worlds of the observer and the observed.  

 

Therapeutic interpersonal interactions in psychoanalysis involve “critical 

reflection and understanding” (Hoffman, 1998, p.xiv) of yourself (the therapist) and the 

other (the patient). In these interactions, “the analyst bears the responsibility to 

contribute, through all aspects of his or her participation, to the creative development of 

the relationship” (Hoffman, 1998, p.xiv). The analyst needs to make “creative use of the 

dialectic between interpersonal influence and critical, interpretative exploration” 

(Hoffman, 1998, p.xiv). Hoffman highlights the difference between objectivist 

(dichotomous) and constructivist (dialectical) thinking in psychoanalysis. Dichotomous 

thinking suggests that the therapist is able to clearly ascertain and separate the 

therapist’s own influences upon the patient from the patient’s own contributions to the 

therapy. In dichotomous thinking the therapist (and the patient) can also precisely 

discover what is best for the patient. In contrast, 
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a dialectical relationship creates a zone of irreducible ambiguity and 

indeterminacy as to the nature of their interaction and reciprocal 

influence, a zone that is open to multiple possible interpretive 

constructions… a dialectical relationship generates uncertainty as to 

what is best for the patient, what aspects of himself or herself warrant 

further development as opposed to aspects that might best be left 

dormant. (Hoffman, 1989, p.26) 

 

As the responsibility of the therapist rests on the “creative development of the 

relationship” (Hoffman, 1998, p.xiv), in a dichotomous approach the therapist may 

inadvertently impose their own reality onto the patient as a way of controlling outside 

reality. This desire of control over others is un-creative for yourself (the therapist) as 

you are only producing that which is known to yourself. It is also uncreative for the 

other as you impose your reality upon them. In contrast, in dialectical thinking, a 

“creative space” emerges when you are responsive and responsible to the other and 

allow the transformative impact of the other's reality to cooperate and collaborate in the 

emergence of the new. In application to the relationship between myself and the child, 

as I become more “creative”, the child can become more creative through me. I 

understand myself through the exchange with the “other”. Based on this premise, 

psychoanalytic conceptions provide another layer for understanding the nature of the 

relationship between myself and the children. 

 

5.8. External and Internal Reality – Self and “Other” 

In Playing with reality: A theory of external reality rooted in intersubjectivity, 

Fonagy and Target (2007) outline that the experience of internal and external reality 

cannot be seen as alternative perspectives as the concept of the external “other” is a 

developmental construct learned about in the mother-infant relationship. They argue 

that psychoanalysis deals with the intrapsychic and interpersonal that comes together 

in the intersubjective where reality includes both the internal (subjective) and external 

(objective) world. In this way, psychic reality is comprised of both the external and 

internal. As psychoanalysis concerns itself with internal subjectivity in the external 

world, it is a mistake to equate this subjectivity with objectivity, as experiences are 

never individual but shared. Frayze-Pereira (2007) elucidates that intersubjectivity 

cannot exist within the subject-object dichotomy as consciousness cannot cope with 

the other as objectified. In the same sense, this other objectifies us so that we become 

object (“the Other’s being-as-object for me, my being-as-object for the Other”: Sartre, 
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1943/1989, p.413).  Fonagy and Target (2007) explain that the external is inherently 

subjective and that the experience of the external “other” generates the experience of 

self.  

 

They outline two modes of experiencing the internal world - the pretend mode 

and psychic equivalence: 

 

In the pretend mode the child is able to maintain an “as if” private 

reality which is known to be inconsequential, totally separated from the 

shared external world. By contrast, with psychic equivalence 

everything is “for real”. We have thought of psychic equivalence as the 

equation of the internal with the external. (Fonagy & Target, 2007, 

p.927) 

 

Psychic equivalence is a concrete mode for children as they experience their 

beliefs as equal to reality. However, that mode is also partial as the child can see that 

his or her views are personal and so have no implications for others. Fonagy and 

Target (2007, p.927) label these events as “quasi-shared experiences” and suggest 

that they are a transitional phase in the development of the subjective self. People 

around the child are necessary so that the child can become aware that his/her 

knowledge and beliefs are different to those around him/her.  

 

Fonagy and Target (2007) define the pretend mode as “primitive subjectivity” 

that emerges in the absence of shared consciousness. The pretend mode is disrupted 

when external reality is brought in contact with the play – imagination is destroyed 

when the other person draws attention to their knowledge of reality. When others come 

and share the pretend reality, and “adopt a joint reality at odds with the commonly 

shared reality” (Fonagy & Target, 2007, p. 928), this becomes “funny” and 

“pleasurable” for children. For once, the power to make the fantasy real comes from 

their own mind. 

 

Here, the role of play becomes important because the subjective can develop 

as children “mark out the personal territory of knowledge” in play: 

 

Who is who, what they do, and what is allowed to happen are ways of 

making it safe to play together and share a new reality/a pretend 

space, where a danger of psychic equivalence and the possibility of 
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spoiling again come in because of impingement by other minds. 

(Fonagy & Target, 2007, p. 928) 

 

Applying these psychoanalytic conceptions, the relationship between myself 

and the children in my art-making project can be conceptualised as existing in the 

“intersubjective, in which reality is defined as a relational matrix that incorporates both 

the internal and the external world” (Fonagy & Target, 2007, p. 919). In this 

intersubjective space, the experience of the relational child as “other” is simply a 

construct, “not accessible to all of us all of the time” (p.919). 

 

Applying Fonagy and Target’s (2007) conceptualisations of “psychic reality”, I 

could interpret that entering the “shared consciousness” of the creation of the sfod 

universe gave me power to create an alternative reality in my mind. In the “joint reality” 

with the children, I was delineating the subjective as a way to mark out my personal 

territory of knowledge. Maybe this was because I was unsatisfied with the “commonly 

shared reality”. I needed my fantasy to become real by sharing it. The way that I 

constructed the new reality/pretend space was a way to make it safe for me and the 

children to play together. However, I was afraid of others bringing external reality in 

contact with the play as this would destroy the possibility of imagination. There was 

always “a danger of psychic equivalence and the possibility of spoiling again come in 

because of impingement by other minds” (p.928). We could say that my pretend mode 

is “disrupted or undermined if another person draws [my] attention to [their] knowledge 

of reality and away from [my] pretend world” (p.928). In this way, I “assume that 

external events are more powerful than [my] mental experiences and that they change 

the reality that [I have] to share” (p.928). The above conceptions place me in a childlike 

state of “primitive subjectivity”. Here, my playing functions for the purpose of “private 

mind” formation, and where “it is essential that other people play along, so that [I have] 

the compromise of shared and not shared” (p.928). Playing is constructed as “fun”, 

“funny”, “pleasurable”, and simply “important”. 

 

In this way, I find myself in this “intermediate phase” of the pretend mode where 

the self is yet to be established as separate from the material world. Am I in this phase 

because I fear reality? Is it because I have reverted to a place where I was safe and 

shared my mental experiences fully with the adults of external reality? Has the mode 

emerged because of an “absence of shared consciousness” (Fonagy & Target, 2007, 

p.928) as I experience the lack of sharing my mental experiences with another? Do I 

lack someone who has similar mental experiences that do not change the reality that I 

have to share - the fantasy reality that keeps me safe? Am I in the pretend mode 
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because I only want to share my fantasy with those who do not assume that external 

reality is more powerful than their mental experiences - where reality has not yet 

impinged upon them in such a way where imagination has been destroyed and it 

becomes less likely for them to spoil my reality? 

 

Again Saint-Exupéry emerges with his Little Prince. There is a need to share 

with another his fantasy realm, away from external reality where imagination ceases to 

be possible. Fonagy and Target (2007, p.922) assert that “to make use of the other as 

an extension of self-experience, the other has to enter a dialectic…by temporarily 

abolishing the boundaries of the self in order for the other to find himself within”. This 

understanding returns us to the position where “becoming” is inherently tied up with the 

“becoming of the other” as a way towards transformative practice. How is my 

understanding related to the understanding of the other?  In some way, the children 

and I are “one” in the pretend play. I can construct myself as one with “primitive 

subjectivity”, but this is also how the children are constructed here. Making a reality in 

one’s own mind becomes much more powerful when it is shared. It becomes real. 

What is significant here is the adoption of “a joint reality at odds with the commonly 

shared reality” (Fonagy & Target, 2007, p.928). Only through the process of sharing 

minds, can the imaginary world become stronger than the real world. In this shared 

new reality/pretend space, a lot of time is spent negotiating the terms of pretend play. 

This is because establishing rules makes it safe to play together and share the space. 

If negotiation did not occur, other minds would impinge upon each other, causing 

“psychic equivalence” and thus the destruction of private mind and the personal 

territory of knowledge.  

 

Fonagy and Target’s (2007) conceptions can also be an example of the 

influence of the dominant framework of childhood development and socialisation. 

Adults and children are placed on different psychic realms: Children play and pretend, 

and adults impinge their external reality to destroy their imagination; children insist 

adults share play with them so as to make their fantasy real and enforce their own 

knowledge; the external reality of the adult is much more powerful than the mental 

experiences of the child. Children playing together are on the same plane as they 

negotiate to maintain their private mind. Children and adults in play exist in different 

psychic realms as the child tries to enforce their personal knowledge. This is not a 

negotiation between imaginary experiences but a way to make their fantasy real in 

opposition to adults’ reality – a way for their mind to become more distinct from the 

adult.  
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Put it another way, adults are in opposition to children as their external reality 

has more power. The reality of children is that of pretend play, primitive subjectivity and 

the absence of shared consciousness. The adult seeks to draw the child away from 

play as a way to draw attention to adult knowledge. However, it is essential to the child 

for the adult to play along because the child can negotiate the shared reality (the reality 

of fantasy) and the not-shared reality (the reality of adults). Again, children seem to be 

placed in the realm of fantasy and imagination and adults are placed in the realm of 

powerful external reality. Very much like Lee’s (2001) position, what differentiates 

adults from children is that children’s reality is that of play and the adult reality is that of 

slowing down orders, an increase in the number of extensions and the creation of a 

more powerful reality. Children share reality on an equal footing and they can adopt a 

shared reality. However, children’s shared reality is at odds with the commonly shared 

reality - the reality of adults. Here, children still negotiate their own personal knowledge 

and try to maintain a separation from the others in the shared play. The danger is that if 

another child mind impinges on the child’s fantasy, it will cease to be real. It will cease 

to be real because of the contamination with another fantasy - not the impingement of 

the adult reality, devoid of imagination. On the other hand, the external reality of adults 

is constructed to have more power in relation to children’s mental experiences. For 

Fonagy and Target (2007, p.928), children in play create a pretend space out of “their 

absence of shared consciousness” and will spend a great deal of time and effort to 

negotiate the fantastical reality with others as a way to delineate the subjective. They 

will invite adults into this space to make the fantasy real as way to assert power of 

mind, but there is a danger of imagination being destroyed by the impingement of the 

adult’s external reality. Thus, children are the source of primitive imagination, playing 

with each other, but as adults are the purveyors of external reality, they have to “get 

down to” the child’s level of experiencing reality in play. 

 

5.9. The play space – relational constructs 

Graue & Hawkins (2005, p. 45) explain that childhood is a relational concept - 

“a child is a child in relation to his process of becoming an adult” where “the 

identification and articulation of ‘characteristics’ of children and childhood are virtually 

always produced by adults”. In the relational constructs of child as “other”, where “play 

is almost exclusively regarded as the special province of childhood” (Edmiston, 2005, 

p.55), hierarchies of adult versus child are maintained. In Saint-Exupéry’s realm, where 

the adult is “other”, I interpret Fonagy and Target’s (2007) conception of adult and 

child, in the following way: 
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I initiate the “new reality/pretend space”. I create the fantastical realm separated 

from external reality. Does that already position me on the same level as a child-

becoming? I attempt to invite adults as a way to share my mental experiences and for 

my reality to become real but adults just seem to destroy the possibility of imagination 

as their imposition of their external reality is too powerful. Like Fonagy and Target’s 

(2007) small child, I sense external reality as “more powerful than [my] mental 

experiences and that they change the reality that [I have] to share” (p.928). I require 

others “who will adopt a joint reality at odds with the commonly shared reality” (p.928). 

With the others, I create a shared space where it is safe to play and negotiate the 

impingement of other minds. If I were fully a child-becoming, not adult-becoming, the 

negotiation of fantasy would be more equal. It seems that I play the role of the child-

becoming in the adult child relationship. This is similar to Fonagy and Target’s child 

adult relationship except reversed - I am the child and the children are the adults. I 

engage them in my fantasy and it becomes essential for them to play along. In some 

cases their external reality comes in and contaminates my fantasy. It is not their 

fantasy that contaminates my fantasy (like in a child-child relationship) - it is their non-

fantasy that I am very careful to negotiate away. My fantasy cannot become real this 

way.  

 

What this demonstrates is that the division between child and adult in the realm 

of fantasy is not that clear-cut. Our roles exchange. We may come together at points of 

becoming. My new reality/pretend space does not maintain ageist dichotomies - our 

roles become blurred. In this pretend world our identities are not fixed, but they change 

continuously from one or the other. There is no unidirectional power. Rather, there are 

various powers, from different sources, at variable times.  External reality or mental 

experiences do not belong to one or other entity, both are shared. Both external reality 

and the subjective become mixed. Adult/child identification ceases to exist, or ceases 

to matter at the moment we enter the fantasy realm.  

 

This existential identification brings me to Sartre’s notion of “Bad Faith” in Being 

and Nothingness (1943/1989, p.55). “Bad Faith” can be understood as the belief that 

one’s social position is equivalent to one’s existence (e.g., “I sustain the role of the 

waiter, I am the waiter”). In my case, this suggests that one would equate the social 

categorisation/generational position of “adult” or a “child” with their human existence - 

one lives a life defined by this category. The transcendence of “Bad Faith” relates to a 

realisation that one’s consciousness is not constituted by positional actions and 

attitudes but the essential nature of being (a consciousness of the nothingness of its 

being). Thus, liberation and the transformation occur through identification with our 
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existential condition. We are not our developmental categorisation: “I am an adult, I am 

aligned to a strong external reality” or “this is a child and their realm is that of make-

believe”.  These are irrelevant schemas in the new reality/pretend space. In this place, 

we find our artificial categorisations merging. We are all beings who share the state of 

being and becoming. The blurring of my role in the relationships/interaction of the new 

reality/pretend space instantaneously means the blurring of the child “as child”.  

 

As the construction of the child is liberated, self-realisation of one’s role in the 

relationship can be attained. The children are not innocent, infantile, passive, or 

“receivers of adult input and socialisation strategies” (Kincheloe, 2005, xii). Rather, they 

are active participants in the world. In liberating the children from these constructions, 

adults also become liberated from the “adult being” status into that of “human 

becoming”. If our understanding of childhood/adulthood is positioned within a relational 

approach, then the concepts of adult and child are dependant upon each other. 

However, if adulthood is now seen as a state of “human becoming”, childhood must 

also be redefined. The researcher’s position of “becoming”, and the desire to 

reconceptualise relationships, will lead us to the position of transformation/deeper 

understanding of the other and self and the link between both.  

 

5.10. The dialectical / creative space 

The above section elucidated the concept of “sharing” as a process for the 

generation of subjective mind. To further explore the nature of my relationship with 

children in the art making encounter, I will interpret Israelstam’s (2007) “dialectical 

space” as a way to understand the intersubjective growth that can occur between two 

entities. 

 

In Creativity and dialectical phenomena: From dialectical edge to dialectical 

space, Israelstam (2007) draws on Ogden’s (1992) definition of dialectic, Bion’s (1962, 

as cited in Israelstam, 2007, p.592) “container–contained” dialectic, Hoffman (1998) 

“dialectical-constructivism” and Winnicott’s (1971) “transitional phenomena” and 

“potential space”. He demonstrates how psychoanalysis has a basis in understanding 

dialectical processes. If the therapist is to help the patient they need to deeply 

understand their particular “dialectical dysfunction” (e.g., “closeness–separateness” 

dialectic) (Israelstam, 2007, p.592). Israelstam describes that if the analyst can enter 

the patient’s emotional ecosystem in a “dialectically attuned manner” then this “may be 

able to facilitate the opening up of a creative reflective space, in which positive 

transformation can occur” (p.592) 
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“Dialectical elements”, “dialectical entities” (Israelstam, 2007, p.592), or 

“dialectic phenomena” (Israelstam, 2007, p.593), such as “life-death”, “me–not me”, 

“subject–object”, “illusion–reality”, “internal–external”, “hope–despair”, “creativity–

collapse”, are related in a dialectic process. In these related dialectics “each of the two 

opposing concepts creates, informs, preserves and negates one another” (Ogden, 

1992, in Israelstam, 2007, p.592). In my project, the tensions created by the dynamic 

relationship of child-adult, artist-audience, control-freedom, conformity-autonomy, 

artist-teacher “moves toward integration, but integration is never complete. Each 

integration creates a new dialectical opposition and a new dynamic tension” (Ogden, 

1992, in Israelstam’s, 2007, p.592). These elements are defined by one another as 

“neither could exist without the other” (Hoffman, 1998, p.19) and are in continual 

dialectical flux creating new oppositions and new tensions. In my art practice, I find 

myself struggling between dialectics: Should I give more control or more freedom? 

Should I be more like an artist or a teacher? Childlike? Adultlike? These dialectics 

strive for integration without the attainment of closure. Instead of being caught up in 

trying to resolve this conflict through some sort of integration, one needs to become 

aware of the dialectical nature of these entities.  

 

Israelstam (2007, p. 605) explains that the tension of “powerful, confusing and 

contradictory emotions”, created by the opposing dialectics maintains a flow of 

information which is a source of creative thought. This very irresolvable tension 

“guarantees the flow of information….the anxiety and frustration arising out of this state 

provides the ‘fuel’ for our reflective and symbolic capacity” (Israelstam, 2007, p. 595). 

Between two dialectical entities lies the “potential space”, the “dialectical space”. For 

example, between the dialectic of child-adult exists a creative reflective space. This 

creative space is “the only place where play can start” (Winnicott, as cited in 

Israelstam, 2007, p. 595), “a ‘contact point’ where at any given moment two dialectical 

entities connect…[when there is a] ‘proximity of ideas’” (Israelstam, 2007, p.594). This 

can be a conceptual space where child-adult qualities merge but it can also be a 

physical space where child and adult can together interact. The “Becoming With” 

visualisation (Figure 5-1) can also be conceived of as potential space, where its 

borders define a dialectical edge. Here, the related dialectic of autonomy-conformity 

“enact their inevitable dialectical dance” (Israelstam, 2007, p.594). 

 

In a psychoanalytical sense, the analytic relationship can be rendered safer by 

the analyst’s holding and containment – so the “dialectical space” between adult and 

child has been rendered safe by the artist's holding and containment. Figure 5-1 can 
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also be regarded as this holding container, facilitating the “the development of a 

creative analytic space where risks can be taken, allowing positive transformation to 

occur” (Israelstam, 2007, p.594).  

 

Israelstam (2007, p.599) explains Hoffman’s notion of the “ritual vs. 

spontaneity” dialectic that exists in the clinical setting. Here “ritual” refers to the 

therapist’s “role-determined behaviour” which provides the boundaries in the therapist-

patient relationship. “Spontaneity” is the therapist’s “personal emotional presence” 

where the “play of psychoanalysis can go on”.   

 

Winnicott (1971) conceived the notion of playing as the basis of psychotherapy;  

 

Psychotherapy takes place in the overlap of two areas of playing, that 

of the patient and that of the therapist. Psychotherapy has to do with 

two people playing together. The corollary of this is that where playing 

is not possible then work done by the therapist is directed towards 

bringing the patient from a state of not being able to play into a state of 

being able to play. (Winnicott, 1971, p.38) 

 

If the therapist cannot play, then he is not suitable for the work. If the 

patient cannot play, then something needs to be done to enable the 

patient to become able to play. The reason why playing is essential is 

that it is in playing that the patient is being creative. (Winnicott, 1971, 

p.54) 

 

Winnicott (1971, p.50) outlines that playing is always a creative experience and 

that play “is always on the theoretical line between the subjective and that which is 

objectively perceived”. Playing neither exists in psychic reality or in the external world – 

it is located in the “potential space”. For therapeutic work to move forward, the playing 

that occurs between patient and psychoanalyst needs to be mutual and spontaneous, 

not compliant. Israelstam (2007) explains in his case study that his patient’s inability to 

play was a result of his ritualised behaviours, and the loss of spontaneity. In this 

“danger area”, the therapist needs to hold/contain his own and the patient’s anxieties to 

enter “dialectic attunement” (Israelstam, 2007, p.601). In this way, 

 

the dialectically attuned therapist functions by mentally/emotionally 

processing the information that is continually being generated by the 
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colliding differences activated by opposing, yet interdependent 

dialectical elements. (Israelstam, 2007, p.595) 

 

Israelstam’s (2007) case study involved the patient enacting a “closeness–

separateness” dialectic. The patient feared abandonment by the people to whom he 

gets close. If the therapist withdraws from the patient, this enacts the patient’s fear. If 

the therapist gets too close, the patient will not be helped. Thus, it is necessary to hold 

the patient’s anxieties at the dialectical edge for personal growth to occur. Becoming 

aware of the colliding dialectic elements, to be “dialectically attuned”, means the 

holding and containment that occurs in-between or at the edges. To become aware of 

the edge - via the ensuing confusion created by the collision of the dialectic – is to exist 

in a potential space, without being swayed into one dialectical entity or the other. 

 

The “ritual vs. spontaneity” dialectic can be translated to the nature of my 

relationship enacted with the children. I experienced the tension between being teacher 

and artist - the tension between conformity and autonomy. My desire to be 

spontaneous and then the need to conform to rules was illustrates by being swayed 

into ritualised education enactments and led away from my own 

spontaneous/autonomous behaviours of art-making.  Utilising Winnicott’s and 

Israelstam’s conceptions, I can say that that the creative space I made with the children 

can be conceptualised as the overlap between two play areas between myself and the 

children - the area where I can play and where I can enable the children to play. If the 

artist cannot (play) be autonomous, then s/he does not fit into the creative space. If the 

children cannot (play) be autonomous in the creative space, then something has to be 

done to enable the child to (play) be autonomous. If the children are not able to 

generate creative/spontaneous/autonomous meaning making, this might be directly 

related to the artist’s (my) own loss of freedom and spontaneity at any particular 

moment. 

 

In summary, Israelstam’s “dialectical space” conceptualises the nature of my 

relationships with the children visualised in “Becoming With” (Figure 5-1). The figure 

represents the relationships between me and the children in my project as the 

“potential/creative space” that exists between the two dialectical entities of child/adult 

and conformity/autonomy.  

 



 158

5.11. Conclusion 

This chapter demonstrated that childhood has been presented as a relational 

concept conceived as “adult being” and “child becoming”. Lee (2001) contested this 

view and expounded that in the present time when futures are uncertain, adults and 

children should be conceived in a constant state of becoming. I utilised Park’s (1999) 

treatise of “becoming more authentic” as a way to qualify this notion of “becoming” 

adults and children. I put forward a visualisation of the relationship between myself and 

the children in my art-making encounter that is conceptualised as a dialectical process 

between child-adult / conformity-autonomy.  As a way to understand the movement 

towards authenticity, as an act of transformation in myself and the other, I utilised 

Fonagy and Target’s (2007) psychoanalytical conception of the external and internal 

reality as part of psychic reality to suggest that the transformation of the “other” occurs 

within me. To further qualify the nature of the relationship of transformation between 

myself and the children, I noted that the dialectical process involved in my visualization 

is a “creative/potential space”. I suggest this because, as I try to deal with the tensions 

between conformity and autonomy within my work with the children, I understand that 

the nature of the space is to hold and contain these tensions, within a reflective space, 

for transformation to occur. It is not the identity of myself as an artist or the teacher that 

I need to conform to, but it is what happens in-between, what is generated between 

these identities.  

 

As childhood is conflated with play, and play with spontaneity and creativity, 

play returned yet again as a theme within this chapter. Lee (2001) uses play as an 

example of child activity to contrast with the serious activity of adults. Growing up was 

argued to involve the slowing down of orders and greater access to extensions and 

assemblages. Fonagy and Target’s (2007) differentiation of adult and child rests on 

adult reality being equated with external reality which has power over children’s internal 

reality of play. Israelstam’s (2007) notion of entering a “play space”, in the clinical 

relationship, assists the patient in resolving their particular dialectical dysfunction. My 

experience of this play space is poeticised in the narrative …in the holding container 

(Appendix 6). 

 

In the next chapter, I will discuss how conforming to either an artist, teacher or 

researcher identity, and the relationship to the child that these identities engender, has 

implications for the theoretical and artistic outcomes of research.  
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6.  ETHICAL SYMMETRY…participatory practices  

This dissertation is focused on inquiring into the nature of the relationship 

between myself and the children in my art-making encounters with them.  This 

endeavour is facilitated by “various kinds of questioning, orientated to allow a rigorous 

interrogation of the phenomenon” (Van Manen, 1990, p.131). In this chapter, I apply 

the lens of “participatory research” approaches as a way to evaluate my practice with 

children. A researcher utilising participatory approaches to research needs to articulate 

what is meant by participation (Cahill, 2007). In my context, participation is 

collaboration in art-making. This is done by specifying the degree and extent of this 

participation. The researcher needs to ask what is the purpose in involving others and 

acknowledge that there is a difference between children being intimately involved in the 

art-making process as compared to where they simply assist with the artist’s art-

making.  Inquiring into the nature of the participation relates to discussions pertaining to 

the quality of the interactive encounter in the interactive artwork that was mounted in 

Chapter Four  

 

The chapter also conceptualises how the constructions of children within a 

research project affect the capacity of research outcomes not only in the conclusions 

made but also on the art produced as a consequence of the research. It provides an 

initial conceptualisation of how research as inquiry and reflection can transform my 

practice in such as way that the position of “ethical symmetry” (Christensen and Prout, 

2002) can be attained in the research relationship.  

6.1. Introduction 

The previous chapter introduced the notion of “becoming with”. This captured 

the nature of the relationship between myself and the children in my art-making 

encounter and conceptualised the relationship as a dialectic of child-adult, conformity-

autonomy (Figure 5.1). This chapter further elaborates on the above dichotomies to 

reflect upon the research relationship which exists between the child and the adult and 

how this relationship is enacted within the particular transformative goals of the project.  

 

My doctoral research can be conceptualised as a transformative learning 

journey, through which I have a gained a glimpse of the potential for transformation for 

myself and also for others involved in the project. The goal of “participatory research” 

(Cahill, 2007) is transformative outcomes for the participants in the research. In this 

chapter, I focus on evaluating my research activities with children by utilising elements 

of “participatory research” approaches. I do this as a way to understand the role of the 
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participant and the artist in arts-based research with the goal of transformation, to 

evaluate whether, and at what level, transformation occurred in the project, and to 

specify what future practices would look like if they were participatory/ transformative. 

These deliberations are finalised in Chapter Seven and Eight below.  

 

I call on Christensen and Prout’s (2002) “ethical symmetry” to reflect upon my 

presupposed ideas about childhood and how they affect interpretations about research 

outcomes. I will explore my collected conversations and responses by children involved 

in the project (Educational Context 6 – sfod universe – Appendix 14) and use them to 

reflect upon how particular goals of interpretation can limit the transformatory potential 

of research outcomes.  

 

Finally, this chapter also further elaborates my conceptions of the relationships 

between the artist and the child within children’s interactive gallery projects which I 

articulated earlier in Chapter Four. This is particularly in relation to the provision of 

instruction by the artist and how the authority over the aesthetic can be mounted.  By 

further questioning the ideologies, knowledges and practices inherent in these 

relationships, I hope to contribute to a greater understanding of recent reconceptualist 

perspectives in childhood education that deal with the power relations within the 

adult/child dichotomy. 

6.2. Research with children 

This dissertation seeks to reflect and recollect my experiences of art-making 

with children.  As I attempt to capture my own and children’s experiences, Jipson and 

Jipson (2005, p.42) problematise the role of the researcher whose subjects are 

children: 

 

The deeper problem seems to be whether capturing a moment in time 

is capturing the child’s reality or whether it is the researcher’s 

representation of the child’s reality, given his or her own filter and 

assumptions. We agreed, we can’t help but impose our own social and 

historical context on what we observe. 

 

Jipson and Jipson (2005) question how the reality of the other can be captured 

when that reality is always changing. How can we faithfully capture the reality of the 

child when our reality in our interactions with children inherently shapes and subverts 

their understanding, subjectivity and experiences? In these interactions, our 

understanding of the children is formed. Jipson and Jipson state that they don’t have 
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answers to these rhetorical deliberations but claim that maintaining a tentative 

awareness to the operating discourses is central to the any research practice involving 

children. They suggest that research always needs to be grounded within children’s 

interpretations and researchers always need to consider what counts as research in 

these encounters and how this knowledge can be faithfully represented. 

 

Researching with children has been a topical concern in recent years (cf. 

Grover, 2004; Hopkins & Bell, 2008; Komulainen, 2007; Lund, 2007; Punch, 2002; 

Thomson, 2007; Thorne, 2002). Christensen and Prout (2002) identify four ways in 

which children have been categorised in research; children as objects - being acted 

upon, “to be observed and categorised” (see also Kincheloe, 2005, p. xii); children as 

subjects - where we are “conditioned by judgments about their cognitive abilities and 

social competencies” (Christensen & Prout, 2002, p. 490); children as social agents – 

where children are seen “as social actors with their own experiences and 

understandings” (Christensen & Prout, 2002, p. 490); and, the most recent position of 

children as participants and co-researchers. This perspective sees children as “fellow 

human beings” (Christensen & Prout, 2002, p. 490) and recognizes that children “are 

active participants regarding their lives and therefore have a right to be heard and to 

contribute to decision making that affects them” (Balen, 2006, p.31). As children and 

their participation is central to my research, it is within this more recent approach that 

my research deliberations are played out.  

 

As was explained in Chapter Five, the emergent paradigm “involves the explicit 

rejection of positivism’s universalist conception of childhood and child development” 

(Kincheloe, 2005, p.xiii). In this paradigm shift, children are liberated from their infantile 

and passive state, and are involved in shaping their own lives. Their perspectives are 

taken into account and children are positioned as co-participants in the research. This 

new paradigm demands that research projects involving children expose the underlying 

power relations between children and adults and reveal the silent voices of the 

children. Furthermore, Kincheloe (2005, p. xiii) argues that “transformative researchers” 

need to “help children develop a critical political consciousness” and therefore develop 

an ability to analyse, critique, and eventually improve their position in the world.  

6.3. Participatory research – dialectic of control-freedom 

In Chapter Three, I concluded that it becomes necessary to utilise “participatory 

research” practices to understand the significance of the audience as both the 

researched and participant in the artwork and to articulate the significance of the 

relationship with children in a research encounter. A/r/tographers maintain a particular 
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relationship between the varying roles of the artist, teacher and researcher. Within this 

they acknowledge a particular relationship between the audience;  

 

a relational aesthetic inquiry approach is envisioned as embodied 

understandings and exchanges between art and text and between and 

among the roles of artist/researcher/teacher and the viewer/reader. 

(Springgay, Irwin, & Kind, 2005, p.900) 

 

To further develop this understanding and nature of the exchange between the 

researcher (artist/teacher) and the “participant” (viewer/reader/researched), it is 

instructive to investigate the literature that focuses on explicating the nature of this 

research relationship (cf. Holt, 2004; Jans, 2004; Jupp, 2007; Kesby, 2007). Research 

methodologies that refer to participatory research approaches deal with the 

significance of the relationship of the researcher to the research participants and are 

“concerned with the challenge of negotiating underlying and sometimes unspoken 

power dynamics within a collaborative process” (Cahill, 2007, p.301). 

 

Cahill’s (2007) study is particularly useful in describing the researcher’s 

collaboration with the “participants”. Cahill’s participatory research practices focus on 

recognising young people’s agency and privileging their voices in research. The 

research process involves youth as partners in the research process, from developing 

research questions through to the data analysis. Cahill describes that, instead of 

“subjects”, the participants become partners and “agents of change”. The purpose of 

the research is to help the participants challenge accepted points of view so that they 

may transform themselves and their communities. However, Cahill warns that in many 

instances, the term “participation” is only illusory and still maintains dominant interests 

and reproduces unequal power relations.  

 

A way to understand the negotiation of power between the researcher and the 

research participant is to examine Cahill’s (2007) study. She negotiates the dialectic of 

providing instructions about the conduct of the research to her co-researchers on one 

hand without imposing her authority relative to her goals for the research project on the 

other. Cahill explains that she calls herself a facilitator and a collaborator in the 

research as the priority is that the young researchers in her project “own” the research. 

For this to occur, the young researchers need to be involved in developing the project 

from the start. Cahill also describes that, as participative research is collaborative, it 

cannot already be structured and needs to evolve in a “slightly messy, organic way” 

(p.300). For the relationship between the researcher and the participants to have equal 
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power, Cahill becomes the facilitator who trains the participants in the research 

process. As a co-collaborator, she also has a voice in relation to the research decisions 

that are made. The research environment becomes “a safe space for honest dialogue” 

(p.302). Cahill maintains that her voice cannot claim authority and silence others but 

her contributions come from her experiences and particular standpoint.  

 

The dialectical tension experienced in maintaining an equal balance of power in 

the relationship between the researcher and the participants is comparable to that of 

the experiences of the artist in the collaborative art-making encounter. The adult has an 

inherent power that can overwhelm and subvert children’s experiences (Jipson & 

Jipson, 2005, p.42). Consequently, the power of the adult artist in art-making with 

children lies in the level of control over the aesthetic forms generated by the children. 

The dialectical tension is experienced in questioning at what level can aesthetic control 

be imposed before it starts forcing experiences onto children, limiting their agency and 

thus reverting to the dominant framework’s dichotomies. 

 

As explored in Chapter Four, the artist enters a dialectical process in giving 

instructions to the children relative to the children’s contributions. As the participatory 

research agenda is driven by participants’ “ownership” of the research, this would 

equate with the art-making process being “owned” and driven by the children. In 

seeking to balance the power differential between adults and children and in privileging 

children’s voice in art-making, children are given the ownership and freedom to 

generate their own forms. However, as the artist is confined to the projected outcomes 

of his/her final artwork, within which lies the particular aesthetic of the artist, the 

children tend to be steered away from generating purely their own visual responses. 

This level of control of the artist is justified in this instance, as, outside of the 

constraints, outside of any artist construct, the forms spontaneously generated by the 

children would tend to exhibit the “Ket Aesthetic” (previously discussed in Chapter 

Two). This is inherently problematic as the need to steer children away from such 

representations inevitably leads to the imposition of adult aesthetic values onto the 

children. On the other hand, the generation of stereotypical forms by the children can 

not be seen as a natural manifestation of the child’s authenticity but rather an imitation 

of popular cultural scripts. Here, the adult as teacher /artist /researcher is not imposing 

his/her control but has a responsibility to assist learners to critically evaluate accepted 

cultural constructs. 

 

In Chapter Two I explained that, without adult intervention, children will tend to 

generate stereotypical schemas in their play. If the removal of adult intervention 
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becomes the basis of participatory arts-based research as a technique to privilege 

children’s voice, then we may very well continue to reinforce the creation of 

stereotypical forms. As the goal of participatory research is transformative outcomes for 

the participants, “transformative [artist-]researchers” (Kincheloe, 2005, p. xiii) need to 

facilitate children to generate forms that move away from unchallenged stereotypical 

cultural representations. This facilitation occurs within a dialectic space where control is 

not imposed over the children and where movement is made towards transformative 

practices.  

 

Lee (2001) challenged the dichotomy of adult/child by suggesting that, rather 

than relating to children in terms of their limitations, researchers can ask what 

extensions are only provided to adults and how these assemblages can be extended to 

children (Chapter Five). In a similar way, Christensen and Prout (2002) refer to “ethical 

symmetry” where researchers start with the premise of equality within all aspects of the 

research process - the way that they communicate, their actions towards others and 

the particular methods that are chosen. Researchers working with ethical symmetry 

approach ethical dilemmas from the perspective that the same procedures should 

apply to both adults and children and that there should not be separate considerations. 

This means  that if I considered the children within my art-making in the same way as I 

consider adults - where the goal of our work together would be transformative learning 

- then I would not seek to reinforce the participants’ stereotypical forms but would 

endeavour to transform and enhance their art-making schemas. In this sense, I would 

not fear that I am imposing control over the adults, simply facilitating a process towards 

autonomous practices. 

 

On yet another level, the tension inherent in these deliberations is that it 

suggests children are incapable of generating their own forms. This position leads us 

back to the dominant framework where we claim that children need development and 

socialisation. In this particular case, development and socialisation occurs in the 

generation of particular art forms. To remove ourselves from this position, we can still 

maintain that adults and children exist on the same plane in art-making so it is not only 

children who can transform their stereotypical schemas. The dichotomy here is not 

between adults and children, but between the artist and non-artist. However, this is not 

necessarily the case either. Through the research the artist also tries to transform 

his/her forms, tries to interrogate these forms through a critical consciousness, tries to 

“enhance uncertainty” through the creation. The encounter with the other allows a 

mutual melding and transformation. A certain level of direction (the holding container) is 

necessary to generate transformational art-making. 
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In relation to the participatory researcher’s control over the participants’ 

contribution, I feel confident that Cahill (2007) would not accept closed, simple 

responses from her participants, such as: “being a woman of colour is hard”. Cahill 

would want more elaboration, more exploration of these experiences. She would want 

the respondents to question why they made their particular responses. A “carefully 

cultivated thoughtfulness” (Van Manen, 1990, p.131) would bring more understanding 

about the issue under investigation. In the same way, it is not enough for a child to 

generate a stereotypical visual artefact. We would explore the nature of this 

visualisation, whether the visualisation is valid and whether this is the only way that 

visual artefact can be represented. It is not sufficient for the participant to generate 

anything that they want. They may start this way but the research involves investigating 

the nature of these initial conceptions as a way towards “critical consciousness”. In a 

sense, this is paralleling the personal growth and understanding evident in my project. 

 

Another consideration in relation to the relationship between the participatory 

researcher and the participant is that the researcher is also the co-participant in the 

research. The implication is that if the children were to lead the research, as proposed 

above, then my voice would be silenced and my artistic needs would not be met in the 

artistic project. Cahill explains that when a researcher makes a contribution, it has to be 

carefully considered on what grounds the contribution is made. For example, if the sfod 

enter my research context to be perceived as maintainers of control, then the 

contribution is not thoughtful. However, if the sfod enter the context as blank containers 

for the imposition of the children’s rules, then this contribution is coming from a more 

ethical perspective. 

6.4. Participatory research processes in arts-based research – locus of action 

Cahill’s (2007) methodological approach is also insightful in terms of 

understanding and articulating the tensions implicit in a research methodology that 

utilises participatory approaches. Applying Cahill’s articulations of participatory 

research approaches to arts-based methodologies (non-scientific project that aims to 

promote uncertainty enhancement through the process of artistic modalities, see 

Barone, 1995) allows me to further my understanding of the three identities of the 

a/r/tographer (artist, researcher, teacher) and explicate the methodological suggestion 

of Chapter Three which centred on qualifying the nature of the “arts” in arts-based 

research. 
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In this section, I will discuss how, within an art-based study where the central 

method of generating knowledge is through participatory art-making, the issues of 

power, control and ownership become quite complex. As the central concern is the 

generation of artifacts, all participants negotiate the constructions and meaning making 

in relation to the artefact. As a result quite different concerns and relations (between 

people and objects) to the situation are generated – particularly if the study was simply 

the exploration of children’s concerns as investigated in Cahill’s study. 

 

Cahill (2007) describes that the participants in her research were involved in 

action research and that, as co-researchers, they developed a collaborative auto-

ethnography. In this case, “participatory research” is an approach that is embedded in 

a particular methodology (e.g., action research or auto-ethnography). Cahill’s research 

process involved: discussions to develop research questions; co-researchers 

developing the data collection methods; the inclusion of ways to facilitate reflection 

upon their personal experiences through diary entries; and learning to employ methods 

to analyse the data. Co-researching meant a vigilant maintenance of doing research 

with the participants, rather than on the participants, so that the participation was not 

illusory, thus promoting dominant interests. 

 

This conception can be applied to arts-based inquiries. Participatory research is 

the approach that should underpin the inquiry if we are to take seriously young people’s 

agency and challenge unequal power relations. This means that the participants are 

the partners in the arts-based inquiry and that, through the art-making process, they 

themselves generate new knowledge. More so than this, it is a way to transform the 

participants’ own perceptions through art-making. Co-researchers in an arts-based 

research project would become co-artists, the data collection would become art 

making, and the data analysis would involve emergent reflection. For the arts-based 

research to be participatory, the facilitator would need to be concerned with balancing 

his/her “contribution so as not to dominate or derail discussion”…“to participate in ways 

that do not silence others”…“be very careful about the grounds on which you make a 

contribution” (Cahill, 2007, p.302). 

 

In Cahill’s (2007) study, the primary concern was to investigate “the everyday 

lives of young women of colour”. This question already facilitates the ownership of the 

research by the participants as the focus is on them generating their concerns and 

interests for the research project. The role of Cahill is as the facilitator - to train the 

participants in research methods, to guide the research and contribute her insights, 

ideas and understandings (via verbal means) as the research progresses. In this 
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sense, the control of the research process and ownership of the research by the 

participants is more transparent. I suggest it is also easier to maintain. The research 

seeks to find out about the participants and the participants go through the research 

processes to discover things about themselves and their community. Cahill only needs 

to support this process, maintain the momentum and keep it on track. Her interest is to 

learn what the participants discover about themselves and help them to do this through 

techniques she has more knowledge about. Power can be easily distributed as Cahill 

seeks to find out about the participants as they find out things about themselves. This 

is different to the power that she would maintain if she wanted to find out about the 

participants exclusively by her own methods, as an outsider through observation, or 

imposing power through surveys and interviews, and then taking the knowledge away 

from the participants and using it to directly benefit herself. 

 

However, visual arts-based research - which centres around artifacts - 

becomes more complex than other participatory research projects in relation to power 

and ownership. I will use the example of the a/r/tographer as this researcher identity 

facilitates the investigation of approaching the research from a variety of loci - from the 

locus of the artist or the artist-teacher. These roles are inherently different. 

Simplistically, even though all seek to generate knowledge - the teacher-role aims for 

the research experience to be a pedagogic encounter while the artist-role endeavours 

to create art. The fact that the artist has a goal to create art means that they enter the 

research with a set of values about what the artwork will look like. In contrast, if the 

researcher approaches the project without any expectation about what the art will be - 

even an investigation into how children will go about creating art - can we then truly say 

that this researcher is operating from the locus of the artist? As a participatory action 

researcher, Cahill enters the research with the idea of finding out about the participant 

through an action research methodology. In this sense, she follows the organic 

momentum (going with the decisions of the participants) within these constraints. An 

artist might begin by wanting to find out about the participants through artistic means 

but the aesthetic disposition of the artist (their particular sense-making approach) is in 

effect the major determinant of what will be generated within the encounter.  

 

Compared to Cahill’s action based research, within an arts-based research 

project, driven by the artist, the power and control over the participant is inherently 

greater. I suggest that if such a level of control is not present, then the researcher 

would not be driving the research from the locus of the artist, as the artist-researcher 

needs to guide the involvement of the participants within his/her artistic vision.  The 

artist-researcher locus involves more control than the action-researcher’s facilitation of 
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training participants about research methods. This is because research methods can 

be perceived as implements akin to art tools and materials.  Artistic-research facilitation 

requires more than just guidance of how to use the art tools (e.g., how we conduct 

interviews). It requires a whole conceptual schema - the driving aesthetic, the driving 

philosophy of the artwork. In this sense, the participants cannot entirely populate the 

research with their own interpretations (as is the case in participatory action research) 

because, on some level, they need to conform to the artist’s vision of the work. 

 

To further my understanding of what it means to inquire as an artist, teacher 

and researcher, I will deliberate on examples of different types of initial research 

questions. The questions may have the same underlying concept even though they are 

generated by the varying perspectives. However, I need to acknowledge that the 

intention of inquiring into these identities is not to impose categorisations, rather: 

 

the intent of drawing attention to these roles is to also speak of their 

interrelatedness, their shifting, transitory nature, and to make visible the spaces 

in between the roles and the activity inherent in practicing these roles. 

(Springgay, et al., 2005, p.900) 

 

A research question undertaken by the “researcher” could be: “what forms will 

students generate in response to the concept of home?” I identify this as a researcher-

role question as its response may only involve some sort of analysis of visuality in 

children, a random collection of responses from each child, and the subsequent 

analysis of these responses for the purpose of understanding children’s mark-making. 

Driven by an artist/researcher, the question could be; “what are the experiences of the 

child participants in the generation of an artwork in response to the concept of home?”  

Here the outcome would be concentrated on the generation of some sort of unified 

work. It would focus on the collection of the participant experiences of home, the 

children’s reality of home, their interpretations of home and their understanding and 

subjectivity of home. These experiences would be realised through an art-making form. 

If the project was driven by an artist only, the focus may just be: “the participants will 

generate an artwork in response to the concept of home”. In this case, the focus is only 

on the artwork - not on the experiences of the children or the experience of the artist 

working with the children.  

 

My perception here is that an artist-researcher, as compared to an artist, is 

driven by a need to understand the other through the art-making. However, the artist-

researcher is not acknowledged as the co-participant. In arts-based participatory 
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research, the question would be; “What are the experiences of all the participants in the 

generation of an artwork in response to the concept of home?”  This is more valid as 

we acknowledge our own impositions of knowledge and also investigate how children’s 

responses are shaped by our interactions with them.  

6.5. Construction of children-researchers in my project 

Christensen and Prout (2002, p. 484) highlight that “ethical practice is tied to 

the active construction of research relationships and cannot be based in presupposed 

ideas or stereotypes about children or childhood”. Throughout this dissertation, I have 

questioned the constructions that have been maintained in the research process and 

how these affected the nature of the research. My activities with children were always 

based on attempting to give them control and authority so they could generate their 

own ideas to the prompts. Guiding the process away from stereotypical form 

generation was also a conscious manoeuvre to escape from the constructions that are 

projected towards children’s art making. In this way, I was not maintaining that children 

were “innocent” or “vulnerable” but rather was establishing that I valued children’s 

ideas more than that of adults because of their “true understanding” (Saint-Exupéry, 

1943). 

 

The presupposed conceptions that I projected onto the children were those that 

I described in Chapter Two - namely that children were somehow more attuned to their 

imagination, more capable of spontaneous meaning making, more able to generate 

fantastical stories. Put simply, I felt that children were more engaged, more playful, and 

it was their playfulness that I required for my project to work. In one sense, children are 

more superior than adults in the realm of imagination. The construction of children as 

having a greater access to their imagination, essentially could have freed children from 

the child-adult dichotomy. By maintaining that they were more than capable of 

generating spontaneous creative outcomes, children were separated from the practices 

that would scaffold them towards generating creative conceptions. 

 

I entered the research encounter with presupposed ideas about children’s 

innate creativity, namely that they would quite spontaneously generate creative outputs 

for me. This meant that all I felt I needed to do was create the right sort of stimulus, 

provide this stimulus to the children and then collect the generated responses. If I were 

working with adults, I might have provided more scaffolding because I believed that 

they were not as capable of imaginary generation. Yet again, this position privileges 

childhood as the romantic ideal and the adult as the other relative to me and the 

children.  
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One of the initial goals of the research was to ascertain levels of creativity 

exhibited in the meaning-making verbalisations concerning children’s visual 

constructions. I was primarily seeking evidence of Torrence’s creativity markers of 

elaboration, originality, fluency, and flexibility (introduced in Chapter Four; as cited in 

both Amabile, 1996; and Proctor & Burnett, 2004). At the conclusion of the “field study” 

(Educational Context 6 – sfod universe – Appendix 14), I transcribed and analysed the 

children’s initial conversations and spoken responses. In a brief initial overview, I 

concluded that the majority of the verbalisations did not display the markers of 

creativity to any great extent. The marker most frequently displayed was fluency, which 

seemingly was just an indication of children’s energy and playfulness. Subsequently, I 

have noted that this fluency was mostly exhibited as the “theatre of the absurd”, which 

Ariel (2002, p.27) has identified as the “language of make-believe play” (noted in 

Chapter Two). Children’s generation of random and nonsensical thought is evidenced 

upon reading of the transcripts (Appendix 13 – Sample transcripts from Educational 

Context 6 - theatre of the absurd). 

 

When I reflected upon the verbalisations after transcription overall I felt that the 

verbalisations were quite simplistic and merely on the level of labelling (e.g., ‘this is a 

cat’, ‘this is a river’). The labelling was taken from daily life schemas (e.g., pet shop, 

shopping centre, slide, pool) or childhood fantasy stereotypes (e.g., princess, queen, 

monster). Beyond this were largely procedural verbalisations of journeying and 

encountering map elements (e.g., ‘here you jump on the rocks, then you swim through 

the river, then you avoid the mountains’). (Appendix 13 - Sample transcripts from 

Educational Context 6 - theatre of the absurd). 

 

A number of conclusions can be drawn from these outcomes. On one level, it 

may have challenged my view that children are “naturally” creative where I came to the 

understanding that children require scaffolding to reach the desired outcomes. This 

would be confirmed by Proctor and Burnett (2004) whose research study evaluated 

creativity in the classroom (in all key learning areas e.g., Science, Mathematics, The 

Arts) based on an enhanced version of Torrence’s creativity checklist. One of Proctor 

and Burnett’s conclusions was that children needed to be scaffolded through a design 

brief before they could generate their creative product. However, definitions of creativity 

still vary within disciplines. What is fluent in technology would be different to what may 

fluent in the arts. For example, my concept of fluency would involve the on-the-spot 

generation of absurd ideas that were original (statistically infrequent) within the art-play. 

Proctor and Burnett’s fluency would involve a carefully thought-out plan that was 
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purposeful and functional to the contributing discipline. I would perceive a child’s 

design of a building for an alien race that combined a telescope, sewage system and 

defence mechanism very original and creative. Proctor and Burnett would interpret this 

design as non-functional - how can it be both a telescope and sewage system if a 

telescope needs to be clean to work properly? In summary, Proctor and Burnett’s 

creativity might be enhanced by following a design brief (and be usable). For my artistic 

project, immersing children in more creative prompts may encourage greater creative 

output (of the non-usable kind). 

 

There are a variety of explanations which can explain why the children 

generated the particular conceptions that they did. All the children were girls from a 

relatively wealthy socio-economic context. This meant that they could have been more 

task-orientated, more disciplined and more controlled in relation to classroom tasks. 

The combination of gender and the nature of the task was also at play. Girls projected 

feminine scripts of pets and related accessories onto their sfod, with labelling that 

related to the feminine play spaces for these pets. In my pilot studies, boys exhibited 

masculine scripts of power and domination where the sfod were tokens of battle 

between groups. Boys could exhibit labelling of their items in a more complex and 

“inventive” sense as science-fiction themes and gadgetry are more related to boys 

popular play scripts than girls popular play environments. Similar arguments were 

made in Chapter Two about play being either creative or imitative. However, I do not 

wish to concern myself here with the multiple reasons for the quality of the 

verbalisations. I wish to emphasise the relationship between the actions of 

artist/teacher/researcher and the quality of the products that the children created.  

 

The children did not generate creative verbalisations in the way that I hoped for 

as I simply did not emphasise processes that would generate the particular creativity 

markers being sought. I was pre-occupied with capturing children’s random outcomes 

for my art project and was not focused on facilitating the development of their 

responses to any great extent. Consequently, the children generated their own random 

and fluent conceptions. By constructing the children as objects for the artist’s use, it did 

not really matter what they were saying - only that they were just energetically “saying” 

anything that could be captured as data, which I could later integrate into my project. I 

was interested in the random character of a prompt-response encounter which does 

not resonate now with my aim of pedagogic thoughtfulness and tact in my encounters 

with children.  
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The initial nature of my project which focused on assessing outcomes based on 

criteria - rather than on meaning questions - was “science-based”. Thus it was limited 

to what actually could be uncovered about the children in our lives. In contrast, an arts-

based research process is concerned with “uncertainty enhancement” where the 

researchers “efforts should not be confused with what a scientist attempts to do” 

(Barone, 1995, p.177). The goal of arts-based research is to contest the “modernist 

versions of science” where the development of knowledge is gained through 

“uncertainty reduction” by way of “explanation, prediction and control” (Barone, 1995, 

p.170). Seeking to judge the extent to which outcomes are achieved, is in opposition to 

the values of arts-based research. Therefore, the arbitrary measuring of children’s 

creative output was abandoned. 

6.6. “Capturing a moment in time” 

This chapter has reflected on the participatory research relationship between 

myself and the children. It has questioned how a particular construction of the research 

relationship provides research outcomes that either attempt to capture the children’s 

reality or simply result in presenting my own representations of the reality of children.  

 

The detritus of data collected from the videos and transcripts do not sufficiently 

capture the experience of the space, the relationships that formed between me and the 

children or, more importantly, the relationships that formed between the children and 

the sfod creatures. These encounters do not happen on the level of the counting of 

words or the analysis of sentences. They happen on the level of moments of feeling 

and affect. It was a substantive experience to witness the children responding to the 

creatures with love and attention. If I followed my initial interest of ascertaining levels of 

creativity and engagement, I would have represented my own perceptions of children 

and not have revealed the child. It would have been research that offered a text of the 

lives of children “that distance and estrange us from those lives rather than bring these 

lives closer into the field of vision of our interest in children as teachers [and artists]” 

(Van Manen, 1990, p.135). It would maintain the position of seeing children as objects 

– being acted upon - or as subjects – making judgments about their cognitive abilities. 

It would not have seen them as social actors or active participants who contribute to 

the transformative outcomes of arts-based research. 

 

The sfod entered the context of the participants as a construct of control and a 

vehicle for my artistic vision. I approached the field as an artist with a perspective on 

what my art needed to look like. The children were constructed as the only participants 

who could realise this vision because of their innate enthusiasm and creativity. They 
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were to act as the de-coders, the conduits of the initial art, who would generate 

products that would then become part of my artwork. The process was that of 

translation. I have a sign - they would translate and then give it back, somewhat 

mutated, through the “cute” randomness of the children’s touch. The relationship that I 

constructed was that of an assembly line of translations designed for artwork 

generation. Children were involved in the making-process and generated new concepts 

within that process. However, they were not involved in initialising the concept, nor 

were they involved in the final installation or the interpretation of the “data”. For the 

process to be genuinely participatory, the children would have needed to be involved in 

the majority of the process.  

 

The next chapter explores how research outcomes are conceived when 

considering “what matters to children”. I will also explicate the artistic outcomes of the 

doctoral study, in this way explicating what has mattered to me as the artist of the 

project. In Chapter Eight, I will conclude the dissertation with a summary of the 

transformatory outcomes of the research. 
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7. THE CHILD-ADULT UNIVERSE: final artwork 

In this chapter, I reflect upon the artistic outcomes of the project through 

exploring the function of my artwork through a variety of interpretative lenses. Firstly, 

utilising Gell’s (1998) “anthropological theory of art”, the art objects I created are 

conceptualised in their function within social interaction. Secondly, I explain the objects 

in terms of Horton and Kraftl’s (2006) “what matters to children” perspective of 

understanding children’s geographies. Finally, I investigate the relationship between 

the art objects and myself and so inquire into the creation of the art objects through a 

narrative lens.  The above deliberations conclude with the insight that the art objects to 

which I refer to are mutable in their function, depending on the context in which they 

happen to be found. Additionally, that locating art production within “children’s culture” 

bestows a different set of functions upon the art objects produced. The final parts of 

this chapter deal with a poetic-narrative application to the understanding of my artistic 

outcomes of the project. 

 

7.1. Introduction 

This chapter continues to explore the nature of the adult-child relationship in 

art-making with a focus on the construction of the art object. By way of summary; in 

Chapter Five I outlined how Lee (2001) proposed to empty out the category of adult 

“human being” to multiply becoming as a descriptor of all human beings. Growing up 

still had a temporal dimension differentiated between having access to multiple 

appendages and a slowing down of orders. I used Isrealstam’s (2007) work to explain 

the creation of a “creative/potential space” made between myself and the children, 

which has a basis in the dialectical process of child-adult / conformity-autonomy. In this 

chapter, I expand the idea of the “creative/potential space” by utilising Gell’s (1998) 

anthropological theory of art to suggest a particular relationship between the artist, the 

child and the art-object that counteracts the common relationship that is based in 

western theories of art. In Chapter Six, I discussed how the relationship between artist-

researcher and child-participant needs to be based on the framework of ethical 

symmetry for a more authentic relationship. This allows children’s voices to be 

represented. In this chapter, I expand on this idea by utilising the inquiry question of 

“what matters to children” in art-making. 

 

As I elaborated in Chapter Four, the relationship between the artist, the child 

and the artwork in the gallery is based on an institutional view of art. Artists are 

positioned as purveyors of knowledge about their art and the relationship is subsumed 
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under the function of art appreciation. The relationship between the artist and the child 

exposes the child to art appreciation. In Chapter Five, a counter-argument was 

proposed that suggested the relationship between the artist and the child needs to be 

pedagogic, rather than maintain dominant frameworks. This could be done by moving 

away from these institutional definitions of art towards conceptions of social 

relationships around art-objects. At this juncture, it is also important to explore the 

function of my artwork as the research outcomes of the dissertation is the generation 

and conceptualisation of the art practice. In Chapter Three, I explained my position as 

an artist/teacher/researcher and that the art produced is part of the research process 

exploring the pedagogic relationship mentioned previously. Within the triad of 

artist/teacher/researcher, it is necessary to have an understanding of the status of the 

artwork, and how one is evaluating the art produced by the artist and the participants 

beyond simply utilising art as a means of poetic reflections.  

 

The a/r/tography section of Chapter Three concluded that, if one claims that to 

be conducting research from the art locus, the research outcomes may need to be 

legitimised in the artworld. Consequently, the ways in which these domains negotiate is 

a methodological question (explored in Chapter Six in the discussion about the artist / 

teacher / researcher locus). Which domain has more of an influence on the dynamic 

and in what way? In Irwin, Beer, Springgay and Grauer’s (2006) a/r/tographical study of 

Chinese-Canadian’s sense of place, it is evident that the art outcomes are referred to 

minimally. This is because the focus is on articulating the research processes and 

investigating the experience of the Chinese-Canadians. Irwin et al.’s paper was a 

means for the authors to inquire into their emerging methodology. The authors may 

also claim that a/r/tography is not concerned with valuing one discipline over the other, 

as it is the existence amongst them that is of concern (Bickel, 2006). Even so, the 

paper still illustrates the position that the “art” in a/r/tography does not have a 

significant value in comparison to the other considerations. It is still conceptualised as 

only a means for pedagogic and methodological purposes. It seems that, in these 

cases, the “art” is left un-articulated and the potential of the research outcomes (if the 

art is the research: Sullivan, 2005) are not fully realised. The artist does not emerge 

here as Sullivan’s agentic identity. 

 

In Chapter Three, I introduced O’Donoghue’s (2009, p.353) position that “arts-

based researchers have not in any sustained manner considered the relationship 

between their practices and the practices of artists, or the different contexts in which 

they work” and that “due attention has not been given to emerging theories and 

philosophies of contemporary art”. Advancing the argument that arts-based 
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researchers need to consider the status of the artwork, I also propose that its 

existence, at whatever state of being as object of agency or aesthetic or institution, is 

being thought about deeply. The creation of the artwork is applied to various theoretical 

conceptualisations - they are tried on for size and thus may be rejected or appropriated 

or mutated. The investigation of the status of artwork is at the forefront of discussion 

and central to the reflective process of arts-based research. Finally, the artwork has a 

phenomenological status in the research - the deliberation upon the status of the 

artwork as it is created is the central lived-experience questioned in the research.  

 

The inquiries below illustrate how theoretical investigations of artworks and 

artistic practices enhance understanding of arts-based research (O’Donoghue, 2009, 

p.353). They also illustrate the relationship that the artist / teacher / researcher may 

have with their audience / students / participants. 

 

7.2. Gell’s “anthropology of art” (social relations) 

In Art and Agency: an Anthropological Theory, Gell (1998) proposed an 

anthropological theory of art to counteract the practice of using Western theories of art 

to understand non-Western art objects. Gell considers Western “aesthetic” and 

“institutional” theories of art as they attempt to provide definitions of the “art object”. 

 

Aesthetic theories propose that possessing an aesthetic purpose makes 

something art (Zangwill, 2002; Parsons, 2004). Parsons (2004) explores what aesthetic 

knowledge is sufficient to appropriately appreciate an artwork. In modern theories 

(formalism), to appreciate an artwork aesthetically is to consider all of its perceptual 

properties, such as its colour, shape, and size.  Here, aesthetic qualities only concern 

the surface properties of the work. In contrast, Parsons argues the cognitivist view 

where the context surrounding the production of the work is necessary in order to 

appreciate an artwork. Here, aesthetic qualities are not all formal. 

 

In Zangwill’s (2002) analysis, not all works of art have an aesthetic purpose. 

However, in one sense, aesthetic theories are rescued, by their counterexamples - 

conceptualising non-aesthetic works as “anti-aesthetic” or having a “negative aesthetic 

function”. Works like Duchamp’s Fountain are second-order works because they rely 

on other works to contextualise them. Fountain’s function was to contrast with 

traditional works that had an aesthetic function. It was for the viewer who already had 

an understanding of these conventional works. 
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Formulating theories of art that reject the aesthetic is no longer a challenging 

notion. Since the 1960s, the central position of postmodern debates surrounding 

contemporary art was the “deferral of aesthetic questions” as the qualifier of art to be 

“irrelevant, misguided, unhelpful, intellectually bankrupt, ideologically overdetermined, 

or otherwise beside the point” (Elkins, 2005, p.ix). Buchloh (1990) insisted that 

aesthetic deliberation immediately calls on institutional critique where value judgments 

about artworks are the constructions of these institutions. Like the interactive artists’ 

intentions discussed in Chapter Five, it is not the affective quality of the work that is 

important but the novelty of the communication act (Elkins, 2005). 

 

The “institutional theory of art” defines art as “whatever is treated as art by 

members of the institutionally recognised art world” (Gell, 1998, p.5). The definition of 

art in an anthropological context is problematic for Gell as non-Western societies, with 

which anthropologists concern themselves, do not have an “art-world”. However, their 

art is considered to be “art” in the Western “art-world”. Consequently, what these 

societies produce is considered art because we think it is, not because they believe 

themselves to be producing art.  Gell refers to the institutional recognition of non-

Western art objects as “enfranchisement”. For an object to be “enfranchised” as art 

means that it can only be understood within the parameters of art theory. In this way, 

Western art objects may have a context to understand themselves, and that these 

exotic art objects can become accessible to the Western art public. Understanding 

anthropological art objects through Western art theories has more to do with 

understanding Western ideology than understanding other cultures. Gell argues that it 

is insufficient to borrow Western art theories in this way to apply to the Other. Applying 

aesthetic theories to non-Western art objects “abstracts” them from the social purposes 

for which they were made. Thus, a specific “anthropological theory of art” needs to be 

devised to apply to these new art objects. The purpose of an anthropological theory of 

art is to understand the production and circulation of art objects within the context of 

social relations. The anthropological theory of art does not speak of “artworks” because 

they have been given a prior institutional definition and so can only ever be discussed 

in terms of art theory. Gell wants to avoid the term of “artwork” because of its 

institutional implications, because it has “undesirably exclusive connotations” (p.12). 

 

Within the anthropological theory, art objects are not obliged to defend 

themselves via aesthetic or institutional definitions but theoretical ones - “the art object 

is whatever is inserted into the ‘slot’ provided for art objects in the system of terms and 

relations envisaged in the theory” (Gell, 1998, p.7). Thus, the anthropological theory of 

art can accommodate anything being an art object. In some cases, the art object can 
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even be equivalent to a living being (e.g., an object representing a body of a divinity but 

believed to be the actual divinity). Gell proposes that “an archetypal instance of the 

subject-matter of the anthropology of art” (p.18) is when people form social relations 

with things. The example he provides is that of a girl with her doll, where the child 

becomes so bonded to the doll that it becomes a member of the family and is ascribed 

social agency normally only accorded to living beings. These inanimate social agents 

do not only have to be in the form of a human being. They can be any object, such as a 

stone representing a god (“animism” is the attribution of life to inanimate things, plants 

or animals: Gell, 1998, p.9). Objects become agents in particular social situations, and 

these agents can be “works of art”. 

 

Gell (1998, p.7) defines his anthropological theory of art as “social relations in 

the vicinity of objects mediating social agency”. The art object mediates social agency 

within a social context. Even though Gell’s theory deals with “social relations” and 

“social agency”, he maintains that it should not be confused with the sociology of art. 

The sociology of art is preoccupied with characteristics of art institutions (e.g., art 

public, art museums, art schools), rather than “the immediate context of social 

interactions and their ‘personal’ relations” (Gell, 1998, p.7).  

 

To conceptualise “social relations in the vicinity of objects mediating social 

agency” (Gell, 1998, p.7), a system of interrelated components of Gell’s “Art Nexus” 

(Figure 6-1) is proposed. The Art Nexus constitutes the “index” from which the art 

object motivates inferences - the “artist” who is the being responsible for the existence 

of the index, the “recipients” who exert agency via the index, and the “prototypes” 

represented in the index. The index from which abductions are made is an instrument 

or outcome of agency. Abductions are inferences made about the meaning of an object 

which are not arrived at by induction or deduction. Gell describes abduction as 

hypothetical inferences of a non-semiotic kind. He uses this concept to avoid the 

process of semiosis – where linguistic models are applied to those things where it is 

inapplicable to apply them. Gell defines “art-like situations” as those where the index 

(the material object) allows an “abduction of agency” (p.13). He further defines an 

agent as “one who causes events to happen…a source, the origin, of casual events, 

independently of the state of the physical universe” (p.16). 

 

An artist is responsible for the existence of the index. However, the artist may 

not necessarily be perceived to be human. Many objects are believed not to have been 

created by human beings. They may be of divine origin or have mysteriously appeared. 

For instance, it was often believed a depiction of a god was caused by the god willing 
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the image to be formed. Gell (1998) describes these objects as living very transactional 

lives. A recipient of the index can either be a patient (when agency is exercised upon 

them by the index) or an agent (they caused the creation of the object). The “prototype” 

(the entity that the index represents) is not necessarily a visual representation of the 

entity as in the case of a god in stone form. The stone “is an index of the god’s spatio-

temporal presence, but not his appearance” (p.26). All the elements of the “Art Nexus” 

(index, prototype, artist, patient) exist in relation to each other and are mutable in 

function (as is demonstrated through the complex equations in Gell’s book). For 

example, all entities can be social agents, and they can be in the agent or the patient 

position.  
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Figure 7-1 below, illustrates my application of Gell’s Art Nexus to exemplify how 

these elements function in my art-making context with the children. 

 

 

1)  Artist creates idea  creating an artwork  for the audience 

I have an idea to create a green square, I create this green square and then I 

show the children 

2)  Artist creates idea  audience creates artwork  for the audience or 

for the artist 

I tell the children to make a green square, they make the square, and then they 

show each other and me 

3)  Artist creates idea  creating an artwork  for the artist 

I create the sfod for myself 

4)  Idea informs  artist  to create artwork  for the audience  so 

that they can create an idea  for the artist  to create artwork  for the 

audience 

There exists the MBTI, this inspires me to create a visualisation in the form of 

the sfod, which I show to the children, they add to the sfod and give their 

responses to me, which I then display in the gallery 

 

Figure 7-1 – “social relational matrix” / Application of Gell’s (1998) “Art Nexus”   

 

According to Gell (1998, p.7), art objects do not need to define themselves via 

institutional art theories, rather their function emerges within “the social-relational 

matrix in which it is embedded”. Consequently, Gell is useful to apply to my context 

where the art object meets and is defined by the child audience. The art objects are 

animated by the children and so take on the qualities of living beings (Appendix 13 - 

Letters to the sfod - from Educational Context 6). As these objects mediate agency, in 
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some sense they are also bestowed with a divine origin (the sfod were found by the 

sfodamong; the sfodamong and the sfod originate from the 11th dimension). As 

illustrated in Figure 7-1, the function of my art objects emerges in their “social relational 

matrix’. 

Gell’s (1998) conceptualisation of non-Western art as Other complements 

Wilson’s (1997) position on the interpretations made about children’s art (investigated 

in Chapter Two). When interpreted from different ideological or aesthetic positions, 

Wilson contended that children’s creations can transform into things that are art or 

things that are not-art. The interpretation and understanding of children’s artwork is 

dependant on the interests, values and assumptions of the people who are interpreting 

the object. In this way, it is similar to Gell’s position on the enfranchisement of non-

Western objects (through Western art theories) as art. Modernism’s conflation of 

children and non-Western cultures, where both are perceived to possess an innate 

expressive power, has positioned the products of these groups as the art world Other. 

 

Interpreting children’s products in the light of an “aesthetic theory of art” (formal 

aesthetic qualities) does not allow entrance into children’s experiences. The potential 

danger of displaying children’s objects as “art” in an exhibition context is that Western 

art theories may be deployed to understand the work.  As is the case with non-Western 

art, this perspective removes the actual context of production of the work. Thus, in one 

sense, the work is rendered meaningless. The placement of the work in a gallery, 

outside of its context of production (such as a classroom context) may result in the 

work being approached in terms of particular aesthetic criteria. These judgements are 

inappropriate as when the social context of the production of the work is removed so 

too is the function of the work. Gell (1998) argues that a non-Western artwork may not 

function to be venerated as a beautiful object, but rather as an “index” of application of 

social interaction. Likewise, in my instance, the creation of an object allows the coming 

together of adult and child. It engenders a dialogue and permits a connection to be 

made around the object. These objects have aesthetic qualities, but more so, they 

afford a connection to the child participant/audience, rather than the external evaluation 

by an audience for their independent aesthetic merit.  

 

An adult audience who solely make formalistic judgments about the merits of 

the artwork disregard the function of the work. Particular judgments constrain and 

construct the process of art production of the children in relation to the adult. The 

exploration of the aesthetic qualifiers of the work bring forth the dialectic of conformity 

and autonomy - the control of the artist relative to the freedom of the children in the art-

making. The investigation of these dialectical processes makes us consider what 



 182

makes an encounter pedagogic - the tactful and thoughtful action with children (Van 

Manen, 1990, discussed in detail in Chapter Three).  

 

Just as Gell (1998) maintains in his critique of Western approaches which 

appropriate objects created by “the other” for “art”, to speak of “indigenous aesthetics”, 

or to try and understand the art of other cultures through Western canons is erroneous. 

This only helps us to understand ourselves, not the other. Rather, it inherently involves 

the position of understanding the other in their context, rather than in our context. So 

too, we should not attempt to understand the “child other” through adult art-world 

lenses, but through a perspective grounded in the world of this “child other”. In 

children’s geographies, this may mean a focus on “everydayness” and “materiality” 

(Horton and Kraftl, 2005). I adopt this approach in my discussion below.  

 

A conceptual exercise that I will employ here is to propose that the non-

Western “culture” which Gell refers can be applicable to the notion of “children’s 

culture”. As was proposed in previous chapters, “children’s culture” is a construct that 

has separated children from adult’s lives. In this instance, this construct will facilitate 

challenging the application of modernist aesthetic theories to child art (as was 

explained in Chapter Two). Rather than maintaining the exclusory position of children 

in a culture of their own, I refer to “children’s culture” as a way to understand the 

construction of the child “other” in the dominant framework.  

 

7.3.  “What matters to children” (the Other) 

 

 

 

Picture 7-1 – the children’s “quadrants of squares” / “the artifacts” 
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One of the key considerations maintained within this dissertation is that the 

encounter between the child and artist needs to address “what matters to children”, 

rather than to “always support and confirm adults’ authority, power and superiority” 

(Lee, 2001, p.47). The application of Gell’s (1998) theory elucidated that defining 

objects through Western art theories effectively sidelines the main participatory function 

of the work. Therefore, the potential for a pedagogic relationship is limited.  Gell posits 

that the “enfranchisement” (p.12) of the object removes the child from the art-making. 

Horton, Kraftl and Tucker (2008, p.338) remind us “to constantly problematise the 

absence of children and young people from broader contemporary ways of knowing, 

writing and researching the world”. Within Western art theories, the absence of children 

presents itself to us.  

 

However, I cannot deny that I experience a sense of the aesthetic in the work 

created with the children. This aesthetic is something experienced by the maker of the 

work, rather than an objective marker. For Eisner (2001a), the experience of the 

aesthetic in art-making deals with a satisfaction gained from working with materials. 

The experience of art-making is not about following rules but about embodied 

experience and following nuance. Making judgements about the qualities of a work – 

qualities being “phenomena that can be experienced by the senses” (2001a, p.136) - 

depends on a “rightness of fit”, as an artist has a “feeling” about the relationships of 

these qualities (Eisner, 2004). Further, 

 

The unique quality of experience that a particular shade of blue 

engenders, or the relationship between that shade of blue and, say, a 

field of gray on which it is situated. (Eisner, 2001a, p.136) 

 

The temperature of a colour might be a tad too warm, the edge of a 

shape might be a bit too sharp, the percussion might need to be a little 

more dynamic. What the arts teach is that attention to such matters 

matter. (Eisner, 2004, p.5) 

 

Eisner is telling us that the experience of art-making is the development of an 

understanding that these little nuances really matter. This resonates with Horton and 

Kraftl’s (2006a, 2006b) investigation of “what matters to children”.  As I articulated in 

Chapter Three, Horton and Kraftl (2006b, p.259) recommend that researchers, and 

children’s geographers, need to reconnect with the “ostensibly banal, low key, 

everyday things, places, embodiments and events” and that, as children’s 

geographers: 
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much can be learnt, practically and theoretically, from things that go 

on and on and on in the background; from stuff that is often unnoticed, 

often unsaid, often unsayable, often unacknowledged and often 

underestimated. (Horton & Kraftl, 2006b, p.259) 

 

Horton and Kraftl (2006b, p.270) encourage researchers “to envisage how 

children’s geographies (might) look if we take more time to think about what else ‘really’ 

matters—and how we know what ‘really’ matters”.  

 

To illustrate how these “everyday things” matter to children (in my study, 8 – 11 

year olds) within an art-making space, and to re-connect with a particular experience of 

the aesthetic, I will explore the process of creation which resulted in the “quadrant of 

squares” in my project (Appendix 14 – Educational Context 6 – sfod genaplore). Asking 

what matters to children in this encounter, and reflecting on how I experience the work, 

helps to reveal the function of my art objects - the extent to which the aesthetic is 

articulated, and the level of “social relations in the vicinity of objects” (Gell, 1998, p.7).  

 

The use of language here will shift slightly to the everyday and contextualised 

as a way to “recreate the lived world that the research describes” (Barone, 2001, p.25). 

Responding to the work aesthetically, in terms of traditional art appreciation, the viewer 

may see a pleasant arrangement of abstract shapes. Institutionally, these 

arrangements may remind the viewer of the seemingly random shapes of Kandinsky. 

Semiotically, the viewer may respond by thinking that what they are seeing is some 

sort of language or code trying to communicate a message. If the viewer looks more 

closely they are drawn by the materiality of the shapes that are made of various crafty-

paper materials, maybe reminiscent of the little paper off cuts found on the classroom 

floor. Some arrangements are neat and precise in their composition. Some are rough, 

untidy, compositionally clunky and slightly inept. 

 

The shapes, the remnants of experience, are trapped and suspended in time, in 

a context alien to itself. They are frozen in their display, the voices are gone, the joy 

cannot be perceived. They are the artefacts left behind by an ancient civilisation - the 

viewer tries to discern their functions, but the people are long gone. With only a 

fragment of them in their hands, with their modern eye, they give interpretation of use. 

The presence of the bodies are long gone; the bodies that enacted existence via the 

artefacts - the stories realised around the objects, the pleasures but also the emergent 

frustrations. All that is left are these objects under a cold gaze. The viewer does not 
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feel it - the viewer does not, and cannot, experience what it was like, how the objects 

were not separate, but were attached and part of being.  

 

I look at the objects and I sense the moments, the countless experiences of 

which they were a part. They seemed only to be created for the purpose of interaction, 

not formalistic object veneration. It is only these experiences that matter, the 

experiences that occurred through the objects. The objects are meaningful only as they 

speak to me of the moments I remember. The materiality and the everydayness of the 

experiences, the things that mattered in these moments of children’s lives, the things 

that mattered to me.  

 

I recall the classroom and the children within - the trouble of cutting the tiny 

shapes with their small hands, how some were so dextrous and proud of their skills, 

and others tried so hard, and had enormous difficulty in managing the scissors around 

all the tricky corners. How it mattered that you had sharp scissors, and how endless 

minutes were spent going through the scissor rack to find the best pair. How the 

colours of cardboard that you got really mattered, how the little smidgen of pink paper 

was the most significant item that you possessed at that moment - or the light pink the 

other group had was an intangible object filled with desire. How important it was to find 

a pale lilac pink, and how the shape just would not work without it. How significant the 

pieces of specialty paper were amongst the coloured-cardboard-sameness. That to 

have a new sheet of cardboard mattered. It was not good enough to have a piece that 

already had bits cut out of it, even though only a tiny piece was needed. That grey and 

brown cardboard were the most plentiful but obviously unwanted. Pink and purple and 

red were the ones that were needed the most, the ones that were begged for, the ones 

that you would plead to acquire. 

 

That being able to cut out squiggly bits, and things that looked like the perfect 

raindrop or love heart really mattered. That sticky tape is really really annoying, 

especially its habit of making its seam disappear, making it impossible to unravel. That 

grand procedures needed to be devised to deal with the misbehaviour of the sticky 

tape - sticking to desks, sticking to oneself. That there is a heap of trouble in trying to 

capture all the little pieces in the sticky tape - the sticky tape electrifies the shapes to 

itself perfectly, or if done haphazardly or even just randomly, you lose your 

composition. The most horrible part is the sticky tape’s bubbles and creases. The 

jealousy and frustration of the one that can do hers neatly and properly when some get 

it all scrunched up all the time. That surface is important - without a proper surface, the 

sticky tape will just not work.  
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How exciting it is to triumphantly finish your square, when you can come up to 

the front and get your little shape laminated. That it is exciting if you get to push it 

through the machine and how it comes out all changed at the other end. How important 

it is to keep it and to take it home. These little bits of coloured cardboard really matter. 

 

The sheer joy and excitement and adventure during the time when shape words 

are called out. “Now cut out a shape that looks a like an naughty fairy”. The called-out 

shape names build up the excitement. How the preposterous nature of the names is 

motivating, humorous, exciting. How a simple activity of cutting out coloured bits of 

cardboard is exhilarating. How varied and rich the responses are in our interaction 

together - more than anything a finished product can tell us. In these moments, I feel 

the being in the moment with the children, where it really does not matter what the 

outcome is at the end. It is just that we are here together, trapped in a continuous 

performative moment of the “theatre of the absurd” and that we can somehow establish 

a shared dialogue and connection. Life still seems wondrous and exciting, experienced 

in its simplicity. 

 

All these experiences are involved in the creation of a final form. The forms, 

trapped in the laminated square, are voiceless if we are not aware of the social context 

of production. However, it is the experiences that tell us the story of “being with”, and 

what matters in these encounters of art-making in children’s geographies. 

 

Again, it may be only a child who can experience these objects speaking to 

them – a secret language which excludes the adult world from intruding - “and no 

grown-ups will ever understand why it is so important!” (Saint-Exupéry, 1943/1995, 

p.107). (See Appendix 7 - The gallery stranger). 

 

7.4. Experience of art-making - The sfod coming into being (Self) 

The children’s art objects (Picture 7-1 - quadrant of squares) function as 

“indexes” of the social interactions that happened in relation to a certain set of 

circumstances. The sfod and related art productions have afforded social interaction. 

Although they possess an aesthetic quality, they are not intended to be functional in 

themselves as art objects - such as functioning as pre-inventive structures (Finke, 

Ward and Smith, 1992) or transitory objects (Winnicott, 1971). Consequently, aesthetic 

justifications are not made in relation to this object - even though it is important to make 
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theoretical ones. Yet I cannot deny the object’s aesthetic nature. It is necessary at this 

juncture to explore the history of the sfod.  

 

 

Picture 7-2 – 73 sfod / 16 personality types 

 

The emergence of the sfod in 2000 was a result of random play with materials. 

They occurred spontaneously, in the sense that I had no definite intention when I set 

out on the activity. It was a solitary activity. I started off with the idea of emulating circuit 

board components, as at that point, I was fascinated with their random machine beauty 

(Appendix 14 – Educational Context 1 – Page 37). There also existed a secondary 

intention - the need to use up my FIMO material that, up to that point was existing in 

my household waiting for its realisation. I wanted to create my own components 

(colours, patterns, shapes). During the beginning of realising this intention, something 

just did not “feel right” in relation to the envisioned outcome, yet what I was doing felt 

quite pleasant. In the emulation of a circuit component, a shape emerged. I had no 

ulterior motive of what would happen with these creations. I was just in a pleasant state 

of flow, excited about what was emerging. The more I created, the more I started to 

play with the shapes, to create variety. I did not stop until all the FIMO was used up. 

And there they were - seventy-three FIMO shapes. They were curious. I was drawn to 

their cuteness. I wanted to keep them. So I honoured them with existence and fired 

them into permanence. 

 

I do not remember the exact mediatory step between the sfod and the Myers-

Briggs Type Indicator (MBTI). The MBTI is a psychometric measure of “psychological 

type” developed by Briggs Myers (1976) which extrapolated Jung’s theory of 

personality. I was already creating works visualising the MBTI with coloured cardboard 
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cut-outs (Appendix 14 –MBTI indicators – Page 6-8). I think there came a point where I 

realised that there was potential to develop a work by categorising my FIMO shapes 

into MBTI’s “psychological types”. I remember days spent sorting these shapes into the 

“psychological attitudes” of extroversion (E) and introversion (I), then continuing  

categorisation into MBTI’s “psychological functions” – intuition (N), sensing (S), thinking 

(T), feeling (F), judging (J), perceiving (P). These decisions were made based on my 

own intuitive responses to the various written explanations of the various functions 

(Information About Personality Types, 1998; Centre for Applications of Psychological, 

n.d.; Bruzon, 2000). I was asking myself what shape communicated to me the “feeling 

function”. A description of “warm, sympathetic, aware of how other feel” (Bayne, 1997, 

p.34) brought to mind soft looking shapes and warm colours. A “thinking function” 

described as “fair, firm-minded, sceptical, critical” (Bayne, 1997, p.34) brought to mind 

stern shapes and cool colours. In type theory extroversion (E) is referred to as feeling 

pulled into the outer world where “there is a desire to act on the environment, to affirm 

its importance, to increase its effect” (Bayne, 1997, p.27). Introversion (I) is 

characterised as feeling pushed/pulled into the inner world, “thus valuing peace and 

solitude” (Bayne, 1997, p.27). For me, this suggested visualising introversion as closed 

shapes, and extroversion as shapes that were open (the ones that had points that 

extended themselves out into the world). 

 

I found myself participating in these classificatory acts because, in one sense, it 

was my natural expression of play. At the same time, I was drawn to this sort of 

“scientific” behaviour of redescribing and translating reality into fabricated constructs. It 

was not because I believed these personality classifications to represent “truth claims” 

but because I found it a curious and absurd human activity. This act of categorising 

was somewhat of a creative act of invention, and also implied the absurdity of time 

spent classifying things - it was just this sense of everydayness that a human would 

want to do this. I found it could parallel the way that I behaved in my creative activities 

– a lot of time spent in repetitive monotonous art acts, acts of colourful multiples that 

occupied time. It seemed that I was always doing this. It was my nature to do this (the 

child categorisation of cut-out princesses, cotton spools, Barbie dolls which I recall in 

the narrative of Appendix 4). These acts of collection connected me to childhood. It 

was, and is, about children’s attraction to multiple characters and typing, reflected in 

popular toys and games (e.g.  Pokémon).  

 

At the onset, the categorisation of the sfod was an intuitive process. It was 

incidental and it was specific to me (i.e., I did not consult colour/shape symbolism 

schemas). Other adults might have made similar categorisations but then they may not. 
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What I have learned from my encounters with children is that this is a learned, not 

innate, response. Children made any association to shape/colour in relation to emotion, 

to whatever seemed to make sense to them. In this instance, their responses were 

more independent (although they would become more collective, the more “training” 

they received in relation to symbolism, as I witnessed in activities with the senior art 

classes). Children did not function on the level of symbolic communication but on 

another level – on the level of preference. For example, when I asked “why did you pick 

pink to mean angry?”, the child responded, “because they are all feeling very pinky and 

that makes them angry and annoyed”. This categorisation of children is not perceived 

by me as a deficit position as has been articulate by Arnheim (2006) who sees such 

categorisations as developmentally immature. Rather, I am suggesting that symbolic 

communications is a social construction, and thus, a representation of a particular form 

of conformity. 

 

The nature of the sfod has afforded a variability of functions. The sfod emerged 

from my act of play, to be appointed the function of visualisation of a concept. They 

were then employed for the role of an art object, to be subsequently transformed into 

the play objects of children. In the play acts of children, the sfod were then further 

vested with specific functions, to be returned in their new state as an object of display.   

 

In these variable functions, the sfod fulfil the role of a play object (the “pivot” 

discussed in Chapter Two). It is in the manifestation of the ideal/ultimate play object 

that the sfod realise their state of being. It is, at the same time, my play object, the 

child’s object, and the shared object between the child and adult. It can be interpreted 

as my transitory object of entrance into the world and the child’s transitory object into 

transformatory acts. It is the object of the “dialectical space” (Israelstam, 2007), the 

pre-inventive object of Finke, Ward and Smith (1992), the transitory object of Winnicott 

(1971), Gell’s (1998) animised art object. As the sfod object entered the world in the act 

of play (from adult), it enacts its role as play object (for child).  The art objects, created 

by the children via the sfod play objects, communicate to other children, through me, 

the artist. (Appendix 7 - The gallery stranger). 

 

The sfod objects are mutable in their function. Sometimes, the function of the 

objects may be appropriately focused on aesthetic deliberations and sometimes on 

their social functions. For instance, articulating the function of the sfod as artworks may 

afford institutional art theories which focus on various definitions of art. Sometimes 

these deliberations fit, at other times they are inadequate or even redundant. Whilst 

there is no one single way that this object has to be, particular definitions can be 
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constraining, especially when children become participants in the work. The sfod tell 

many narratives, they suit various domains, they are alterable entities. Their being is 

not constant and static. They are representative and are represented by many things 

(as has been stated above). 

 

From one perspective, the art objects can be defined as functioning in the 

“social-relational matrix” (Figure 6-1). The sfod seem to be the most shiftable of entities 

in relation to their ontological identity (they mainly belong to me – they are given as a 

gift for sharing to the children). The children’s artefacts are more realised in their social-

agency matrix (they mainly belong to the children – they give them to me as a gift). 

Then there is the digital entity, which can be conceptualised as an outcome, or as my 

final point of visual reflection, a further/final point of phenomenological analysis (it 

belongs to me, it bypasses the children). Its first function is for my working-out of 

meaning questions – a site of inquiry through making. Its final form is for the wider 

audience of academic scrutiny. It has been realised as the artefact of inquiry - my 

re/questioning of my key concern of “why children?” and “are the children present in the 

work?” Below, I investigate the nature of the final artistic outcome of the research.  

 

7.5. “Rightness of fit” and becoming of the “digital entity” 

As is often the case in arts-based research - researching, writing and art-

making are deeply intertwined. The final art outcome has only fully articulated itself to 

me at the very end of the project, as the act of writing brings it forth into consciousness.  

 

I will begin with my intentions. Initially, the sfod entered the digital domain 

because of their desire for immateriality - it seemed that they were natives of a cyber 

existence. Such a digital environment allowed for their uncapturable presence, their 

mutability in the changeable and unfamiliar environment to be delivered via the screen. 

Their disembodied existence allowed for them to live without completion where abstract 

theories could be visually tested and knowledge pertaining to the sfod could continually 

evolve.  

 

Once the major project with the children started (Appendix 14 – Educational 

Context 5 – sfod universe – Page 28-29), I entered the educational domain and was 

busy capturing “data” from the children in the school setting, with only a muted form of 

artistic interpretation. My focus was on the logistics of getting the pedagogical 

procedures right. Months were then spent collating the recordings and creating a 

website of data storage, where all the interactions made by the children at each stage 
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of the journey would be made accessible. At this juncture, the only artistic interpretation 

of the “data” was an obsessive compulsion to create screen grabs from the video 

footage of the children interacting with the art objects. I was fixated on stopping the 

video time-line at a point where all the visual elements on the screen combined to 

generate a composition that was fascinating to me in its random beauty of abstract 

combination.  

 

Even though these artistic fixations satisfied the creation of the project website, 

I felt a general unease as my goal to create an “artwork” that would integrate all of the 

children’s responses into one digital form was not being realised. I was still unclear how 

this would happen but I also felt confident that an idea would emerge. I envisaged 

many forms that it would take and I started on a variety of these mind-formations. One 

of the very first formed ideas was that it would be a learning object - it would model the 

procedures that the students undertook during the activities (Appendix 14 – 

Educational Context 6 – sfod genaplore – PowerPoint visualisation – Page 25-27). The 

user would follow a sequence of steps that would result in one of the children’s 

completed artefacts. In this way, the digital interface would achieve two things: it would 

model the process of creative thinking (Finke, Ward and Smith, 1992 - Genaplore 

model), and at the same time, it would visualise the data from the children. I started on 

this process but realised that the series of technological steps required to achieve this 

would be intensive. As I reflected more on my practice, these goals become no longer 

sufficient as they did not align to the arts-based research practices and outcomes that I 

was reviewing.    

 

Then I thought about my practice in terms of modal translations. If I was 

translating modes from one to another, and also translating from one domain to the 

other, then the final digitisation should also realise this translation. Thus, I followed the 

track of visualising the sfod worlds. Maybe they could be cells? Maybe each of the cell 

organelles could be a MBTI indicator? What if I then took each of the children’s 

coloured abstractions, scanned them and translated them again into digital shapes that 

then formed part of a digital interactive game? (Appendix 14 – Educational Context 6 – 

sfod genaplore – interactive games – Page 26 ). The type of the game chosen would 

be determined by the animated visualisation of the sfod’s personality. No, this was not 

sufficient. What has my project got to do with cells anyway? Nothing. Translation is 

important but not translation into cells. I was stumbling here in the dark searching for 

appropriate metaphors. Why are these children’s shapes being turned into Flash™ 

software games? What is that proving? What is that communicating? Nothing was 
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working for me. I left it, hoping that maybe inspiration would visit me at another moment 

in time.  

 

Transformation begins when we reach such a crisis, a predicament, where all of 

our previous perspectives/approaches, just do not seem to fit anymore (Mezirow, 

2001). It was at this point in my research journey that I was challenged by the question 

- why are children important in my project? When I responded to this question, and 

started to inquire into its nature, I realised that this “digital entity”, which had been 

causing me such artistic angst/grief could not be any longer. It had to be another way - 

a way that would enable me to answer the question. A new framework was required 

which would be consistent with the new values and beliefs that had emerged and 

become transformed through the research. I now sought a “thing” that would stand for 

the transformation. A “thing” that communicated my inquiry’s insights and would allow 

me to discuss each element and fully articulate a reason why it was the way that it was 

- that each decision was thought through, reflected upon, and mainly consistent with 

the new values that I adopted within the research.  

 

Considering the affect of the artwork on the reader, Barone (1995) pondered 

what piece of writing has more force in modifying reader values and beliefs - an arts-

based narrative or a fictitious novel that deals with the same themes? Barone suggests 

that it is the fictitious novel which, not being constrained by the reality of the situation, 

has room for the incorporation of more lavish metaphors. Richer metaphors speak to 

readers on more intense and convincing levels. I suggest here that, because of the 

nature of the implications of arts-based researcher’s ethical relationships with children, 

these practitioners need to more deeply consider their selection of metaphors, as they 

need to be consistent with the ethical values and beliefs represented in their work.  

 

The analysis of Biocollage in Chapter Four demonstrated that it was necessary 

to analyse and interpret the features of the artwork, by asking questions, such as; why 

are the children contributing “cute” stereotypical creatures? Why don’t I feel the 

presence of the children while they were working? Was this not important and why was 

it that only the final form had priority? What were the children’s experiences? What 

were the artist’s experiences working with the children? What assumptions is the artist 

bringing into the project in relation to the children? Is he reinforcing or challenging 

these values? How might these assumptions constrain the children? How do they 

constrain to the artist? These all lead to one question: is the artist seeing the children 

as social agents/active participants or as objects/subjects? 
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In relation the art outcomes of Irwin et al. (2006), we ought to inquire into the 

ethical symmetry in the art-making process with the participants. Are the participants 

being “told” what to do in the art-making process? In Irwin et al.’s study “the decision 

rested with the artists though the families were consulted” (Irwin et al., 2006, p.78). Is 

there any potential to acknowledge or to develop the artistic “expression” of the 

participants or are they simply undergoing a form art therapy, where their objects will 

be taken for display – alike the ethnographic other? At what level are the final exhibition 

elements consistent with what is communicated about Chinese-Canadian experiences 

or is the final visual art outcome just a story/photo-board? What is the boundary 

between the visual art outcome being just a poster display or an artwork? Why is the 

status of the “art-object” not scrutinised to any great detail? In the light of the 

experiences of the participants, does it seem superficial? As was mentioned above, 

these questions might indicate that some major component or potential of art status 

deliberations are being ignored. Questioning the status of the artworks is a site of 

inquiry as we may realise our own values in the project - to ourselves, to our 

participants, but also to the audience.   

 

Below is an exploration that demonstrates this process of inquiry into the final 

art outcomes of a visually arts-based investigation from which emerges a poetic 

narrative rendering.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 194

7.6. Studio outcomes - Final digital work 

 

 

Picture 7-3 – screen grab from “final digital work” sfod worlds. 

 

This chapter’s discussion now leads me to the point where the final form 

emerges. As I explained previously, this level of investigation is important if we are to 

make any valid statements about why, as a/r/t practitioners, we need to think deeply 

about the artistic outcomes of our research (in its ethical capacity, but also its “art 

object as central” capacity). The aim of this investigation is to reach a conclusion about 

the ontological status of the work in its final point of inquiry.  
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7.7. Final Form 

Numerous and complex questions present themselves to me at this time. Why 

does the final outcome even have to be in a digital form? Why does it have to be 

manifested as it is in its final form? How do I perceive it as an art object? Is it still the 

visualisation of data? What will be the future of the art objects that I produce? What 

form will they take? 

 

As I entered the doctoral project, I intended to evolve the visual forms of the 

sfod through the encounters with the children. However, in the final stages, I reflect that 

what actually emerged was a desire for the sfod to reach their final conclusion, to be let 

go. There emerged the aspiration to complete them philosophically, rather than evolve 

them visually. In focussing on the philosophical implications, I was able to arrive at 

some phenomenological understandings of what was happening in my practice, which 

provided an entrance into a new future direction for my work.  

 

I shall now focus on discussing the various features of the final form. 

 

The sentences  

 

 

Picture 7-4 - Image of sentence – esfp-1 

 

The level of sophistication of the sfod description depended on the intended 

year level. For instance, for grade 3, the esfp-1 was described as; “They like to be 

busy”, in the grade 5 context, the esfp-1 was described as “excited about new activities 

and new relationships”. Thus, the sfod descriptions are specific to the age group they 

meet. The aesthetic choice of the child-like script, expresses the aesthetic experience 

of the digital entity.  
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I wanted it to capture the voice of the children, to address the question “why 

children” in my work. I wanted this question to be answered in the digital work: that it 

would represent the transformation; that it was my interpretation and summation of 

everything that had happened; that it would bring all the disjointed elements together. 

In this joining, I wanted the digital entity (mainly myself as the audience in this case) to 

communicate the sense of the experiences of the children who were involved in the 

project.  

 

There were two points of tension and conflict that I wanted to avoid: firstly, the 

representation of childhood, and secondly, the adultification (a digital experience 

removed from any sense of the child-like) or digitisation (digital perfection, advanced 

gadgetry, development of the digital aesthetic pushed by commercial endeavours) of 

my summation of what happened with the children in the digital realm. The first 

construct would be a dangerous path as it would mean reinforcing visual stereotypes of 

childhood as an affective state (Horton and Kraftl, 2006b). The second 

conceptualisation of adultification would remove the presence of children in the project 

and reinforce the adult in the child/adult dichotomy. What is evident here in these 

aesthetic deliberations is that these same tensions can play out when we attempt to 

negotiate ethical symmetry in research practices with children. It is also a 

representation of the struggle between two of these dialectical entities. What then 

would the space of the in-between look like if we were to hold and contain this struggle 

(the digital entity as the visual manifestation of the realm of the in-between)? 

 

It is apparent that the sentences are written in a child-like script: Does this imply 

that I am utilising the stereotype of a child’s cute incompetence? That is not my 

intention. Rather, I am indicating via this index, that in so many ways, child and adult 

are on the same existential plane of becoming. I hand-wrote the script on the computer 

using the computer mouse. I was trying my best to form the letters. However, the fine-

motor control required for this task meant that my best efforts turned similar to 

children’s writing (Appendix 12 – letters to the sfod). The resulting script depends on 

the amount of practice in the hand. There is also other writing in this digital interface 

which I wrote with my weaker left-hand and then scanned. Again, the results remind us 

of children’s writing, not because of their “innocence”, just the resultant materiality 

between tool and embodied development.  

 

What I was attempting to do in these gestures was to bring myself into the 

realm of the child (as opposed to the prior intentions of the exhibition which were to 

bring the children into the realm of the adults). In this way, am I operating like the 
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modernist artist – finding the child within, using/appropriating the unconscious 

/unformalised child forms? I would argue not, as this position is dependant on 

values/intentions. It is not a use/appropriation but a connecting. At what point do the 

child/adult meet, not growing up, but going on (Horton and Kraftl, 2006a) – the 

formulations, the marks that we make, where we exist in a sense of sameness and not 

difference. 

 

It was a long journey, to turn type into handwriting…into the realm of the in-

between. 

 

The worlds  

 

Picture 7-5 – image of the worlds 

 

I struggled to find the appropriate metaphor to visualise the MBTI worlds that 

the sfod are contextualised within. I ended up with circular, minimalistic geometric 

shapes, drawn in pastels, and then scanned into the computer. I tried to be consistent 

and find a ‘rightness of fit’ to my aesthetic decisions of the past. The first time’ I was 

conceptualising the sfod and the materials to which I was drawn (drawn to maybe 
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because of the connection to my own childhood art making – the mantra of drawing 

circles seared into my unconscious).  

In their current existence – rotating “neurotic” (Price, 1998) entities - function as 

a contrast to the technologised interfaces - the slick and neat of the dominant digital 

framework. This is my reconceptualisation of that space. The rotating “worlds” contrast 

to the technological aesthetic that is used to perfect and make easy. They bring the 

sense of the hand-made, the unrefined. Yet somehow they still perform within digital 

interactive rules - they grow bigger once we mouse over them and then they stick, 

suspended, and somehow annoying. Their behaviour seems somewhat random but 

also uniform. I engage in digital play behaviour, interacting with the circles that become 

“worlds” in the realm of play’s make believe. Again, I have constructed a space to play 

within (the appendages merely have increased through the digital connections). 

 

The worlds come closer via our touch. We focus in and focus out, using 

Eisner’s, (2004) first mode of thinking. The closer we manage to get to this make 

believe world, the more detail we see. We sense the marks of the pencil and the rough 

edges. In this way, we experience the everydayness of that act, we experience 

aesthetic poignancy in this detail, and we are trapped in time. We move out again and 

our fascination ceases for the moment. We see the “worlds” in the entirety; and they 

appear to us somewhat neurotic. 

 

The sfod (simulacra from other dimensions) 

 

Picture 7-6 -  Image of the sfod 
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The sfod are a constant, they are themselves, as they have always been. They 

are the stable entities among the raging dialectical torrents. They are able to exist in 

any habitat.  

 

Here, they shuffle within the rotating worlds when it is their time to speak. They 

are alive, creature-like, or they have become alive. When we want to listen to them, 

they do not speak in their voice, but in the voices that have imbued them with meaning, 

that animated them into existence and gave them purpose and function. They become 

real through naming, and through their sharing with an Other. They are vessels that 

carry messages from the Other, the other side of the dialectical edge; that usually 

separates us - us from them. They are carriers of meaning - meaning without purpose, 

but with substance and essence and all the things that matter. They present 

themselves to us, cartoon-like, but faceless. We-adult cannot connect to this faceless 

presence. In the real of the in-between, we project our faces onto the entities. They are 

us-child, they are alien. We-children transfer our desires onto their facelessness, we 

feel their vibrations projecting back their thought of us-child. They vibrate their visions 

into the world. Like a Babel fish, we take them in and we hear voices of others 

translated into our tongue - not only translated but transformed. 

 

The videos 

 

 

Picture 7-7 – the videos 

 

An attempt was made to get the children’s voices into the work - their 

experiences and the fact that they existed and were a part of the work. The challenge 

was how to insert the video in a way that was somewhat transformed artistically so that 

it would meld seamlessly into the work.  

 

After various form of mutation had been applied to the imported video, the 

simplicity and consistency of the circle emerged yet again. 
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…It is… 

…like a peephole through which we watch the mysterious play rituals. 

…a wormhole into another dimension of the world of the in-between 

…a telescope through which we view a distant land, the “other” culture. Or we 

close one eye and peer through our fisted hands like a telescope. We are one yet 

apart. 

…the Petri-dish where we see life forming. The artificial environment that still 

allows things to grow.  

…something captured, mere snippets, and played out over and over. 

…fragments of thought projected, experiences caught and bottled, infinitely 

stuck in the same moment. Playing out the same ritual over and over, like others have 

played out, yet uniquely, never to be repeated in the exact same way. 

…multiples of windows emerging within the digital play space. Like the birth and 

death of stars.  

…moments of life that spring out of nothingness. Like droplets of water uniting 

back with the ocean.  

…multiple universes bubble out to the surface. We see such a different world 

through each portal, yet built of the same matter, united in existence.  

 

Multiple voices rebound through space, reaching us on the other side of make-

believe. The voices are indiscernible. We pick out some words. They are familiar to us 

but mostly it is a mass of sound. We hear the chirp of children, yet somehow unnatural, 

repetitive. We cannot understand because of the distortions of space, or we have 

difficulty understanding another’s language and we pick out that to which we connect. 

We may want to connect to some sort of innocence and cuteness. Are these just 

robotised thoughts, repeating, rebounding, somehow transformed and alien? So many 

voices. How can we make any sense?  We want to make sense, but do we need to? 

Can’t we just sit here and be in the moment of listening, hearing the variance of sounds 

as it is, in its being-ness?  We might be annoyed. We might be nauseated from the 

quality of the sounds. Is this just the nausea of life that we hear?  

 

So many movements of our hands. The interaction with the digital play space - 

each instance creating a ripple in the space, the opening of a vortex into this other 

world, the multiple universes of children’s experiences open out to us, and we see 

traces of something that can be discerned. But really, we never can, we can never 

really fully be there, we can never return. We have our memories but these are also 

traces. From traces of these memories, and from real encounters with children, and 

what they choose to tell us, we make out a construct of what it is like, and what it was 
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like – but we can never ever know in our adult-like state – what the be-in-ness of child 

is in its entirety. So we have a map, a simulacrum, a semblance of something, a 

distorted representation. 

 

An entity seeks to capture experiences of the pedagogic encounter through 

crafting modal metaphors; searching for the evocative; assembling an a/r/tographic 

verisimilitude.  

 

 The artifacts  

 

Picture 7-8 – the artifacts 

 

The artifacts are the leftovers that remain after the seeking-entity, the witness, 

peers through the gaps into the other dimension of strange voices and rituals, 

repeating. This other culture not clearly understood yet it is familiar. We remember 

sharing similar moments, being there, but now captured they remain trapped and 

repeating. We watch a moment appear. We focus our attention on this semblance. This 

semblance is unique yet the same pattern repeats. We witness them. The children are 

present here in this new world that has been made for them. We know that they were 

here. They were here in this state. This state that is captured - of chirping voices 

communicating non sensical movements. They were here, I am showing you. Still there 

needs to be a remnant, a reminder lingering there, present and still. After the focus on 

the act of experience, there emerges this index, this thing that points to something that 

had happened. They remain there still reminding us of the noises. We hear them but 

they remain merely in mind and a marking is retained. What is it like? A captured 

moment of our encounter. Instructions given or my mind becoming real and actualised 

in another. A connection being made with the human race in neutine form. There are 

crystalline beginnings of actualisation - it is about life forming, life reflecting itself in 

formation of universal form, spread out like the cosmos. Little creations forming, 

witnessing Nebulas. They remain here like the traces of the big bang. This is where it 

started. It led to these - these still forms staring back at us, as if all knowing. They look 

back faceless and yet as grand and unfathomable as the dust and star formation. 

These forms have been transformed. They are merely childlike. They are merely a 

translation into the inept formations, but they are there. They have been formed to 
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exist, by little hands that hear a voice, countless hands moving and generating, 

combining, trapping. There is no apparent reason except that it was said, without 

question because of the flow of the moment. They are present in many forms. They 

have been reproduced countless times now. They enter now into multiple assemblages 

where the time has slowed down. They have arisen from some random recesses of 

chemicals combining. They are united together to share the same purpose. They exist - 

these artifacts of trapped moments that can be anything. Just anything that you want 

them to be if you allow them.  

 

Summation of the space 

 

The space exists now and traps and combines all experiences. The sfod worlds 

that have merged with child world. They live together now in this digital space. I have 

manifested these worlds in this formation - this alien world with the child world. They 

are both imagined. Both are concocted and emergent out of thoughts rattling together 

and swirling. Here is the imagined world of the sfod. This particular way of making 

sense out of other swirling theories and concepts, translated into something that felt so 

comfortable. The toying with my dolls filled with personalities as a way to fulfil my 

sense of boredom. Then there is this other semblance. This child-world created at the 

meeting with the sfod. Which was more real? The child-world was tangible. I was there 

with these beings. I brought them the sfod and they liked each other. The sfod were 

taken up, they connected with many imaginary worlds, to live on. They exist forever in 

these encounters. They become real in this moment. For this short time, they were 

animated. I held on and captured this miracle. As soon as it formed it was gone. A 

memory is retained. It lingers. It can be let go. As the universe began, it ends, it does 

not go into oblivion. It remains as a memory in the witness. Was the witness satisfied 

with its creation? There is no audible answer. 

7.8. Conclusion…what matters  

The purpose of questioning what matters to children is to uncover the 

constructed art-making spaces of childhood, so that, as artists/teachers/researchers, 

there can be a connection to the lifeworlds of children for more tactful and thoughtful 

action.  

 

Children approached the art objects in their everydayness. The children entered 

the world alongside the other objects of the world and are compared to them in their 

everydayness. Children will ask of the object everyday questions like:  How did you 

make this spike? What did you make it out of? It looks like… It reminds me 
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of…(Appendix 12 – letters to the sfod).  This is in contrast with questions from the adult 

art world: How is it contextualised to other artworks? How does it communicate an 

intention? If the art object then becomes animated by the child (Winnicott, 1971; 

Singer, 1973), a new set of questions and circumstances will arise. The object is 

transformed into a living being and will afford questions that are afforded to living 

beings: Why does it do this? What does it like? Where is it from? (Appendix 7 – the 

gallery strategy). 

 

Eisner’s (2001) “nuances” were experienced in the materiality of art-making. 

These nuances included the particular shade of pink, the particular “rightness” of a 

shape, the quality of the cardboard, the embodiment of the scissors or sticky tape, the 

transformatory effects of the laminate. The experience of the aesthetic in everydayness 

and materiality and “rightness of fit”, I experience within my art-making. 

 

For Gell (1998), the application of Western art theories to art objects means 

that the object of the cultural other is brought into the Western art-world. Likewise, the 

institutionalisation of the child object brings the child world into the adult realm, where 

contextual and personal meanings are lost.  

 

Figure 7-2 – child-art-relational matrix “art-nexus” 
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The adult realm is separated from the child realm by having access to a greater number 

of assemblages. The child realm is characterised by quick changes between orders. In 

the adult realm these changes are slowed down. In the realm of the in-between the 

child becomes adult-child and the adult, child-adult. The artist self stands both as adult 

and as child but is only responsible for the existence of the index from the adult realm. 

 

The recipient makes abductions from the index. The recipient can be both adult and 

child. The movement of agencies and abductions between artist, index and recipient 

occur in the realm of the in-between. In this realm - adults, children, assemblages and 

orders do not take a definitive form. 

 

The artist-self-agent begins by causing an art-like situation to happen: 

 

In movement (1) the artist creates an index for the adult audience. In the adult realm the 

index belongs to a stable order and is attached to the assemblage of art gallery and 

related systems.  

 

In movement (2) the child creates indexes for herself. These can change quickly from 

multiple orders and they are not attached to any assemblage.  

 

In movement (3) the artist enters through the in-between realm to become child. As 

child, the artist-self causes an index to exist. The index transforms through multiple 

orders but in the child-realm, the index is assemblages-less. The artist creates for self.  

To grant the index a stable order and attach it to the assemblage of the art-world the 

index is taken into the adult realm.  

 

In movement (4) the adult-artist-self, through the child realm of quick changes between 

orders, originates the index. The index is then provided to the recipient child who exerts 

agency via the index and becomes responsible for the existence of another index. 

These indexes are then moved into the adult realm where they become stable and 

attached to the multiple adult assemblages. Child becomes adult via attachment to the 

adult artist through the index. 

7.9. Dialectic of art-world – child-world 

The significance of explaining “enfranchisement” (Gell, 1998) is that an 

outcome of the dissertation is artworks in an exhibition context. Further, as explored in 

Chapters Three and Six, the nature of a/r/tographical work exists in a particular 

predicament of legitimacy of what makes the work “art” practice and what makes it 

enter another domain.  
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The creation of a particular aesthetic for an exhibition existed within the 

dialectic tension of creating “art-world” art and children’s “Ket aesthetic” (Thompson, 

2006). I wanted to realise an exhibition to which children contributed but that did not 

appear as “child art” or classroom display, which challenged the assumption of the 

dichotomy between children and adults. I wanted to challenge current thinking which 

suggests that children’s art-making should be relegated to some separated unimportant 

part of the gallery - or that no artist would exhibit the work that they did with children as 

it was not perceived to be the artist’s oeuvre - that such work is undeveloped 

aesthetically and therefore not legitimised as art belonging to the art world. 

 

As investigated in Chapter Six, my intention to exhibit children’s art-work as a 

component of my work created a particular aesthetic dilemma. My intention to 

challenge the adult-child dichotomy of the dominant framework, through an exhibition 

context, meant that I wielded aesthetic control over children to create a certain level of 

work. Consequently this undermined the truly meaningful part of the work of the 

children - their own knowledge contribution and their voice about what mattered to 

them. In my dialectical entanglements, I was entranced with the idea that I needed to 

“get out” the “best” art from the children, to justify how my project was “better” than 

others. In this sense, I wanted the children to produce these “quality” things for myself 

and not for them. Seeking to elicit the most aesthetically-pleasing artifacts from the 

children as a representation of my effectiveness as artist/teacher saw the construction 

of child as object as acted upon by others, inherently vulnerable and incompetent, or 

child as subject to be engaged with in developmentally-appropriate ways (Christensen 

and Prout, 2002). In striving for an aesthetic product from the children, I yielded to the 

“institutional aesthetic theory” applying the definitions of art to those that were not 

operating on art-world terms. Such yielding can be interpreted through Lee’s (2001) 

adult/child dichotomy. The adult is attached to multiple appendages (the institution of 

art), whereas the child is devoid of any “serious” attachments.  

 

This process of “aestheticisation” (displaying the objects in a formalised 

exhibition leading the children towards highly polished work) was a way of equating 

children, and their reactions, with those of adults. In one sense, this was one of my 

emancipatory intentions – to reduce the othering of children by bringing them closer to 

the institutionalised world of adults. However, this contradictory act would mean that 

this elevation to the realm of adults would also result in the continuation of their control 

via the dominant positions of development and socialisation. An alternative would be to 

bring adults to the realm of the children, as a way to understand the children’s world, 

their experiences and what matters to them ( 
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Figure 7-2). 

 

Thinking back to Gell (1998), our desire to view the art of children in this 

aesthetic context says more about adults’ own ideology of aesthetic veneration, than 

anything about children, and what matters to them. By viewing children’s art through 

this “aestheticism” or “enfranchisement”, we provide a cultural context through which 

children’s art objects can be “assimilated to the categories of Western aesthetic art-

appreciation” (Gell, 1998, p.3). In this way, the “Western art public” can conduct actions 

of othering, through which they can understand their own art-making consumption in 

reflection to this “child other”. This happens when adults comment thus about children’s 

art “look at her art – she will be an artist”, “these parts are really good, but these parts 

need more development”, “how cute this is, looks like a Miro”, “these elements are 

pleasing, I will incorporate these into my artwork”. 

 

From this perspective, children’s works are appreciated via a comparison to 

adult works. Children are constructed as “becoming artists” through the viewing of 

children’s works as underdeveloped adult works. Children are meant to emulate a 

particular artist’s style (“children creating what may only vaguely resemble the artist's 

work…” Heron and Cull, 2005, p.28, See Chapter Four). Within the child-adult 

dichotomy of adult art-making, children are seen as objects where their art can be 

taken from them for other contexts and purposes. The “enfranchisement” of children’s 

works reduces them to mere form. The potential of the work to be enacted through 

other functions is disabled. Such an approach disguises the way that the work initially 

functioned in the child’s world. Instead, this function is supplanted by adult values.  

 

To paraphrase Gell (1998), within my child world context, the problem with 

“child aesthetics” is that it tends to remove the aesthetic response from the social 

context in which the art-work manifested itself. What tends to happen when looking at 

children’s art (for example, the art that I exhibited in the Galleria at QCA, 2007, 2008), 

is that an aesthetic context is applied to the work (by placing it in the gallery and having 

discussions about its formal qualities) to make the “child other” accessible to the 

“Western art-public” or the visual arts domain. In other words, made accessible to the 

adult.  
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8. …and EVERYTHING…transformation  

This chapter is a summary and conclusion to the study. The outcomes of the 

doctoral project are evaluated from the perspective of the transformations that have 

taken place: in my practice: in myself (from educator versus artist to a/r/tographer); in 

the children (from objects/subjects to active participants and social actors); in the 

“spacing” of the encounter (from “learning environment” to “potential/creative space”); 

and in the art objects (from semiotic system to means of social interaction). The deeper 

understanding of my “meaning questions” (Van Manen, 1990) within these research 

components provide a context from which more thoughtful and tactful action in the 

company of children in future art-making encounters can take place. 

 

This research has investigated the nature of the relationship between myself 

and the children in art-making. It has treated this phenomenon as a “question of 

meaning to be inquired into” (Van Manen, 1990, p.24). It has been guided towards 

“uncovering and expressing alternate (sometimes even conflicting) interpretations of 

the phenomena under scrutiny” (Barone, 2001, p.25) to develop a better and deeper 

understanding of the meaning of children in my practice. The phenomena are first 

identified and then reformulated into a question (Van Manen, 1990). Meaning questions 

have been generated; “What is the nature of the relationship that occurs between adult 

artist and child during the creation of a collaborative artwork?; “How might the 

experience of collaborating with children inform how the artist feels about his or her art 

practice?”; and “In what way does the experience of the children impact on how the 

artist feels about his or her art practice?”  These have served the purpose of enabling 

me to “act more thoughtfully and more tactfully” (Van Manen, 1990, p.23) in pedagogic 

situations. These questions will always remain open as they “refuse closure in order to 

redirect an ongoing conversation” (Barone, 2001, p.25). If anyone seeks to benefit from 

these questions they will need to appropriate them in personally meaningful ways (Van 

Manen, 1990).  

 

Unlike traditional research, which is centred on the generation of generalisable 

knowledge that can be repeated, phenomenological research begins with the personal 

and deals with the philosophy of the unique, which is not replaceable (Van Manen, 

1990). Even though this research makes “ego-logical” gains, I also realise that my 

personally transformative insights can be the possible experiences of others (Van 

Manen, 1990). My experiences can be of benefit to those wishing clarification of similar 

life meanings.  
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8.1. Introduction 

 

A common goal of the research methodologies I have selected for discussion is 

“transformation”. Transformation can also be conceptualised as a process of 

“transformative learning” for all involved in the research, whether it be in the reader of 

the research, the researcher, or the participants in the research. Similar to the theme of 

authenticity, “transformation theory” (Mezirow, 2000) involves understanding the 

constructed nature of our knowledge, which has been uncritically assimilated from 

others. Further, “transformative learning” occurs where taken-for-granted values and 

beliefs become transformed and result in action based on the insights gained 

(Mezirow). Transformation involves resisting conformity so that one may develop 

responsible agency in one’s own life and responsibility towards others.  

 

Piper (2004) posits that transformative learning is not just an adjustment of 

personal perspective but also a process which leads to deep personal changes - 

experiences are approached differently after the transformation. It involves a deep 

understanding of one’s subjective experiences and relationships with others. 

Christopher, Dunnagan, Duncan and Paul (2001) outline transformative learning as a 

three-step process: awareness, revisions / reassessment, adoption / action. In 

‘Awareness’, “learners become critically aware of how and why their assumptions have 

come to constrain the way they perceive, understand, and feel about their world” 

(Christopher et al., 2001, p.135). In ‘Revision’, belief systems are reassessed as 

learners change structures of habitual expectation to make possible a more inclusive, 

discriminating and integrative perspective. In ‘Adoption’, learners adopt behaviours 

more consistent with their renewed perspective.  

 

In previous chapters, I have established that, in arts-based research, the 

research process involves art-making to “promote the enhancement of uncertainty… to 

promote doubt about the desirability of the values and interests associated with 

knowledge in a particular paradigm, framework, or world view” (Barone, 1995, p.172). 

Barone further explains that the goal of arts-based research, through educational 

storytelling, is for the reader to resonate with the aesthetic experience being portrayed 

in a way that calls into question the current ideologies which affect their values towards 

educational and arts practices. Barone (1995, p.176) calls this questioning “value 

negation” where people reconstruct their belief-and-value systems through different 

forms of experience - “Old attitudes and values had been questioned and negated, 

replaced by an alternative way of viewing a part of the world and one's place within it”. 

This experience is directed towards the recipient of the research as: 
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we view the research text as a complete communication event, as a 

set of transactions between the sender of the message (the author), 

the message itself (the text) and the receiver of the message. (Barone, 

1995, p.175) 

 

In this case, Barone is suggesting a static, reader-response model where the 

transformation occurs only within the reader of the research. Alternatively, this process 

of “value negation” could occur to the researcher themselves and/or the research 

participants.  

 

Various other authors discussed in this dissertation have highlighted the 

trasformatory outcomes of research. Van Manen (1990, p.163) asserted that one of the 

outcomes of phenomenological research is the transformative effect on the researcher 

as “phenomenological research is often itself a form of deep learning, leading to a 

transformation of consciousness, heightened perceptiveness, increased thoughtfulness 

and tact”. Sullivan (2005) maintained that through the use of reflexive practices that 

employ “different methods to ‘work against’ existing theories and practices” and provide 

the “possibility of seeing phenomena in new ways” (p.101). Additionally, practitioner-led 

research “helps us understand the transformative power of art knowledge” (p.173). 

Sullivan has contended that the knowledge and understanding gained through art 

making can be both culturally and individually transformative.  

 

The goal of transformative learning can also be to transform the lives of the 

“research participants” through the research encounter. Cahill (2007, p. 301) claimed 

that equalising the power relationship between the facilitator and participants in 

participatory research “may also be in itself ‘emancipatory’ and personally 

transformative”. With the intention of engaging young people in research, participatory 

research can “build the capacity of young people to analyze and transform their own 

lives and communities” (Cahill, 2007, p.298).  

 

The a/r/tographical process itself has been described as “aporetic praxis” (de 

Cosson, 2003) and, as indicated above, transformative learning involves the 

experiences of “fear and uncertainty; testing and exploring; affirming and connecting; 

and new perspectives” (King, 2007, p.27). The journey of transformation involves a 

disequilibrium which initialises a reflective search to empowerment. The disequilibrium 

that began my journey towards transformation was facing the “fear and confusion” 

associated with the continual attempt to define and defend my practice. The reflective 
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process began as I questioned how the identities of educator and visual arts 

practitioner could ever be consolidated. By examining the relevance of children in my 

practice and experiencing the dialectical tension between conformity and the desire for 

autonomy and authenticity I gained a greater understanding of the nature of art practice 

with children.  

8.2. Beginning…ending 

 

This research project was initially conceptualised to investigate the levels of 

interaction of children within my interactive artwork to ascertain how superficial or deep 

were the interactions manifested and what features of the “environment” afforded these 

differing levels of interaction. Later, my intention was to assess children’s creativity in 

my art-making encounters, as discussed in Chapter Six. However, through the 

questioning of my values in an arts-based research practice, the initial goals became 

hollow as the entry level of inquiry could not facilitate a discussion about transformatory 

outcomes to any great extent. 

 

Thus, the doctoral project evolved into a project of becoming - becoming as a 

researcher but also the becoming on an existential level - “phenomenological research 

has, as its ultimate aim, the fulfilment of our human nature: to become more fully who 

we are” (Van Manen, 1990, p.12). Accompanying this evolution was the realisation that 

my “becoming” was inherently tied up with the “becoming” of the children in the project 

- just as my goals were shallow at the start of the project so too were the expectations I 

had for the children. When I became cognisant of the constructed nature of my quests, 

I saw the potential transformation that could have occurred with my encounters with the 

children. When the children were transformed within me, they were liberated from my 

construction of them. Acting with pedagogical thoughtfulness and tact (Van Manen, 

1990), my future actions towards my participants would be different as we are both 

enabled to enact more authentic practices in the safety of the “creative potential 

space”.  

 

The space of the encounter was also transformed. It was an environment that 

seemed to only seek out stimulus and response - an environment that was simply 

responded to, exploited, developed through a quantitative growth process. It became a 

“potential/creative/dialectical space” – a place in-between that allowed for the meeting 

of two opposingly constructed entities. It became a space that: could hold and contain 

the clash between dialectical concepts; was imbued with potential; was not static and 
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objectifiable, but always shifting and mutating;  and allowed for existential becoming 

rather than something that was commidifiable and concrete.  

 

This research project was driven by trying to find the “rightness of fit” (Eisner, 

2004). The point of clarity came through the question “why children?” It was only when 

I was challenged with this question that I started to reflect, more deeply investigate 

and, consequently, begin to understand why I felt children were necessary to my art 

practice. The ethics of working with children informed my critical examination of the 

artwork Biocollage - a project that appeared similar to mine. I questioned why the artist 

was “utilising” children in “his” project. Responding to the question “why children?” 

facilitated the revealing of my hidden constructions of childhood and supported the 

inquiry into the nature of the relationship between child and adult. 

 

Seeing children as integral to my practice meant that I needed to situate my 

research location within the genre of “research with children” and develop an 

understanding of the relationship that occurs between child and adult. This required an 

investigation of reconceptualist perspectives in childhood education and participatory 

research practices that hope to democratise the research process. These conceptions 

have led to the central tenet of this dissertation: namely, the significance of “ethical 

symmetry” and affordance of transformation within collaborative work with others.  

 

I consider that the outcome of the project was the transformation of four 

entities; self as a researcher - the practices that are involved; the children – how they 

were constructed through my unexamined values and beliefs about others and self; the 

“spacing” of the encounter – its existential status which includes its arts/domain 

status; and, the “art object” - from a formal preinventive structure that afforded 

creative generation to a shared “gift”, a shared object of worship, the animated object. 

 

8.3. Transformation of the “art object”…Functions of the art objects 

 

One aspect of the disequilibrium (and aporia) experienced at the beginning of 

my research journey was the negotiation of dialectical tensions between the disciplines 

of visual art and education - primarily the questioning of the visual arts component of 

my work as “legitimate” within the art-world institution. The quest of “rightness of fit” 

drove the journey as I attempted to define my practice through various visual art 

genres. Displaying the work in an exhibition space legitimised it as art practice and 

justified its existence through the gallery context. My experience of the institution was 
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when I began to venerate the space by conceptualising how it was to be decorated, the 

veneration meant that the space returned the favour to my work by acknowledging its 

existence as art.  

 

However, the disequilibrium returned again as the act of imposing an artificial 

context onto my work (one deemed more worthy) meant that it was stripped from its 

original context. The specific experiences that realised the function of the work lost 

their meaning in their artificial environment. The “rightness of fit” was questioned and I 

sought a way which could liberate myself from the feeling that I was conforming to 

institutional constructions.  

 

The empowerment which allowed me to overcome institutional constructs 

emerged as I engaged with Gell’s (1990) anthropological theory of art. Gell’s 

conceptions liberated the constraints of understanding my art practice through 

institutional theories of art. These theories are concerned about specific formalistic 

features which either means controlling others to achieve particular outcomes or 

upholding the constraints of an institution and tradition and thus endorsing monolithic 

tradition and grand theories. Instead, I realised that the artwork (or index) could 

function as a vehicle of social interaction and transformation, and within the context of 

these interactions, play out the deliberations of particular aesthetic emergences. 

 

The research outcome of the transformation of my art objects has been the 

visualisation of the Child-Adult-Relational-Matrix “Art Nexus” (Figure 7-2) which 

combined Gell’s “anthropological theory of art” with Lee’s (2001) notion of adult being 

and child becoming.In Chapter Two, I discussed how Wilson (2004, p.325) suggested 

that the purpose of the creation of child art would be to “raise philosophical questions 

about the nature of child art”. The creation of my art objects, and their subsequent 

definition through the “Art Nexus”, extends Wilson’s premise for the “philosophy of child 

art”. Also, articulating the ways in which my art objects are defined through Gell’s 

“anthropological theory of art” addresses O'Donoghue’s (2009, p. 353) suggestion that 

arts-based researchers need to consider how a “close, critical and deeply contextual 

analysis” of art practice can develop understanding and challenge the practices of arts-

based research. Sullivan’s (2005) agentic artistic identity has also been examined as I 

have deconstructed and written about my art practice and considered the creation of 

art as research that leads to knew knowledge and understanding.  
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8.4. Transformation of self as researcher…Artist, teacher, researcher 

 

The research outcome of my transformative learning has been in relation to my 

various values and beliefs about children, art practice, education and researching. 

Understanding myself as an identity distributed amongst artist/teacher/researcher has 

meant an alignment to a/r/tography as it specifically deals with the complexity of 

negotiating these three identities.  However, there is not only the comfort that comes 

from finding the “rightness of fit”, and being able to finally define my practice, but also 

the realisation of how the components of the various identities negotiate together 

through my lived experience of them.  As I explained in Chapter Six, research 

outcomes would differ depending on where I placed the emphasis within the practice - 

on teacher, artist, or researcher. An attempt to attend to each identity equally would 

mean that the relationship between these identities would also shift. For example, if the 

process of researching is the focus (concerned with data collection techniques and 

procedures), then the art seems to suffer from a lack of aesthetic articulation. If art is 

the focus, the participants may be inadvertently controlled to create a particular 

aesthetic for the artist. Within these concerns lies the dynamic of where the control 

stems from - either from the participant or from the researcher/artist. Thus, analysing 

the nature of the interaction between participants and researcher/artists is of central 

importance in defining the a/r/tographical identity. Clearly then, what is discovered in 

the research results or in the artwork created is dependent on how the research is 

conceptualised and whether it serves the researcher, the artist or the participants. 

 

Transformation of my practice occurred as the dialectical tension of the artist or 

teacher conducting research was replaced by the comprehension that there are three 

identities (artist, teacher, researcher) who are in constant negotiation and need to be 

understood in their relationability. For instance, how I enacted the teacher role 

impacted on the way I could also be an artist with the children. Making art with children 

in a school context and beginning to conduct research, I felt that I needed to conform to 

the practices of an education researcher who was required to make justifications of 

learning. This belief led to the goal of ascertaining creative thinking to demonstrate how 

my art projects could enhance the functional value of creativity. By conforming to this 

researcher identity, with a focus on discovering certainties and conforming what I was 

seeking to find about the benefits of art-learning, meant that I sidelined inquiries from 

the locus of the artist and thus limited the possibility for understanding the experiences 

of children more deeply. Enacting experiences based on the premise of attaining 

specific educational outcomes meant that children were seen as subjects who require 

development and are directed to produce artworks that are aesthetically sound in order 
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for them to be appropriately displayed in gallery spaces. Children’s art production is 

constructed to align to particular institutional values of art and semiotic communication 

systems. The emergence of knowledge through other artistic means is not made 

possible.  

 

Not only has the a/r/tographical identity resolved the tensions implicit in 

conforming to either an artistic or an educational discipline but the realisation that the 

a/r/tographical identities need to be personally reconceptualised through reflexive 

practices has also been a transformative outcome. As mentioned previously, rather 

than reducing uncertainty, the goal of arts-based research should focus on the 

enhancement of such uncertainty (Barone, 1995).  This helps to promote doubt about 

the desirability of certain values and to reveal the hidden voices in research contexts. 

How do I experience the children’s lifeworlds through the various identities of artist, 

teacher and researcher? It would mean that I am not entering the research field with 

the goal to enhance certainty, as in other social sciences investigations which seek to 

ascertain creative/higher-order thinking and collect evidence of learning. Rather, my 

intent is to reveal that which is hidden including such things as; values about childhood; 

values about children and art; and, how these values constrain the sense of 

responsible agency by fostering conformity to dominant frameworks (Mezirow, 2000). 

 

The transformation of my identity as a researcher has extended the 

deliberations of a/r/tographers by conceptualising how the locus of action impacts on 

the research outcomes and how the artistic identity needs to be fully articulated for 

claims of operation from the artist’s locus.  

 

8.5. Transformation of how children are seen…Children as active participants 

 

Early on in my research project, I deployed artistic practices that “used” children 

for aesthetic gains. Through the investigation of participatory and arts-based research 

approaches, questioning “what matters to children” (Horton & Kraftl, 2006a) and 

considering how children matter in our lives (Van Manen, 1990), my approach to 

working with children transformed. I was able to perceive how children are constructed 

in the research - starting from a position of seeing them as objects/subjects, where they 

are acted upon by me to construct artifacts, to a position where children are considered 

as active participants, where the working relationship is liberated in such a way that the 

collaborative art-making becomes a potential space for mutual becoming. 
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The constraint of seeing children as objects/subjects, or maintaining 

presupposed ideas about children’s innocence and vulnerability, limits their contributory 

capacity in the process. As was investigated in Chapter Four, gallery programs for 

children seek to develop aesthetic appreciation and responses that support institutional 

values regarding the gallery objects and the facilitation of gallery attendance. In adult 

artworks, which integrate children’s responses, children are seen as constructors for 

the artist’s world because of their natural “creative spirit”. This position can restrict both 

the children’s and the artist’s deeper understanding of the work. When children are 

seen as active participants and agents in the art-making process, and when we 

reconceptualise the ideological basis of our practices with children and deeply consider 

“what matters to children” (Horton & Kraftl, 2006a), art-making can be transformed into 

a meaningful and authentic activity for both adults and children. Rather than reinforcing 

institutional values about art and controlling responses that maintain adults’ desires for 

particular outcomes, gallery programmes could be reconceptualised as places that 

explore children’s geographies. What matters to children in these spaces? How do they 

experience these spaces and how can they reconstruct them? Gallery researchers 

operating with ethical symmetry begin with equality as the basis of the research 

relationship with the children. They do not enforce particular research techniques that 

are deemed to be appropriate for the children or that are designed to elicit responses 

for already configured purposes, such as asking children to draw a picture of their 

experiences of the gallery. 

 

Artists/teachers/researchers, investigating “what matters to children” in art-

making, also need to become “aware of the consequences of their aesthetic theories” 

(Wilson, 2004, p.91).  For instance, the Reggio Emilia approach to early childhood 

education may seem to be an art education pedagogy that is concerned with what 

matters to children, with teachers being considered as partners of learning, and the 

curriculum being constructed based on the interests of the children (Danko-McGhee & 

Slutsky, 2003). However, when applying reconceptualist practices within art-making 

encounters, it still needs to be ascertained whether these sorts of practices truly 

represent children’s experiences or, in fact, still reinforce modernist values of art. For 

example, asking whether the art-making focuses on the expressive nature of warm 

colours, or whether it allows children to consider in what ways their “bodies matter” 

(Horton & Kraftl, 2006a).  Is it focused on art as a semiotic system or is about a 

medium for social interaction and transformational perspectives? 

 

The transformation of seeing children as active participants has led to the 

potential of participatory research approaches within arts-based research. In Chapter 
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Six, I outlined that activities with children needed to include the children in the entire 

process for a project to be called genuinely participatory. However, children’s 

participation in arts-based research still needs to include a level of aesthetic control 

from the artist. This is because the nature of the creation of artifacts requires direction 

from the locus of the artist in the research and participatory outcomes need to be 

inclusive of both the artist and the children.  

 

Further considering what “matters to children” in art-making does not mean 

children are given complete freedom (as demonstrated by Figure 4-1). This would 

mean the loss of attentiveness towards children. Considering the little everyday things 

that matter requires adults to question the basis of their aesthetic decisions (e.g., 

modernist art values, the innocence of children) and how these construct the child art 

that is produced. Reconceptualising the child-adult relationship in art-making means 

that the child participant is supported to make responses that reflect contemporary art 

practices and that deal with complex subject matter (Wilson, 2004).  

 

In these ways, my transformation of the children in the research has 

demonstrated how values regarding childhood affect art outcomes - whether they 

pertain to children or the artist. The particular articulation of children as active 

participants in art-making with adults has extended the knowledge and understanding 

within reconceptualist practices in childhood education and participatory research 

approaches. 

 

8.6. Transformation of the “spacing” of the encounter  

 

Horton and Kraft (2006b, p.85) suggest that, as Children’s Geographers, we 

should think of ‘spacings’, not ‘spaces’. We should “problematise the noun ‘space(s)’ 

(implying stasis, fixity and closure, and so on), and instead advocate the verbular 

notion of ‘spacing(s)’ (implying action, doing, ongoingness, movement)”. In my project, 

the physical space of the “learning environment” was conceptualised as a site bound 

by a transmissive relationship of artist to child subject. This physical space was 

transformed to a conceptual spacing – a spacing of “becoming with” - a 

potential/creative space that articulates the relationship between the adult and child in 

my art-making encounters.  

 

The “becoming with” spacing (Figure 5-1) has been bound by Christian and 

Prout’s (2002) “ethical symmetry”, Horton and Kraftl’s (2006a) “what matters to 
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children”, Lee’s (2001) “human becomings” and Park’s (1999) existential philosophy of 

“becoming more authentic”. Researchers working with children from the perspective of 

ethical symmetry see children as active participants rather than objects or subjects of 

study. Horton and Kraftl (2006a) envisage researchers reconsidering the “everyday 

things” that matter in children’s lives. “Human becoming” challenges the dichotomy of 

the child becoming who develops and is socialized to become an “adult being”. Rather, 

it maintains the position that we are all beings in a state of becoming. This prevents us 

from running scripts that seek to “develop and socialise” children. Park’s (1999) 

existential philosophy of “becoming more authentic” situates itself with a dialectic of 

conformity-autonomy and is also inclusive of Mezirow’s (2000) transformative learning. 

This includes concepts of autonomy and the challenging of conventional ways of 

thinking. “Becoming more authentic” can be considered a state affording the potential 

for transformation.  

 

In the “becoming with” spacing, adult and child enter a dynamic of learning from 

each other – thus “becoming” together. They are directed towards autonomy and 

transformation. In the process of transformative learning, we are asked to examine our 

beliefs, values and assumptions about the world. To reach a point of transformation, 

we acquire new perspectives which allow us to see whether they are limiting to the way 

that we live in the world (Mezirow, 2000).The dialectic of adult-child opens up a space 

in-between where the relationship is contained within the dialectical edge of freedom-

power and conformity-authenticity. The process of “becoming” in art-making 

relationships can also be likened to the overarching process of mutual transformatory 

learning that leads us from conformity towards autonomy. As I articulated in Chapter 

Five, if the children cannot be autonomous in the creative spacing, this is a direct result 

of my loss of spontaneity and autonomy at a given time (Tables 5-1 and 5-2).  

 

Within the “becoming with” spacing, children have access to the same schemas 

which adults may access. As I challenged the conformity to dominant classroom 

discourses, children were provided with the opportunity to reconceptualise classroom 

practices with me. Reflecting on the experiences of Education Context 5 (sfod 

universe), my transformation of classroom practice recognised random make-believe 

and spontaneous fantasy as valid ways of interacting with me as teacher-artist. The 

utterances that I supported were not required to conform to teacher expectation of 

functionality, but could just “be”. Rather than maintaining the classroom discourse 

where everything uttered by the children needed to make sense (and not just be 

randomly made up on the spot), the quick change of orders of play could encroach into 

classroom interactions.  
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As I moved from conformity in my encounter, children’s autonomy began to be 

realised as they were released from the pressure to conform to the classroom rules of 

representation. We moved beyond the expectations held within representational 

objects or representational communication of art elements and concepts (e.g., that red 

means angry, or the ocean is blue). Children had to transform their expectation that 

they were required to “draw things properly”, in other words, that the objects 

constructed needed to look like the thing that they represented and that only their 

representational practices were valid and valued. 

 

Children’s conformity to classroom discourses was also evident in their 

approach to the written aspects of the activities with me. Children limited their written 

responses, or were slow do so, because they were hampered by their need to spell 

things correctly and the expectation of writing neatly. It was only acceptable to write if 

one did it “properly”, where writing could not exist in the classroom in any other way. 

However, play writing was different. Again, a context was formed where the children’s 

generated ideas had more power than conforming to correct spelling and neatness. In 

this sense, conformity to these classroom practices was lifted to allow for spontaneity 

to emerge. 

 

Conformity was also enacted within the relationship to the physical space of our 

activities. Each part of the classroom environment has a purpose (e.g., story mat for 

sitting on floor, art tables to sit on chair and do work, art trolleys to collect materials) 

and control is maintained when we follow the rules of these spaces. At the later stages 

of the activities, the space became open for interaction and play. It became a make-

believe universe of components where one didn’t need to follow the prescribed rules of 

the space. Instead one could transform the rules - the tables are planets we travel over, 

the mat is sea we dare not cross, the trolleys are monsters that have stolen our 

treasures.  

 

The “becoming with” visualisation is premised on the idea that, the more 

autonomous I became by reconceptualising my artist-teacher-researcher identities, the 

more children can become more spontaneous in their actions. However, as I articulated 

in Chapter Five, the conformity-autonomy dialectic needs to be very carefully 

negotiated. The spontaneity of the children is in direct relationship to the spontaneity of 

the adult and cannot construct children as naturally spontaneous entities who require 

liberation from conforming adult practices.  Moving beyond learning about the potential 

of transformation for self and other through the reconceptualisation of classroom 
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discourses, future practices would need to consider how the self and other is being 

maintained by the children in our practices together. I would need to be vigilant to 

children’s values that become evident in different contexts. The implication of this is 

that I cannot enter an educational context with preconceived notions regarding what 

levels of transformation must be enacted. I must begin in a state of observation and 

interpretation, note the types of popular scripts that are being enacted in the play and 

what elements need to be moved towards authenticity. From that point, transformatory 

play can be guided towards the goals that emerge and are specific to a particular 

group.  

 

My spacing transformations has implications for gallery spaces for children 

which, as socialising forces of the institution, are reconceptualised into spaces that 

consider the quality of social relationships. Rather than the gallery imposing 

institutional values of art onto children-subjects, children-participants contribute their 

voice as they direct and apply their knowledge to arts-based inquiries. However, within 

the perspective of ethical symmetry between children and adults, children are still also 

operating within the particular constraints of their beliefs and values; in this particular 

context the values and beliefs concern the function of art, artists, creativity and 

galleries (as highlighted in the QAG videos critiqued in Chapter Four). If, as artist-

teacher-researchers, we gain an understanding of participants’ perspectives about 

artists, and the role of the gallery, then it is not sufficient for these perceptions to be 

reinforced within arts-based research perspectives. Rather, they need to be 

meaningfully reworked through the very processes of the art activities. The basis of 

arts-based encounters would not only be the contribution and representation of 

participants (adults and children) beliefs and values but would also contain an element 

of transforming the belief-value-systems for meaningful arts-based outcomes. 

 

The contributions of this potential/creative spacing to the genre of Children’s 

Geographies as the ‘spacings’ of art-making have not as yet been fully articulated in 

the literature pertaining to children’s geography. My conception of the creative/place for 

adults and children has contributed to the genre of gallery practice with children, as 

well as artists working with children. It highlights the missing voice of both children and 

artists in such projects. From an artist’s perspective, the research articulates what art 

practice should be like in terms of ethical benefit for children. The space of artists 

instructions vs. function of the artwork visualization (Figure 4-1) illustrated how the 

artwork needs to function when the participants are children and what needs to be 

considered when pedagogy enters into the realm of the artist.  
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8.7. Conclusion…Action - Revised practices  

 

At the onset of my research journey, I did not set out on a collaborative 

phenomenological investigation with a goal to gather the shared experiences of 

children where, through a process of shared art-making, I would develop insights about 

myself and my practice, and children would do likewise. On the contrary, at the start of 

the project, I commenced with a construct of control over the production of the work 

which sought to engage children in my imaginary world. I aimed to see how responsive 

they were to my world constructions, what artifacts they would generate in response to 

the various constructs, and how I could then use these artifacts in my art practice.  

 

However, what resulted from the analysis of the children’s engagement was a 

deeper and profound understanding of the nature of what was really happening: Why 

children? Why were the children important to the project? How was I constructing 

childhood? What does this tell us about relationships between children and adults? 

How are these relationships construed in art-making encounters? In what way can an 

art practice be transformed to more fully include the other? These were some of the 

questions that arose through the deeper analysis. Attempting to answer these 

questions throughout the dissertation has led to the reconceptualisation of what my 

research should entail and has also made other similar practices “uncertain”. 

 

Transformation leads to adaptation of new practices and action towards 

change. The new practices involve the adoption of an art practice which “focuses on 

the social context of art production, circulation, and reception, rather than the 

evaluation of particular works of art” (Gell, 1999, p.3). The new research practice 

involves participatory research where children are seen as active participants and 

social actors, where investigations are centred on the concepts that matter to children, 

where reflexive practices are employed that are based on “enhancing uncertainty”, and 

there is an underlying existential position that recognises that all beings are in a state 

of becoming, that we do not “grow up” but “grow on” (Horton & Kraftl, 2006a). 

Participatory practices also suggest that, as researcher/artist/teachers, we can create a 

potential/creative space which can hold and contain our turmoil between dialectical 

entities and encourage personal growth and transformation. Therefore, my future art 

practices with children need to adopt this approach - not as a way to conform to self 

because one has become, rather to enact the transformation and for the realisation of 

the transformation through such action. The transformation can only be enacted 

through practice, as it is the practice that has transformed and thus cannot be enacted 

in its prior state. New practice will inevitably occur. The new practice will function in a 
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way that will lead to change for self and others. It will happen through the consistent 

maintenance of consistent and constant action of pedagogical thoughtfulness and tact 

(Van Manen, 1990).  

 

As I have orientated myself pedagogically and artistically to children, I have 

been able to begin to reconnect to the everyday, the unsaid, the unnoticed things that 

really matter…(Appendix 8 - We all meet at the end of the beginning in the in-between) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Picture 8-1- the most beautiful and saddest landscape 

 

This is the most beautiful and saddest landscape in the world…. It is here that the little 

prince appeared on Earth and then disappeared (Saint-Exupéry, 1943/1995, p.109) 
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Appendices 

Appendix 1 

 

Chapter 1 

Shapes of Childhood 

 

 

Self in “old world” home 

 

 

The hallway is full of old coats. Hundreds and hundreds of them, all of very 

thick material. I hide amongst them. They are quite capable of making me 

undetected in this hiding game. An adult once imagined another world could 

be hidden behind the coats. I don’t see another world here.  

 

Outside of the coats there is a little white shelf. You can look through the shelf 

onto the greater hallway. I will sell tickets here to my theatre play. To the left 

I enter the kitchen. “The trapeze” hangs over the door. I do great circus 

performances here in front of Mama (mum), Babcia (grandma) and Dziadek 

(grandpa), who will sit in a row in the kitchen as my circus audience.  
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In the kitchen, there is a cupboard for dirty laundry. I love going inside there 

when it has filled up with sheets. I can’t get in by myself but Dziadek always 

lends a hand. In I go, hidden in the sheets. I like sitting in there amongst the 

cotton. I have a good view of a different side of the kitchen that no one else has 

a chance to see. Babcia is sitting in her corner at the table smoking; her hair 

and fingers are yellow from the smoke. Mama is making Pierogi. I like having 

a go myself on my little dough board. No fancy inventions here, just follow 

mama’s moves. My dumplings always go into a separate water to cook. 

Everybody likes to eat them. Even though I never do see them being dished 

out onto the plates. 

 

Behind the oven lives a little dwarf. Not sure if he has a name. I really do have 

to ask him sometime. I know that he lives there because Mama always leaves a 

tiny piece of bread for him on the edge, and it always disappears.  

 

Sometimes I like going onto the window sill looking at the thermometer. 

Mmm… minus eighteen this afternoon. There is double glass. Frost on the 

one that is touching the outside air. The shapes are mesmerising to look at. 

And there is that most amazing icicle. Sometimes Mama opens the window to 

break one off for me. But I guess I will wait, maybe it will grow bigger 

tomorrow.  

 

In the pantry. Here is the spot where I place a table and chair. Arrange all the 

food I can manage and make prices to put onto them. Dziadek, Babcia and 

Mama come and buy from my store.  

 

Out of the kitchen, through the hallway and straight into Dziadek and 

Babcia’s room. Babcia is in bed. You can either find Babcia lying in bed or at 

the kitchen table smoking. Occasionally you might find her poking her head 

through the living room asking Dziadek for another cigarette; “Dziubek???... 

masz papieroska?” (“do you have a ciggy?”). Very rarely you can find my 

Babcia in the bath. I like sneaking in and pouring cold water onto her belly 

from the sink, and laugh at her shrieks. It is fun, but I feel a little bad about it. 

 

Dziadek, you will usually find at his very very full desk. Full of stencils, and 

pencils and protractors, and pens, and inks, and tracing papers. If you watch 
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him long enough, you will see him sporadically moving his hand up into the 

air, to conduct the Strauss waltz crescendo playing on the radio.  

 

I bring him my coloured pencils to sharpen “Remember to make them very 

sharp Dziadek”. He takes out his very special stanley knife, and gets to 

scraping the wood off in dramatic movements. Sometimes a random wood 

chip escapes through the air. Then comes the very important part of chiselling 

at the pencil tip, to get the sharpest point. Nobody can get such a sharp point 

as Dziadek can.    

 

You might also find Dziadek in the living room sitting on his armchair 

watching TV. Dziadek shows me the secret that hides under his armchair 

mattress. An entire collection of his finest specimens of bobki (boogers), in 

relative states of crustiness. Lucky Mama does not know his secret because 

she would not be impressed at all.  

 

Another place you will find him is in his bed sleeping. In the afternoon this 

will not last long. 

 

 “Dziadek, wake up! I am bored!” 

 

“Yes Marciu…. chwileczke (just a moment)….So, what game would you like 

to play today?” 

“Let’s play, Indianka!” 

 

This means proceeding straight into the living room. Dziadek enters a world 

that has been prepared just moments earlier. The living room is no more but 

has been transformed into an American-Indian savannah. The sofa has been 

stripped of  its mattresses and placed onto the floor in a circle wall shape. The 

roof is the sofa cover. The legs of the dining table and chairs are the vast forest 

from which to gather berries. Under the living room desk is the cave where 

previously Dziadek had defeated the monster that haunted the land. A feast 

has been prepared of exotic delicacies (from a variety of torn and crumpled 

pieces of papers and coloured beads). Dziadek is invited into the tipi to dine 

on this feast and chat about the life on the savannah. 
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“Dziaaaadek! wake up ! I am boooored!” 

 

“Yes Marciu….just a moment….So, what game would you like to play 

today?” 

 “Let’s play Pani Motylek” (Mrs Butterfly).  

 

The living room has been transformed again. Dining room chairs are placed 

into rows. This is a flight to somewhere very far away. Tickets have been 

made. The two other grown-ups have been invited to take the journey. Pani 

Motylek attends to the passengers on this very long sojourn.  

 

“Dziadek, wake up! I am bored!” 

“Yes Marciu….So, what game would you like to play today?” 

 

There is the newspaper shop.  

The jewellery shop. 

The dentist with Mama’s sewing implements… 

 

One day Dziadek invented a new game - a position for a government clerk. I 

set up my office at the living room desk. Dziadek came to make a complaint to 

this government clerk. Dziadek seemed to be making very serious complaints 

and accusations. I wasn’t quite sure how to play this new game and 

Dziadek’s raised voice was quite intimidating, so I cried. I didn’t like that 

game. We didn’t play that game again.  

 

My favourite is “performance night”. I am: the catalogue maker, cloak room 

attendant, the ticket seller; the usher; the set/costume designer and the 

performers. The Acts: poem recital, rubber band play performance, song, 

magical performance. Tumultuous applause and bows. 

 

It is midday. Mama opens the balcony window to let some fresh in. But now 

the factory chimneys are starting up again. The black flakes of dust cover the 

snow on the balcony. The smoke lets itself into the room. Close the window. I 

draw a picture… 
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Time to play with the cotton yarns. Take out the packets. There are so many. 

Warm colours, cool colours. I have to separate all the boys and the girls. Now, 

I will match the best couples. Orange and green. Red and blue…. 

 

Now, I have to draw another princess. Very detailed designs on her dress. All 

the felt pens in absolute order. Cut her out. And introduce her to the other cut 

out princesses. They usually take a stroll around in the bedroom…the light 

from the window cuts through the dust suspended in the air…there are so 

many floating particles…. 

 

A walk in the park today with Dziadek. There is a clump of trees in the park, 

no, it is a little forest. Here lives the little elf “Koszalek Opalek”. Dziadek 

always has to pay him a visit, while I wait outside the forest until Dziadek’s 

return. He shows Dziadek around his forest home. All the nooks and crannies 

have some sort of domestic purpose. He explains to Dziadek the simplicity of 

his daily living. Dziadek does not know that it is actually me who is Koszalek 

Opalek. Dziadek always re-emerges from the forest with exciting stories of 

what Koszalek Opalek is up to. 

 

A visit to the zoo with Mama. There is a tiny white owl that only waits me 

for me to visit, and always blinks at me lovingly. The dingo, he also waits for 

me, and runs excitingly along his bars when he sees me coming. The bison are 

devils in disguise. I do not want to walk past their enclosure, or even look in 

the direction. The hippos, a strange warm and smelly enveloping air inside 

their home. The monkeys have funny bottoms. I shout out “these monkey 

have red bottoms exactly like you mama!”. 

 

At home, dinner time. I like Pierogi for dinner the best. When it is soup for 

dinner I struggle to finish (except tomato soup). Dziadek helps - for each 

spoonful, he will eat a finger. This is a fair deal. When meat is for dinner, I 

cannot ever seem to finish it (unless on the special occasion that it is schnitzel 

or chicken breast). But I cannot leave the table if I don’t finish the dinner. 

Sometimes it really feels like hours that I am stuck there. Once, I do remember 

a clever trick. Mum kept on feeding me the mouthfuls. I would chew and open 

my mouth for another mouthful. When the meat was finally finished, I was 

finally able to spit out the massive meatball that had accumulated in my 
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mouth. Mum was indeed surprised and of course she couldn’t then make me 

eat what I spat out. 

  

Most of the afternoons I am stuck at the table. Drastic measure have to be 

called for: “well, if you don’t finish, we will have phone the Dziad to come 

and get you”. He is a monstrous beggar man that carries a big sack for the 

children he traps. You just have to call him and he takes the children away. 

One time, Mama did actually speak to him on the phone. I quickly ate what 

was left on my plate.  

 

Bath time. In the bath, many plastic bottles, plates and spoons are filled and 

emptied. For cooking purposes mostly - foam and water cake, foam omelette, 

foam and water soup. And then, on occasion, the desire to be the Seal takes 

over. Mama takes out the little green plastic bathtub. I used to be bathed in it 

as a baby, but now it is the cave for the seal. He lives in the water in his cave. 

He occasionally comes out to do some water tricks. Now, it is back to refilling 

the empty bottles. Oh oh! I see the witch peak her head out of the door “you 

have been in the bath toooo long; you have to get out!”. Oh no! Even though 

this peeking presence is in the form of a witch doll that Mama is operating, 

the witch really does live inside. She comes out at night, when nobody is 

watching. I am glad that Mama keeps her well away from us in the depths of 

the cupboard.  So I guess it is out of the water for me…put on the pyjamas, 

and get carried to bed.   

 

Story time. Mama reads a book from the stash in the draw under my bed. 

“Are you asleep, Tusiu?” 

“Ooooh Mama, don’t stop. I want moooore.” 

“I will get Dziadek” 

 

“Dziadek tell me a story” 

“What do you want the story to be about?” 

 

Every night I give Dziadek a topic - about a magical gown, a scared dwarf, a 

princess with a green blouse. Dziadek can tell a story about anything but 

tonight I request: 
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“about anything, as long it is very very long….” 

 

So Dziadek tells a very very long story, but I am still not asleep. 

 

Mama enters. “Tusiu, you know that that if you don’t fall asleep Pani Nocka 

(Mrs Night), will come and get you”. 

 

Pani Nocka’s dress is the night sky made from the stars. Every night she 

steals the last child that is not asleep. All night that child has to work lighting 

each star and then extinguish each one for the morning.  I picture myself 

turning the stars on and off …..Yes…not a good idea to be caught by Pani 

Nocka. I watch Mama sitting at her desk in the bedroom sewing. It is so 

warm in her presence, the music from the radio and desk light gently 

engulfing the night……….. 
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Appendix 2 

 

Chapter 1 

 Experiences of m/other worlds 

 

 

Little Mother  

 

From very early on, my mother had the sense that there was something very 

wrong with existence. There was not a sense of self or belonging to the world 

from which subjectivity is formed, but a sense of being outside of the world, 

looking in. As a child, my mother would experience the goings-on around her 

as if floating above… Mother recollects existence as a battle against 

controlling forces towards freedom. Life is absurd, it does not mean anything 

beyond its beingness… 

 

My telling of my mother begins with a dissociation from the world. Lone 

immigration to the “new world” disturbs the dissociation further. She is a 

very pronounced “other” through the perceived classification of who she 

becomes in the new place. A “migrant”, “living below the poverty line”, a 

“single mother on welfare” – all these mean that humiliation encroaches upon 

the identity that originally was. A lack of “sharing reality” with others means 

that connections cannot be established. She does not become a part of “this” 

society. She has been removed from the “old world”. She is borderless. She 

playfully pronounces that she belongs to the land of the Tralfamadorians 
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(Tralfamadorians are Kurt Vonnegut’s alien race that appear in many of his 

novels; here the familiarity arises from Slaughterhouse-Five.) 

 

However, through this state of “otherness”, she perceives more about life than 

somebody who was embedded within their world. She can perceive her 

original world from an objective stance relative to the newness. She can be 

objective to the new world relative to the original. She articulates that there 

exists an expectation to assimilate to the new world, “but there was/is 

nothing to assimilate to”. It is when we look outside as an “other” or in a 

sense “above” a given world. Exactly like the square from Abbott’s Flatland, 

which was taken into the 3-dimensional world and could see its 2-

dimensional world from above in its flatness, - we may be able to perceive life 

in a deeper meta-physical fashion.  

 

Recounting these experiences seeks to illustrate my lived-experience of the 

“other”. That the value embedded in the other, stemming from maybe 

negative experiences, transform into the cognitive dissonance of survival. 

Where “other” becomes something “better”. That in the position of the 

“other” I knew something that the othering others did not. I was more 

conscious of my relative existence. 

 

Also, classificatory behaviours limit the potential of who somebody is, both in 

their own eyes, and also in the eyes of the other. It still happens to me. 

Existing in this part of the world for around a quarter of a century, on 

occasion, I still hear uttered from a stranger’s lips: “Where are you from?” 

On some level, I find this an insensitive question. Do I look or speak so 

differently that I afford the emergence of this “othering” utterance. The 

perception of those from which the utterance is emitted perceive that they are 

being friendly, that they are only making small talk, innocent chit-chat. They 

are not aware that behind the utterance lies the prejudicial quest to classify.  

 

If I am from “anywhere”, it would be from “here”. I am not from 

“somewhere” else. “Where are you from” means that this is a normalised 

centre and you are the ‘other’ who doesn’t belong. It is also a thoughtless 

question because it implies that I get a sense of belonging and identity from 

this place that I am meant to have come from. This “friendly and interested” 
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question suggests that I am happy to come from this other place and that I 

will be happy to talk about it. The fact of the matter is that I have no sense 

that I come from anywhere - I come from the fifth floor of a tenement 

apartment designed by my grandfather in 1962.  

 

That I should belong to all things “…ish”, that I should know what “…ish” 

is - that I carry with me all knowledge of the “…ish” people, their customs, 

their traditions, their histories. All that I do know is the confines of the 

apartment that I grew up in, the relatives and acquaintances that I 

encountered and my mother’s countless and endless retellings of her life 

stories, which are all essentially negative and critical. However, these can 

simultaneously exist as streams of nostalgia and yearning - a constitution 

that must connect her to “her people”.  I have an experience of life but not as 

a construct of “the country” which can be represented for the other. 

Recollections of Australian primary school life that tended to enjoy 

highlighting the other through “celebrating diversity” moments, as one of the 

designated others I was asked to speak on behalf of “the country”. I did not 

want to be “diverse”. I did not want to be the sacrificial lamb for diversity. I 

also did not know what to say. 

 

I am continually reminded of my otherness - “It is exhausting… to provide 

explanations over and over again”.  

 

My experience of identity is borderless. There are simply contexts that 

provide us with particular experiences. They are acts of othering from the 

other, but also ourselves. Identity resides in the in-between. It is in some 

ways always transforming, and yet continuing. It is becoming.  

 

I live among the adults but inspecting them closely has not improved my 

opinion of them. Sometimes I get down to their level to matters of 

consequence so that they can see that I am sensible. But I long to return to the 

Indianka’s savannah, Koszalek Opalek’s forest, Pani Nocka’s stars, and share 

the moments of true understanding  
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Appendix 3 

 

Chapter 1 

Spaces between: “old world”, “new world” 

 

Mother and me in the old world 

 

My early childhood perceptions from the “old world” do not seem like they 

originate from this reality, either in time or space. As if I have emanated from a 

19th century child-novel set in an apartment in the middle of a murky 

industrial town. They can only be perceived as such when compared to the 

experience of being flung into a future world full of glitzy commodities under a 

crisp blue sky.  

 

In the greyness of the “old world”, contrasting moments impinge upon my 

memories: Pepsi-Cola bubbles hitting my nose; the citric sweetness of an orange 

at Christmas; the colourful roundness of a ball of bubble gum; the white 

blockiness of a slice of vanilla ice-cream. These moments were so rare that they 

were exceptionally joyous and poignant memories, contrasting with: the grey 

concrete jungle of sooted footpaths; chimneys expelling black smoke; the snowy-

sludge of the street; counting the dog droppings on the way to school.  I cannot 

imagine how experientially different it is to be a child in the “new world” filled 

with “stuff”, yet in emptiness.  
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In the “new world”, the bond between me and my mother grows deeper. There 

are moments of the pleasant warmth of belongingness, yet existence gets filled 

with a negotiation with “otherness”. There is only me and my mother within 

the alien world of the “other”. My mother repeats: “there is only you and me in 

this whole strange universe”.  

 

Recalling these “shapes of childhood” from the “old world” fills me with an 

immense sense of sadness and nostalgia for this past existence. Mainly because 

I perceive that it was taken away from me, and then rapidly lost, never to 

return.  It is the construction of an idealistic space, trapped in time, prevented 

to evolve of its own volition.  

 

I came back to this space five year later. When I entered the space of the old 

apartment, I was struck with an immense sense of panic and alarm. My 

memories did not quite match up with the reality I was witnessing. The strange 

familiarity coupled with an overwhelming distance. It was the apartment I 

grew up in but, as if from a parallel universe, presented to me by some 

malicious alien being. My sense of reality was overwhelmed and disturbed. 

Something I knew to be true abruptly ceased to be. It was dreamlike yet it was 

real playing out in front of me and I was trapped, unable to return to what I 

once knew. 

 

The space-pod was floating in silence, and in night. A moment later, 

there was the softest of bumps as it settled on some hard surface, and 

came to rest. 

 To rest on what? Bowman asked himself incredulously. The 

light returned; and incredulity gave way to a heart-skipping despair – 

for as he saw what lay around him, he knew that he must be mad. 

 He was prepared, he thought, for any wonder. The only thing 

he had never expected was the utterly commonplace. 

 The space-pod was resting on the polished floor of an elegant, 

anonymous hotel suite that might have been in any large city on Earth. 

He was staring into a living-room with a coffee table, a divan, a dozen 

chairs, a writing desk…. 



 248

 If he was indeed mad, his delusions were beautifully organised. 

Everything was perfectly real; nothing vanished when he turned his 

back. The only incongruous element in the scene – and that certainly a 

major one – was the space-pod itself. 

 For many minutes, Bowman did not move from his seat. He 

half expected the vision around him to go away, but it remained as solid 

as anything he had ever seen in his life. 

 It was real – or else a phantom of the senses so superbly 

contrived that there was no way of distinguishing it from reality. 

Perhaps it was some kind of test; if so, not only his fate but that of the 

human race might well depend upon his actions in the next few 

minutes.  (2001 Space Odyssey, A.C Clarke, 1968, p.223-224) 

 

The first arrival to the “new world” was a comparative experience that 

overwhelmed and transformed my sense of reality. The experience can only be 

compared to what it must feel like to land on an alien world in an alien 

universe, or being projected thousands of years into the future. Even though I 

could recognise the forms, the colours and the technology, the familiar objects 

were so overwhelmingly strange. An experience where my mind could easily 

accommodate these new schemas but simultaneously reject them.  

 

I have not had a comparative experience since.  I feel that to encounter the same 

transformative – yet non-threatening - jolt to the experience of my reality, 

would really involve being transported into another universe. In the past I have 

yearned to experience the same level of emotion, through fantasies involving 

travel to distant planets. Maybe these were just means to escape from this 

reality. Maybe I was seeking to return to something that was lost. The feeling of 

belonging to the world. A feeling of “being with” the world.   
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Appendix 4 

 

Chapter 2 

Going on and becoming in play…. 

 

The creation of the sfod resonates with my experiences of childhood and with 

the notion that we do not “grow up” but “go on” (Horton and Kraftl, 2006a). 

 

In the “new world” my mother endeavoured to maintain the sanctuary of my 

previous childhood by supplanting the close others that were left behind, with 

the beings spawned by popular cultural imaginings. In turn, I weaved an 

escape reality from this requested offering of artificial humans animated in 

play.  

 

There were around twenty Barbie dolls. I created a file with statistics about 

their ages, names, occupations, hobbies, and so on. Based on these files, the 

Barbies would engage in a soap opera saga that played out over the years. A 

whole wall in the living room or bedroom was dedicated to the houses made 

out of cardboard boxes. I was their God. I would sometimes come down to 

influence the events in their world. I would hold meetings and listen to the 

problems of the colony. I would give them treats, like beauty pageants, or 

travel to distant worlds of the kitchen or balcony.  I would play every day for 

hours. It was like an addiction. I just did not feel well if I didn’t play in this 

world. Whenever I felt my usual sense of boredom encroaching, or I felt 

frustrated, or experienced other uncomfortable unbeknown feelings, I would 

escape into this world and come out a fuller, more satisfied being. I may have 

incorporated some popular script into my play - but I did not engage with 

these dolls superficially. I was fully immersed in their subjectivities as I 

performed them. 

 

The classification of the Barbie dolls is not unlike my previous classifications 

of cotton yarns or cut-out paper princesses, or from the recent classifications 

of the sfod creatures. I feel my mind returning to the same acts as release from 

insipid existence. The same essences visit me, in different forms and at 

different time stages. 
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Childhood is brought into the adult realm where the creative act is the act of 

childhood play. The sfod were constructed so that the adults could play along 

but they could not play. I could not even play in the embodied sense that I did 

with my dolls. Only the smaller beings from which the construct originated 

can decipher the nature of the sfod existence. And for these beings, the sfod 

take on different manifestations depending on what sort of smaller being that 

they encounter. Here they are given the gift of life. Inert objects become 

animated through play. 
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Appendix 5 

 

Chapter 3 

c-artographic Beings….. 

 

It is important to realize that it is not of great concern whether 

a certain experience actually happened in exactly that way (Van 

Manen, p.65) 

 

 

…..One day I found myself suspended within the activity of attempting to 

traverse a rather non-descript terrain defaced by pathways. When the moment of 

suspension became significantly profound, a semblance of realisation emanated that the 

point of the exercise of traversement was for the “creation of new knowledge” (Sullivan, 

2006). To fulfil the intention to “enlarge human experience and promote 

understanding” (Eisner, 2006), one needed to make a selection from the manifold 

pathways and then to pursue it. However, unable to commit to a predefined route, or 

rather to commit to something that would eventuate into something disconcerting, I 

traversed the multiple pathways as a way of testing for their appropriateness to fit with 

my as yet undetermined journey.  

 

The journey had not begun and yet I followed, or largely disregarded, the 

assortment of paths stretched out before me. I passed through the terrain with an 

expectant feeling that the perfect pathway would be just around the corner. I was 

supported, but only retrospectively, by the conviction that the goal could “be achieved 

by following different, yet complementary pathways” (Sullivan, 2006) or that “any 

road will get you there” (Sullivan, 2006).  But the further I went, the more I 

admonished myself: “but ‘you don't know where you are going’ (Sullivan, 2006), so 

how can understanding be promoted in such a state”. 

 

The bemused drifting was not of great concern at this point, as I was still 

curious and moved by the directionless purpose. Within the enacted reality of following 

pathways, the scenery was at times confoundedly boring, seamlessly wearing or, when 

mildly engrossing, generated a sneaking suspicion that the pathway would inevitably 

lead to a dead-end. In one instance, I found myself walking along the path admiring the 

scenery and simultaneously feeling a sudden panic enveloping me - what if I looked 
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around too closely here, and caught a glimpse that what I was actually seeing is not 

real, that these were all cardboard cut-outs standing on the road, pretending to be trees 

and hedges and rabbits. And at the end of the road would be a cardboard cut-out 

monstrosity that would crush me with its obfuscating simulated and nauseous 

presence… These paths ceased to be so appealing after I refused to look. 

 

It became evident that I was being waved “toward paths still largely unmarked, 

and encourage[d] to proceed” (Thompson, 2006, p.6) through ground that “remains to 

be explored, its contours mapped, and landmarks constructed” (Thompson, p.6). This 

realisation was largely supported by the map of contours I was clenching in my hand. 

There was an expectation that the map was meant to prevent the rising emotions of 

driftlessness via an anchorage of itself to the distributed terrain.   

 

However, each time I consulted the map, for a sense of grounding, the contours 

depicted shifted or provided representations that were not to be seen when I inspected 

the reality of the portrayed surroundings.  This was a map filled with deceptions and 

confoundedness. It appeared to exist only to deceive and confuse my sense of location. 

So, this script of imitation, with its summons of grounding reality to its simulation, 

was rejected in favour of driftlessness….until the moment a more truthful map was 

discovered. Time was then occupied by path and by map searching. 

 

In these moments of high confidence, I would be convicted to follow long 

meandering paths that inevitably revealed themselves to be futile. In these points of 

crisis, in the far recesses of the meandering paths, I would discover shortcuts to adjacent 

roads, which confirmed and comforted the justifications for pathway futility. That one 

needed to go in deeply to find the quicker trail.  

 

There was relative equality between the comfortable sojourns on the 

meandering pathways and the moments when obstacles would be placed in my way, as 

if from an unbeknown controlling force. Like a piercing scratch that ripped open the 

sky, a colossal hand would appear and exorcise a dragon of sorts and place it before me. 

Upon the initial shock, it would always turn out not to be the type of dragon that would 

bellow out fire and be done with it, its particular weapon of torment was the expulsion 

of esoteric salutations: 

 

   Dear Sir and or Madam - 
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only when you are totally “being-given-over to some quest” (Van 

Manen, 1990, p.31)  will you “know the world” and truly “become the world” 

(Van Manen, p.5). 

  

The most frustrating thing was that I was never quite sure whether it was 

really addressing me, or only itself.  

 

It came as no surprise that the dragon simulations appeared one day on my 

map - that I was still clenching - just in case the surrounding reality turned against me 

or it was realised that it was, in fact, the only map in existence. The label above the map 

dragon read: “The dragon will arise ‘out of a desire and daily life to make sense and 

create meaning out of difficult and complex questions that cannot be answered in 

straightforward or linear tellings’” (Springgay, et al., 2005, p.902). 

 

It was only at the point when the dragon appeared for the seventh time that the 

wandering and meandering solidified into “an act of unsettling, an evocation that calls 

out, asking for a response, a living inquiry, transforming static moments into 

momentum, multiplying and metamorphosing” (Springgay, et al., 2005, p.907). The 

apprehension that my journey had began a while ago….and time no longer refused to be 

filled.  

  

So in the end, and all of a sudden, and as per usual, after believing all this time 

that I was walking through uncharted territories, I reached the “Metropolis of Maps”. 

As I moved inside the arched entrance, it murmured in a rather mocking tone: “The 

terrain is plotted after all – Get your map here!” and with that, abruptly and clumsily, 

dangled a neon sign which flashed: “our geographical location starts where poetry has 

reached its end point”. (Linschoten in Van Manen, 1990, p. 19)  

 

Sure enough, as I entered, stretched out before me was a vast wilderness of 

maps of every description. Scrupulous maps, impenetrable maps, conformist maps, 

idealistic maps…The maps would represent and describe all the landmarks and all the 

dragons, via all sorts of intriguing metaphors fitting the variety of map chosen.  

 

As I passed a map it would chant: “…we are not an alternative map, we are 

just an additional map…” 
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The further I entered into the metropolis, more evocative voices could be heard, 

echoing coyly from different locations: 

“….whichever map you like you can use… You don’t even have to call us maps 

if you don’t want to….You can call us ‘contours of experience’….” 

“…and we don’t really map anyway…” 

“…. We sort of render leaky boundaries with leaky margins…” 

“…here in this place…we can’t really map…because the landscape you are 

standing on is continually evolving….so there really is nothing constant that can 

facilitate mapping….” 

 

“….Yessss…..”  interrupted a loud and buoyant and yet rather abominable 

voice.  

The boundaries in this land will always be contested but we the 

contour plotters see this as desirable. It is through this friction at the edges that 

the contours of this land can be sculpted. The boundaries that are made allow us 

to see the shape of things, sculpting the edges of various pathways can help us 

to understand the textures, nuances, and subtleties of this landscape. 

(Piantanida, McMahon and Garman 2003, p.200) 

 

And then another voice pierced the air with a hissing and rumbling 

“….Yessssss….” 

 

“…..Loss, shift, and rupture…. Loss, shift, and rupture…. Loss, shift, and 

rupture….create openings, displace meaning, allow for slippages…Loss, shift, and 

rupture….create presence through absence….become tactile, felt, and seen…. leaky, 

porous, performed, and partial… Loss, shift, and rupture….” (Springgay, et al., 2005, 

p. 898) 

 

And as this voice continued hissing from what seemed like many locations as 

reverberating in excess and through many openings … a deep thundering voice 

suddenly condensed the air… 

 

 

…I question the way we experience the world….. 

...I want to know this world upon which we contour makers live….  
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And since to know  the world is profoundly to be  in the world in a certain 

way, the act of questioning is the intentional act of attaching myself to the world 

to become more fully part of it 

or better 

to become the world. … 

 

YOU  

need to question this world’s very secrets and intimacies which are constitutive 

of this world 

 

and this will bring the world as world into being for us and in us.   

(Van Manen, 1990, p.5) 

 

 

 

And then I felt my legs give way under me as the grasp of the c-artographical 

beings pulled me towards the ground, to become one with the ground…or only maybe a 

smudge of a contour…and as I touched the earth, to become earth, with the cessation of 

boundary between myself and the ground…..I stopped to see myself…I stopped to see 

anything…only the voices reverberating in my head…at the start, speaking from the 

outside, but slowly providing utterances inside of me….as my own thoughts…. 

 

“live” the question… and you will become the question…. 

....you are here because you are pursuing the question of what constitutes 

knowledge…..but your way of addressing this question must become an example of 

what the question in its questioning seeks to bring into to clarity…. 

….I am here to show the what-ness of my experience, at once… 

… in an iconic  

and a recollective sense…. 

 

Wake up! 

 

And remind yourselves that the question of knowledge always refers you back 

to our world 



 256

to our lives 

to who we are 

and to what makes us create…. (Van Manen, 1990, p.46) 

 

When you open your eyes you will find “memories” that paradoxically you 

never thought or felt before. (Van Manen, 1990, p.13) 

 

I opened my eyes. I felt my face facing the sky 

Where am I? What am I? Am I ground? 

Have I become… 

Become the ground, the earth, the terrain, this world…this map world…or am I 

the map? 

Or am I both map and terrain simultaneously. Have the cartographers created a 

map so detailed that it covers the very things it was designed to represent, trapping me 

within it? 

Is it the end? Finally? Have I gotten there? Am I here? Already? 

I don’t remember.  

But I know. I know that I am here now. Here at the end. The end of these 

treacherous pathways that promised the gift of new knowledge…. but it wasn’t even a 

path…maybe a stream…of dust…or was it mud…or other noxious substance? Out of 

driftlessness, the current, by its own volition, has taken me here and what does it have 

to give? What do you have to offer me then? What deep insight? What “Deep 

Thought”? 

 

…I give you the question. 

This question when asked, in the right frame of mind, will allow you to map out 

the pathway. The pathway that you took to get here…… 

….there will not be any problems now… it is labelled right here….if you look 

closely… 

It is called slipstream forty-two…. 
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Appendix 6 

 

Chapter 5 

…in the holding container 

 

 

 

 

 

 

 

“That is only the box. The sheep you asked for is inside” (Saint-Exupéry, 

1943/1995, p.15) 

 

 

In our external reality, there are manifested fractured beings that are the 

multi-faceted eminences of the one entity from the psychic realm. In its 

previous incarnation, the sfodamong tried to discover the Grand Unified 

Thoery (GUT) to unify the forces of the universe through the sfod. 

Sfodamong’s new project is concerned with collecting the manifestations of 

psychic reality, within external reality, so that sfodamong could discern the 

form of the entire entity.  

 

The sfodamong cannot fathom the oneness of the psychic reality but it does 

see glimpses. However, these glimpses are obscured by its own vision. 

Thus, it needs the glimpses of others so that it may construct a fuller 

picture. Not all others have access to the manifestations from psychic 

reality, as most are firmly implanted in external reality.  Sfodamong needs 

access to those for whom psychic reality is still a reality which can be 

accessed.  

 

Sfodamong’s glimpses and manifestations of psychic reality take the form of 

the sfod. The sfodamong uses the sfod to generate a realm of the in-between, 

a psychic container that can hold both the sfod and the manifestation from 

the others safely together. Within this safe holding-container, the sfod and 
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the other are brought together.  Here, the sfod begin projecting onto the 

others, a gate-way briefly opens into psychic reality and the others quickly 

spawn forward their glimpses and manifestations. These are quickly 

collected and contained by the sfodamong.  

 

In the holding-container, the psychic reality becomes real for both the 

sfodamong and the other. As the container holds psychic reality stronger 

than the external reality, both can experience access to their psychic reality 

which, at times, has been disturbed by the encroaching external reality of 

others. 

 

If the sfodamong collects enough manifestations, from enough vantage 

points, it may grasp the form of psychic reality. At this instance it may be 

ready to let go of its holding container, and move on to another authentic 

project of existence.  
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Appendix 7 

 

Chapter 7 

The gallery stranger 
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She is a stranger to me, this child, in my gallery space.  

I recognise…she wants to engage.  

With me she engages through the objects venerating the space.  

- Have you made these objects? - she asks. 

She takes her time and considers each sfod carefully. 

She questions why it looks a particular way: 

 

- Why does it have three spikes?  

- Why does it have a blue patch?  

 

- These are portraits of alien creatures - I tell her. 

These objects now take on an animated quality: 

 

- Why does it have three legs?  

- Why doesn’t it have a face? 

 

She notices. She sees the coloured objects surrounding each sfod.  

She is interested in all the numerous shapes trapped in the plastic. 

 

- This is a very pretty shape.  

- Oh this one is sparkly, and this one is shiny.  

- Wow, where did you get this one? 

 

She notices all the details. These details that have been trapped by another.  

I notice it now. I can feel it. It dawns on me. A communication even is 

occurring.  

I am communicating with this stranger not through myself, but through the 

objects.  

The objects are motivating inferences. 

 “A social relation in the vicinity of objects”.  
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The objects are communicating their particular language - from the multiple 

hands that collected, cut and arranged these shapes. 

They are speaking. A voice talking to another like them.  

They are connecting over time and space. And she understands.  

 

The child stranger understands. She understands what this is all about. There 

are no extra words exchanged. No forced explanations. She does not know me, 

yet it is obvious to her.  

 

She understood, when adults did not but required countless explanations. 

 

She simply is with these objects.  

She has passed the test.  

She is clear-sighted. She is enlightened.  

When the true audience revealed themselves to me - I felt confirmation. 

I experienced authentication - when she privileged me with understanding.  
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Appendix 8 

 

Chapter 8 

…We all meet at the end of the beginning in the in-between 

 

The sfodamong has been transformed via the discovery that the sfod beings 

do not originate from the mathematical 11th dimension as originally 

thought. They emanate from psychic reality where the sfodamong contains 

the sfod within the in-between realm of external and psychic. Within 

psychic reality exist the imaginings of all “becoming” minds. In this realm, 

every entity is united into one “being” but simultaneously maintains 

plurality and “all is one” is an illusion… it is where… 

 

… reality and fantasy are constructed from the same matter 

… where things are known and yet unfamiliar 

… where all concepts chaotically encountered are randomly suspended 

within an instant of searching for equilibrium  

… a place of compulsions, of obsessions, of phobias, of nostalgias 

… where anything becomes everything and then returns back again to 

nothing 

… where moments are delightfully exciting and where they are dismally 

boring 

… where there is an all encompassing present, snippets of future faraway 

and unreachable, a not-too-distant, just-barely-graspable past   

… when time happens so quickly that you just can’t keep up…or time fills 

up with endless mesmerising moments of drifting particles of dust 

… when things take a very very long time and happen so quickly that you 

had barely enough time to savour the moment 

… when you wait for something that you really really don’t want to do 

…or wait for something that you really really can’t wait for any longer  

… when a grown up is either as repulsive as an ogre from a fairy tale….or 

when a grown up is more magical than any magician in any story 

… when large open spaces are so full of possibilities and small confined 

leaden spaces make you feel disconcertingly alone 
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… when you feel miserable and isolated and fearful of the things that you 

know, but also exultant and secure and calm because you don’t yet know  

… when you are “such a child” or so “very serious and grown up” 

… when you are yet nobody as you are yet to be someone when you grow 

up 

 

… when I am but I am still not but I would like to be …the moments when 

my being is unrealised is stretched out before me endlessly…when I finally 

am, that is when it will be the end 
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Appendix 9 

 

Excerpt from Nausea (Sartre, 1938, p.224-227) 

 

How far away from them I feel, up on this hill. It seems to me that I belong 

to another species. They come out of their offices after the day’s work, they 

look at the houses and the squares with a satisfied expression… They are 

given proof, a hundred times a day, that everything is done mechanically, 

that the world obeys fixed, unchangeable laws…. The idiots. It horrifies me 

to think that I am going to see their thick, self-satisfied faces again. They 

make laws, they write Populist novels, they get married, they commit the 

supreme folly of having children. And meanwhile, vast, vague Nature has 

slipped into their town, it has infiltrated everywhere, into their houses, into 

their offices, into themselves. It doesn’t move, it lies low, and they are right 

inside it, they breathe it, and they don’t see it, they imagine that it is 

outside, fifty miles away. I see it, that Nature, I see it … I know that its 

submissiveness is laziness, I know that it has no laws, that what they 

consider its consistency doesn’t exist. It has nothing but habits and it may 

change those tomorrow. 

What if something were to happen? What if all of a sudden it started 

palpitating? Then they would notice that it was there and they would think 

that their hearts were going to burst…. That may happen at any time, 

straight away perhaps: the omens are there. For example…Or else they will 

feel something gently brushing against their bodies, like the caresses reeds 

give swimmers in a river. And they will realise that their clothes have 

become living things…. 

….And hosts of things will appear for which people will have to find new 

names – a stone-eye, a big three-cornered arm, a toe-crutch, a spider-

jaw…Or else nothing like that will happen, no appreciable change will take 

place, but one morning when people open their blinds they will be surprised 

by a sort of horrible feeling brooding heavily over things and giving the 

impression of waiting….Well, yes, let things change a little, just to see, I 

ask for nothing better…Then I shall burst out laughing, even if my own 

body is covered with filthy, suspicious-looking scabs blossoming into fleshy 
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flowers, violets and buttercups. I shall lean against a wall and as they go by 

I shall shout to them: “What have you done with your science? What have 

you done with your humanism? Where is your dignity as a thinking 

reed?” I shan’t be afraid – or at least not more that I am now. Won’t it still 

be existence, variations on existence? All those eyes which will slowly eat 

up my face – no doubt they will be superfluous, but not more superfluous 

than the first two. Existence is what I am afraid of. 

 

…It’s so…so obvious from here; is it possible that I should be the only one 

to see it? Is there nowhere another Cassandra on the top of the hill, looking 

down at a town engulfed in the depths of Nature? But what does it matter 

to me? What could I possibly tell her?



 266

Appendix 10 
 

Summary of dialogue from gallery website documentation 

 

1) Tate Modern – Verbal Eyes children’s program 

 

Reporters interviewed the Family Day participants to find out what they thought about 

the day and the VerbalEyes project as a whole, while photographers and a film-

maker snapped the action. See below for images and a film of the day. 

http://www.tate.org.uk/britain/verbaleyes/06-07/family/  

 

- it is about fun and families and creativity 

- opportunities to see what your child can do 

- having fun and learning 

- using art to meet learning objectives, to inspire children 

- it is about visual literacy – using visuals has to be a way forward for them 

- to explore things that they wouldn’t have a chance to see and its value and 

importance 

 

2) Queensland Art Gallery – Box City interactive art project for children  

 

On 15 January 2006, in conjunction with the children’s exhibition ‘Made for This 

World: Contemporary Art and the Places We Build’, Box City was the largest-scale 

interactive art project for children the Gallery has ever commissioned: 

http://www.qag.qld.gov.au/kids/videos - box city video 

http://qag.qld.gov.au/education/education_resources/curriculum_research#Curriculu

m%20research (March, 2009) 

 

Video 1 – ‘Children’s Experiences’ 
 

- express things about art 

- amazing what you can do with the materials 

- about the city – the size, prettiness 

- what we make and how 

- painting the boxes – feel of the paint 

- gives you ideas – for home to be inspired 

- that artists have creativity – how ideas are determined 
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Video 2 – ‘Parent’s Experiences’ 
 

- inspiration to do their own artwork 

- interactiveness, fostering appreciation for art - not sure what they are 

learning - that this is a great place; to be part of their lives 

- get them to do an activity; variety and variation brings them back 

- create and be involved in the things they wouldn’t be at home; in community 

environment with other children; open space environment, real-life 

experiences, learn about different cultures 

- everyday objects as part of life 

- interactive part; gateway to be involved in the pieces 

- parents with kids; working together 

 

Video 3 – ‘Why visit the gallery - children’ 
 

- like looking at paintings; different types 

- ideas about making stuff 

- things to do for children and adults 

- interesting see the how the exhibitions change 

- that children can contribute 

 

Video 4 – ‘Value of the gallery – experiences of teachers’ 
 

- geared for the age group 

- art develops their creativity; develops their intelligences; use their minds in 

the ways that want to express themselves. So if they use these materials 

without any limits on what they must or mustn’t do, they can use their own 

exploring to develop their minds. 

- individual expression is art; to see through somebody else’s eyes 

- learn through interactivity; learn about other cultures 

- see creativeness of other people; use their imagination 

- children are open to all art things; very engaged 

- relates to their own lives 

 

Video 5 – ‘teacher’s ideas for the classroom’ 
- see how creativity will develop through the presentation of an object to be 

creative with 

- to build and learn stuff ( about geography) 
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Appendix 11 

Definition of Authentic Existence (Park, 2007c) 

 

Park (2007c) outlines the definition of Authentic Existence represented in the 

chart below, and explains that “we all begin adulthood as products of our cultures 

(left column), but we can grow toward greater Authenticity (right column). We always 

live somewhere between original existence and Authenticity” 

 

Original Existence  Authentic Existence 

Conformity  Autonomy  

1. Accept (even defend) our given culture or 
sub-culture.  

1. Transcend enculturation.  

2. Governed by cultural patterns; victims of 
circumstance.  

2. Invent our own patterns; rise above 
circumstances.  

3. Culturally-defined types.  3. Unique, self-defining, self-creating.  
4. 'Pursue' culturally-provided meanings and 
goals.  

4. Create our own meanings and goals.  

5. Role- and game-playing; elaborate social 
games and rituals.  

5. No roles or games from the culture.  

6. Directed by others.  6. Directed by ourselves.  
7. Believe what others believe.  7. Believe what we know from experience.  
8. Lost in the immediate present; pulled from 
one moment to the next.  

8. Gather the past, present, and future into 
the wholeness of our resolute selves.  

Structure of Our Selves, Identity  

9. Deny our Existential Predicament.  9. Embrace our Existential Predicament.  

10. Fragmented.  10. Unified.  

11. Unfocused.  11. Focused.  

12. Unowned (or owned by the 'they').  12. Owned by ourselves.  

13. Diffuse, hazy.  13. Solid, organized.  

14. Unintegrated.  14. Integrated.  

15. Uncentered.  15. Centered.  

16. Lost in superficial details.  16. Governed by larger, deeper patterns.  

17. Double-minded.  17. Single-minded; willing one thing.  

18. Complex, tangled.  18. Simple, direct.  

19. Indecisive.  19. Decisive.  

20. Self-indulgent.  20. Self-creating.  

21. Seeking equilibrium, homeostasis.  21. Seeking meaning, purpose.  

22. Bad faith—trying to be a thing, role, 

temperament, or type. 

22. Always free and responsible for 

inventing ourselves. 

23. Many competing concerns; no structure or 

organization.  
23. Having an ultimate concern.  
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Appendix 12 
Letters to the sfod - from Educational Context 5 
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Appendix 13 

Sample transcripts from Educational Context 5 – sfod universe (Year 3) 

 

Below is a selection of children’s descriptions of their sfod town. Children 

selected a combination of adjectives and environments to name their sfod town, 

e.g. “planning grassland”. The selections illustrate the content of the 

descriptions - labelling from daily live schemas. 

 

o That’s a little waterfall, a house; a pool; and some slides. That’s a theme park, 

around there are the pools, and here are little theme park in the pools. That’s the 

school and that’s the shopping centre. And this is a park with a slide. 

 

o This is a merry-go-round, and they are seats in the merry-go-round. And mine is 

called ‘planning grassland’, so this is a planning room where you just sit there and 

think. And I put my powerful star here because it helps all the doors open up, like 

that, and they are all the puppy kennels. And I’ll close that back down. And you can 

walk, and that’s the river, that blue thing. And this is a bridge to walk into the purple 

planning puppy shop and there are puppies here.  

 

o That is a hotel that is a shopping centre. That is a beachy sand soft playground. 

That’s a lake. That’s a forest. That’s grass, just normal grass, and there are rocks, 

and that's my favourite place. It’s my favourite place because I can go there and I 

can hide wherever I want through the rocks. 

 

o That there is like um. It comes from ‘noisy grassland’ and that's like a volume stick. 

And here's a playground. That’s like a stick for um people to know that that's where 

like, kids play. And that's like a shopping centre, and up here is um a little river and 

there's the ocean. And I put that there cause that's like the best place. And that's a 

movie theatre and these things are houses and those two are boxes for [little 

fishes] that make music. 

 

o This is some water behind it, and that’s a bridge, and this is like a pathway along 

some nice sandy banks, and that’s a water fountain so it kind of goes like that, and 

this is a maze, and this is where you play bumper cars where you have to go in and 

try to bump cars. 

 

o This is ‘friendly lake’, and this is stepping stones, and the water, and little grass 

area, and this where the sun goes down bright. This is another lake and this is the 

sky, and this is a tree that grows very big flowers. 
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o This is a house on lonely beach. This is a star that’s floated down onto the roof and 

this is where you sit and watch TV and these are the windows.  

 

o Well mine is a restaurant, and these are the windows. That’s a garden and that’s 

where the kitchen is, and that’s a roof and that’s the door.  

 

o That’s the sky and this is the grass and those are little hotels and this is the big 

castle with the drape coming out, or a person, I don’t know. And it’s called ‘powerful 

grassland’.  

 

The following descriptions illustrate children’s imitation of concepts. I showed 

the children an example of a sfod structure, which had buttons that when 

pressed, would eject a different animal. The children were inspired by this idea 

so much, that the majority of the class generated similar structures.  This 

supports Finke, Ward and Smith’s (1992) concepts of “Mental blocks” and 

“Functional fixedness” of creative generation, which indicates that when 

individuals have seen examples they were far more likely to generate ideas that 

contained the features of that example. Finke et al. contend that providing 

examples does not necessarily inspire one to be more or less creative, but it 

can influence the content of the resulting products.  

 

o Well part of it is a ‘friendly ocean’, and we have art galleries and pet shops. Most 

people like pet shops so there’s two. And this gallery is based on ‘cooperative 

desert’ and it’s very cooperative and most of the artworks are of cats and dogs and 

all that. And this is a pet shop on the ‘friendly ocean’.  

 

o This is another pet shop on the energetic beach so you can just…The ‘friendly 

ocean’ is where you can buy a dog or something and make it go for a swim - their 

cats they love swimming. On the ‘energetic beach’ you can buy, well say you 

bought a dog, you can walk it on the beach and its very energetic for it. And the art 

gallery has lots of pictures of cats, not as much as dogs, but cats mainly.  

 

o Well these two pet shops, we thought that the pet shops could be like related to 

these two green parts like all the rest of the art gallery is, all the art and all that, and 

these two green parts are all the pet shops and all that. 

 

o This is our alien world thing. And if you’re wondering why it’s so smudgy, it’s 

because it’s like a real busy world, and it’s like all foggy and smudgy, and it’s like 

really fast stuff. And mine’s a pet shop and when you press the star on it, about a 

thousand horses come out each second. And that’s Chloe’s church, there’re the 
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seats there, that’s a cross, that’s a button when you press I think it comes up and 

says something. And Ashley’s restaurant is, cool.  

 

o This is a picture and it’s made at the beach. And that’s, when you press that button 

lots of rabbits come out and one escaped. When you press that one some horses 

come, pop out, and when you press that one, some dogs come out. 

 

o When you press these buttons your horses come, pop out. And when you press 

that button a real castle pops out. 

 

o Mine is the pet shop. And I made it in the ‘cooperative valley’, it’s, um, this is the 

door here, and these are the buttons, and inside these buttons there’s some 

animals, all the purple ones have got horses in it, and the red ones, all the red ones 

have dogs and cats. 

 

o When you press that one a horse pops out when you press that one a dog pops out 

when you press that one a cat pops out. 

 

o This is my pet shop, its made at the beach, and it has a button when you press 

that, a horse pops out , when you press that, a dog pops, out and when you press 

that, two million cats pop out 

 

o This is a pet shop but it’s actually a lake, yeah, it’s made on a lake. If you press 

that, the star it will go hot if you press it, when you press it a second time it might 

go cold. And if you touch those purple spots, I know it’s really got nothing to do with 

it, but horses come out. 

 

o In Nabob there is a restaurant called Lentin restaurant and it’s built next to ‘Quick 

River’ and when you press that all the rooms change around and they’re all the 

rooms. And that’s like where all the carpets, where they’re kept, like the dance 

block. And this is the room where the band plays music for the restaurant and this 

is the kitchen with chefs and stuff. 

 

Labelling – Theatre of the Absurd 

 

In the below verbalisations, children describe their sfod scapes. This selection 

illustrates descriptions made on the level of the “theatre of the absurd”, which 

Ariel (2002, p.27) has identified as the “language of make-believe play”. 

Children’s generation of random and nonsensical thoughts is evidenced in the 

following transcripts 
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o Mine is a gold sand castle and these two gold squares are where the spaceships 

are stored. One spaceship here it rolls and rolls and rolls until it gets to the end of 

the world. And this one just hops all the way. If it ends in the water, well it just goes 

under and he just squirts water out of his mouth. If he gets it in his ears, he squirts 

in out of his mouth. And this is a window, and if they are fed up of the window, they 

just jump out the window and they go into the sea.  

 

o This is a picture of some fields and fields have trees made out of water, and when 

you see a tree you can go right through it. And this is a magic…this is a birds egg 

its really magic, who ever touches it will turn into a bird. And this is just a normal 

flower, when you smell it you will be forced into sleep. 

 

o It’s an [underwater] water gardening house, and part of it is normal air, but when 

you open the door outside you have to get a special stick to breathe, for the sfods 

on krod land are aliens, they can go through there, they don’t need [air]. And 

there’s like underwater flowers, fish, dolphins, all of that kind of stuff. And a rock is 

here so that when she goes out she just takes her little rock. 

 

o This is a valley and if you plant some grass something nice will come back out. 

Here is a magic tree and if you go here, if you take one of the leaves you will turn 

that colour. This is a kind of spaceship it goes over the valley every now and then, 

to see if anybody is there, and then, then he goes inside , then the fountain star 

inside the fountain tell him what’s happened. 

 

o This is a forest, there’s a dragon, that’s the house, and there’s the bat, and that’s 

the alarm, and when they’re out the bat talks on the phone if somebody tries to 

break in. And the bat talks over the telephone. The dragon is trying to run away 

form the star because they are trying to break in. 

 

o These are the roads of the sfod land…the sfod planets. And if you walk on these 

places with bear feet you will turn that colour unless you go to the rocks and the 

special rocks will heal you. This is the splat land and next to it is the dyno land. 

Now the sfod live in the river, so we should really have to walk around it, and this is 

the rocks like I told you about and there’s a magic rock here that you better not 

disturb too much, and they get very angry if you disturb it. 
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o I’m a beetle, you see she got squeezed by pulling out the grass, sweets come out 

of the grass, and then they take the grass, and then the grass grows back. So, yes, 

she comes, and the dragon has her afternoon tea, or her lunch or supper…. 

 

Performance stories – Theatre of the Absurd 

 

o Once a googly time the glob went to get the rainbow monkey eater and the polite 

pear pie and the slimy wimy earthy fire slugs and to get the squiggly wiggly space 

sea jelly fish tentacles. I am going to get the monkey eater flower. I am going to get 

the squiggly wiggly tentacles and the slimy wimy earthy fire slugs. And then they 

got the water bugs and they got the stuff that they just got and then they set off on 

to the big journey on a butterfly back to the rainbow palace. And then they met the 

king parrot and he gives them all his money and then we become the queens. The 

end. 

 

o Once upon a wiggly time, no, once upon a time there was a big, big octospider, and 

it was trying to steel [-] and its big big circle, and then they tried to get out and then 

a big dragon came and it tried to bite the octospider, and then it turned invisible and 

then a big dragon breathed fire at the octospider and then the octospider died. My 

princess said what happened and like I’m ahhhhh, I’m falling of this [asteroid] and 

I’m like ahhh what’s happening and there’s like ohhh and like I’m ahhhh. And then 

the octospiders are running everywhere, they’re really afraid of my big, big dragon. 

And he’s like going to eat them. My dragon tried to breathe fire and eat them, 

but…and the castle was here. A big octospider smashed into the castle and 

thousands popped out of the way that had hit it. The rainbow…snowy brown was 

on a vacation and the rainbow fairy was here and then it travelled to there… 

 

o One day when petal and team krod went to earth to find the willow tree, the willow 

tree was guarded by ibises that were not afraid of anything until were driving until 

they crashed into the willow tree. Lucky she took her fairies so they all had helmets. 

And they grabbed it very quickly grabbed but then there was smoke appeared there 

was the ibis king. Petal pulled her [-] the petal came she heard the crash she went 

to krod everyone went back and celebrated well. For the ibis king he spent life in 

prison and then they sang the sfod anthem:  

sfod is the planet. 

Sfod is outer space. 

Sfod is were you should belong. 

So come to the sfod planet.  
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o One day the krod planet and little blue decided to get some friendly fun fairy floss. 

But on the way little blue saw a big tornado it was blue and it seemed to suck up 

pink things. So petal jera went out to see if they could stop the tornado but they 

couldn’t stop it so kidukukush snowbell and little bleu tried to stop the tornado and 

they tried with all their might and finally they stopped the tornado but there was a 

big circle that was brown and red but snowy brown and little red stopped it so the 

krod got to get the friendly fun fairy floss but on the way back some fairies were 

chasing after them so krod tried and tried and they stopped the fairies and the krod 

went back to their planet and they lived happily ever after. 

 

o One day little krod was walking down the street and then his spaceship crashed 

into the ground. He said where am I? And then he found this big ball of information 

he picked it up and threw it on the ground. All the information went out, and it 

started swirling and it made a sandstorm. And he fell down into the hole and he 

found two little lights. What are these lights? And then all these surfboards came 

out that went into outer space.   

 

o And then he found out that he had no idea where he was, so he went back down to 

see where he was and he slipped, and he had to go through the ground and it was 

so muddy and the snake just ate him suddenly, but he didn’t like the taste so he 

vomited . And then the snake wiggled off. And he had to go through all the mud, 

and all the dust got stuck on him, then he found a big shower and a little bath to 

wash in. Then he had to go back through the mud and then he found a way out. 

And then the spaceship was there because the aliens had tried it so that he could 

go back home. The end. 

 

o One day little red was going on an adventure. He was going to a planet called the 

octospider world. He was going there to work hard. The next day she was there 

she saw a working circle and she went inside and in amaze there was heaps of 

stuff. She went to work hard she loved working hard. After a while an octospider 

came he was big… 

 

o The krods were going on a spooky mission. It was a mystery at the hell mansion. 

People sad ‘it was scary and spooky’ they had heard so they became the krod 

detectives. They flew in krod flying machine. Soon they landed but in the backyard 

in the pool. Next they looked for clues in the rainbow palace inside and in the 

princesses castle then they saw a ghost. They pulled at it and underneath were 

thirteen globs ‘we are the ones who did it. We’re sorry. We won’t do it again. But it 

is so much fun”. The end. 
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Appendix 14 

Description of Educational Contexts  

CD Instruction manual / Artwork documentation 

 

This section contains screen shots from the doctoral CD and provides 

descriptions of the projects conducted with children across multiple sites. The 

projects that required ethical clearance are referred to in the various project 

descriptions. Projects which resulted in the creation of websites which included 

images and video footage of the children have been removed from the published 

dissertation. 

 

At this point it is necessary to briefly acknowledge the particularities of ethics, 

as they relate to visually based research. Wiles, et al. (2008, p. 34) argue that “it is 

crucial that researchers are able to understand, articulate and argue the ethical or 

moral case for the decisions they make about the design of their research and the 

ethical issues that emerge throughout the research process. This is crucial for the on-

going reputation and integrity of visual research”. Wiles et al. (2008) and Prosser 

(1998) provide guidelines for researchers using visual data. These guidelines pertain 

to sociological researchers using documentary photography or film as a central part 

of their research procedure. Wiles et al. (2008) and Prosser (1998) highlight that the 

particular ethical decisions pertaining to the collection of images in research are 

informed by approaches to ethics. For example, a long-established convention in 

social research practice has been maintaining anonymity and confidentiality in visual 

material to protect the participant’s identities, however, there is an emerging tension 

between ethics and the resulting aesthetic product of visual research (Wiles et al). 

Considerations of “visual ethics and data anonymity” (Wiles et al, 2008, p.17) may be 

in tension with the intended use of the images. If the image has been tampered with 

(for example, pixelating the face of the participant in a photograph and thus reducing 

the aesthetic quality of the image), there remains little point in presenting this images 

as the research outcome (as visual researchers are interested in the meaning 

bestowed by the presented photographic documentation).  

 

It is also worthwhile to include in this discussion, Sullivan’s (2005) position on 

the limitations of visual research methodologies. Sullivan acknowledges that 

numerous titles have been published, concerning visual methods for data collection 

and analysis, which explain how images are compiled and interpreted as part of the 
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research activity. Sullivan explains that because these methods have been used in 

anthropology and sociology, they no longer “fully satisfy the interests and concerns of 

the visual arts researcher” (p. xiv). The limitation of sociological, visual 

methodologies for Sullivan, is that interpretation of the visual images is seen as a 

research goal, thus the researcher becomes “editor”, rather than “producer”. The kind 

of knowledge produced using this approach “has very little to say about the creation 

of new knowledge using visual means that might be undertaken within a research 

perspective” (p.xv). As has been argued throughout this dissertation, Sullivan asserts 

that the knowledge produced by artists is found in the art studio, and that knowledge 

production comes from the locus of the artist. 

 

As Sullivan’s approach to the visual research has been adopted throughout 

the dissertation, issues of documentary style collection and analysis have not been a 

central concern of this research. I have previously indicated that a website of 

children’s images and video was created as part of an artist-residency (Appendix 14 - 

Educational Context 5 – Page 28-29), and that the collection of this material received 

ethical clearance. The compiled website CD was given to the classes involved at the 

conclusion of the research, however, this material is not included in this dissertation.   

 

In the process of preparing the artwork for final publication I became aware of 

the way I dealt with issues surrounding visual ethics throughout my artmaking 

process. For example, the final digital outcome (the sfod worlds) features peep-hole 

video clips where images and voices of children are barely discernible. In a sense, 

this was a strategy for protecting the anonymity of the children. I wanted the children 

to be present in the work, but at the same time I was conscious of maintaining their 

anonymity as I knew that the clips in the artwork would eventually be available on the 

Internet.  However, the peep-hole videos actually do more that this: rather than being 

a negative aesthetic hindrance (as suggested by Wiles et al, 2008), the anonymous 

outcome becomes the aesthetic of the work. The children are ‘abstracted’ in the 

artist’s rendering of them. 

 

This reflection has been a recent occurrence as it was not my lived 

experience during the production of the work.  It is maybe something that happens 

when an audience interprets the work –children abstracted. 



Opens DOCTORAL 
RESEARCH STUDIO 
OUTCOMES page

Opens 
EDUCATIONAL 
CONTEXTS page

Opens SFOD 
UNIVERSE page

Opens DISKS page

Index page

Doctoral research 
studio outcomes

Opens Sfod Gallery
interactive

Click on image to see 
close-up

Opens sfod worlds
interactive

Opens sfod wall
interactive

Opens sfod artefacts
interactive

Opens ALL the 
Galleria sfod page
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ALL Galleria sfod

Clicking a sfod number 
opens a pop-up image of 
the corresponding sfod
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Opens sfod BOOK
page

Opens sfod 
descriptions page

Opens MBTI 
indicators page

Opens sfod universe
Flash interactive 
(studio outcome of 
Honours project)

Hyperlinks open 
individual Flash files 
that make up the sfod 
universe flash 
interactive

Images from Metro 
Exhibition, 2001

SFOD UNIVERSE
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sfod descriptions

Clicking on each sfod image 
opens the sfod description in the 
frame below

Close-up of sfod description

The portraits of the sfod were 
created during my visual arts 
degree. The portraits were 
painted on board using 
modelling medium and 
acrylics. They were later 
scanned. These sfod portraits 
also feature in the doctoral 
outcomes - sfod world and 
sfod artefacts interactives.  
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The ‘feeling’ 
indicator 
(scanned 
coloured card 
collage). Click 
on image to 
view close-up 
pop-up

The MBTI indicators

Click hyperlink to 
view Flash 
interactive of MBTI 
indicator. These 
interactives are also 
components of the 
2001Honours sfod 
universe interactive

The MBTI collage project was completed throughout my 
visual arts degree. The purpose was to visualise, through 
collage, the indicators of the Myers-Briggs Inventory. 
Firstly, the indicators (e.g., feeling, thinking) were 
visualised in the disk BOOK. Later these were translated 
into interactive Flash movies (my first encounter with 
Flash), and also featured in the sfod book.

Opens MBTI 
types page
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MBTI types
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Mouse over the 
hyperlink to view 
description of the 
personality type

Click on image to 
view close-up

thinking

introversion

perceiving

sensing

istp – personality type

MBTI types
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Sfod BOOK

The sfod book was the first artifact created about the sfod. 
It provides the initial record of the categories of the sfod 
and their worlds. It is a scanned artist book made from 
collage, pastels and sticky tape.
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Sfod book – whole view

Click on image 
to view close-up

These components are 
images of physical objects 
that have been generated 
from the sfod book pages. 
They were exhibited as part 
of the Metro gallery sfod 
installation

Close-up of flip-page component
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Disks

Hyperlink opens two pop-ups: 
close-up image of the disk 
and the Flash interactive disk

Opens thinking DISK BOOK page

Opens SINGULARITY page

Opens BUBS page

The disks themselves were created during the 
3rd year of my visual art degree. They were 
mono-printing experiments that were trapped in 
clear Perspex (to emulate the form of a 
computer disk). Each disk had a function that 
reflected Edward de Bono’s “six thinking hats”. 
However, instead of putting on a hat, a cyber-
entity inserts a disk and starts thinking in the way 
prescribed by that disk. 

Hidden buttons on Flash disk trigger 
interactive animations. Various random 
components need to be clicked to 
progress further through the visual/sound 
scapes
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thinking disk BOOK

This is a scanned artist book created through collage. Pages are 
glued with coloured paper, spaces have been cut out, plastic 
windows are glued in the spaces. Each page represents a 
different creative thinking strategy (Edward de Bono). 

1st page of book

2nd page…etc.

normal page view

Click on 
image to 
view 
close-up

whole page
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BUBS

SINGULARITY

Clicking on image opens singularity Flash 
interactive. Various random components 
need to be clicked to progress further 
through the visual/sound scapes

Clicking on image opens bubs
Flash interactive. Various 
random components need to 
be clicked to progress further 
through the visual/sound 
scapes.

The hyperlinks open individual 
Flash files that make up the 
BUBS interactive

Appendix 14 – Page 13



Click on the navigation spots 
to view the components of the 
gallery

Sfod Gallery interactive
The gallery installation 
has three main 
components. Each 
physical gallery 
component has a 
corresponding digital 
representation (Flash 
interactive).
1) a wall comprising 
of “quadrants of 
squares” created by 
Year Five students
2) two sides of the 
gallery – one side has 
the sfod extroverts, 
the other side has the 
sfod introverts. These 
include the shelves 
upon which the sfod 
are placed, as well as 
the “quadrants of 
squares” created by 
the Year Six students.
3) the computer 
projection which 
projects the sfod 
world interactive

Gallery 
component 
image view

Click on the exit 
(X) to close the 
component

Click on the 
next button () 
to view different 
images of the 
gallery 
components

Click on the launch 
button (round squiggle) 
to launch the Flash 
interactive of that 
gallery component
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Drag the mouse underneath the 
sfod to scroll through all the sfod

sfod artefacts interactive

- Click a sfod to launch the image of the 
sfod on its shelf and corresponding child 
artifact in the gallery
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Clicking on 
button launches 
children’s 
descriptions of 
their artifact

sfod artefacts interactive
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Mouse over some 
artifacts to view 
children's descriptions

sfod artifacts interactive
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Click on a 
triptych of 
squares to 
launch close-
up 

sfod wall interactive

Button in the 
middle 
refreshes 
the view
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Close up of sfod descriptor

Sfod worlds interactive – “final artwork’ (Chapter Seven)

Mouse over a sfod to 
view its descriptor

Click on the sfod to 
launch movie

Mouse over the circles to make 
them grow

- the circles are pastel 
drawings that have been 
scanned
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Mouse over name to view the 
property descriptions of the worlds

Cognitive functions

Psychological types

Sfod worlds interactive
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Sfod Worlds

Cognitive processes

The sfod World names originated from 
Educational Context 2. Some were adapted 
from Don Pavey's "Art-based games“. The 
sfod names were selected to reflect the 
characteristics of that particular sfod group. 
e.g. Dino – are the group that tend to seek 
power (see Education Context 2 and 4). 

Sfod worlds interactive
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- When a sfod is clicked a movie is launched -
This results in a darkening of the screen. 
- Movies can be loaded on top of each other -
Resulting in a progressive darkening of the 
screen as the movies are layered upon each 
other.
- Each movie also includes sounds of the 
children playing. When multiple movies are 
launched the sounds layer on top of each other. 
Individual movie sounds can longer be 
discerned.
- As the movie ends, the darkness fades back to 
white.

The movies are from Educational Context 5. 
Each sfod movie corresponds to the particular 
sfod the movie was launched from. The movie is 
of the child activity that resulted from that sfod.

Waiting for the movie 
to finish playing, or 
clicking on the X 
button will leave a 
circular image on the 
screen

Sfod worlds interactive – movie load

Movie 
playing
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Screen grab when all the movies 
have been loaded.

- An arrow pointing to a sfod 
denotes that a sfod has a movie 
attached
- An X denotes that the movie for 
that particular sfod has already 
been launched

Sfod worlds interactive
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Educational Contexts

Appendix 14 – Page 24

Educational Contexts 1-4
have been removed from 
published dissertation



Educational Context 6

Clicking on an image opens a description of 
the project in the right frame 
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Educational Context 6

2007 >>6>>sfod genaplore

>>Context>>>
School Site
Year Six, approximately 70 children
Year Five, approximately 50 children
>>Point in Journey>>>
Doctoral research

The purpose of this project was to collect artistic artifacts from the children so as to integrate the 
children’s work into my ‘final studio outcome’ of the doctoral research. I returned to the same cohort 
of children that participated in Educational Context 5 (who were now in Year Six), and spent a couple 
of sessions with each class during their scheduled visual art lessons.

During the activity, the children would receive a packet with a different sfod, a sfod description, a 
template for sticking their created objects, and some initial coloured cut-out shapes. The children 
then created small coloured cut-outs, following verbal prompts such as; ‘create a shape that looks 
like a sleepy fairy’ or ‘create a shape which looks like a jumping snake’. The children then arranged 
their shapes inside a laminate pocket, and then laminated their completed arrangements. They then 
cut the laminated pockets into square shapes and sticky taped their squares onto a template. The 
children then wrote an explanation of their squares function based on the descriptor. I collected the 
completed children’s sheets and scanned their work. The children then completed a second activity, 
where they formed a group and created a city (from the individual squares), however these creations 
were not integrated into the final project. 

The children’s work (the four squares), were later displayed above the sfod which were positioned on 
a Perspex shelf in a gallery space. This is documented in the sfod artifacts interface, where the sfod 
shelf and the children’s artifacts are displayed. The interface allows the viewer to read what the 
children wrote about their creations. The sfod shelves are also documented in ALL Galleria sfod.

A second project was conducted at this time with a Year Five class following an invitation from their 
teacher. The procedures were the same as with the Year Six class; however the children only 
created three squares rather than four squares. They are displayed in the sfod wall interactive. Not 
all the sfod have corresponding three squares because there were less children involved in this 
activity than there are sfod.

In reflecting on the final two projects, I realised that the procedures of my activities were reflected in 
how Ward and Finke (1992) explained creative processes within their Genaplore Model of Creative 
Cognition (described in Chapter Four). The Genaplore model is reflected in my activity as the 
children create their preinventive structures (the four squares) from the coloured paper shapes they 
produced. They were then given a descriptor (e.g. personal object) for their square and generated a 
function for their preinventive structure.

I created a PowerPoint visualisation of this process, which was intended to be the model structure for 
an interactive artwork that would have been my final digital work of the doctoral project (the 
background in the PowerPoint is from the net art work Beadgee).

Experiments: Interactive games

Appendix 14 – Page 26
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Educational Context 6  - PowerPoint visualisation

Click through 
slides to view 
model of 
interface
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Educational Context 5
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Educational Context 5

>>Context>>>
School Site
Year 3
approximately 70 children
>>Point in Journey>>>
Artist in residence and doctoral project (20th April - 17th June, 2004)

This educational context became the main source of experiences that informed my doctoral 
project. Initially, I was invited by the Head of Art to undertake a residency in the lower primary 
section of the school. The Head of Art determined that Year Three would be an appropriate year 
level for the range of activities that I was intending to provide. Subsequently, as the residency 
activities would become a source of data, and thus a site of research, I needed to gain ethical 
clearance to conduct the research with proper regard to ethical considerations. 

Permission from the Griffith University Human Research Ethics Committee to conduct the 
research was requested and granted and the subsequent research was conducted in accordance 
with ethical protocols (attached). gaining informed consent and included permission to use the 
children’s images as part of the doctoral documentation. The children’s images do not feature in 
the online version of the project. 

The outcome of this project was the collection of documentation which was later collated and 
displayed via a website interface (removed from published dissertation). The videos that were 
collected in this project were later integrated into the studio outcome of the ‘the sfod world’
interactive.

2004 >>5>>sfod universe
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Ethical Clearance:  GU Ref No. QCA/03/05/HREC – approval granted as follows: 
 
 
Study participants will be children Aged 7-8, selected through completion of a passive 
parental consent form provided to the parents/guardians of student participants to obtain their 
written consent for the research component of the activities.  
 
This project will be embedded into the existing classroom curriculum in which all students will 
be required to participate. In this case consent will be obtained only for the collection and 
analysis of data arising from those activities, not for the activities themselves.  
 
Even though this is research involving the participation of minors, and so parental / guardian 
consent is an issue, the researcher concludes that it would be appropriate just to seek 
passive parental consent on the basis that the children can be considered the primary 
consenting agent for the research (given the relative complexity of the research and the lack 
of significant ethical issues or risks), because of the close relationship between the activity 
and normal classroom activities, and because of the lack of direct intervention.  
 
The passive consent mechanism can be used to enable a parent / guardian to in effect 
withdraw their child from a project after the fact. This also provides an opportunity for the 
parent / guardian to raise with the researcher and the school concern in relation to the 
recruitment procedure. 
 
Parents/Guardians were informed that: 
 
Purpose 
The research is part of a Doctor of Philosophy. The study involves students in art-based 
learning experiences designed by the researcher as an artist-in-residence to enrich existing 
units of work undertaken in their normal class context. The research deals with developing 
Interactive Learning Environments that engage students within meaningful learning process 
through art. The research aims to assess how these environments can move students into 
higher order thinking processes 
 
Participants 
The learning experiences will be provided to all students in grade 3 at St Hilda’s School as an 
addition to their class curriculum. All students will participate in the art-making, appraisal and 
reflective activities. As part of the learning process, students will be recording their products, 
processes and perceptions of the learning activities that they are undertaking. The collected 
audiovisual footage will take the form of QuickTime movies archived into an interactive CD 
format. A presentation of the CD and final products of all students’ works will be scheduled at 
the conclusion of the residency.  
 
The research component of the residency will include the transcription and analysis of the 
student recorded audiovisual material that was made as part of the learning activities. 
All students will participate in the residency activities which include the audiovisual 
recordings, however not all students will be included in the subsequent transcription, analysis 
and publishing of the results. Data will not be analysed or used from the participant whose 
parent/guardian did not give consent for this research component of the activities. 
 
All participants will be provided with feedback during and after the collection of data. The 
feedback will be in the form of an interactive CD that includes the recorded footage, the 
students’ products and the processes involved in the residency.  
 
Access to the transcribed data and audiovisual recordings will be exclusive to the researcher 
and supervisors. After completion of data analysis the recorded data will be stored at Griffith 
University (by the supervisor) for a period of 5 years and then destroyed. 
 
Access to the compiled audiovisual recordings in the CD format will be available to the 
classroom teachers to share with the students as part of their school materials. 
 



The expected benefits of the research 
The results of the research will aim to improve understanding of art educational practices with 
the view to bring about improvement, innovation and development within these practices. This 
involves learning in and through action and reflection. Reflecting on the encounters with 
students as opportunities for learning and growth and whether students have benefited from 
the encounters with the action. 
 
Risks 
Participation in the study should not result in any inequitable benefit or loss for the students 
participating. All activities integrate fully with the everyday classroom pedagogical practices. 
The students who will not be included in the data analysis part of the research will not be 
aware of the exclusion as all the students will be involved in the same activities.  
 
This process aims to alleviate any negative consequences students could potentially suffer 
due to a sense of being excluded from the project. Any participant involvement will remain 
under the control of the teachers.  The researcher will conduct the study through a non-
intrusive and open manner, while looking to develop rapport with the students over a number 
of regular visits. 
 
Further Information 
Griffith University requires that all participants be informed that if they have any concerns or 
complaints in relation to the ethical conduct of a project, that the first contact point should be 
the Manager, Research Ethics, Office for Research, Bray Centre, Nathan Campus, Griffith 
University (ph 3875 5585 or research-ethics@griffith.edu.au). 
 
 
Privacy Statement 
Respect for the integrity and autonomy of participants underpins all aspects of this research 
project.  Participation in this project will be of a voluntary and well informed nature. This 
project will be conducted with respect for persons and ensure their confidentiality. The 
information collected is confidential and will not be disclosed to third parties without your 
consent, except to meet government, legal or other regulatory authority requirements. 
Participants have the right to decide not to participate or to withdraw form the project at any 
time without any disadvantages/penalties/adverse consequences.  For further information 
consult the University’s Privacy Plan at www.griffith.edu.au/ua/aa/vc/pp or telephone (07) 
3875 5585. 
 
 
Anonymity of all participants will be protected by not providing names or addresses.  
Published or presented results will not identify participants. 
 
Audiovisual recorded data in the CD format will remain the property of the school as part of 
their school materials. All class members will produce video recordings of their participation in 
the artist residency. These will then be compiled into QuickTime movies and archived as an 
interactive CD. The teachers will have access to copies of the CD for use with their students. 
Even though all students will participate in the collection of the video footage, the students 
that do not have parent/guardian consent to participate in the research use of the data will be 
excluded from the research processes, but not from the activities. 
 
Audiovisual recorded data used for research will be accessed exclusively by the researcher 
and supervisors. After completion of data analysis the recorded data will be stored at Griffith 
University (by the supervisor) for 5 years and then destroyed. 
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